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The Decorum of Gruef:
Notes on the Representation of Mary at the

Cross in Late Medieval Netherlandish
Literature and Painting

REINDERT L. FALKENBURG

INTRODUCTION

"How often did she [Mary] embrace and kiss that
Cross with sad longing, especially where the
blessed blood of jesus flowed down along the
Cross. And she kissed the earth there on which
the blood of Xpi [Christ} fell, and she licked that
blood from the earth with such longing that her face was
Jull of blood. Oh, how sad Mary was."!

For many modern readers this quotation from an
early 16th-century book about Christ’s Passion
would seem to go far beyond the realms of
sensibility. Even for a researcher specialized in the
world of religious experience of the late medieval
Netherlands and used to heartrending descrip-
tions of Christ’s Passion and Mary’s compassion,
this evocation of Mary’s suffering is unusually
crude. Historians, art historians and literary his-
torians generally reach for the term ’realistic’ to
describe late medieval texts which employ dra-
matic anecdotal digressions to raise the sympathy-
quotient in a Passion story which appeared rather
short and unemotional in the Bible. It is clear,
especially since the publication of Marrow’s book
on late medieval Passion iconography, that this
kind of anecdotal embellishment of the Passion
story is nct so much the product of the 'natural’
propensity of the Dutch towards a often extra-
vagant realism.? It is more the late, or perhaps
overripe, product of a long exegetic tradition
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harking back through the Middle Ages in which
the Bible principally, but also the Church Fathers
and all manner of theological writings were
minutely examined for passages and motifs that
might be interpreted as metaphorical indications
of specific events in the life of Jesus about which
the Gospels said nothing. In late medieval
devotional literature these motifs — selected not
for their theological profundity but more for the
graphic portrayals of the suffering — crystallized to
become part of the ’historical’ narrative of the
Passion itself. The motivation behind this search
for and use of non-Gospel Passion motifs is the
need to provide believers with a story of suffering
to stimulate their compassion with Jesus and
Mary. This need is rooted in the idea that the
believer’s ability to empathize and identify with
the Virgin and her Son in the present is a
guarantee of their intercession at the Last Judg-
ment and a tcket to everlasting life. In the Middle
Ages meditation on the various events of the
Passion became, not least for lay persons, one of
the principal ways in which to obtain this salutary
empathetic condition of the soul. The com-
passion, the deep inner emotion, with which Mary
accompanied the suffering of her son is presented
to the believer as the great example.’

From the 13th century all manner of descrip-
tions emerged of the life of Christ, often in the
vernacular, in which the Passion story was told in




detail with heartrending anecdotes illustrating
Jesus’ suffering and Mary’s compassion for the
benefit of the reader’s empathetic reflections.
This meditative literature grew in the 15th and
16th centuries into a broad stream of Vita Christi
literature to which the book from which the above
passage is taken belongs.’ This volume is a good
example of the sort of compassio Manae motif
designed to stimulate empathy. The Gospels did
not act as source but — through a marvel of late
medieval inventivity — they became an interwoven
component of this Passion narrative. | know, in
any event, of no biblical or exegetic tradition on
which it would be possible to base the story of
Mary licking the blood of Christ. There are, on
the other hand, a number of Vita Chrnst descrip-
tions that contain similar, although less gruesome
passages about Mary kissing the blood that ran
down onto the ground after Jesus had died:

’And the Mother of Mercy sat near the Cross
covered in the holy blood of her dear son which
she regarded so lovingly and which she kissed with
such respectful reverence.”

While the vocabulary in the first quotation is
downright distressing and seems almost improper,
this second quotation illustrates the need to dress
Mary’s excessive expression of grief in dignity,
honour and controlled emotion. A third text has
Mary kissing Jesus’ blood on the ground because
only this deed can offer her succour:

’And when she was unable to find comfort she
kissed with longing the earth on which Jesus’
blood had fallen so that it made her sweet visage
bloody.”

These passages contain no suggestion that the
compiler thought the reader might find the text
improper. It is therefore surprising in an earlier
passage describing Jesus carrying the Cross to find
the following text:

"Again, although her sorrow was so great and
unspeakable when she saw her own loving son
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being taken to his death so scandalously, the Holy
Mother made no improper gesture or immodest
display, but like an honest noble woman she
contained her tremendous grief properly inside,
without the least clamour.’”

