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ABSTRACT This paper aims to gather all information about the diptych of Mater
Dolorosa and Christ Crowned with Thorns, which until 2023 stayed in the Provincial
Museum of Pontevedra (Museo Provincial de Pontevedra) in Spain. The research
addresses two aspects of the diptych: the controversy of its attribution to a circle of
Albrecht Bouts or his follower and the diptych’s arrival at the Provincial Museum of
Pontevedra. This study explains that this diptych’s former attributions cannot be sup-
ported due to his style and the new research about Bout’s workshop practices. Finally,
it gathers all the documentary sources about its arrival at the Pontevedra Museum.

KEYWORDS Flemish primitives, Albrecht Bouts, 16th-century art, Christ Crowned

with Thorns, Mater Dolorosa

ABSTRAKT Wedrdwka dyptyku. Problem autorstwa i proweniencji wizerunkdw
»Mater Dolorosa”i,,Chrystusa cierniem koronowanego” z dawnej kolekcji w Gotuchowie.
Niniejszy artykul stanowi analize¢ dyptyku z przedstawieniami Mater Dolorosa i Chry-
stusa cierniem koronowanego, znajdujacego si¢ do 2023 r. w kolekcji Museo Provincial
de Pontevedra w Hiszpanii. Przeprowadzone badania mialy na celu wyjasnienie dwéch
kwestii: kontrowersji zwigzanych z atrybucja dziela kr¢gowi Albrechta Boutsa oraz
z historig jego identyfikacji i dotarcia na Pétwysep Iberyjski. W oparciu o analizg
stylistyczng oraz ostatnie badania nad warsztatem rodziny Bouts, Autorzy proponuja
nowg hipoteze na temat pochodzenia obrazéw. Badania archiwalne i wnikliwa lek-
tura literatury przedmiotu pozwolily takze na wyjasnienie okoliczno$ci przekazania
dyptyku do Muzeum w Pontevedra.
StOWA KLUCZE Prymitywiéci niderlandzcy, Albrecht Bouts, sztuka XVIw.,

Chrystus cierniem koronowany, Mater Dolorosa
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RECENTLY, the provenance of the diptych of the
Virgen Dolorosa (Mater Dolorosa) and the Cristo coro-
nado de espinas (Christ Crowned with Thorns) held at
the Provincial Museum of Pontevedra (inv. no. 008675
and no. 008674; Fig. 1), has been brought into the na-
tional and international spotlight.” The reason for the
renewed interest in this discreet work is that from the
middle of the 19 century, it was part of the Collection
of Izabela Dzialyriska née Czartoryska at Gotuchéw
Castle (Poland) and afterward, in the 1970s, it be-
longed to the Collection Ferndndez-Lépez. However,
the press interest in the diptych was not due to its
authorship or provenance but to the possibility that
the Nazis may have plundered the paintings after they
invaded Poland in 1939.

This paper gathers all the information known
about the diptych, not only related to its new techni-
cal inspection (DStretch scans),” the iconographical
analysis and the history of its arrival at the Provincial
Museum of Pontevedra, but also the reasons to attrib-
ute it to a Flemish follower or circle of Albrecht Bouts,
a painter close to his workshop and working in the
middle of the 16*" century. However, this research con-
firms that the artwork in Pontevedra formed part of

the Collection Czartoryski-Dzialyriski in Gotuchéw,
left the deposit of the National Museum in Warsaw
during the Second World War, and later was sold on
the Spanish art market.

In the 1990s, the Provincial Museum of Ponteve-
dra officially acquired the diptych of the Mater Do-
lorosa and the Christ Crowned with Thorns, as it was
included in a batch of paintings from the Collection
Ferndndez-Lépez.> The museum was familiar with this
artwork since the diptych had already been stored in
its deposit since 1981. Moreover, the quality of the
piece and its importance in completing the museum’s
collections of foreign paintings, especially the Flemish
school, whose representation was tiny, were sufficient
reasons to justify its acquisition.

THE DIPTYCH OF MATER DOLOROSA AND
CHRIST CROWNED WITH THORNS, ITS
INSCRIPTIONS AND HISTORIOGRAPHY

Two separated panels show the Mater Dolorosa and
the Christ Crowned with Thorns in the bust; the rep-
resentation is linked directly to the Passion episodes
that since the 15* century have been depicted to seek
astronger interrelationship with the Devotio Moderna

1. This text was submitted to the journal in 2022 when the Diptych still was in Pon-

tevedra. In first months of 2023, the artwork passed to the Polish Ministry of Culture

and National Heritage, and from March 2023 is displayed as a deposit in the National

Museum in Poznan in the Palace of Goluchéw.

2. DStretch is a software tool that allows the identification of very poorly preserved

pigments and an easier distinction of overlap.

3. This set of paintings was purchased with another three hundred. It was done jointly

by the Deputation of Pontevedra, Xunta de Galicia and the Provincial Museum of

Pontevedra. The authors would like to thank José Manuel Rey Garcia and M# Ange-

les Tilve Jar for providing all the data related to the diptych from the archive of the

museum, and for the images on the back of the two panels because, having used the

DStretch scan, it proved possible to clarify the inscriptions as they were very faded

and difficult to read with the naked eye. Information was provided in private cor-
respondence with the authors on 14 and 23 December 2020. See Xosé Carlos Valle

Pérez, “Entre a Baixaromaninade e o Renacemento. A escultura e a pintura medieva,”

in 75 obras para 75 anos. Exposicion conmemorativa da fundacion do Museo de Ponte-

vedra, ed. Xosé Carlos Valle Pérez, Maria Angeles Tilve Jar (Pontevedra: Museo de

Pontevedra, 2003), 68.
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movement.* The main characters stand out on a gold-
en background which highlights their outlines and
connects them to traditional Byzantine icons.> Ac-
cording to the Neoplatonist theory of the Universum
and divine light, this formal solution was also applied
to pictures during the Late Middle Ages. The golden
background creates the abstract image and reinforces
the iconographical message, sculptural effect and so-
lemnity of the representation.®

The diptych is made on oak panels (42x32 cm
each) cut from a single board that confirms its Flemish
provenience.” It still has frames from the 16 century,
probably ones prepared especially for it by its author,
which are a part of the composition since they com-
plete the central iconography through the inscriptions
that surround the two figures. The inscription around
the image of the Virgin reads: “quis posset non / con-
tristari piam matrem / contemplari / dolentem cum fil-
io?”; while the one around Christ, “quis est homo qui
non / fleret, iesum cristum / sivideret / in tanto supli-
cio?”. In translation, the inscription around the Virgin
is: “Who would not be saddened with the mother
contemplating her mournful son in so much pain?’,

while the one around Christ, “What man would not
weep when he sees Christ in such tribulations?”.

