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CONFERENCE PROGRAMME 
 
Wednesday 11 January 2017  
 
Venue  LAMOT, Van Beethovenstraat 8-10, 

2800, Mechelen 
 
10:00-11:00 Registration 
 
11:00-11:05 Welcome by Jan Van der Stock 

(Illuminare – KU Leuven) 
11:05-11:10 Welcome by Björn Siffer (Alderman of 

culture, tourism and arts education, city of 
Mechelen) 
 

11:10-11:20 Introduction to the Enclosed Gardens 
Research and Conservation Project by 
Lieve Watteeuw (Illuminare – KU Leuven) 

 
CHAIR Dagmar Eichberger (Universität Trier) 
 
11:20-11:40 Andrea Pearson (American University) 

Monastic Utopianism in a Mechelen Besloten 
Hofje 

11:40-12:00 Frieda Sorber (MoMu) 
Gardening for Paradise. Making and 
Arranging Flowers Made of Silk, Parchment 
and Metal Wire, 13th-16th Centuries 

12:00-12:20 Hannah Iterbeke (Illuminare – KU Leuven) 
Tracing the Source: Enclosed Gardens in Late 
Medieval and Early Modern Texts 

12:20-12:35 Questions 



 
12:35-13:45 Lunch 
 
13:45-14:05 Lieve Watteeuw (Illuminare & Book   

Heritage Lab – KU Leuven),   
Marina Van Bos (KIK/IRPA), Joke 
Vandermeersch (Independent textile 
conservator) and Bruno Vandermeulen 
(Imaging Lab – University Library) 
The Mechelen Enclosed Gardens: 
Conservation, Imaging and Analyses of the 
Early 16th-Century Mix-Media Retables 
(2014-2016) 

14:05-14:25 Fanny Cayron (KIK/IRPA) and Delphine 
Steyaert (KMKG/MRAH) 
The Malines Statuettes Between 1500 and 
1540, Material and Typological Study 

14:25-14:45 Willemien Anaf (University of Antwerp, 
KIK/IRPA), Marjolijn Debulpaep 
(KIK/IRPA), Caroline Meert (KIK/IRPA) 
and Marina Van Bos (KIK/IRPA) 
The Enclosed Gardens of Mechelen: Preventive 
Conservation 

14:45-15:00 Questions 
 
15:00-16:30 Break and visit to the conservation lab  

of the Enclosed Gardens in the Hof Van 
Busleyden, Frederik de Merodestraat 65, 
2800 Mechelen 

 
Presentation of four Enclosed Gardens of 
Mechelen and comments by Joke 



Vandermeersch and the conservators of 
the Enclosed Gardens (2014-2017).  
Demonstration of the photometric stereo 
imaging of an Enclosed Garden with the 
RICH Microdome by Bruno 
Vandermeulen and Lieve Watteeuw. 

 
16:30-18:30 Free time 
 
18:30-… Dinner and nocturne In Search of Utopia at 

M - Museum (Leuven) 
 
Venue   M - Museum Leuven, Leopold  

Vanderkelenstraat 28, 3000 Leuven 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Thursday 12 January 2017  
 
Venue  STUK Kunstencentrum vzw, 

Naamsestraat 96, 3000 Leuven 
 
CHAIR Paul Vandenbroeck (KU Leuven / Royal 

Museum of Fine Arts Antwerp) 
 
09:30-10:15 KEYNOTE Barbara Baert (Illuminare –  

KU Leuven) 
The Sleeping Nymph and Locus Amoenus 

10:15-10:25 Questions 
 
10:25-10:45 Dominic-Alain Boariu (Université de 

Fribourg) 
Otherness and Alienation in Lucas van 
Leyden’s Worship of the Golden Calf 

10:45-11:05 Maria Aresin (Goethe Universität 
Frankfurt am Main) 
Go for Gold! – The Golden Age as an Imaginary 
and Imaginable Utopia 

11:05-11:25 Robert L. Fucci (Columbia University) 
Reviving the Locus Amoenus in the Northern 
Netherlands c. 1612-1616: Implications for the 
Birth of Dutch Landscape 

11:25-11:40 Questions 
 
11:40-12:00 Break 
 
 
 
 



CHAIR Lieve Watteeuw (Illuminare – KU Leuven) 
 
12:00-12:20 Maryan W. Ainsworth (Metropolitan  

Museum of Art) 
A Reconsideration of the Early Works of Justus 
of Ghent 

12:20-12:40 Anna Koopstra (The National Gallery) 
Visualizing the Divine. New Insights into Jean 
Bellegambe’s Working Methods 

12:40-13:00 Till-Holger Borchert, Ruud Priem and 
Guenevere Souffreau (Groeningemuseum, 
Sint-Janshospitaal, Vlaams 
onderzoekscentrum voor de Kunst van de 
Bourgondische Nederlanden) 
Some Results of the Recent IRR-Examinations 
of Memling’s Works Preserved in the Saint 
Johns-Hospital in Bruges 

13:00-13:15 Questions 
 
13:15-14:15 Lunch 
 
CHAIR Jan Van der Stock (Illuminare – KU 

Leuven) 
 
14:15-14:35 Jochen Suy (M-Museum Leuven) 

The City Between Piety and Vanity. Cityscapes 
in Religious Iconography in Early Modern 
Netherlandish Painting 

14:35-14:55 Jeroen Luyckx (Illuminare – KU Leuven) 
Envisioning a University City in Print. An 
Analysis of the Oldest City Portrait of Leuven 

14:55-15:15 Alain Wijffels (KU Leuven) 



Good Governance in Hans Vredeman de Vries’ 
Paintings for the Town Hall of Danzig (1592-
6) 

15:15-15:30 Questions 
 
15:30-15:50 Break 
 
CHAIR Bart Fransen (Centre for the Study of the 

Flemish Primitives – KIK/IRPA) 
 
15:50-16:10 Shira Brisman (University of Wisconsin) 

Maerten van Heemskerck’s Momus: The 
Inside-Out of Art 

16:10-16:30 Stephanie Dietz (TH Köln) 
Part of the Picture – The Underdrawing and its 
Application in the Painting-Technique of Hans 
Holbein the Elder (ca. 1460-1524) 

16:30-16:50 Kathrin Borgers (Universität zu Köln) 
Perceiving, Reflecting, Revealing. The 
Inventive Potential of Painted Monsters 

16:50-17:05 Questions 
 
CHAIR Larry Silver (University of Pennsylvania) 
 
17:05-17:25 Malve Anna Falk (independent scholar,  

Landesmuseum für Kunst und 
Kulturgeschichte Oldenburg) 
Two Portraits by Quentin Massys – Social 
Networks, Wooden Connections 

17:25-17:45 Maximiliaan Martens (Ghent University) 
Democritus, the Laughing Philosopher 

17:45-18:00 Questions 



 
20:00-21:00 PUBLIC LECTURE by Herman Pleij  

(University of Amsterdam) 
Rechtvaardigingen van lust en genot tussen 
middeleeuwen en vroegmoderne tijd: alleen in 
utopieën? 
(lecture in Dutch; venue: Promotiezaal, 
Universiteitshal, Naamsestraat 22, 
Leuven) 
 

21:00-… Reception 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Friday 13 January 2017 
 
Venue   STUK Kunstencentrum vzw,  

Naamsestraat 96, 3000 Leuven 
 
CHAIR Jan Van der Stock (Illuminare – KU 

Leuven) 
 
09:30-10:15 KEYNOTE Larry Silver (University of  

Pennsylvania) 
Visualizing Caliban’s New World Kin 

10:15-10:25 Questions 
 
10:25-10:45 Stefaan Grieten (KU Leuven) 

Indians and Fools Versus Glorious Prince-
Bishops. The Palace of Liège (1526-1538) as a 
Utopian Construction with Dystopian 
References 

10:45-11:05 Paul Vandenbroeck (KU Leuven / Royal 
Museum of Fine Arts Antwerp) 
Doomed Garden of Earthly Delights: Utopia’s 
Failure 

11:05-11:20 Questions 
 
11:20-11:50 Break 
 
CHAIR Maryan W. Ainsworth (Metropolitan 

Museum of Art) 
 
11:50-12:10 Babette Hartwieg (Staatliche Museen zu  

Berlin), Katharina Müller (UPMC) and  
Ina Reiche (UPMC) 



Non-Invasive Cross-Sectional Analyses – No 
Longer Pure Utopia? New Findings on van 
Eyck’s “Madonna in the Church” in Berlin 

12:10-12:30 Judy De Roy (KIK/IRPA) 
Alabaster and Gold. Material-Technical Study 
of the Exceptional Altarpiece of Boussu 

12:30-12:50 Indra Kneepkens (University of 
Amsterdam) 
The Function of Colorless Powdered Glass as 
an Additive to Paints   

12:50-13:05 Questions 
 
13:05-14:15 Lunch 
 
CHAIR Maximiliaan Martens 
 
14:15-14:35 Daan van Heesch (Illuminare – KU Leuven 

/ FWO) 
Hieronymus Bosch, the ‘Antwerp Sketchbook’ 
and the Dynamics of Artistic Transmission 

14:35-14:55 Daantje Meuwissen (Free University 
Amsterdam) 
Cradle of Innovation. The Sketchbook of 
Cornelis Anthonisz (ca. 1500-1558) at the 
Intersection of Art and Science 

14:55-15:15 Koenraad Van Cleempoel (Hasselt 
University) 
Looking Through the Armillary Sphere: 
Representations of Celestial Spheres in Early 
Renaissance Paintings and Particularly in 
Gossaert’s Young Girl 

15:15-15:30 Questions 



 
CHAIR Christina Currie (KIK/IRPA) 
 
15:30-15:50 Hélène Dubois (Ghent University and  

KIK/IRPA) 
Jan van Scorel and Lancelot Blondeel, Restorers 
of the Ghent Altarpiece, 15 September 1550? 