What these passages show when compared is that,
whatever the precise source of the motif of the
kissing or licking of the blood (did it refer to the
Eucharist?), the tendency towards distressing
details of suffering was not always taken to the
very extreme. Some of the writers of Passion
narratives appear at various times to have found
themselves confronted with the problem of
decorum. How far could one go in portraying the
suffering; where did the boundaries of religious
respectability lie? That this idea of decorum is not
easy to understand for the modern reader is clear
from these passages: surely kissing Jesus’ blood is
exactly the kind of 'improper gesture or indecent
display’ (ontamelic gebaer of onsedelicheit van
buten) that had been repudiated earlier and the
kind of behaviour that is improper for an "honest
noble woman’ (eerlijcke statelike vrouwe)? How is
it possible for these passages to appear in one and
the same Passion narrative? Does the question of
decorum even arise?

Various modern authors have shown that this
question did indeed arise and not only in the late
Middle Ages. In fact it had been troubling the
faithful from the time of the Church Fathers. In
general, there are two traditions in the Middle
Ages regarding the theological and devotional
approach to Mary’s compassion and expressions
of grief. The first is based on the idea that the
Gospels, where they mention Mary’s presence at
the Crucifixion at all {cf John 19:25), are silent
about her emotional state. In this wradition the
fact is presented theologically as Mary naturally
being moved by the suffering of her son but
nevertheless steadfastly believing in the coming
resurrection. That is why she reacted in such a
reserved manner to the various moments of the
Passion and why, as she stood at the Cross — and
standing is interpreted in this tradition as an
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outward sign of her inner resolution — she gave no
sign of her grief. This approach found its first
imfluential defender in the Latin woild in St
Ambrose who noted rather dryly that "Holy Mary
stood near the Cross of her son and the Virgin saw
the suffering of her only child. I read she stood not
she wept.’?

From Ambrose’s formulation it is clear that in
his day Mary’s compassion and expression of grief
had already become a subject of dispute.’
Nevertheless, this relatively sober view of Mary’s
compassion continued to dominate until the
12th century when theologians such as Anselm,
Eadmer and especially Bernard of Clairvaux
began to allow the subjective element in the
devotion to Christ and therefore the personal
experience of Mary as a participant in the Passion.
Sometimes the tears Mary shed at the Cross are
mentioned, but no other outward manifestation
of sorrow, in word or gesture.’® The 12th-century
Latin lamentations of Mary Planctus ante nescia
which also influenced subsequent ideas about
Mary’s compassion remains reserved in the
portrayal of her suffering.”” Mary suffers, tears
swell and she sighs; yet she knows salvation will
come and remains dignified in her expression of
grief.

After Bernard of Clairvaux the idea began to
take hold that Mary bore - literally — with com-
passion (i.e. as co-redempinx or ’'co-redeemer’)
Christ’s suffering for the whole world in herself.
This concept turned Mary’s compassion into a
central focus of the history of salvation and so
opened up the possibilities for a tremendous
intensification of devotion to and mental
portrayal of her suffering. The 12th-century
Planctus Manae set the tone for the intensity and
outward expression of grief that now began to
dominate in all manner of devotional writings.”
In this portrayal Mary’s tears flowed abundantly,
she cried out loud, at times she was inconsolable
and unable to speak, she even fainted. And yet,
according to this lamentation, Mary’s sorrow was
‘proper, measured through love; she did not

despair, but mourned in an inward and fitting
fashion’ because she believed in Jesus’ resur-
rection.!’

De Vries provides an extensive summary of late
medieval Dutch texts that stem from the Planctus
ante nescia and of works that took their example
from the Planctus Manae. Somewhat against the
general image that most modern authors present
of the excessive attention paid in the late Middle
Ages to the suffering of Mary and Jesus, De Vries
showed that both traditions — not just the
‘flexible’ tradition of the intense and public
suffering of Mary, but also the 'rigid’ tradition of
the self-controlled empathetic co-redemptrix —
continued to effect devotional literature in the
Netherlands in the 14th, 15th and 16th centuries.
De Vries even concluded - in contrast to what
others have claimed — that for many compilers of
these texts in this region there were limits to the
level of drama with which Mary’s suffering was
portrayed and that reactions against this kind of
portrayal grew increasingly strong in the 16th
century.'* He points out in this respect that it was
Erasmus who explicitly referred to those

‘disturbing paintings that show her [Mary]
collapsing feebly, unable to speak and faint from
grief. But she did not lament, nor did she tear her
hair out, hit her chest or shout out in a loud voice
"Oh poor me’. In fact she drew comfort from the
salvation of mankind rather than mourn the
death of her son.’!?