Those are not the only inscriptions on the diptych.
Thanks to the DStretch scans, it has been possible to
read notes on the reverse of the Virgin panel that
seem to have been erased on purpose (Fig. 2). The
following text was written in yellow letters during the
20tk century:

Q2299 2 St./ C. laauf (the meaning of the latter is

unclear)

Schule v. d. Weyden 15 Ja.; (in red, inside a circle) 17;

1902 and part of a white label F. NANDEZ.

On the reverse of the Christ, in yellow and on the frame,
we can read (Fig. 2):
Q2299 28t*/ C.laauf
Schule v. d. Weyden 15. Ja.; (in red, inside a circle) 17
(with a pencil, in the upper right corner) pa’uur
1902; and a small white label R° 8674.

These inscriptions provide some data about the history
of the diptych, and link it with one from the Gotuchéw
Collection that was on display in 1915 in Dresden.’

4. Valentine Henderiks, “Aura et standardisation des images flamandes de dévotion

au tournant du XVe si¢cle,” in La performance des images, eds. Alain Dierkens, Gil
Bartholeyns, Thomas Golsenne (Bruxelles: Université de Bruxelles, 2007), 101-109.
5. Hans Belting, Imagen y culto. Una historia de la imagen anterior a la edad del arte
(Madrid: Akal, 2009), 576-579.

6. Jan Bialostocki, El arte del Siglo XV. De Parler a Durero (Madrid: Istmo, 1998),

132-135.

7. Miguel Angel Herrero-Cortell, Isidre Puig, “Spanish fortunes of a Flemish ‘Ecce

Homo’ on the Bouts family’s originals, workshop replicas, Flemish copies, and His-
panic imitations,” in Copies of Flemish masters in the Hispanic world (1500-1700),
eds. Eduardo Lamas, David Garcia Cueto (Turnhout: Brepols, 2021), 59-74; Zahira
Véliz, “Wooden Panels and Their Preparation for Painting from the Middle Ages to

the Seventeenth Century in Spain,” in The Structural Conservation of Panel Paintings.
Part II: History of Panel-Making Techniques, eds. Kathleen Dardes, Andrea Rothe (Los
Angeles: Paul Getty Museum, 1995), 136-147.

8. This inscription was most likely introduced at the beginning of the 20th century by

some curator of the Czartoryski-Dziatynski Collection or of the exhibition in Dresden

in 1915. The other possibility is that the number was marked during the Second World

War by Werner Kudlich and the abbreviation “2 St” means “2 Stiick” — two pieces.

9. Hans W. Singer, “Ausstellung von Werken aus der Sammlung Czartoryski in Dres-
den,” Cicerone 7 (1915): 131-140; Georg Minde-Pouet, “Die Kunstsammlung Czarto-
ryski in Goluchow,” Zeitschrift fiir bildende Kunst 26 (1915): 197-212.
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1 Circle of Albrecht Bouts, Mater Dolorosa and Christ Crowned with Thorns, mid-
-16th century, currently Polish Ministry of Culture and National Heritage, deposit
in the National Museum in Poznan
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The panels had been referenced as works following
the models of Rogier van der Weyden, both men-
tioned in the first guide of the Goluchéw Collection
in 1913'° and in the Dresden exhibition catalogue in
1915"" that was dedicated to a part of the Czartorys-
ki Collection. Additionally, panels were also listed
in the revised guidebook of the collection before
the Second World War.'* This attribution was add-
ed, in writing, on the reverse of the works, possibly
during the same year in which the collection was
displayed in Germany since also visible is a consider-
ably faded inscription that indicates that the diptych
comes from the school of Van der Weyden (Fig. 3
and 4)."* It was Max Friedlinder who in 1925 first
identified them as copies of a prototype by Dieric
Bouts,'* but of later date and not precisely linked
with his workshop. Schéne held this attribution in

his monograph on Dieric Bouts published in 1938.%°
Davies mentioned the diptych in analyzing other
copies that follow the model of the painting with
same subject in the National Gallery in London (inv.
no. NG711 and no. 712);*¢ Eisler mentioned them
regarding the bust of Christ held at the Clark Muse-
um in Williamstown (inv. no. 1955.936).'” Moreover,
this attribution was repeated in the inventories of
the National Museum in Warsaw deposits during
the war.'® Bermejo-Martinez reviewed the paintings
on the Madrid market and considered them of evi-
dent quality, linking the diptych with the workshop
of Dieric Bouts.'® In 2011, Henderiks included the
diptych within the workshop production of Dieric’s
son, Albrecht Bouts, and suggested that it could be
a work of Hispanic origin.*® This hypothesis was
the most convenient but cannot be sustained, since

10. Nikodem Pajzderski, Przewodnik po muzeum w Gotuchowie (Poznan: Ksiegarnia

$w. Wojciecha, 1913), 42.

11. Singer, “Ausstellung von Werken aus der Sammlung Czartoryski,” 131-140;

Minde-Pouet, “Die Kunstsammlung Czartoryski,” 197-212.

12. [Nikodem Pajzderski], Przewodnik po muzeum w Goluchowie (Poznan: nakt.
Ordynacji XX Czartoryskich, 1929), 44.

13. Asindicated by the inscriptions on the reverse of the Mater Dolorosa panel.

14. Max].Friedlander, Die altniederlindische Malerei, Dierick Bouts und Joos van Gent
III (Berlin: Paul Cassirer, 1925), 124 (no. 83b). Consideration that continues in the
English reissue of 1968 curated by Nicole Veronee-Verhaegen. Max J. Friedlander, Ear-
ly Netherlandish Painting, vol. 3 (New York: Frederick A. Praeger, 1968), 71 (no. 83b).
15. Wolfgang Schone, Dieric Bouts und seine Schule (Berlin-Leipzig: Verlag fiir
Kunstwissenschaft, 1938), 130 (no. 19A, no. 4).

16. Martin Davies, “National Gallery. London,” in Les Primitifs flamands. I. Corpus

de la peinture des Anciens Pays-Bas méridionaux au quinziéme siécle, vol. 3 (Anvers:
De Sikkel, 1953), 35 (no. A3).

17. Colin Tobias Eisler, “New England Museums,” in Les Primitifs flamands. I. Corpus
de la peinture des Anciens Pays-Bas méridionaux au quinziéme siécle, vol. 4 (Anvers:
De Sikkel, 1961), 60 (no. A4).

18. Archiwum Muzeum Narodowego w Warszawie (henceforth: AMNW), sygn. 693,
Verzeichnis der vom Dr Kudlich, am 26. Und 27. Méirz 1942, aus den Sammlungen des
Museums in Goldenau, vermutlich suserwdblten Gegenstinde, die im Museum det Stadt
Warschau sich als Deposita befinden, 3.