15:50-16:10 Joris Van Grieken (Royal Library of 
Belgium), Lieve Watteeuw (Illuminare & 
Book Heritage Lab – KU Leuven), Bruno 
Vandermeulen (Imaging Lab, University 
Library), Marc Proesmans (ESAT, KU 
Leuven), Marina Van Bos (KIK/IRPA), 
Maarten Bassens (Royal Library of 
Belgium, Illuminare – KU Leuven) and 
Anouk Van Hooydonck (Royal Library of 
Belgium, Print Room) 
From Drawing to Printed Line. The Art-
Technical Genesis of Pieter Bruegel’s Graphic 
Oeuvre. The Fingerprint Project 

16:10-16:25 Questions 
 
16:25-16:40 Closing remarks by Jan Van der Stock  

and Lieve Watteeuw (Illuminare – KU 
Leuven) 

 
16:40-… Farewell drink 
 
 
 
 
 



Monastic Utopianism in a Mechelen Besloten Hofje 
 
Andrea Pearson (American University, Washington, DC) 
 
Inscriptions on the painted wings of a Besloten hofje from the 
Augustinian community of Onze-Lieve-Vrouwegasthuis in 
Mechelen identify four figures portrayed therein as the key 
internal administrators of reforms instituted at the hospital in 
1509. My presentation argues that the hofje was commissioned 
by members of the leadership, probably by “mother” Cornelia 
Andries in particular, to commemorate the successful 
realization of reform ideologies within the community. Among 
these are modified cloistering and pilgrimage-focused 
spirituality, which are invoked in different ways by the 
enclosed garden to which the wings are attached. Furthermore, 
previously untapped archival sources suggest that the hofje was 
produced during a potentially disruptive transition in the 
internal leadership, when it was perhaps especially important 
to convey continuity and compliance. The hofje’s message of 
observance was likely intended not only for the hospital sisters 
at large but also for its external leadership, as exemplified by 
the Carmelite Jan Pascha, the visitator and spiritual advisor to 
whom it was directly responsible. The internal administration 
had, the hofje implies, successfully shaped an ideal socio-
spiritual reformed community that would continue to thrive. 
 
My approach to this and other Besloten hofjes from Mechelen 
breaks new ground by investigating the social resonances and 
interventions of the works. This means of inquiry is enabled in 
large part by the portrait wings, which had yet to be integrated 
interpretively with the gardens they embellish, and by 
previously unexplored visual and archival evidence. 
Considering the works in this way complements earlier 
research, which primarily addresses the spiritual and material 
qualities of the hofjes independent of their social contexts.  



Biography 
 
Andrea Pearson, associate professor of art history at American 
University in Washington, DC, specializes in the study of 
women, gender, and sexuality in early modern northern 
Europe. Her book, Envisioning Gender in Burgundian Devotional 
Art, 1350–1530: Experience, Authority, Resistance (Ashgate, 2005), 
was awarded Honorable Mention for Best First Book by the 
Society for Medieval Feminist Scholarship. She is the editor of 
Women and Portraits in Early Modern Europe (Ashgate, 2008). Her 
essays have appeared in Art History, Gesta, Renaissance 
Quarterly, and the Sixteenth Century Journal among others, and 
in a number of edited volumes. The Journal of Historians of 
Netherlandish Art will publish her article titled “Sensory Piety as 
Social Intervention in a Mechelen Besloten Hofje” in Spring 2017. 
Her current book project uses visual subjectivity as a prism by 
which to rewrite prevailing conceptions of Renaissance love 
and its depictions.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Gardening for Paradise. Making and Arranging Flowers 
Made of Silk, Parchment and Metal Wire, 13th-16th Centuries 
 
Frieda Sorber (MoMu) 
 
One of the notable features of the gardens of paradise made in 
North Western Europe in the 15th and 16th centuries, is the 
presence of flowers and animals, made in a variety of wrapping 
techniques, including silk, parchment and metal wire. Many 
viewers of the gardens fail to see the meaning of forest and lose 
themselves in a presumed chaos of statuettes, relics and 
individual plants. On the other hand, careful analysis of 
individual flowers and the way they are ‘planted’ in the 
surviving gardens helps to understand which types of gardens 
the makers were aiming for. The paper proposes to compare the 
three-dimensional gardens with imagery of late 15th and early 
16th century in paintings, miniatures and tapestries. Many 
gardens of paradise have a layer of plants imitating realistic 
gardens. The question can be raised in how far they were 
acquainted with the botanical illustrations that first appeared in 
the late 15th century. However, reality makes room for the 
divine in the shape of stylized flowers and fruit full of religious 
symbolism. In a third layer, true flowers of paradise sprouted 
from the imagination of the highly professional makers, who 
reveled in technical virtuosity to create truly paradisiacal 
flowers. They created a miniature world of many dimensions 
and of a richness that later miniature worlds such as doll’s 
houses rarely achieved.  
The paper further discusses technology, and the occurrence of 
related floral designs in crowns and other objects ranging from 
the 13th to the 21th centuries, in North Western, Central and 
Southern Europe, and Latin America. 
 
 
 



Biography 
 
Frieda Sorber holds a master’s degree in Art History and 
Archeology (University Ghent, 1976) with a thesis on the Ghent 
Cotton printing firm De Vos en Voortman, and has worked 
since 1976 in the Textiel Museum Vrieselhof, currently Fashion 
Museum of the Province of Antwerp, as curator for the 
historical collection.  
She has worked on a number of exhibitions in Belgium, the 
Netherlands and the United States and has published mainly 
on the history of costume in and outside Europe and on 
technological issues, among them weaving, lace and printing.  
She has worked on medieval textiles and relics in Tongeren, 
Sint-Truiden and Hasselt. Since 2007, studying the plants and 
animals in gardens of paradise and related objects in Europe 
and Latin America has been focal part of her research.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Tracing the Source: Enclosed Gardens in Late Medieval and 
Early Modern Texts 
 
Hannah Iterbeke (Illuminare – KU Leuven) 
 
Up until now, the typology of the Enclosed Gardens has mainly 
been studied from the perspective of the Mechelen Enclosed 
Gardens and the female religious context in which these pieces 
functioned and were presumably produced. More specifically, 
they are said to have been created by the Onze-Lieve-Vrouw 
Gasthuiszusters of Mechelen. This is mainly due to their unique 
collection of no less than seven flowery gardens cherished for 
over five hundred years. This paper, however, will move 
beyond the pieces preserved in Mechelen today. Contemporary 
primary sources, such as inventories, wills and testimonies, 
show that there were many other garden-like altarpieces than 
those which survived the test of time. These documents 
enhance our understanding of the typology of Enclosed 
Gardens, revealing these artefacts occurred in both female and 
male religious contexts, and were not only kept in convents, but 
also in civil houses, luxurious church treasuries and splendid 
wunderkammers. Other than the reception of these garden-like 
altarpieces, this paper will also examine the production process 
of one of these mixed-media cabinets, namely the petit jardinet 
reported in the Chambre des comptes of 1521 which was 
commissioned by Margaret of Austria. In this way, this paper 
aims to shed light on the stratification and multifariousness of 
the reception and production circumstances of Enclosed 
Gardens.  
 
 
 
 
 
 



Biography 
 
Hannah Iterbeke (°1993) completed her Master in Art History 
at the University of Leuven with a thesis on the silk flowers 
adorning the Enclosed Gardens under the supervision of Prof. 
dr. Barbara Baert and Prof. dr. Lieve Watteeuw (Illuminare – 
Centre for the Study of Medieval Art | University of Leuven). 
In October 2015, Hannah started working as a scientific 
associate at Illuminare - Centre for the Study of Medieval Art 
(KU Leuven). In January 2017, Hannah joined ARTGARDEN, a 
research project on historical mixed-media objects which is a 
collaboration between the Royal Institute for Cultural Heritage, 
the KU Leuven and the University of Antwerp.  
 
Currently she is working on a doctoral dissertation entitled 
‘Multiplied Sculpture, Multifarious Devotion: The Enclosed 
Gardens and the Production, Circulation and Function of 
‘Moderate’ Images in the Low Countries (1450-1600)’ under the 
supervision of Prof. dr. Barbara Baert and Prof. dr. Lieve 
Watteeuw. In context of this research, she contributed to an 
article entitled “Revisiting the Enclosed Gardens of the Low 
Countries (fifteenth century onwards): Gender, Textile, and the 
Intimate Space as Horticulture” written by Barbara Baert in 
Textile. Cloth and Culture. She has also written an article entitled 
“Cultivating Devotion: The Sixteenth-Century Enclosed 
Gardens of the Low Countries” which will appear in IKON - 
Journal of Iconographic Studies this spring. 
 
 
 
 
 
 
 
 



The Mechelen Enclosed Gardens: Conservation, Imaging and 
Analyses of the Early 16th-Century Mix-Media Retables 
(2014-2016) 
 
Lieve Watteeuw (Illuminare & Book Heritage Lab – KU 
Leuven), Marina Van Bos (KIK-IRPA), Joke Vandermeersch 
(Independent textile conservator) and Bruno Vandermeulen 
(Imaging Lab – University Library) 
 
The Paradise Gardens of the Mechelen Hospital Sisters are the 
focus of an ongoing interdisciplinary project (2014-2018), 
coming to a highlight in the presentation during the In Search of 
Utopia exhibition in Museum M in Leuven in 2016 and in the 
permanent display in the Hof Van Busleyden in Mechelen in 
2018. The Enclosed Gardens are a gateway to a lost world, an 
essential part of rich material and immaterial culture in the 
Southern Netherlands in the early 16th century. The lecture will 
focus on the conservation history, the material components and 
the analyses realized during the first phase of the project (2014-
2016). A team of more than 10 conservators and scientist gained 
detailed information on the creation and the material 
composition of the artefacts in 3 Enclosed Gardens, during the 
in-depth conservation treatment.  
The project is supported by the Baillet Latour Fund of the King 
Bouwdewijn Foundation and BRAIN-be (Belgian Research 
Action through Interdisciplinary Networks). 
 
 
 
 
 
 
 
 
 



Biographies 
 
Prof. dr. Lieve Watteeuw is senior staff of Illuminare, Centre 
for the Study of Medieval Art and Head of the Book Heritage 
Lab – KU Leuven. Watteeuw coordinates the research on the 
Enclosed Gardens of Mechelen and the ArtGarden (Historic 
Mix Media Project) for the KU Leuven. 
 