This formulation clearly shows that when it comes
to the pictorial portrayals of Mary’s suffering it is
not simply a question of theological opinion, but
one of decorum, too.

I intend here to explore where the borderline
of decorum in the art and literature of 15th- and
16th-century Netherlands appears to be crossed,
in particular what happens in dramatic portrayals
of Mary’s suffering. This aspect of late medieval
religious mentality is difficult to measure in the
field of art and demands a far deeper and broader
study into the boundaries of religious respect-
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ability in the late medieval experiential world
than this limited contribution can hope to pro-
vide. I can do little more here than map this
sensibility. I have limited my research to an analy-
sis of a number of Dutch devotional texts, par-
ticularly those that found wide audiences, not
least among lay persons, in printed editions, and
have concentrated especially on the Passion
narrative with Christ hanging on the Cross and
Mary standing nearby or collapsing incapably.
Based on this material I have attempted to make a
number of observations about the decorum of
Mary’s expression of grief in 15th- and 16th-
century Netherlandish panel paintings showing
Mary at the Cross.

COMPASSION-DECORUM IN LITERARY WITNESSES

At the end of his study about Mary’s lamentations
De Vries remarks that late medieval writers were
faced by a rather confusing profusion of text
passages and opinions that had been adopted and
adapted to describe Mary’s suffering.!” De Vries
concluded this after noting that some writers
employed both Ambrose to emphasize Mary’s
fortitude, and Bernard, i.e. the Plancius Manae
tradition, in order to show that when Mary saw
Jesus suffering under the weight of the Cross on
the way to Golgotha, she fell in a faint. For the
modern researcher these appear to present
diverging opinions that are not complementary.
However, as we have seen, and as many other
examples show, this is far from unusual. [tis not so
much a lack of insight on the part of the compiler;
it is more that in order to portray Mary’s
behaviour at different moments of the Passion
various texts from the exegetic tradition were
employed of which the vocabulary and ideas were
all loyally taken on board. This was the generally-
accepted, centuries’ old method of exegesis that
compilers of theological and devotional texts
used. However, one result of this method was that,
the more detail the author employed to describe
the Passion, the more the story hetrayed the

diversity of the sources, turning Mary into a highly
inconsistent character. This, in any case, is the
impression that a modern reader might have on
the basis of the (modern?) psychological notion
of the unity of personality of a mentally "healthy’
person. Yet clearly this is not the way to read a late
medieval text. It is not whether Mary comes across
as a consistent character, but whether Mary’s
various actions described in the traditional
authorities conflict individually with the feelings
of decorum of the compiler or with those of the
intended audience for the book. That is the
problem that faced the writer of a Passion
narrative and which can be seen operating in a
number of Vita Christ: tractates.

The Pseudo-Bonaventura Ludolphian Life of
Chnst is a typical compilation text written in the
late 13th century and widely popular (in
handwritten copies) in Dutch translation.’” The
following extract appeals both to the ’exalted’
(Bernardian) and the (Ambrosian)
traditions of the depiction of Mary’s suffering in
her painfilled identification with Jesus hanging
on the Cross:

‘austere’

. for in the sorrow of her heart she too hung on
the Cross with her son and would have rather died
with him than continue to live, of which the
teacher St Bernard said: "Oh, good Jesus, how you
have suffered physically, but even more in your
heart through the compassion of your mother
who has shared all your pain.” One may feel the
pain and torment totally, but one may not express
this completely. Mary stood near the Cross while
the Apostles fled and looked with mercy on the
wounds of her child.”™

Here, the fact that 'one may not express this
completely’ is probably a (general) rhetorical
device to increase the reader’s empathy while
avoiding a detailed description of Mary’s suf-
fering. But it is not impossible, since this is
followed immediately by the Ambrosian "Mary
stood near the Cross’,
to ensure that she was not dishonoured, as sug-
gested in other texts."

that this was also intended
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A little further the narrator suddenly transfers
Mary’s location and relates how bitterly she wept:
now Mary, John and the other women who had
followed Jesus are standing

‘at a distance and are not comforted by anyone
[...]. Oh, how mournful were the voices and
weeping that were heard from his friends and
especially from his mournful mother!’®

When Jesus dies it is all too much for Mary: twice
she faints — ’deathlike” - the first time she ‘fell
onto the ground on her face’; the second time,
after Longinus had pierced Christ with his lance
"Mary fell deathlike into the arms of Mary Mag-
dalene’.”" And when Christ was buried Mary