19. Elisa Bermejo-Martinez, La pintura de los primitivos flamencos en Espasia (Madrid:

Consejo Superior de Investigaciones Cientificas, 1980), 36 (no. 17c).
20. Valentine Henderiks, Albrecht Bouts (1451/55-1549) (Bruxelles: Centre d’étude
des Primitfs flamands, 2011), 375 (no. 59) (Contribution a I’étude des Primitifs fla-

mands, 10).
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2 Detail of DStretch scan of the panels from figure 1

the diptych was painted on oak panels, not used in
Hispano-Flemish painting.*" Finally, within the bib-
liography dedicated to the diptych by Valle Pérez
from the Provincial Museum of Pontevedra, it was
qualified as Dieric Bouts’ work, but it was never re-
searched in detail and individually.**

ICONOGRAPHY AND AUTHORSHIP

OF THE DIPTYCH

The diptych presents the usual model of devotion
for the Mater Dolorosa and the Christ Crowned with
Thorns that had had great success since the middle of
the 15% century. The scene is reduced to the busts of
the Virgin and Jesus, highlighting their expression
caused by the Passion. In the diptych, the author
cast the shadows of the figures on the background,
achieving depth and accentuating the spotlight that

illuminates them from the upper left side. The gilded
back has two different patterns: the illuminated zone
is covered with dots, while shadows are modelled by
diagonal crossed black lines creating squares. This
formal practice was common in artworks coming
from the Bouts workshops and the followers of those
workshops.*®

The Virgin, in a three-quarter view with her hands
in a gesture of prayer, directs her sad gaze towards the
panel where her son is crowned with thorns. Only
the transparent tears falling down her cheeks betray
the mother’s pain at her son’s tribulations. Her face is
framed by the white headdress, tight on her forehead
and with the edges falling her shoulders. Her purple
tunic is almost hidden by a dark blue veil covering the
top of her head. The veil is wrapped swirling around her
forearms, as revealed by the beautiful golden filigree

33

21. Herrero-Cortell, Puig, “Spanish fortunes of a Flemish ‘Ecce Homo’)” 59-74; Véliz,
“Wooden Panels and Their Preparation,” 136-147.

22. Valle Pérez, “Entre a Baixa romaninade e o Renacemento,” 68.

23. Valentine Henderiks, “D’Or et de Dieu: Rogier van der Weyden et la révolution

du fond doré dans la peinture du XVe si¢cle,” Annales de la Socété royale dArchéologie
du Bruxelles 77 (2021): 129-135.
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3 Back of panels from figure 1

on the edge of the mantle that reappears around the
wrist. This decorative element is missing in the rest of
the copies and versions of the Mater Dolorosa.

The figure of Christ is presented in frontal view,
with his hands held together in the foreground. He
wears a red robe, and blood from the wounds inflicted
by the crown of thorns on his head falls in fine drops
that drip down his forechead. This sense of immedia-
cy and a moment captured in time that the painter
achieves with this approach is reinforced by the trans-
parent tears that rise in Christ’s swollen and red eyes.
The viewer is forced to face the pain inflicted on the

prisoner, following the ideas of the Devotio Moderna
spread in Europe towards the end of the Middle Ages
and throughout the 15 century, which encouraged
personal meditation by contemplating such scenes
of piety.**

Although Panofsky defined the iconography of
the half-length Virgin expressing her pain in front
of her son crowned with thorns as the Mater Dolo-
rosa and the Salvator Coronatus,”® Henderiks argues
against this suggestion regarding the panel of Christ
because it does not fit the idea of the Salvator Mundi
with the marks of the Passion. She supports the use

24. Erwin Panofsky, “Imago Pietatis’ Ein Beitrag zur Typengeschichte des Schmer-
zensmanns und der Maria Mediatrix,” in Festschrift fiir M. J. Friedlinder zum 60. Ge-
burtstage (Leipzig: E.A.Seemann, 1927), 264 -265; Sixten Ringbom, Icon to Narrative.
The Rise of the Dramatic Close-up in Fifteenth-Century Devotional Painting (Abo: Abo

Akademi, 1965), 23; Hans Belting, L’image et son public au Moyen Age (Saint-Pierre-
-de-Salerne: Gérard Monfort, 1998), 219.

25. For Panofsky, this “Imago Salvatoris Coronati”’ derives from the fusion between

the Salvator Mundi and the Vera Icon. See Erwin Panofsky, “Jean Hey’s ‘Ecce Homo!

Speculations about its author, its donor and its iconography.” Bulletin des Musées
Royaux des Beaux-Arts, no. 3-4 (1956), 112132, note 46.
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4 DStretch scan of panels from figure 1

of the more generic terminology of “Christ Crowned
with Thorns”?¢

Among the copies and versions derived from the
lost prototypes by Dieric Bouts, the joint scene of
the Mater Dolorosa and Christ Crowned with Thorns,
those preserved at the National Gallery in London
(Fig. 5) and the Louvre Museum in Paris (Fig. 6)
are of the best quality.?” The first ones are consid-
ered works of Dieric Bouts’ workshop and are dat-
ed around 145722 while the Parisian versions, dated
towards 1500,* are from the workshop of Albrecht
Bouts. Another example of the panel Mater Dolorosa
that documents the high quality of Dieric’s work-
shop in the execution of the composition and not in

decorative details is the one from the Art Institute in
Chicago. The typology reproduces, in bust-length, the
model used for the Virgin from the Lamentation over
the Dead Christ at the Louvre Museum (inv. N° RF1)
(Fig. 7), dated c. 1460.%°

The diptych is closer to the Louvre variant because
of the profile of the Virgin, the distribution of the
mantle’s folds and the figure of Christ. However, pre-
cisely in the representation of Christ, some noticeable
features are different from the examples mentioned,
such as the face being more elongated, the beard is
more accentuated at its edges under the chin and the
cheekbones, and the orbital cavity and wrinkles of the
forehead showing a more rigid treatment that gives

26. Henderiks, Albrecht Bouts, 213-214; Ead., “Werkstatt Dirk Bouts. Christus mit
Dornenkrone, Mater dolorosa,” in Blut und Trdnen. Albrecht Bouts und das Antlitz
der Passion, ed. Ead. (Regensburg: Schnell & Steiner, 2016), 73.

27. Ibid., 215, 374 (no. 54); 219-220, 376 (no. 64).

28. Ibid., 73.
29. Ibid., 220.

30. Catheline Périer-D’Ieteren and Valentine Henderiks, eds., Thierry Bouts. Leeuvre
complet (Brussels: Fonds Mercator, 2005), 324-329.
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5 Workshop of Dieric Bouts, Mater Dolorosa and Christ Crowned with Thorns,
probably about 1470-75, The National Gallery, London

the image a thinner appearance compared to the ex-
amples in London and Paris or the bust of the Virgin
from Chicago. In this sense, there are more similarities
with the version in the Metropolitan Museum of Art
in New York (inv. no. 17.156-157; Fig. 8) from Al-
brecht Bouts’ workshop,’* where the shadow on the
golden background is even more evident, as in the
analyzed work.

Therefore, the diptych must be related to a copyist
who could stay at Albrecht Bouts” workshop and de-
velop his style in the circle of a master. It can be seen
in the details: for example, the impasto brushwork that
defines the texture and the folds of the headdress of the
Virgin and the complexions of both figures distance
this work from the more transparent and smooth tech-
nique used in the Paris, London, Chicago and New
York versions. Also, despite the darkening of the paint

layer caused by time, the accentuated shadows indi-
cate the work of an artist who knew the Dieric Bouts
version but was not an author of any of the above four
versions.