Dr. Marina Van Bos is senior staff member of the Laboratories 
at the Royal Institute for Cultural Heritage (KIK-IRPA). Joke 
Vandermeersch is an independent textile conservator (Kessel-
Lo) and is coordinating the conservation team of the Enclosed 
Gardens together with Hilde Weissenborn. 
 
Bruno Vandermeulen is coordinating the digitalization 
program of the University Library and the Imaging Lab.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



The Malines Statuettes Between 1500 and 1540, Material and 
Typological Study 
 
Fanny Cayron (KIK/IRPA) and Delphine Steyaert 
(KMKG/MRAH) 
 
Les statuettes malinoises de la première moitié du XVIe siècle 
ont fait l’objet d’une importante étude à l’IRPA de 2006 à 2008. 
Les résultats de cette étude ont largement dépassé les 
espérances initiales. Ils sont publiés aujourd’hui par l’IRPA 
sous la forme d’un livre de la collection Scientia Artis. Une base 
de données reprenant un tiers des statuettes est également 
consultable via Balat. 
 
Dans la première phase du projet, les données matérielles et 
stylistiques de plus de 600 statuettes ont été collectées, 
notamment par le biais de visites dans les musées et à l’occasion 
des foires aux antiquaires tenues à Bruxelles, Namur et 
Maastricht. Les statuettes des jardins clos de Malines ont été 
intégrées cette base de données. Elles sont particulièrement 
intéressantes de par leur qualité, leur excellent état de 
conservation et de par les ensembles qu’elles forment. 
 
La conférence présentera dans un premier temps une synthèse 
de nos recherches. Nous aborderons la question des marques 
de garantie et des marques d’artisans : leur fréquence, leur 
diversité et leur mode d’application. Au niveau de la sculpture, 
nous mettrons en évidence les caractéristiques communes à 
l’ensemble de ces statuettes pour ensuite présenter leur 
évolution stylistique au cours de la période étudiée. Nous 
aborderons la question de la polychromie : les techniques et 
motifs privilégiés, l’évolution, la collaboration avec les 
polychromeurs bruxellois. 
 



Nous nous attarderons ensuite sur le cas des statuettes des 
jardins clos de Malines. Comment s’intègrent-elles dans 
l’ensemble de la production ? Que peut-on observer des 
caractéristiques précédemment décrites ? En quoi les ensembles 
qu’elles forment nous aident à comprendre les liens entre les 
marques, le style et la polychromie ? Sur la base de ces 
exemples, nous montrerons comment des regroupements de 
statuettes exécutées au sein des mêmes ateliers ont pu être 
établis. Nous aborderons finalement la question des 
collaborations entre sculpteurs et polychromeurs. 
 
Biographies 
 
Fanny Cayron est conservatrice-restauratrice de sculpture, 
spécialisée en bois polychromé. Elle a étudié à l’ ENSAV La 
Cambre et obtenu son diplôme en 2000 avec son mémoire sur 
le sujet des poupées malinoises. Elle exerce comme 
indépendante depuis 2000. Elle a travaillé à plusieurs reprises à 
l’IRPA : de 2007 à 2008 comme chercheuse dans le cadre du 
projet « statuettes malinoises » en collaboration avec Delphine 
Steyaert, de 2012 à 2014 au sein de l’équipe de recherche et de 
traitement du retable de Saint-Denis à Liège et de 2014 à 2016 
pour le dégagement de polychromie du Christ d’Ellikom du 
Maître d’Elsloo en collaboration avec Isabel Bedos. Depuis 
2016, elle travaille à la publication des résultats du projet « 
statuettes malinoises ». 
 
Delphine Steyaert est docteur en histoire, art et archéologie de 
l’Université Libre de Bruxelles depuis 2014. Elle s’est spécialisée 
dans l’étude de la sculpture polychromée depuis son mémoire 
sur la polychromie des portails gothiques (1996). Elle est co-
éditeur des actes du colloque La Couleur et la Pierre tenu à 
Amiens en 2000. Depuis 2002 à fin 2012, elle a travaillé à 
l’Institut royal du Patrimoine artistique (IRPA) comme 
chercheur au sein de l’atelier étude et conservation de la 



sculpture en bois polychromé. Ses domaines de recherche ont 
été successivement les « brocarts appliqués » (en collaboration 
avec Ingrid Geelen et les chimistes de l'IRPA), les « statuettes 
malinoises » (en collaboration avec F. Cayron et I. Geelen) et la 
sculpture polychromée néo-gothique. Elle est co-auteur du livre 
Imitation & Illusion, Applied Brocade of the Low Countries in 
the 15th and 16th centuries. Son doctorat a porté sur la 
restauration de la sculpture médiévale au XIXe siècle et la 
sculpture polychromée néo-gothique, autour de quelques 
artistes liés aux Ecoles Saint-Luc. 
Depuis juillet 2014, elle travaille au Musées royaux d’Art et 
d’Histoire. Elle fait partie du groupe de recherche ELinC, 
European Lacquer in Context. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



The Enclosed Gardens of Mechelen: Preventive Conservation 
 
Willemien Anaf (University of Antwerp, KIK/IRPA), Marjolijn 
Debulpaep (KIK/IRPA), Caroline Meert (KIK-IRPA) and 
Marina Van Bos (KIK/IRPA) 
 
The Enclosed Gardens of Mechelen are extremely fragile 
historical mixed-media objects. After their restoration 
treatment, it is of uttermost importance to expose and conserve 
these heritage items in optimal conditions, to limit further 
degradation, and ensure their accessibility in future.  
Based on an adapted risk assessment, and by means of scientific 
research and simulations, the optimal conditions are evaluated 
for (1) the long-term exposition of the Enclosed Gardens in the 
Court of Busleyden in Mechelen, (2) short-term/temporary 
exhibitions in Belgium or abroad (loan agreements), and (3) 
transportation. Five crucial parameters are studied in more 
depth: lighting, climate (temperature and relative humidity), 
vibrations, air quality (corrosive gases, airborne particles) and 
display (showcases, glass plates, …). The complexity of the 
preventive conservation trajectory is the diversity of materials 
used in these mixed-media objects. Each material has his own 
‘ideal conditions’ and a compromise has to be found.  
The research has so far focused on the Enclosed Garden with 
representation of the Calvary, Hunt of the Unicorn and the 
Immaculate Conception. This Garden has been dismantled by 
the restoration team. Therefore, the different small fragments 
are better accessible, enlarging the research possibilities. The 
knowledge that has been gained, is an added value for the 
development of the preventive conservation trajectory.   
 
 
 
 
 



Biographies 
 
Willemien Anaf studied Conservation-Restoration at the 
University in Antwerp, where she graduated in 2009 with 
specialization in glass conservation. In 2014, she obtained a PhD 
in Science at the University in Antwerp, where she studied the 
influence of particulate matter on cultural heritage. Currently, 
she is working on two research project: a Comhaire project 
regarding the preventive conservation of the Enclosed Gardens 
in Mechelen, and the Belgian AIRCHECQ-project dealing with 
indoor air quality in heritage environments.  
She participated in several international conferences, 
workshops and trainings regarding heritage science and 
preventive conservation.  
 
Marjolijn Debulpaep is working at the Royal Institute for 
Cultural Heritage (KIK-IRPA, Brussels, Belgium) since 2001. As 
a consultant in preventive conservation, she became 
responsible for the preventive conservation unit in 2007. Her 
experience and expertise are in the field of conservation and 
risk management of cultural heritage (complexes of movable 
heritage). MA in History of Art and Archaeology, Degree in 
Conservation-Restoration of Paintings and professional courses 
in Preventive conservation, like the 2007 “Reducing Risks to 
Cultural Heritage” ICCROM-course in Sibiu and several 
courses at the Institut national du Patrimoine in Paris. In 2013 
she organized a workshop on "Assessing and managing risks to 
your collection" at the KIK-IRPA and in 2015 she launched the 
"RE-ORG Belgium" pilot project. This two-week RE-ORG 
workshop took place in October 2015 in Brussels. 
 
Marina Van Bos is a senior scientist, specializing in the study 
of painting techniques and materials. She studied Chemistry at 
the University of Ghent (Belgium), where she obtained her MA 
and PhD. She has been working in the Laboratory Department 



of IRPA/KIK (Brussels) since 1991. Her main research activities 
relate to two domains. Within the cell 
‘Leather/Paper/Parchment' of the laboratory, she is 
responsible for the identification of the various components in 
pictorial layers and/or inks of manuscripts. Within the cell 
‘Monumental Decoration/Mural Paintings', analyses of the 
painted finishing layers of both murals and monumental 
decoration (interior, including wall paper and exterior) are 
carried out. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Keynote lecture — The Sleeping Nymph and Locus Amoenus 
 
Barbara Baert (Illuminare – KU Leuven) 
 
By the end of the 15th century, Michael Fabricius Ferrarinus 
(died between 1488-1493), prior of the Carmelites cloister in 
Reggio Emilia, launched in his chronicle (ca. 1477-1484) the 
rumour that super ripam Danuvii a fountain had been found 
with the ancient sculpture of a sleeping nymph. According to 
Ferrarinus, the ensemble wears a peculiar tetrastichon 
epigraphy. 

 
HVIVS NYMPHA LOCI, SACRI CVSTODIA FONTIS, 
DORMIO, DVM BLANDAE SENTIO MVRMVR AQVAE. 
PARCE MEVM, QVISQVIS TANGIS CAVA MARMORA, 
SOMNVM 
RVMPERE. SIVE BIBAS SIVE LAVERE TACE. 
(Nymph of the grotto, these sacred Springs I keep, / 
And to the Murmur of these Waters sleep; / Ah spare 
my Slumbers, gently tread the Cave! / And drink in 
silence, or in silence leave) 

 
Otto Kurz, Huius Nympha Loci (1953), Millard Meiss (1966), Zita 
Ágota Pataki (2003), and Elke Anna Werner, Kulturtransfer bei 
Lucas Cranach d. Ä. (2013) have among others discussed the 
impact of the rumour as prototypical for the Renaissance 
sculptures of the sleeping nymph in Rome and for the 
development of the well-known genre of the sleeping Venus in 
painting. 
This paper, however aims to recontextualize the phenomenon 
of the sleeping nymph from the point of view of the locus 
amoenus and the genius loci in Early Renaissance Art. 
I discern three chapters: The birth of an artistic motif / Paragone & 
Ekphrasis / Genius loci or silence. 
 