‘cried with unbearable tears and her tears made
her face wet and the dead body of her child and
also the tomb, in which it is said that her tears are
still embedded [...]. And at the same time all the
others cried so much that they began to feel faint
from mourning.’*

The embellishment in this tradition of the Passion
narrative culminates in this text in fainting and
intense weeping. In the late Middle Ages no one
actually complained about Mary being portrayed
as letting her tears flow freely; on the contrary, it
was an expression of mourning that was felt to be
characteristic of the truly pious and holy.” What is
more problematic is the idea of Mary fainting.
Several medieval theologians raised objections to
this. It is true that in some areas the Church
accepted Mary’s collanse (spasmus) as an event to
be celebrated in the liturgy,® but 16th-century
theologians were still treating the motif with
reserve. A good example of this — of particular
interest here for the terminology — is a passage
written by the Dutch theologian and humanist
Joos Clichthove in 1513:

'The sadness of the Holy Virgin [...] was
accompanied by an outward temperance, pro-
perness and decent sobriety [...]. Outwardly [...]
this sorrow was apparent only from her tears, a

very sad and mournfully pale visage [...]. At times
the extreme sadness of her motherly heart was
reflected in the faintess of her body and her loss
of strength as well as other signs: yet always with
decent and wvirginal modesty. Indeed it should be
considered by one and all beyond all doubt that this
motherly compassion reflected the extent and measure of
correct yudgment. And in each case, correct judgment
warns the person not to go too fax, or to do that which is
unworthy or ugl.’®

Seen in this light the description of Mary’s
suffering in the Pseudo-Bonaventura-Ludolphian
Lafe of Chnst which is based on the Meditationes
Vitae Chnstt and had the status in devotional
literature here which that far more renowned
work had elsewhere, reflected something of a
middle-of-the-road approach. Shocking details
such as the licking of blood were avoided, but
then this meant that there was no need for
protestations that it was all very proper, even when
Mary collapsed.

It is quite a different matter in Dutch adapta-
tions of the Passion narrative based on the major
14th-century Vita Christs compilation by Ludolph
of Saxony.?® Dut is dleven ons heeven Jhesu cristis one
such adaptation which appeared in 1536 in
Antwerp.”” Narrating the episode in which Jesus is
crucified and the Cross is raised, the text notes:

'Oh people, how the mother of God and those
worthy women mourned and the many others
who had followed Jesus out of love, there was such
weeping and crying [...] Oh how heavy that load
was and there was such crying, but the
despondent mother of God did not make the least
clamour.’®®

While in this version there was no fainting, on the
other hand, the episode of Mary kissing Jesus’
blood after he had died is included:

"That sweet mother of God raised her arms in
heart{elt longing to reach her son. And when she
was unable to find comfort she kissed with great
longing Jesus’ blood as it fell onto the ground so
that her sweet face became covered in blood.”®
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Neveitheless, in the ’'moralization and medi-
tation’ 1 the passage on the descent from the
Cross Mary is described as follows.

'No one can express the sorrow of the Blessed
Mother Mary too fully for she was decent and
mannered in her distress, as has been de-
scribed "%

The addition of the words *as has been described’
is a reference back to the initial passage dealing
with the nailing to the Cross in which Mary is
described as making no outward clamour; Mary’s
behaviour in the interim period, including the
kissing of the blood, 1s therefore automatically
sanctioned as ‘decent and mannered’. But what
kind of clamour was it that was felt to be so
ternble?

In the first place it is important to realize that a
clamour and the kind of behaviour this would
have included would not necessarily have been
considered to be negative 1 this context. Jacob
van Maerlant employed the word in his Eene
Dusputatie van onser Viouwen ende van den Helighen
Cruce:

"What could Mary have said there

When she, her heart heavy with sorrow
Saw her son suspended on the Cross

r...]

What a clamour she must have made
Silently in her heart and publicly;

To die would have been preferable.

She must m truth have cried out
Wringing her hands, tugging at her hair.”

And in a 15th-century manuscript with the Ghetide
van Onser Vrouwen:

"Weepiug with such excessive grief,*
Beating herself on her holy breast
With her mournful cries

And so did many {riends and maidens
Mourn and show their sadness.

[...]

[She] clamoured

Crymg out and weeping profusely

[...]

When you saw your child dying

You spoke not the smallest bad word
But striking your hands and weeping
You pined alone and inwardly.””