Reflectographic analysis of several known versions
of the diptych shows the use of mechanical methods,
such as pounced drawing, to simplify the copying
process within the workshop. Moreover, Henderiks
used the analysis of underlying drawings of several of
these diptychs, the comparison between them, and
the technique of execution to demonstrate that the
underdrawings were made following the model from
Albrecht Bouts workshop. At the same time, different
artists finished or copied the paintings within the same
workshop of the master.**

The author of the diptych shows a taste for the
decorative style, as is apparent in the detail of both

31. Henderiks, Albrecht Bouts, 220-221, 376 (no. 62).
32. Ibid.,224-225; Ead., “Latelier d’Albrecht Bouts et la production en série d’ceuvres
de dévotion privée,” Revue belge d'archéologie et d’histoire de l'art 78 (2009): 15-28.
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6 Workshop of Dieric Bouts, Mater Dolorosa and Christ Crowned with Thorns,
16th century, Louvre Museum, Paris

panels. The trimming on the edge of the already men-
tioned mantle of the Virgin and the ornamentation of
the frame that complements the iconography of both
panels differ from the versions attributed to the Dieric
and Albrecht workshops. This more ornamental ren-
dering of the models compared to the other copies and
versions indicates a more evolved style that fits with
alater date, establishing the period of its execution as
the middle of the 16t century.** In addition, the sec-
tion of the white headdress that covers the forehead of
the Virgin in the panel stands out for its transparency,
absent in other versions of this subject,** which could

be an invention of its author, an artist close to Albrechrt,
but not to Dieric. This type of transparent headdress
is common in paintings by artists of the 16* century;
for example, it can be found in the attires painted by
Lucas Cranach the Younger, Bernard van Orley, Jan
Gossaert or Jan Mostaert, painters active in the first
half of the 16® century and later, whose works were
popular as models of details for copying.

The frame type of both panels is cassetta italiana,
with the recessed area decorated with rectangular car-
touches edged with ornamental scrollwork support-
ed by small angels kneeling at the top and bottom of

33. The authors would like to thank Valentine Henderiks for her observations and

assessments, collected in correspondence, which helped with the correct cataloguing

of the diptych.

34. The only Mater Dolorosa images linked to Dieric and Albrecht Bouts that exhibit

this feature are the copies at Duchcov Castle (Czech Republic), a panel in a private

collection in Berlin, and the version from a private collection in Luxembourg, see
Henderiks, Albrecht Bouts, 374 (no. 53), 380 (no. 84); Ead., Blut und Trinen, 78-79.
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7 Dieric Bouts,
Lamentation over

the Dead Christ, 1455—
-1468, Louvre Museum,
Paris

the frames and standing on the sides. Some verses of
the Stabat Mater from the 16%-century Gregorian
Psalms appear inside the cartouches. The corners are
embellished with squares that imitate old nail heads
and are surrounded by ornamental scrollwork. The
inscriptions directly engage the viewer, in line with
the devotion promoted by the Devotio Moderna.>> On
the one hand, the ornamental decoration is typical

for 16®-century models. On the other hand, Flemish
artists from the earlier period did not use frames to
complement an image.*®

With all this data, it is easy to understand
how the entire artistic tradition of Dieric Bouts
(ca. 1410/20-1475) was taken over by his son Albrecht
(ca. 1451/55-1549) because he inherited “Tous les

objets servant a l'art de peindre et tous les tableaux

35. Henderiks, “Aura et standardisation des images,” 101-109.

36. On this subject: Matias Diaz Padrén, “La Virgen y el Nifio en la huida a Egipto
de Paul Coeck van Aelst,” Philostrato. Revista de Historiay Arte 8 (2020): 62.
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et portraits restés inachevés et incomplete.”37 Conse-
quently, as Périer-D’Ieteren points out, the rich pro-
duction of images intended for private devotion that

would flood the European market during the 16 cen-
tury took place in this “wide and very well organised”
workshop. All the prototypes of the Virgin with Child,
the Salvator Mundi, and especially the diptychs of Ma-
ter Dolorosa and Christ Crowned with Thorns derived

from Dieric Bouts would be reproduced and copied

by the assistants and associates working in Albrecht’s

workshop,’® achieving variants and models that would

be reproduced even until the 17 century.

THE PROVENANCE OF THE ARTWORK

As has been mentioned at the outset, the Provincial
Museum of Pontevedra acquired the diptych of the
Virgen Dolorosa and the Cristo Coronado de Espinas
in the mid-1990s. At that time, nothing was certain
about the origin of those panels since during the
16 century it was a popular and much copied subject.
Therefore, their origin was assumed to be within the
Spanish network of private collectors, where this type
of work was popular and in demand.>” In 1982, Berme-
jo-Martinez included the diptych in her monograph

Primitivos Flamencos en Esparia, mentioning its pres-
ence in Madrid from 1973.%° Valentine Henderiks, in
her monograph on Albrecht Bouts, brought together
the works from the Czartoryski-Dzialyniski Collec-
tion in Goluchéw (Poland) and followed them to the
Spanish market of the early 1970s,** without relating
them to the diptych formerly in Pontevedra. There is
an explanation why two of the most relevant historians
of the last quarter of the 20 century and the early
21% century did not link the diptych in the Provincial
Museum of Pontevedra with the earlier known ori-
gin of the panels in Spain: the main reason is that the
diptych had not been reproduced with frames until
the beginning of the 21*t century, while the frames are
one of its most unique aspects. Without them, the
diptych seemed to be another of the multiple copies
of this prototype.**

Moreover, in 2014 the Polish Ministry of Culture
created a website with open access to the repertoires of
art plundered during the Second World War*? which
confirms that the diptych in Pontevedra and that from
the Czartoryski Collection are the same. All preserved
photographs of the artistic objects from that collection
are included within this database, and the complete

37. Alphonse Wauters, Le testament du peintre Thierri Bouts, appelé aussi Thierri de
Harlem et Thierri Stuerbout (Bruxelles: Hayez, 1867), 9-10; Catheline Périer-D’Ieter-
en, “Latelier de Thierry Bouts et ses pratiques,” in Thierry Bouts. L'euvre complet, eds.
Catheline Périer-D’leteren, Valentine Henderiks (Brussels: Fonds Mercator, 2005), 179.
38. Friedldnder, Early Netherlandish Painting, 40; Périer-D’Ieteren, “L’atelier de

Thierry Bouts,” 182.

39. Friedlander explains how these devotional diptychs had a very active market in

Germany, the Nordic countries and Spain. Friedlander, Early Netherlandish Painting,

40; Jacques Lavalleye, Les Primitifs Flamands. Collections d’Espagne. II. Repertoire des

peintures flamandes des quinziéme et seizieme siécles (Anvers: De Sikkel, 1958), 22-24.