Biography 
 
Barbara Baert is full professor in medieval art and iconology at 
the University of Leuven (KU Leuven) and founder of the 
Iconology Research Group (IRG). Barbara Baert directed 
several international research programs and her articles 
appeared in a variety of scientific peer review journals, 
including: Archaevs. Study in the History of Religions, Arte 
Cristiana, Artibus et Historiae, Cahiers de civilisation 
médiévale, Critica d’arte, Gesta, Iconographica. Rivista di 
Iconografia Medievale e Moderna, Ikon, Images. Journal for 
Visual Studies, Konsthistorisk tidskrift/ Journal of Art History, 
Mitteilungen für Anthropologie und Religionsgeschichte, 
Pantheon, Storia dell'Arte, Textile. Journal of Cloth and 
Culture, Zeitschrift für Religions- und Geistesgeschichte. As 
editor-in-chief, she founded three peer-reviewed series: 
Iconologies (ASP editions), Studies in Iconology (Peeters) and 
Art & Religion (Peeters). 
 
Barbara Baert was honored twice the prize of the Koninklijke 
Vlaamse Academie van België voor Wetenschappen en 
Kunsten (Royal Flemish Academy of Belgium for Science and 
the Arts); in 1993 for her outstanding Thesis in Art History; in 
2006 for her outstanding scientific career before the age of forty.  
 
In 2016, Barbara Baert was honored the Pioneer's Award of the 
KU Leuven which rewards researchers in the Humanities and 
Social Sciences Group who have initiated and conducted 
research that is scientifically innovative and opens a completely 
new avenue of research. In the same year, professor Baert was 
granted the prestigious Francqui prize, one of the highest 
distinctions for scientific research and often dubbed the 
‘Belgian Nobel Prize’. 
 
 



Otherness and Alienation in Lucas van Leyden’s Worship of 
the Golden Calf 
 
Dominic-Alain Boariu (Université de Fribourg) 
 
Painted around 1530 - most likely for private devotional use - 
Lucas van Leyden’s triptych Worship of the Golden Calf 
(Rijksmuseum, Amsterdam) marks an important step in the 
iconography of the Exodus. The selected biblical passage (... and 
the people sat down to eat and to drink, and rose up to play. - Exodus 
32:6) seems the ideal pretext for a paradigm reversal. By 
deploying a motley crowd celebrating merrily in the 
foreground, Lucas van Leyden adorns the principal subject of 
the work (idolatry) with an anecdotic prelude, with which I 
wish to deal in depth. The minute idol in the center of the image 
seems to embody the balancing point between two identities: 
that which is imposed by divine laws, and that which is borne 
and sought by carnal plenitude.  
The Israelites’ quest for identity when left to their own devices, 
so to speak, happens gradually in three phases and as many 
sacrileges: haptic (manufacturing of the idol), gastric 
(immoderate consumption of food and drink) and kinetic 
(dance, embraces). I will show how this un/consciousness of 
the self aligns itself with numerous utopias which underpin the 
whole: the Parnassus as ideal access to the gods, the Golden 
Age as nostalgia of origins, and the Land of Plenty as privileged 
access to earthly food.  
Lucas van Leyden’s triptych poses arduous questions for the 
researcher who has to stray from his field (history of art) in 
order to question the ontological twosomes which constitute 
the foundation of all beings: identity/otherness, self/ego, 
gift/counter-gift, etc.  
 
 
 



Biography 
 
Dominic-Alain Boariu is a doctoral assistant in early modern art 
history at the University of Fribourg (Switzerland). After 
studying Fine Art in Cluj, Brussels and Rennes, he wrote his 
doctoral thesis on the post-revolutionary iconography of 
decapitation (The Severed Head. Clinic, Painting and Politics of 
decapitation in the first half of the 19th century) (gone to press). 
His postdoctoral research focuses on the representation of 
Gypsies in religious painting North of the Alps.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Go for Gold! – The Golden Age as an Imaginary and 
Imaginable Utopia 
 
Maria Aresin (Goethe Universität Frankfurt am Main) 
 
In his books about the term of Utopia, Thomas Schölderle is 
consciously separating the concept of the Golden Age from the 
utopian one, because it is in his understanding not offering any 
positive vision of the future, but is constructed as a myth and 
exclusively situated in the past.   
That this myth would become a true political ideal again in 
Renaissance times, when used as metaphor by the Medici, the 
king of France or the emperor Rudolph II, is already proving 
Schölderles theory to be uncorrect.   
Starting from its first pictorial realizations in the Roman de la 
Rose the Golden Age would not just become a term but also a 
symbol for a not yet achieved but artfully envisioned earthly 
paradise. Following this idea of an ideal state of mankind living 
together – as Ovid puts it – „at peace, in tranquil ease“ painters 
especially in the Low Countries and parts of Germany but also 
south of the Alps in Italy choose this natural state as subject of 
their works.   
This paper seeks to pinpoint the term of the Golden Age within 
the field of utopian concepts - in the range between a revival of 
the Golden Age under a good ruler (Vergil, 4. Ecl.) and 
sentimental retrospectives, when the metaphor ‚paradisiacal’ is 
used only relating to a long lost ideal.   
The Golden Age is oscillating between the concepts of myth (R. 
Barthes) and Utopia. This theoretical discourse should be 
discussed with the help of – and illustrated by – the paintings 
to give an overview on the Golden Age as an abstract imagery 
at the crossroad between a (possible) future Utopia and a 
pessimistic Paradise Lost.  

 



Biography 

Maria Aresin studied history of art, philosophy and theology at 
the Universities of Leipzig, Heidelberg, Siena and Frankfurt am 
Main. In 2014 she graduated from the University of Frankfurt 
Main with a MA thesis entitled Jacopo Tintoretto's Luna e le Ore 
and the pictorial decoration of the Sala d’Estate in the Fondaco dei 
Tedeschi in Venice. In November 2014 she started her PhD 
project on the Iconography of the Ages of Man at the University of 
Frankfurt Main, advised by Professor Hans Aurenhammer and 
Professor Alessandro Nova. From May to December 2015 she 
was working as a graduate assistant at the Kunsthistorisches 
Institut in Florenz. Since January 2016 Maria Aresin is a 
doctoral fellow of the Gerda Henkel Foundation based at the 
Kunsthistorisches Institut in Florence.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Reviving the locus amoenus in the Northern Netherlands c. 
1612-1616: Implications for the birth of Dutch landscape 
 
Robert L. Fucci 
 
The roots of the naturalistic non-narrative landscape tradition 
in the United Provinces, a genre that would come to dominate 
the art market, can rightly be traced to several series of prints 
that appeared shortly after the signing of the Twelve Years’ 
Truce (1609), such as Claes Jansz. Visscher’s Plaisante plaetsen (c. 
1612), Claes van Wieringen’s Amaeniores aliquot regiunculae 
(1613), and two significant sets of landscape etchings by Jan van 
de Velde II, both titled Amoenissimae aliquot regiunculae (1615, 
1616). As has long been recognized, these series owe inspiration 
to Antwerp-produced landscape prints from the mid-sixteenth 
century, such as those by the Master of the Small Landscapes, 
which Visscher copied around the same time he designed their 
local variant (the Plaisante plaetsen) and which prompted the 
Latinized permutations by Van Wieringen and Van de Velde 
that Visscher published as well. The effort to build formal 
histories of landscape have selectively privileged the most 
naturalistic and recognizably local images from these Dutch 
series, rather than the many plausibly foreign or clearly 
imaginary ones that populate the Latin-titled sets in particular. 
Rather than dismiss the concept of imaginary landscape as 
retardataire or as an evolutionary holdover from earlier Flemish 
traditions, this study argues that it should be addressed as a 
vital and indeed self-consciously incorporated artistic gesture 
for these works aimed at a pan-European audience. At a time 
when the young agglomeration of provinces struggled with 
varying notions of identity and nationhood, the envisioning of 
classically inspired loci amoeni, shifting between pastoral 
fantasy, invented ruins, and recognizable structures, promoted 
local terrains as sites for both fertile artistic invention, and as an 
unspoilt – and until then little depicted – Arcadian geography. 



Biography 
 
Robert Fucci is currently the Samuel H. Kress fellow at the 
Drawing Institute of the Morgan Library & Museum, New 
York, where he is completing his Ph.D. dissertation, “Jan van 
de Velde II (c. 1593-1641): The Printmaker as Creative Artist in 
the Early Dutch Republic.” He was previously a David E. Finley 
fellow at CASVA at the National Gallery of Art, Washington. In 
2015, his article, “Parrhasius and the Art of Display,” appeared 
in the Nederlands Kunsthistorisch Jaarboek. He also curated the 
exhibition, Rembrandt’s Changing Impressions for the Wallach 
Art Gallery, Columbia University (Sept. 9-Dec. 12, 2015). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



A Reconsideration of the Early Works of Justus of Ghent 
 
Maryan W. Ainsworth (Metropolitan Museum of Art) 
 
Recently, the Adoration of the Magi, one of only two surviving 
works painted by Justus of Ghent before he went to Italy in 1469 
at the bidding of Federico da Montefeltro, Duke of Urbino, was 
studied by Christine Seidel and Sophie Scully with Maryan 
Ainsworth and Michael Gallagher at The Metropolitan 
Museum of Art. The results of this interdisciplinary study were 
published by Seidel and Scully in the Journal of Historians of 
Netherlandish Art online, volume 8, issue 1, 2016, “A Tüchlein 
by Justus van Ghent: The Adoration of the Magi in the 
Metropolitan Museum of Art Re-Examined”. In the past year it 
has been possible to carry out the technical investigation, 
namely with infrared reflectography, of Justus’s other early 
work, The Crucifixion Triptych in Saint Bavo’s Cathedral in 
Ghent. This paper will present the findings of this most recent 
research, and will compare the approach of the artist in these 
two paintings with that in Justus of Ghent’s only documented 
painting, the Communion of the Apostles. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Biography 
 
Maryan Ainsworth is Curator of Early Netherlandish, French, 
and German painting in the European Paintings Department at 
the Metropolitan Museum of Art and Adjunct Professor of the 
History of Art at Barnard College. She has specialized in the 
technical investigation of northern Renaissance paintings and 
has lectured and published widely on her work. Among the 
award-winning books of which she is the sole or a major 
contributing author are: Petrus Christus, Renaissance Master of 
Bruges (1994); From Van Eyck to Bruegel, Early Netherlandish 
Painting in The Metropolitan Museum of Art (1998); Gerard David, 
Purity of Vision in an Age of Transition (1998); Man, Myth, and 
Sensual Pleasures: Jan Gossart’s Renaissance (2010), German 
Paintings in The Metropolitan Museum of Art 1350—1600 (2013), 
and Grand Design, Pieter Coecke van Aelst and Renaissance 
Tapestry (2014). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Visualizing the Divine. New Insights into Jean Bellegambe’s 
Working Methods 
 
Anna Koopstra (The National Gallery) 
 
Jean Bellegambe (c. 1470- 1535/36) has not attracted the 
attention of many art historians. Yet Bellegambe, whose career 
as far as we know spanned the first three decades of the 
sixteenth century, was a successful painter; his patrons 
included some of the most high-ranking clerics in the 
Habsburg-Burgundian Netherlands as well as members of the 
ruling class of Douai, the French-speaking Flemish town where 
he lived and worked all his life. Moreover, as his known works 
show exclusively religious subject matter, Bellegambe is an 
excellent example of an artist who devoted his imaginative 
powers to visualizing the divine.  
This paper will offer new observations on Bellegambe's skill in 
translating abstract concepts within the material dimension of 
his paintings. Through an integrated approach of art historical 
and technological study it will show that the artist's aim of 
bringing together different realities - the reality of everyday 
with the heavenly and eternal - cannot be separated from 
choices he made (alone or in consultation with fellow artists 
and craftsmen) in producing his works; from the use of 
materials (construction and lay out of the panels; use of gold) to 
his preference for balanced compositions. While examples 
illustrating the artist’s working methods will be drawn from the 
whole of his small, but highly original oeuvre, two works in 
particular will be discussed: firstly the triptych of the Last 
Judgment (Gemäldegalerie, Berlin), whose wide and unusual 
vision of heaven and hell was developed in close 
correspondence with its form, function and audience. New 
visual sources for the triptych's iconographic program will also 
be proposed. Findings from a recent technical examination of 
the Le Cellier altarpiece (The Metropolitan Museum of Art, 



New York) have provided new insight into its genesis, and 
further demonstrate Bellegambe’s approach.  
 
Biography 
 
Anna Koopstra studied art history at the University of 
Groningen (1998-2004) with a specific interest in Early 
Netherlandish painting and the technical investigation of 
paintings. In 2016 she completed a PhD at the Courtauld 
Institute of Art on the making, meaning and patronage of the 
works of Jean Bellegambe. 
From 2005-08 Anna was an assistant-curator and research 
associate at the Suermondt- Ludwig Museum in Aachen where 
she worked on several projects involving the museum's 
collection of seventeenth-century Dutch and Flemish paintings. 
As a Slifka Foundation Interdisciplinary Fellow at The 
Metropolitan Museum of Art (2008-2010) she participated in the 
research for the 2010 monographic exhibition on Jan Gossart. 
Since September 2015 Anna has been the Simon Sainsbury 
Curatorial Assistant, Paintings before 1500 at the National 
Gallery. In addition, she is undertaking a research project as an 
associate Caroline Villers Research Fellow (2016/17) at the 
Courtauld. 
 
 
 
 
 
 
 
 
 
 
 



Some Results of the Recent IRR-Examinations of Memling’s 
Works Preserved in the Saint Johns-Hospital in Bruges 
 
Till-Holger Borchert, Ruud Priem and Guenevere Souffreau 
(Groeningemuseum, Sint-Janshospitaal, Vlaams 
onderzoekscentrum voor de Kunst van de Bourgondische 
Nederlanden) 
 
The Hospitalmuseum in Bruges is currently renewing its 
presentation of the paintings by Hans Memling. Anticipating 
the renewal, the Bruges’ musea and the Flemish Research 
Center for the Arts of the Burgundian Netherlands did a new 
campaign to document the panels by means of IRR. It is the 
most extensive campaign since the paintings were partly 
documented in preparation of the Memling exhibition in 1994. 
In the past 22 years, our understanding of the working methods 
of Flemish 15th century painting have improved considerably 
and so has our understanding of interpreting underdrawing. In 
addition, the image-technology available today allows for 
complete documentation of the works that wasn’t possible back 
then. The paper will present the findings of the recent campaign 
and in particular tries to reassess the working processes of 
Memling and his atelier by comparing the underdrawing of the 
two small triptychs for Adriaen Reins and Jan Floreins, the 
Shrine of Saint Ursula and the Altarpiece of the two Saint Johns. 
 
Biographies 
 
Till-Holger Borchert studied art history at the universities of 
Bonn and Bloomington, and has worked as a lecturer at the 
University of Aachen and as a journalist. He has been chief 
curator at the Groeningemuseum in Bruges since 2003, and 
director of Musea Brugge since 2015. Borchert organized 
several exhibitions on Van Eyck, Memling and the international 
appeal of Early Netherlandish Painting in Europe, and has co-



operated regularly in exhibition projects in Belgium and 
abroad. He has published on the art of the Northern 
Renaissance, memorial culture, collecting history and 
historiography, and also gives courses on these subjects on a 
regular basis. 
 
Ruud Priem is Chief Curator of Saint John’s Hospital Museum 
(Sint-Janshospitaal) and Museum of Our Lady of the Pottery 
(OLV Ter Potterie) at Musea Brugge since 2015. He studied art 
history at the universities of Padova and Utrecht. He 
subsequently worked for the Dutch Postgraduate School for Art 
History in Utrecht and the research institute of the J. Paul Getty 
Museum in Los Angeles. From 2001-2010, as guest curator, he 
organized a series of traveling exhibitions on the 
Rijksmuseum’s collections of Dutch 17th-century art. He 
worked curator at Museum Het Valkhof in Nijmegen and from 
2011-2014 as Director and Chief Curator of Museum 
Catharijneconvent in Utrecht. 
 
Guenevere Souffreau studied Archaeology and Art History at 
Ghent University respectively. She has worked for several 
archeological, historical and art historical museums as a 
collection administrator and registrar. Since 2011, she is 
assistant curator at the Groeningemuseum. Next to registration, 
she also engages in scientific and digital imaging research of the 
collection, for which she took courses in chemistry (London) 
and advanced imaging techniques (University of Antwerp). 
She records infrared reflectograms using the OSIRIS-camera, 
available at Musea Brugge since 2015. 
 
 
 
 
 
 



The City Between Piety and Vanity. Cityscapes in Religious 
Iconography in Early Modern Netherlandish Painting 
 
Jochen Suy (M-Museum Leuven) 
 
Thomas More begins his story about Utopia in the city of 
Antwerp, offering his readers a tangible starting point from 
where our imaginary journey to Utopia begins. In the same 
period, painters provide their viewer with a similar, but visual 
anchor for the stories they depict: the very city their audience 
lives in.  

The late 15th and the 16th century mark a shift in the 
representation of the city in Netherlandish art. Before, religious, 
historical and mythological scenes were set against the 
backdrop of imaginary and seemingly generic landscapes and 
cities. Now, the same stories and scenes are more and more set 
in contemporary settings. Recognizable views of real cities 
emerge in the background of paintings, combining realistic 
with imaginary and often fantastic elements, resulting in an 
interesting area of tension between real and imaginary worlds.  

This paper examines this transition and investigates the role 
these new representations of the city come to play in the 
religious iconography of the work of art. The focus will mainly 
be on religious representations with the city of Antwerp, for 
which many examples can be found. Do these representations 
of city function merely as scenery, or what active role do they 
play in the painting's message of power and control, wealth and 
status, piety and vanity?  

 

 

 



Biography 

Jochen Suy (°1983) graduated in 2007 as Master in 
Anthropology at KU Leuven, with a master paper on 
transformation processes of European cities from medieval to 
modern times. In 2012 he became Master in Art History. During 
his studies, he worked as a researcher for Illuminare, assisting 
in the preparation of the exhibition In search of Utopia and in 
the day to day running of the study centre. His research focus 
is on (urban) landscapes in early modern Netherlandish 
painting. After graduation, he has worked as exhibition 
coordinator for MAS, Antwerp and as exhibition designer for 
Tempora. He is currently working as collections registrar in M 
Leuven.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Envisioning a University City in Print. An Analysis of the 
Oldest City Portrait of Leuven 
 
Jeroen Luyckx (Illuminare – KU Leuven) 
 
A few decades after the publication of Thomas More’s Utopia in 
Leuven, an anonymous artist produced a monumental 
woodcut of a view of the university city. The print consists of 
eighteen separate woodcuts, forming one large frieze of more 
than half a meter in height and three and a half meters in length. 
This makes the frieze the widest printed city view in Early 
Modern Europe. The city portrait is the oldest view of the city 
of Leuven and is preserved as a unique impression at the Print 
Room of the Royal Library of Belgium. The frieze is on display 
in the exhibition In Search of Utopia at M – Museum Leuven, for 
which it has undergone a thorough conservation treatment. 
This paper discusses new findings on this unique object in 
Northern Renaissance printmaking. On the one hand, I will 
contextualise the woodcut frieze in an iconographic tradition 
and analyse how it portrays both the strengths and the 
landmarks of the university city. Topography and allegory are 
combined in a comprehensive city portrait that identifies 
Leuven as an important intellectual centre. On the other hand, 
this presentation will deal with the design, style and context of 
origin of this woodcut in order to evaluate a new attribution to 
Monogrammist AP. 
 