Bermejo-Martinez brought together ten such diptychs located in the territory of

Spain, see Bermejo-Martinez, La pintura de los primitivos ﬂamencos, 34-38. The same

author includes another one in 2001. Ead., “Importantes pinturas de los Paises Bajos
en colecciones privadas espafiolas,” Archivo Espafiol de Arte 295 (2001): 217-238, 235.
40. Bermejo-Martinez, La pintura de los primitivos flamencos, 36 (no. 17c).

41. Henderiks, Albrecht Bouts, 375 (no. 59).

42. Valentine Henderiks collected all the known variants of the diptych in her mon-
ograph, about 235 works worldwide. Ibid., 373-406.

43. http://lootedart.gov.pl/en, accessed December 16, 2020. Maria Romanowska-

-Zadrozna, “Katalog strat wojennych,” Cenne, bezcenne, utracone, no. 6 (2002): 12.
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8 Posthumous workshop copy after Dieric Bouts, The Mourning Virgin
and The Man of Sorrows, ca. 1525, Metropolitan Museum of Art, New York

image of the diptych is reproduced (no. 38234).**
Pontevedra’s diptych was mentioned in research on
the despoliation in Poland and in another study of
panels of Flemish origin bearing portraits of Anne of
Brittany and Charles VIII (currently titled Portrait
of a Young Courtier), attributed to Jan Mostaert.*®
However, the history of the paintings within the
Czartoryski-Dzialynski Collection is more complex
and extends back to the times of Izabela Dzialynska
née Czartoryska (1830-1899), founder of the collec-
tion in Gotuchéw. The collection of paintings and
antiquities was arranged there after the castle had been

restructured in the French Neo-Renaissance style. Art-
works were acquired mainly during the Dziatyniska’s
stay in Paris, where she resided at the Hotel Lambert
until her wedding in 1857.% Most likely, it is there
that she acquired the diptych, at the time attributed
to a follower of Rogier van der Weyden. In 1893, due
to political tensions between the nobility of Polish
origin and the German government, Dziatyriska issued
the ordinance (Fideikomiss) on her properties to pro-
tect the integrality of her collection, which could be
inherited only by the males of her lineage and would
continue to bear her surname. After Dzialyniska’s death,

44. http://lootedart.gov.pl/en/producto-war-losses/object?0bid=38234, accessed

December 16, 2020.

45. Monika Kuhnke, “Dworzanin i dama Jana Mostaerta. Historia dwoch obrazéw
ze zbioréw Muzeum w Gotuchowie,” Muzealnictwo 47 (2006): 198-208.

46. Teresa Jakimowicz, “Od kolekcji ‘Curiosités artistiques’ ku muzeum: zbier-
actwo artystyczne Izabeli z Czartoryskich Dzialynskiej w latach 1852-1899,” Studia

Muzealne 13 (1982): 15-73.
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her collection was managed by her nephew Prince
Witold Czartoryski.*’

In the first guide of Gotuchéw Castle, edited in
1913 by Nikodem Pajzderski, the two panels were men-
tioned as Mater Dolorosa and Ecce Homo, displayed in
an antechamber of the dining room on the first floor
and described as works of Rogier van der Weyden,
with an annotation that they were replicas.*® The
diptych was still in the same location and with the
same description in 1929, as confirmed by the reissued
guide.*” The placement of the works in Goluchéw was
made most likely at the initiative of the founder and
her heirs did not intervene in any remarkable way in
the arrangement of the collection. Unfortunately, the
artworks in question are not visible in the few pho-
tos taken in Goluchéw before 1939, except the one
taken by Antoni Pawlicki in 1913 (currently in the
photographic collection of the Jagiellonian University
Museum, inv. no. MU]J 3219/F).>°

Just before the outbreak of the Second World War,
Maria Ludwika Czartoryska née Krasiriska (1883—
1958) managed Goluchéw Castle and all its assets on
behalf of her son Augustyn. Between May and June
1939, she commissioned fifty chests of different sizes
to evacuate the most relevant works of the family col-
lection to his home in Warsaw. The evacuated objects

were selected by the curator, who marked them with
stickers whose remains can still be seen today on the
back of the panels.>* Only eight paintings of small size
were taken out of the residence; most likely among
those was also the diptych analyzed in this study. The
chests with the antiques were buried under the floor of
Czartoryska’s house at 12 Kredytowa Street in Warsaw,
while the eight paintings decorated her apartment.>

Some of the chests commissioned by Czartoryska
stayed in Goluchéw, probably so that the occupants
would not perceive that a large part of the collection
had been relocated away from the building. However,
in the 1940s, Maria Ludwika Czartoryska received
awritten request to deliver her collection to the Gen-
eral Governorate for the Occupied Polish Region.
Over the next few months, she responded to the re-
quests by avoiding giving up her possessions. Two years
before, her eldest son Augustyn had married Maria
de los Dolores of Bourbon-Two Sicilies and Orléans.
Apparently, during the war, the family link with the
Spanish nobility protected the assets of the Czartorys-
ki family only to some extent, since, in the autumn of
1941, Alfred Schellenberg, director of the museums
of the Warsaw district, threatened Czartoryska, forc-
ing her to hand over her works of art to the General
Governorate.>® After consultations with Stanistaw

47. Danuta Marek, Ordynacja gotuchowska Izabelli z Czartoryskich Dzialyriskiej
(1830-1899) (Poznan, 1994), 4; Ead., “Kolekcja gotuchowska,” in Zbiory publiczne
a kolekcjonerstwo prywatne. Problematyka ochrony dziedzictwa kulturowego w przeszlos-
ciidzisiaj, ed. Jadwiga Lipiniska (Warszawa: Muzeum Narodowe w Warszawie, 2000),
63-68.

48. Pajzderski, Przewodnik po muzeum w Gotuchowie, 42.

49. [Nikodem Pajzderski], Przewodnik po muzeum w Goluchowie, 44.

50. Kuhnke, “Dworzanin i dama Jana Mostaerta,” 199.

51. The portrait of Charles VIII was recorded by Pajzderski with the number 2033,
while the portrait of his wife with 2034. On the remains of the sticker on the Mater
Dolorosa the number 2409 is still visible. Kuhnke, “Dworzanin i dama Jana Mostaerta,”
199; Agnieszka Wozniak-Wieczorek, “Problematyka restytucji na przykladzie roz-
proszenia kolekcji gotuchowskiej,” Santander Art and Culture Law Review 1 (2015):
251-252; Monika Kuhnke, “Gotuchéw, historia stworzenia i rozproszenia kolekeji,”
Cenne, bezcenne, utracone, no. 6 (2002): 6-9.

52. AMNW, sygn. 696, Protokdt przewiezienia do Muzeum czesci zbiordw Gotuchows-
kich z domu przy ul. Kredytowej 12 w Warszawie, stanowigcego wiasnos¢ XX. Czarto-
ryskich, 2.

53. Kuhnke, “Dworzanin i dama Jana Mostaerta,” 200.
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Lorentz, director of the National Museum in Warsaw,
Czartoryska decided to deposit her collection in the
institution, received in person by Schellenberg on 2
December 1941.>* The chests from her house and the
eight paintings, including the diptych, were stored on
the first floor of the National Museum.>*

In March 1942, the director of the Museum in
Troppau, Werner Kudlich, selected 82 objects from
the entire Goluchéw collection to be transferred to
Krakéw and from there to the Third Reich. There
were four panels among them: the Mater Dolorosa
and Ecce Homo, and the above-mentioned portraits
of Anne of Brittany and Charles VIII. The paintings
were classified as objects of the first category.>® Until
the end of the following year, they were not moved
due to the delay in their cataloguing, which provoked
a conflict between Hermann Voss (who was to be-
come the future director of the never-completed Fiihr-
er Museum) and Siegfried Riihle, the director of the
Kaiser Friedrich Museum in Poznar, protector of the
integrality of the Gotuchéw collection.>” Until 1944,
the Czartoryski-Dzialyriski Collection remained in
Warsaw but, due to the Warsaw Uprising and the in-
tensified military activity in the General Governorate,
and following the devastation of the National Museum

throughout August,”® in the first days of October 1944
the most valuable objects were ordered to be sent to
Fischhorn Castle in Austria. On 9 October, the di-
rector of the National Museum in Warsaw noted the
transfer of 17 wooden chests of Gotuchéw objects.
Among those, inside the chest number 13, there were
eight paintings and liturgical vessels but with annota-
tions that did not come from Gotuchéw.>® Still, it was
not specified whether the diptych from Pontevedra
was among them.

On 16 August 1945, the delegate of the National
Museum in Warsaw, Bohdan Urbanowicz, was in Fis-
chhorn, then under American occupation, to effect
the return of the missing works to the National Mu-
seum in Warsaw.®® While classifying the objects, he
prepared a diary in which he mentioned some pieces
from Goluchéw Castle, such as vessels, enamels and
other antiques.61 In April of the following year, the
first trains carrying the works of art left for Warsaw.
However, none of the eight paintings is mentioned in
the documentation of the returned objects. Therefore,
they had disappeared before Urbanowicz’s arrival or
never even reached Fischhorn.

The portrait of Charles VIII was sold in New York
in 1948 and deposited by the new owner at the Virginia

62

54. AMNW, sygn. 696, Protokdt przewiezienia do Muzeum czesci zbiordw Goluchows-
kich z domu przy ul. Kredytowej 12 w Warszawie, stanowigcego wilasnos¢ XX. Czarto-
ryskich, 1-3.

55. AMNW, sygn. 696, Anlage S, Verzeichnis der aus dem Museum Goldenau ver-
schleppten Gegenstinde, 10; Kuhnke, “Dworzanin i dama Jana Mostaerta,” 205. The

catalogue numbers of the documents mentioned by Monika Kuhnke were updated

by the Archives of the National Museum in Warsaw; the present text refers to the

new catalogue numbers.

56. Kuhnke, “Dworzanin i dama Jana Mostaerta,” 200.

57. Archiwum Muzeum Narodowego w Poznaniu, Korespondencja z okresu wojny.
List Gotfrieda Reinera (w imieniu dr Vosse) do dyrektora Kaiser Friedrich Museum

w Poznaniu dr Siegfrieda Riihle z dnia 6 XII 1943 .

58. Inhis memoirs, Stanistaw Lorentz recalls a great loss of artworks from the Collec-
tion of Gotuchéw. See Stanistaw Lorentz, “Muzeum Narodowe w latach 1939-1954,”
Rocznik Muzeum Narodowego w Warszawie 2 (1957): 37-41.

59. Ibid., 50.

60. Bohdan Urbanowicz, “Dziennik Fischhornu,” in Walka o dobra kultury, Warszawa

1939-1945, 2, ed. Stanistaw Lorentz (Warszawa: PIW, 1970), 387.

61. Ibid., 339, 381.
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Museum of Fine Arts in 1952. Its pendant, the portrait
of Anne of Brittany, belonged to the Arch-Bishop of
Salzburgafter the Second World War, and in 1959 was
also sold in New York.®* The diptych of Mater Dolo-
rosa and Christ Crowned with Thorns under analysis
here arrived in Madrid in unknown circumstances.
The diptych seems to be a relevant artwork to con-
sider as a part of the Bouts family legacy, even if it
is not directly linked with their hand. This artwork
documents the popularity of the iconographical mod-
el created by Dieric Bouts in the second half of the
15% century, which lasted for at least the next hundred
years. His son Albrecht, who inherited the workshop,
continued spreading pictures created by his father
and his apprentices, copying them for the needs of
the Flemish market. At the same time, this version of
the Mater Dolorosa and Christ Crowned with Thorns
shows that their close collaborators from his circle and
followers copied templates from the Bouts workshop.
The formal analysis and comparison with other ver-
sions of iconography of this type linked with Bouts’
milieu show that the diptych, formerly in Ponteve-
dra, was made by a different hand than the versions

attributed to Dieric and Albrecht Bouts. The author
employed a smoother style and strong chiaroscuro for
efligies. He paid more attention to decorative details

of the composition than the Bouts workshop, and

followed the 16%-century fashion in the Virgin’s head-
dress. For the bust of Christ, he followed Albrecht’s ex-
pressive style, not Dieric’s models. Even if the diptych

has few common features with the Parisian, London

and Chicago versions, it is similar to the panels in the

Metropolitan Museum of Art of New York and other
lower-quality copies around the world. However, the

16*-century frame and its ornaments, typical of the

middle of the Cinquecento, further confirm the later
execution date of the diptych. The author of the com-
position might have been a follower of Albrecht Bouts

or came from his circle, as indicated by the difference

between the styles of Bouts and the author of the

diptych. The author can be tentatively defined as the

Master of the Diptych from Pontevedra-Gotuchdw,
perhaps a member of Bouts’ workshop. Still, the scant

knowledge about him and, at this moment, the single

identified artwork do not indicate he could have been

as relevant a painter as his master had been.

62. Kuhnke, “Dworzanin i dama Jana Mostaerta,” 201-202.
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Wedréwka dyptyku. Problem autorstwa i proweniencyi wizerunkdw ,, Mater Dolo-
rosa” i ,Chrystusa cierniem koronowanego” z dawnej kolekcji w Goluchowie, Oskar
J.Rojewski, Ana Diéguez-Rodriguez

Od grudnia 2019 r. mi¢gdzynarodowa prasa wielokrotnie podejmowata temat dyp-
tyku z przedstawieniami Mater Dolorosa i Chrystusa cierniem ukoronowanego,
przechowywanego do 2023 r. w Museo Provincial de Pontevedra w Hiszpanii. Przed
IT wojna $wiatowg ta nieduza dwuskrzydiowa kompozycja (42x32 cm) nalezata
do Izabeli z Czartoryskich Dzialyriskiej i znajdowala si¢ w patacu w Gotuchowie.
W latach 70. XX w. byta wlasnoscig hiszpaniskiego kolekcjonera z rodziny Fernén-
dez-Lépez, od ktdrego trafita do muzeum w Pontevedra. Dzieto budzilo zainte-
resowanie nie tyle ze wzgledu na walory artystyczne czy proweniencje, ile z uwagi
na fake, iz moglo naleze¢ go grupy obiektéw zrabowanych przez wojska I1I Rzeszy.