 
 
 
 
 
 
 
 



Biography 
 
Jeroen Luyckx studied Art History at the KU Leuven and the 
VU University Amsterdam. He is currently undertaking a 
doctoral research at Illuminare (KU Leuven) on the output, 
family and milieu of Hans Liefrinck I, a sixteenth-century 
Antwerp printmaker and publisher. As part of that project, he 
was a Fellow of the Andrew W. Mellon Foundation at the 
Rijksmuseum in Amsterdam from 2014 to 2016. He was co-
organiser of the international conference ‘Paragons and Paper 
Bags. Early Modern Prints from the Consumer’s Perspective’ at 
the Rijksmuseum. He has published in the Rijksmuseum 
Bulletin and contributed to several exhibition catalogues. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Good Governance in Hans Vredeman de Vries’ Paintings for 
the Town Hall of Danzig (1592-6) 
 
Alain Wijffels (KU Leuven) 
 
During his stay at Danzig during the 1590s, Hans Vredeman de 
Vries was commissioned by the city council to draw a series of 
painting for the council hall. The overall theme of the series was 
the traditional concept of Gutes Regiment. Vredeman de Vries 
painted seven paintings (possibly eight, but only seven have 
been preserved), each focused on an essential quality of good 
governance. Following the conventional sequence of the 
paintings, one may recognise a basic structure, starting with the 
representation of human justice and ending with divine justice 
(a Last Judgement). In-between, secular and religious virtues 
alternate. On each picture, the complex allegorical 
representation of the central virtue and its acolytes is contrasted 
with a representation (on the left, thus following the same right-
left divide as in Last Judgement representations) of the effects 
of an evil governance where that central virtue is neglected. The 
paintings also include many references to ancient history (both 
Biblical and classical Greek-Roman history) and to the 
(Reformed) Christian tradition which illustrate the core values 
brought forward in each representation. 

While continuing a tradition which went back to the Middle 
Ages (e.g. Lorenzetti’s depiction of good and bad governance 
in the Town Hall of Sienna), both the form and the substantive 
features of Vredeman de Vries’s paintings for the Danzig Town 
Hall are characteristic examples of the ‘Northern European 
Renaissance’. They would deserve an interdisciplinary study, 
combining art history, the history of political ideas, the cultural 
history of municipal elites (especially in Hanseatic towns and 
in the cities of their trading partners). The proposed 
contribution may simply be an invitation to such a project. At 
the same time, the contribution would also address issues of 



early-modern concepts on public governance, arguably also the 
central theme of Thomas More’s Utopia. 

Biography 

Alain Wijffels was educated at universities in Belgium, the 
Netherlands, France and England. He holds degrees in law, 
canon law, Roman law, criminology, Medieval history, 
philosophy. He obtained the degree of doctor in law at 
Amsterdam, a PhD in Cambridge (UK), and was also awarded 
by the University of Cambridge the degree of DLitt for the 
whole of his published work on (legal) history. He has held a 
part-time chair in legal history at Leiden since 1989, a part-time 
professorship in legal history and comparative law at Louvain-
la-Neuve since 1990, and a part-time professorship at Leuven 
since 2013. He is also a senior research fellow of the French 
CNRS. He has published some 200 studies, mainly on 
comparative legal history, and more recently also on legal-
historical iconography. His main period of interest and 
expertise spans the period from the late Middle Ages until the 
early seventeenth century.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 



Maerten van Heemskerck’s Momus: The Inside-Out of Art 
 
Shira Brisman (University of Wisconsin) 
 
Maerten van Heemskerck’s age was one that was anxious about 
the truthfulness of art. A painting he completed in 1561 
addresses this unease through the representation of a singular 
figure—Momus. As described in Lucian’s Hermotimus, 
Momus was kicked out of Mount Olympus for launching too 
severe a criticism on the gods. One of the tales Lucian tells is of 
Momus’s judgment between the examples of manufactured 
objects brought forth by Aphrodite (a model of a house), 
Poseidon (a horned bull), and Hephaestus (a man). Pertaining 
to the latter, the critic charges that the craftsman would have 
done better to fashion a grate over man’s breast, so that all 
might see the thoughts in his heart. It is this that van 
Heemskerck paints. His Momus holds an improved model (in 
the form of a female herme), on whose breast appears an 
aperture for peering at what lies inside.  

The tale of Momus’s notion of the perfected human-with-
peephole would have found a new meaning in an age when the 
Reformation spawned heated discussions about the visibility of 
what lies within man’s heart. Episodes of iconoclasm and 
debates about the proper worship of images instigated a 
pronounced emphasis on matters of the heart—or, more 
specifically, on the heart as a surface for the inscription of faith 
or as a container for inner thoughts. The new emphasis on 
confession also focused on the externalization of faith, which 
was described as residing on the interior. While proposing as a 
context for understanding van Heemskerck’s painting the mid-
sixteenth-century discourse of the relationship of what resides 
inside the human body to what is perceptible on the outside, 
this paper will also attend to a description of a change in its 
material condition. The banded strips of wood are now visible 
on the surface, as are the buckles that hold the panels together. 



The painting reveals its own structure, it shows what it is made 
of, makes known its own inside. Weaving together a contextual 
approach with a technical analysis, this paper will describe the 
value that Renaissance Netherlanders found inside the ancient 
story, as well as what sorts of material evidence modern 
viewers now may see coming through to the surface of the work 
of art. 

Biography 

Shira Brisman (Assistant Professor at University of Wisconsin) 
specializes in Northern European art and theory of the early 
modern period. Her current research investigates the 
boundaries between privacy and society, patterns and 
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Part of the Picture – The Underdrawing and its Application in 
the Painting-Technique of Hans Holbein the Elder (ca. 1460-
1524) 
 
Stephanie Dietz (TH Köln) 
 
During the investigation of the Grey Passion at the State Gallery 
Stuttgart, Holbein`s special usage of the underdrawing in his 
paintings was recognised for the first time. 

Coming from this very exciting result, nearly twenty, mostly 
multipart works from the time of 1495 until 1520 could be 
examined with the IR-camera OSIRIS and analytical methods 
(REM/EDX, µRFA, Raman, GC-MS, HPLC) in the context of a 
PhD-project about Holbein‘s painting technique at the State 
Academy of Fine Arts, Stuttgart.  

Several unique results concerning the use and the materials of 
the underdrawing in the working process could be brought to 
light. One result of the study was, that Holbein drew not only 
on the chalk ground but also on top of paint layers. 
Furthermore, the workshop practice developed until 1500 and 
the painters learned how to utilize the underdrawing on the 
ground in the final picture: areas with underdrawing were left 
open while painting and the thickness of the paint layers 
downsized in general, so that the drawing became more and 
more an important feature of the final picture.  

The comparison with Holbein`s drawings on paper was very 
fruitful regarding not only drawing styles but also materials. 
The study showed that the artist used the same drawing 
materials on the ground of the panels as on paper: Not only 
carbon black inks could be detected by material-analyses but 
also the vast use of iron-gall-ink as a wet drawing medium. The 
dry materials confirmed in the underdrawing vary from black 
coal to red iron oxide and silver point, which could be 



examined even in a cross-section. 

The results show the importance of drawing in Holbein’s 
pictorial work and also enrich our knowing of the use and 
composition of the underdrawing in a painter’s workshop at 
the turn to renaissance. 
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Perceiving, Reflecting, Revealing. The Inventive Potential of 
Painted Monsters 
 
Kathrin Borgers (Universität zu Köln) 
 
Hellish creatures were condemned to a fate of undefined shape 
in constant metamorphosis. From the Middle Ages until early 
modern times there is no consistent portrayal of these figures. 
In this paper, I am therefore going to look at the idea that the 
monster theme allowed the artist to develop an individual and 
inventive portrayal as they represent the unknown population 
of an utopian hell. The main question of this paper will be how 
the monster motive enables a great creative potential for the 
15th century’s artists north of the Alps by focusing on the 
creative process.  
 
This question will be exemplified by the “Fall of the Damned” 
by Dirk Bouts, that shows a development of the painting-
concept and links technical variations to iconographical 
characteristics. The concept will be worked out by comparing 
the underdrawing with the painting layers with the aim to 
show how Bouts took the challenge of painting monstrosities 
creatively. In this case study, the modifications of the under- 
drawing reveal different intentions of the artist. On the one 
hand, one can see those pentimenti, which unify the 
composition – on the other hand, there are modifications in the 
genesis of the painting that are iconographically intended.  
 
With focus on monstrous figures, the semantic intention of eyes 
will be linked to the emission theory, the theory of the evil eye 
and the perception of the artist – who has the ability to see and 
create things that do not necessarily exist. Through the 
monstrous eyes, the act of painting can also be reflected as they 
represent the ability of the artist revealing the boundaries of 
illusion and reality of the visible and invisible world. 



Furthermore, through the painting one can see how it must 
have affected the contemporary beholder, when asked to reflect 
their own behavior.  
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Two Portraits by Quentin Massys – Social Networks, Wooden 
Connections 
 
Malve Anna Falk (independent scholar, Landesmuseum für 
Kunst und Kulturgeschichte Oldenburg) 
 
The Landesmuseum für Kunst und Kulturgeschichte has 
recently conducted dendrochronological analyses on several 
16th century portraits to gain information about the age of the 
panels and thus the sitters. One of these works had been 
identified as Petrus Aegidius long ago due to the striking 
resemblance of the sitter with the Aegidius from the famous 
dyptich by Quentin Massys. However, the identity of his wife 
remained subject of discussion until the analysis of the wood 
offered an outcome. In another case, the portrait of Count 
Edzard I. of Eastern Frisia, controversially attributed to the 
Amsterdam master Jacob Cornelisz van Oostsanen, the 
dendrochronology opened an entirely unexspected path 
towards the attribution of the painting rather through the social 
connections arising from the wood than the dating of it. 
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Democritus, the Laughing Philosopher 
 
Maximiliaan Martens (Ghent University) 
 
Quinten Metsys and Erasmus met between 1516, and 30 May 
1517, the date of Erasmus’ letter to Thomas More, that first 
mentions the famous Friendship diptych (Hampton Court, 
Longford Castle), the portraits of him and Pieter Gillis on which 
Metsys was working at the time. 
In his monograph on the artist, Larry Silver devoted a chapter 
on Erasmus’ influence on Metsys. Besides the Friendship 
Diptych, no other work in the oeuvre is so closely related to 
Erasmian thought as the Portrait of Democritus, the laughing 
philospher. This work is known only in a bad black and white 
photograph, as it has been seen last in an exhibition in Berlin in 
1930, and its whereabouts were considered unknown ever 
since. Therefore, it has been treated only cursorily in art 
historical literature. 
In 2013, a middleman of the present private owner contacted 
me and allowed me to study the painting thoroughly. 
In this paper, I will reintroduce this work, perhaps a portrait in 
disguise of Thomas More, in Quinten Metsys’ oeuvre and 
consider its close relation with Erasmus’ Laus Stultitiae. 
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Keynote lecture ¾ Visualizing Caliban’s New World Kin 
 
Larry Silver (University of Pennsylvania) 
 
This lecture surveys contemporary visual imagery of the New 
World to complement the imaginary verbal descriptions by 
Thomas More in his Utopia. Beginning with the female 
personification of the continent of America, it analyzes the 
sources of many of the attributes of the region from the earliest 
illustrated broadsheets that conveyed the observations from the 
earliest years of the sixteenth century penned by Amerigo 
Vespucci: nudity, feathers, simple weapons, and above all, the 
charge of human cannibalism.  
 