Niniejszy artykul jest prezentacjg analizy dyptyku przeprowadzonej z zasto-
sowaniem metod: DStretch, ikonograficznej i ikonologicznej, ktére pozwalaja na
ponowne przemyslenie kwestii atrybucji i pochodzenia dzieta. Badania techniczne
pozwolily na potwierdzenie niderlandzkiej proweniencji dyptyku, o czym $wiadczy
zastosowanie w podobraziu dgbowych desek baltyckich, na ktérych namalowano
wizerunki Mater Dolorosa i Chrystusa cierniem ukoronowanego. Tym samym przy-
puszczenia o powstaniu dyptyku w kregu hiszpariskim, wysuwane na podstawie
czarno-biatych zdje¢ publikowanych w Katalogu strat wojennych polskiego Mini-
sterstwo Kultury i Dziedzictwa Narodowego, nie potwierdzily si¢. Analiza skanéw
DStretch umozliwita odezytanie niewidocznych inskrypeji na odwrociu dyptyku
i powiazanie obrazéw na skrzydtach ottarza z dzietami taczonymi wowcezas ze szkola
Rogiera van der Weydena, prezentowanymi na wystawie kolekeji Czartoryskich-
-Dziatynskich w Dreznie w 1915 r. Atrybucja dziela szkole van der Weydena zostata
utrzymana przez Nikodema Pajzderskiego, kustosza kolekeji, i byta powtarzana
w kolejnych przewodnikach po zamku w Gotuchowie. Po raz pierwszy dyptyk
zostal powiagzany z dzialalnoscig kregu Dierica Boutsa, artysty czynnego w Leuven
w 2. potowie XV w., przez Maxa ]. Friedlandera w 1925 r. Hipoteza niemieckiego
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uczonego byta wielokrotnie powtarzana, m.in. przez Wolfganga Schone, Marti-
na Daviesa i Elis¢ Bermejo-Martinez, ktérzy badali dzieta o tej samej tematyce
i kompozycji, wywodzace si¢ zaréwno z warsztatu Dierica Boutsa, jak i jego syna
Albrechta. Dopiero w 2011 r. Valentine Henderiks wskazata na hiszpanskiego
nasladowce Albrechta Boutsa jako na mozliwego autora dyptyku.

Dziela o podobnej tematyce, wywodzace si¢ z kregu niderlandzkich mistrzéw
dzialajacych na przestrzeni XV i XVI w., obrazowaly epizody pasyjne i stanowily
wazny element devotio moderna. Istotnym elementem dyptyku sa jego XVI-wieczne
ramy. Znajdujace si¢ na nich inskrypcje potwierdzaja zwiazki wizerunkéw z rucha-
mi dewocyjnymi. Kompozycja Mater Dolorosa otoczona jest inskrypcja: ,Kto sie
smutkiem nie poruszy, gdy rozwazy bole$¢ duszy Matki wraz z jej Dziecigciem?”,
aprzedstawienie Chrystusa cierniem ukoronowanego wersem: ,Gdziez jest czlowiek,
co tz¢ wstrzyma, gdy mu stanie przed oczyma w mekach Matka ta bez skaz?”. Tko-
nografia dzieta stanowita przedmiot badan Erwina Panofsky’ego, ktéry wskazat
genezg¢ ujecia Mater Dolorosa w dziele Dierica Boutsa Oplakiwanie Chrystusa (ok.
1455-1468; Luwr, Paryz). To wlasnie fragment z tej kompozycji postuzyl jako
model dla ujecia Marii, kilkakrotnie kopiowanego przez artyste. Oryginat powstaly
w warsztacie Dierica nie zachowal si¢, przetrwaly za to liczne wersje autorstwa jego
nasladowcoéw i kopistow, m.in. w kolekcjach National Gallery w Londynie, Luwru,
Institute of Art w Chicago czy Metropolitan Museum of Art w Nowym Jorku.

Analiza poréwnawcza dziet o identycznej kompozycji pozwolita na wskaza-
nie detali $wiadczacych o zmianach zachodzacych w ikonografii Mater Dolorosa
i Chrystusa cierniem ukoronowanego na przestrzeni XV i XVl stulecia. Ze wzgledu
na kompozycje, utrzymanie tonacji kolorystycznej, brak cieni oraz jednorodne
ztote tlo najblizsze otoczeniu Dierica Boutsa wydajg si¢ wersje dyptyku z Paryza,
Chicago i Londynu. W wersjach z Nowego Jorku i Pontevedra mozna zaobser-
wowa¢ dazenie do wickszej szczegétowosci, lzejsze laserunki szat Mater Dolorosa
i przeswity tkaniny. Dramatyzm wizerunku Chrystusa, impasty w partiach twarzy
obu wizerunkéw, mocne kontrasty czy tez cienie na zlotym tle i iluzjonistyczne
ramy $wiadczg o pochodzeniu dziela z warsztatu nasladowcéw rodziny Bouts,
blizszych kregom artystycznym Albrechta, aktywnego w pierwszej potowie XVIw.

Poparcie tezy o zwigzkach dyptyku z Pontevedra z warsztatem lub nasladowca
Albrechta Boutsa stanowi takze wspomniana oryginalna rama w typie cassetta
italiana, dekorowana rollwerkami i puttami, sugerujaca, ze dzielo powstalo nie
wezesniej nizw 1. potowie XVIw. Tym samym analizowany dyptyk, ktérego kom-
pozycja mogta by¢ autorskim pomystem Dierica Boutsa, mozna powiaza¢ z dziatal-
noscia jego syna Albrechta badz tw6rcodw z jego kregu. Kontynuowali oni prakeyke
realizowania zamdwien na wizerunki dewocyjne, kopiujac w XVI w. prototypy
wypracowane wczesniej w warsztacie Boutsow.

Jak wspominano, dyptyk z Pontevedra przynajmniej od lat 70. XX w. znajdowat
si¢ na terenie Hiszpanii, a do Museo Provincial de Pontevedra zostal ostatecznie
przekazany w latach 90. Elisa Bermejo-Martinez w monografii Primitivos Flamencos
en Espaia (1982) potwierdzila obecnosé dzieta w prywatnej kolekcji w Madrycie.
Valentine Henderiks, analizujac dyptyk z Goluchowa, ktérego reprodukcja (bez
ram) znanajej bylaz Katalogu strat wojennych, nie powiazala go z tym znajdujacym
si¢ w Pontevedra. Kamieniem milowym w badaniach nad kolekcja gotuchowska

Oskar J. Rojewski, Ana Diéguez-Rodriguez

Biuletyn Historii Sztuki 85, 1 (2023), ISSN: 0006-3967, e-ISSN: 2719-4612



byly publikacje Moniki Kuhnke, ktéra wspomniata o obecnosci dyptyku wsréd
najwazniejszych dziet nalezacych do Izabeli z Czartoryskich Dziatynskiej.