Such imagery spread across Europe and reappeared in the 
German imagery that complimented the global reach and 
imperial rule of Habsburg Emperor Maximilian I, in both his 
more private Prayerbook margins by Albrecht Dürer and in his 
public woodcut cycles by Hans Burgkmair. In the Netherlands, 
the first painted image of the New World was painted by Jan 
Mostaert (Amsterdam), possibly due to his time spent in 
association with regent Margaret of Austria’s Habsburg court.  
 
More court imagery of the New World, in this case expressly 
identified with Brazil, appeared in association with the French 
royal entry to Rouen in 1550, a site that encouraged active 
global trade. Soon published geographies of Brazil and its 
natives by rivals André Thevet and Jacques de Léry illustrated 
the brief French expeditions to Brazil for a wider public. 
 
The lecture concludes with a comparison of these pictorial 
series with the verbal world of More and Montaigne’s essay, 
"Of the Cannibals." 
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Indians and Fools Versus Glorious Prince-Bishops. The 
Palace of Liège (1526-1538) as a Utopian Construction with 
Dystopian References 
 
Stefaan Grieten (KU Leuven) 
 
The palace of Liège, built in 1526-1538 under the authorithy of 
Erard de la Marck (1472-1538), prince-bishop of Liège, replaced 
the old palace that went back to Notger (930-1008), the founding 
father of the prince-bishopric. As the official residence of the 
prince-bishop and the accomodiation of numerous 
governmenal institutions, it was the centre of the worldly 
power and the iconic embodiment of the nation. Through the 
historical context of its conception , the palace also symbolised 
the renascence of the country, after the violent crisis (1465-1492) 
it had suffered, including the wars against Charles the Bold, the 
duke of Burgundy who punished the nation with the bloody 
sack and devastation of Liège in 1468, and a civil war that 
disrupted the entire society for decades.  
This paper presents the hypothesis that this symbolic meaning 
of renascence was manifested through a highly creative forging 
of diverse architecture and ornamental elements, such as a high 
amount of pre-Columbian features. The predominant use of 
these exotic motifs in a public and governmental building of the 
highest rank represents a unique case in architecture history. 
They were combined with numerous representations of folly 
and barbarism, which resulted in an astonishing iconography 
of a dystopia with implicit reference to the dark past of the 
previous crisis. It contrasted with the concept of the new golden 
era, initiated under the rule of Erard de la Marck, a utopia that 
was visualised by a choice of historical references to the 
glorious past of the Liège nation, such as prince-bishop Notger.    
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Doomed Garden of Earthly Delights: Utopia’s Failure 
 
Paul Vandenbroeck (KU Leuven / Royal Museum of Fine Arts 
Antwerp) 
 
The so-called Garden of Delights by Jheronimus Bosch (c. 1450–
1516), now located in the Museo del Prado in Madrid, was 
painted over half a millennium ago yet remains an absolutely 
iconic work in European art history. The highly complex and 
enigmatic image has frequently been interpreted as a 
paradisaical utopia, in which people indulge playfully in erotic 
pleasure in harmony with nature. It is a visual utopia framed 
before Thomas More had actually coined the word in a book 
whose entirely unfrivolous blueprint for society could hardly 
differ more from Bosch’s phantasm. More traditional art 
historians have identified Bosch’s masterpiece as a painted 
warning against the sins of the body, more specifically that of 
‘lust’, citing the image of Hell in the right wing in support. 
I will argue that these two interpretations need not preclude 
one another: Bosch painted a phantasmagorical false paradise 
that leads inexorably to ruin. He drew his inspiration from folk 
ideas about a semi-earthly, semi-supernatural erotic paradise or 
Grail, in which those who entered could live in a dream-world 
of unbridled pleasure. But only until Judgement Day, upon 
which they would all wind up in Hell. As far as ‘right-thinking’ 
town-dwellers were concerned from their vantage point within 
a ‘bourgeois civilizing offensive’, belief in such an existence was 
dangerous, if not diabolical nonsense – tantamount to the ‘Cult 
of Adam’ and the indiscriminate sexual promiscuity of the late-
medieval Sect of the Free Spirit. In large swathes of countryside 
throughout Europe, however, people were familiar with 
‘ecstatics’, those ‘born with the caul’, who were able to access 
this other world. 
Bosch’s magisterial work is simultaneously a reflection on the 
first and last times, on passions and moral norms, human 



beings and Nature. A Nature which, although also part of 
God’s creation, was permeated with malevolent and highly 
dangerous sexual urges, which human beings were required to 
keep in check. 
For whom did Bosch paint this enormous triptych? Since the 
discoveries of Prof. J.K. Steppe of Leuven University, art 
historians have tended to identify the patron as Henry III of 
Nassau or, more recently, his uncle, Engelbert II. This paper 
presents an unexpected alternative hypothesis. 
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Non-Invasive Cross-Sectional Analyses – No Longer Pure 
Utopia? New Findings on van Eyck’s “Madonna in the 
Church” in Berlin 
 
Babette Hartwieg (Staatliche Museen zu Berlin), Katharina 
Müller (UPMC) and Ina Reiche (UPMC) 
 
In the frame of the technical research, which is currently 
conducted for the critical inventory catalogue of the 
outstanding collection of early Netherlandish and French 
paintings in the Gemäldegalerie in Berlin, Jan van Eyck’s 
Madonna in the Church was newly examined. This included 
new infrared imaging with the Osiris camera, thorough 
stereomicroscopical examinations and !XRF spot 
measurements with the ArtTax spectrometer. And for the first 
time non-invasive depth-resolved analyses with a transportable 
confocal micro X-ray fluorescence set-up (CXRF) were applied 
in situ to investigate the paint layers on panel and integrated 
frame. The development of the transportable prototype for this 
CXRF analysis was made possible through the cooperation of 
IfG®, Laboratory of Molecular and Structural Archaeology 
(LAMS, UMR 8220 CNRS UPMC, University Paris 6) and 
Rathgen-Forschungslabor, Staatliche Museen zu Berlin-
Preußischer Kulturbesitz. The design of the measuring head 
comprises a Rh X-ray tube, a SDD X-ray detector, two X-ray 
optics as well as a microscope and two lasers for positioning the 
object. Currently the measuring head is fixed in a frame and the 
object is moved on a micro-motorized table in subsequent steps 
of 5-10!m to perform depth-profiles with a spatial resolution in 
the order of tens of micrometer. This allows gaining 
information on the distribution of elements between calcium 
and lead in layered structures without taking a sample for a 
cross-section.  

The main questions addressed in this technical study of van 
Eyck’s Madonna were focused on the construction of the blue 



Virgin’s dress which seems to be largely overpainted, the 
existence of silver leaves in the area of the stained-glass 
windows in the background and on the structure of paint layers 
on the frame. The frame was always considered to be from the 
time after the painting, as to archival records, was stolen in 1877 
and lost its wider original frame. The new results, however, 
make it highly probable that at least a part of the original frame 
is still existent. 
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SEM/EDX, TEM). She has a doctoral degree in analytical 
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non- destructive testing.  

 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Alabaster and Gold. Material-Technical Study of the 
Exceptional Altarpiece of Boussu 
 
Judy De Roy (KIK/IRPA) 
 
During the Renaissance period, alabaster was an art material of 
choice in the Southern Netherlands. Next to the standardized 
serial production of small reliefs, statuettes and domestic 
altarpieces, exported throughout Europe and beyond, unique 
individual artworks were designed as well. A good example is 
the rather unknown altarpiece conserved in the Chapel of the 
Lords of Boussu, the subject of this paper. The reasonably intact 
and nearly untouched state of conservation of the altarpiece, 
with a clearly Italian inspired design, makes it into an ideal 
object for thorough material technical study. In this study 
emphasis is laid on the original materials and their assembly, 
with a special focus on the potential center of production 
and/or the artist. 

Results were compared with the information and analyses in 
restoration reports of contemporary alabaster artworks 
archived at the Royal Institute for Cultural Heritage (KIK-IRPA, 
Brussels). 

Not only unique due to its size (height: 164.2 cm), the altarpiece 
of Boussu is also of very high quality, indicating a high-ranking 
clientele or commissioner. The large number of alabaster pieces 
placed in the oak cabinet, i.e. 38 reliefs, 2 statuettes and 16 
architectural components, is most remarkable. Even after 
thorough research no artworks with comparable properties 
were found. 

The artist used two types of alabaster: a white and a red veined 
alabaster, the latter reserved for the architectural elements. Both 
were probably imported from England. The color scheme of the 
altarpiece was, furthermore, substantially enriched with 



gilding and some black and blue elements, like the niche behind 
the white alabaster statuettes. Microscopic observations 
revealed the presence of two different kinds of original gilding 
techniques applied locally on the alabaster. Next to the common 
mordant gilding, the unusual presence of gold paint could be 
observed. 
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The Function of Colorless Powdered Glass as an Additive to 
Paints   
 
Indra Kneepkens (University of Amsterdam) 
 
Colorless powdered glass has been identified in the priming 
layers, mordants and paints on a large number of European oil 
paintings dating from the fifteenth and sixteenth century. It’s 
use is associated with various pigments, but especially with red 
lakes. Several historical sources mention the application of glass 
for different purposes. However the nature of these sources 
makes it difficult to establish a direct link between sources and 
practice. Therefore the function of colorless powdered glass in 
paints is still not fully understood. The material may have been 
added as a drier, but perhaps it was also meant to give body to 
paints, to increase transparency or possibly as an extender for 
expensive pigments. Reconstruction experiments performed so 
far have been inconclusive.1 
The present study elaborates on these experiments, based on 
source study and existing analytical results. Different practical 
aspects are discussed concerning the use of powdered glass in 
paints prepared with madder lake. Questions will be addressed 
such as: what kind of glass would have been available? Does 
the specific composition of glass affect the properties of the 

                                                             
1 Dietz, Stephanie. Malen mit Glas – Studien zur Maltechnik von Hans Holbein d.Ä. 
[Diss.] Staatlichen Akademie der Bildenden Künste Stuttgart, 2015: 204-226; 
Spring, Marika. “Colourless powdered glass as an additive in fifteenth and 
sixteenth century painting” National Gallery Technical Bulletin, Vol. 33, 2012: 4-
26; Lutzenberger, Karin, Heike Stege and Cornelia Tilenschi. “A note on glass 
and silica in oil paintings from the 15th to the 17th century” Journal of Cultural 
Heritage 11, 2010: 365–372; Spring, Marika. ‘Raphael’s Materials: Some new 
discoveries and their content within early sixteenth-century painting’ in: 
Raphael’s painting technique: working practices before Rome. Proceedings of the Eu-
ARTECH workshop. Ashok Roy and Marika Spring (eds.) Florence, Nardini 
Editore, 2007: 77-86; and Brunetti, Giovanni, Claudio Seccaroni and Antonio 
Sgamellotti (eds.). The painting technique of Pietro Vannucci called il Perugino: 
proceedings of the LabS TECH, Florence, 2003.  



paint? How was glass prepared for use and how was it applied? 
Moreover the nature and previous processing of the binding 
medium is considered.  
The relevance of these experiments is discussed with regard to 
the broader fields of Art History, and Conservation studies. 
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Hieronymus Bosch, the ‘Antwerp Sketchbook’ and the 
Dynamics of Artistic Transmission 
 
Daan van Heesch (Illuminare – KU Leuven / FWO) 
 
Although printmaking established itself as an important 
vehicle of artistic transmission from the early sixteenth century 
onwards, Antwerp artists still used to rely heavily on 
handmade reproductions in the form of drawings. However, 
only few of them have survived and entire repositories of 
model books are especially scarce. Yet, a rare survival of such a 
practical workshop tool is held at the Berlin 
Kupferstichkabinett (inv. 79 C 2). Commonly known as the 
‘Antwerp Sketchbook’, the drawings are said to have originated 
in the Herri met de Bles workshop (fl. 1530-1560). This paper 
traces the genesis, function and afterlife of nine of its model 
drawings in the style of Hieronymus Bosch (ca. 1450-1516) 
which haven’t received particular attention in scholarship so 
far. The first part of this paper contextualizes the collection of 
drawings within the artistic practices and workshop dynamics 
of Antwerp panel painters in the 1530s and 1540s. The second 
part takes a transnational turn and will examine how the 
Antwerp model book came to circulate among Bavarian artists 
ca. 1600. Special attention will be paid to how and why the 
Boschian drawings were transposed to a fairly unknown, 
printed model book by the Nuremberg publisher and engraver 
Heinrich Ulrich in 1613 (fl. 1595-1621). In this way, this paper 
not only contributes to a better understanding of the vogue for 
and dissemination of Bosch’s chimeric imagery in early modern 
Europe, but also to the ways in which artistic knowledge and 
pictorial skill were shaped, transmitted and transformed from 
the hand-drawn model book to the printed Kunstbüchlein. 
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Cradle of Innovation. The Sketchbook of Cornelis Anthonisz 
(ca. 1500-1558) at the Intersection of Art and Science 
 
Daantje Meuwissen (Free University Amsterdam) 
 
The participation of professional artists in scientific inquiry has 
long been seen as a hallmark of early modern culture. By 
ingeniously combining artisanal skills and theoretical 
knowledge, Renaissance artists became active in ‘new sciences’ 
such as medicine, cartography and astronomy. Recently, a 
whole new research field on the intersection of art and science 
has emerged, recognizing these artists as active agents in the 
creation and dissemination of new kinds of knowledge (the 
‘pursuit of knowledge’). Yet exactly how artists became 
engaged in these activities, and how they practically equipped 
themselves for these new endeavors, is largely unknown.  
 
This paper explores a source that offers unique insight into 
these issues: the earliest known Northern Netherlandish 
sketchbook. It was recently discovered by Meuwissen (Simiolus 
39, 2017, forthcoming) that this sketchbook (Berlin 
Kupferstichkabinett), was the personal notebook of the 
innovative Amsterdam-based artist Cornelis Anthonisz. 
Anthonisz was a painter/printmaker engaged in various types 
of scientific and artistic practice such as (maritime) cartography 
and land-surveying, as well as large-scale print series with 
moralizing content. Most famous is his Bird’s-eye view of 
Amsterdam (1538) that combines mapmaking with a dazzling 
panoramic view. The pocket-sized sketchbook contains over 
100 tiny drawings of diverse subjects, from anatomy and optics 
to workshop models and sketches from life. Now the author is 
known, the sketchbook offers unprecedented source-material 
to virtually look over Anthonisz’ shoulder.  
 



Based on largely unknown drawings, this papers shows a) how 
a personal sketchbook served as artistic reference and platform 
for creative activity; b) how artistic and scientific practice was 
interconnected at the time; c) how scientific progress did not 
result from recording observations with advanced new 
instruments, but rather resulted from careful visual 
observations. 
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Looking Through the Armillary Sphere: Representations of 
Celestial Spheres in Early Renaissance Paintings and 
Particularly in Gossaert’s Young Girl 
 
Koenraad Van Cleempoel (Hasselt University) 
 
This contribution wants to explore the iconological possibilities 
of representations of armillary spheres from the late medieval 
and Renaissance period. We will first explain the history, the 
composition and the underlying cosmographic concepts of an 
armillary sphere. Differences with the astrolabe are also 
discussed. A brief introduction to antique astronomy is 
necessary. Secondly we examine a series of images with 
armillary sphere in them and we try to frame these in different 
categories according to the (symbolic) role of the instrument. 
Most commonly these are: as allegorical attribute to Astronomia 
and Urania; as attribute to the profession of astronomer (eg 
Ptolomy); or as representation of the heavens in an 
eschatological sense or even as Vanitas. We would like to use 
this iconological survey as a contextual introduction to look 
again at the armillary sphere in Jan Gossaert’s portrait of a 
young girl. 
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Jan van Scorel and Lancelot Blondeel, Restorers of the Ghent 
Altarpiece, 15 September 1550? 
 
Hélène Dubois (Ghent University and KIK/IRPA) 
 
In his History of the Netherlands, “Den Spieghel der 
Nederlandscheraudtheyt”, first published in 1568, the Ghent 
historian Marcus Van Vaernewyck wrote that, on 15 September 
1550, the masters Lancelot Blondeel from Bruges (1488-1581) 
and Jan van Scorel from Utrecht (1495-1562) came to Ghent and 
lovingly cleaned the brothers van Eyck’s altarpiece of the 
Adoration of the Holy Lamb (1432). This information has been 
repeatedly quoted by scholars studying the altarpiece and the 
oeuvre of these two painters who, by then, had achieved a 
considerable career, lived and worked in different cities and, as 
far as we know, appear not to have close connections with each 
other. Although so far no other historical source could be found 
to confirm Van Vaernewyck’s mention, who only refers to 
cleaning and not to an actual pictorial restoration of the 
paintings, old overpainting identified on the altarpiece have 
repeatedly been attributed to the two painters. This was also the 
case during the 1951 conservation treatment and research 
directed by of Paul Coremans, as extensive overpaint was 
documented on the inner side of the altarpiece. 
During the present campaign carried out by the Royal Institute 
of Cultural Heritage (KIK-IRPA), it was shown that about 70% 
of the pictorial surface on the reverse of the wings was also 
overpainted early on, considerably altering the appearance of 
the altarpiece. The research presented here examines the 
likelihood of Blondeel and Van Scorel’s intervention by linking 
material evidence studied during the present campaign to the 
historical and cultural context within which the two masters 
worked, in order to reconstruct why, and how they could have 
carried out such an important and unusual commission in 1550. 
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From Drawing to Printed Line. The Art-Technical Genesis of 
Pieter Bruegel’s Graphic Oeuvre. The Fingerprint Project 
 
Joris Van Grieken (Royal Library of Belgium), Lieve Watteeuw 
(Illuminare & Book Heritage Lab – KU Leuven), Bruno 
Vandermeulen (Imaging Lab, University Library), Marc 
Proesmans (ESAT, KU Leuven), Marina Van Bos (KIK/IRPA), 
Maarten Bassens (Royal Library of Belgium, Illuminare – KU 
Leuven) and Anouk Van Hooydonck (Royal Library of 
Belgium, Print Room)  
 
Fingerprint (Innovative Visual Data Management for Drawings 
and Prints) is an interdisciplinary project, involving art history, 
art technical research, digital imaging, image processing, 
conservation science and collection and data management. The 
aim is to use advanced digital imaging, statistical processing 
and laboratory analyses to monitor and evaluate with the 
phases of the genesis of a print, from the unique preparatory 
drawings through proof impressions to later states and 
editions. Up to now art historical research on prints and 
drawings has depended for the most part on traditional art 
historical methods based on observation with the naked eye 
and on the subjective memory and knowledge of connoisseurs. 
The aim of this project is to develop tools to automatically 
perform an objective artifact analysis and software to visualize, 
compare and order large quantities of complex visual and 
material data. The four-year project (2016-2020) is a 
collaboration of the Print Room of the Royal Library of Belgium 
and three KU Leuven teams: Illuminare, Centre for the Study of 
Medieval Art & the Book Heritage Lab-KU Leuven, the 
Imaging Lab of the University Library and ESAT, KU Leuven. 
The lecture will focus on the targets of the Fingerprint project, 
the setup, the workflow and the first results on Pieter Breugels 
graphic oeuvre. The project (2016-2020) is supported by 



BRAIN-be (Belgian Research Action through Interdisciplinary 
Networks). 
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