Kolekeja gotuchowska powstata po 1857 r. i skladata si¢ z paryskich zakupéw
Izabeli z Czartoryskich Dzialynskiej. Ksi¢zna, ze wzgledu na brak potomstwa,
zabezpieczyla integralnos¢ zbioréw, zaktadajac w 1893 r. ordynacje, ktéra objal
ksiaze Witold Czartoryski. Pierwsza informacja na temat interesujacego nas dyp-
tyku pochodzi z 1912 r. i znajduje si¢ w przewodniku po zamku w Gotuchowie,
autorstwa Nikodema Pajzderskiego. Wedle edycji z 1929 r. dyptyk znajdowal si¢
tamze w pomieszczeniach pierwszego pigtra.

Przed wybuchem II wojny $wiatowej Maria Ludwika z Krasinskich Czartory-
ska zarzadzala ordynacja goluchowska w imieniu swojego syna Augustyna, meza
hiszparniskiej arystokratki Marii de los Dolores Burbon-Sycylijskiej. Migdzy majem
aczerwcem 1939 r. ksi¢zna zaméwita pigtnascie skrzyn w celu przewiezienia dziet
sztuki z Goluchowa do jej domu w Warszawie. Ostatecznie tylko osiem obrazéw
opuscito palac, wéréd nich dyptyk. W trakcie wojny okupanci wielokrotnie zwracali
si¢ do ksieznej z zadaniem wydania kolekeji, otrzymujac wymijajace odpowiedzi.
2 grudnia 1941 r. Maria Ludwika z Czartoryskich Krasiniska, w porozumieniu ze
Stanistawem Lorentzem, zdeponowata swoja kolekcj¢ sztuki w Muzeum Narodo-
wym w Warszawie.

Niedlugo pézniej, w marcu 1942 r., Werner Kudlich wybral 82 przedmioty
z kolekeji gotuchowskiej, ktére mialy zostaé przewiezione do Krakowa, a stamtad
do Rzeszy. Na liscie obiektéw figurowat dyptyk. Ze wzgledu na przedtuzajace sic
prace inwentaryzacyjne transport nie doszed! do skutku. Po wybuchu powstania
warszawskiego, w pazdzierniku 1944 r., z Muzeum Narodowego w Warszawie
wywieziono do zamku Fischhorn siedemnascie skrzyn z dzietami sztuki, wéréd
ktérych znajdowaly si¢ takze i te pochodzace z Gotuchowa. Inwentarz wywiezio-
nych obiektéw nie wymienia jednak dyptyku z przedstawieniami Mater Dolorosa
i Chrystusa cierniem ukoronowanego. W sierpniu 1945 r. Bohdan Urbanowicz,
oddelegowany przez Muzeum Narodowe w Warszawie, udal si¢ do Fischhorn
w celu restytucji zrabowanych dziel. Zdotat odzyskaé m.in. cz¢é¢ kolekeji gotu-
chowskiej. Jego zapiski nie zawieraja jednak zadnej informacji na temat dyptyku,
ktéry w niewyjasnionych okoliczno$ciach ponad dwadziescia lat pézniej zostat
sprzedany w Madrycie.

Dzieto z muzeum w Pontevedra jest waznym ogniwem w @uvre rodziny Bouts ze
wzgledu na fake, ze dowodzi utrzymania warsztatu Dierica przez jego syna Albrechta.
Swiadczy o kontynuacji tradycji wykonywania obrazéw dewocyjnych cieszacych sie
powodzeniem w X VI w. oraz o ciaglosci powstawania kompozycji bedacych specjal-
noscig warsztatu. Autorzy artykutu dowodza, ze styl tworcy dyptyku z Pontevedra
nie jest tozsamy ze stylem Dierica. Za taka teza przemawiajg kontrasty i silniejsze
efekty chiaroscurow portretach Mater Dolorosa i Chrystusa cierniem ukoronowanego.
W opinii autoréw niniejszego studium artysta, kt6ry stworzyt to dzieto, powinien
by¢ utozsamiany z Albrechtem Boutsem lub jego kregiem; niewykluczone, ze byt
on czfonkiem badz wspétpracownikiem warsztatu. Szczegétowe poznanie dziejow
dyptyku po 1944 r. jest niemozliwe ze wzgledu na brak dokumentacji, ktéra mogtaby
wyjasnic¢ okolicznosci, w jakich znalazl si¢ na hiszpariskim rynku antykwarycznym.
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Oskar J. Rojewski — absolwent Szkoly Doktorskiej na Uniwersytecie w Walencji
i Uniwersytecie Jakuba I. Adiunkt w Instytucie Nauk o Sztuce Uniwersytetu Slaskie-
go w Katowicach. Realizowat staze podoktorskie na Uniwersytecie w Kopenhadze
i Uniwersytecie Rey Juan Carlos. Zajmuje si¢ recepcja malarstwa niderlandzkiego
przetomu XV i XVI w. na dworach europejskich, migracjami artystycznymi oraz
problematykg uroczystosci dworskich.

Ana Diéguez-Rodriguez — stopien doktora historii sztuki uzyskata na Uniwersyte-
cie w Santiago de Compostela. Dyrektor Instituto Moll. Centro de Investigacion
de Pintura Flamenca i wykladowca na Uniwersytecie w Burgos. Stypendystka
Museo Nacional del Prado oraz Museo Provincial de Pontevedra. Zajmuje si¢
malarstwem niderlandzkim i dzialalnoscig artystéw niderlandzkich w Hiszpanii
w XVI i XVII w. oraz zwigzkami artystycznymi, spolecznymi i ekonomicznymi
mi¢dzy Niderlandami i Monarchig Hiszpaniska.

Oskar J. Rojewski — holds a doctorate in Art History from the University of Va-
lencia and University Jaume I. He is an assistant professor in the Institute of Arts
Studies at the University of Silesia in Katowice, and a postdoctoral fellow at the
University of Copenhagen and Rey Juan Carlos University. He researches the
reception of the Netherlandish paintings at the European courts in the 15 and
16t century, artistic migrations, and courtly festivities.

Ana Diéguez-Rodriguez — holds a doctorate in Art History from the University
of Santiago de Compostela. She was a fellow in the Museo Nacional del Prado and
Museo Provincial de Pontevedra. She is currently the Director of the Instituto Moll.
Centro de Investigacion de Pintura Flamenca and a professor at the University of
Burgos. She researches Flemish paintings and painters in Spain during the 16t
and 17 century and the artistic, social, and commercial ties between the Low
Countries and the Spanish Monarchy.
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