Public clamour 1s therefore equated with c1ymg
out, wringing one’s hands, tearing out hair,
beating one’s breast as well as the weeping that
goes with this — in other words, public, nitualtized
signs of grieving and mourning.**

In a number of 16th-century meditation books
for the new cult of the Seven Sorrows of the
Blessed Virgin that emerged in Flanders at the
end of the 15th century the word clamour
(misbaer) appears agamn, but this time in a
negative sense. These meditation books also
contain detailed descriptions of the Passion and
follow the layout of the Vita Chnst texts.” The
book Een suverlic ende devoel boecxken vanden seven
ween {. .1 relates that Mary fainted first when the
Cross was lifted and then when she had recovered
she cried so much, I have 1ead, that blood ran
from her eyes’.’” But later too she stood 'un-
comforted, full of grief and pity, steadfast near the
Cross’.*® When Christ died Mary burst mto an
indescribable flood of tears and all her strength of
soul and body gave way.” But, the text conunues:

’even so she remamed mannered i all her
suffering: and held this m her innermost heart
with such dignity without any clamour such as
crying out loud, wringing her hands or suchlike,
and stood at the Cioss patently, crucified with her
child, in pain, fulfiling her desire and her
longing.”*

It 1s clear from this passage that, as with the teim
‘zedelykheid’ (decency), the Dutch ’manier-
ljkheid’ (being manneied) has little to do with
our present-day ‘good manners’ masmuch as this
refers to outward and public behaviour It re-
presents the dignity of Mary’s mner nobility ™
Mannered behaviour (manierlifkheid) here 1s the
opposite of clamour (misbaar), which belongs to
the domain of public communication.
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Another early 16th-century meditation book of
the same genre takes us a step further® It
contains a long resumé of Mary’s suffering in an
extensive anecdotal narrative. For example, in the
passage about the raising of the Cross: when she
saw the event from afar Mary pushed her way
through the crowd and ’erept under the horses’ to get
to the Cross where she

‘threw herself onto the ground at the foot of the Cross.
John who was always by her side and saw this was
unable to help her because he was also fant from the
pain [...] again he did lus best, he held her tight, he
pulled at her, vearranging her clothes, he was able to
place some herbs 1 her mouth, alas he had no idea
what to do to comfort her. {...]) If only she had been
able to call out when she became so tired the world
would have trembled but in order not to succumb
to the load God gave her the strength to bear the

suffering.’ ¥

Together, the sections in italics show that the
anecdote related here appears — at least to our
modern ear — to undermine Mary’s dignity (crawl-
ing under the horses, tugging at Mary’s garments)
this was apparently no problem for the compiler.
‘What he [ound more dangerous was Mary’s desire
to cry out loud; to prevent this public spectacle
taking place he has God infusing Mary with inner
strength. For the writer there was nothing wrong
with Mary’s flood of tears “so that a beautiful red
blood flowed [rom her eyes’, nor that ’several
times her legs gave way’ as she stood ’half dead’
near the Cross. Then he continues bluntly to
describe Mary Magdalene’s clamour at the Cross!
'Oh who can describe to you Magdalene’s
weeping, crying and clamour for her master.” For
Mary, however, this was unacceptable behaviour.™
When she grew pale after Jesus had died - ’sceing
this, John rushed toward her immediately and
grabbed {rom behind in his arms’ — she fainted
and after clamouring was raised by those around
her she finally came to and opened her eyes to see
her son. The text commeits:

"Here we learn that in her suffering Mary was
patient and mannered; that she never spoke an

impatient word, never clamoured, screaming or
crying or wringing her hands, but that the way she
stood or lay was so mannered that she held her
suffering inside her heart. It was impossible to see
her sorrow but for her abundant tears and her

mournful expression.’*

From these and a number of other texts it is clear
that as far as religious decorum is concerned the
concept of Mary’s faint was considered prob-
lematic in the late Middle Ages. This is not so
much a question of the theological fortitude of
faith as the conflict between inner and outward
suffering, or more precisely: introverted, resigned
and controlled suffering as against outward,
‘theatrical’ and uncontrolled mourning. By
calling Mary’s collapse mannered (manierlijc) it
becomes clear, paradoxically, that despite her
physical weakness, Mary did not lose her self-
control and held her outward expression of grief
under command. In other words, in her faintness
she still managed to keep control of the physical
expression of her grief.*

The ideal of piety that emanates from these
texts can, I feel, be seen as symptomatic of the
influence of Devotio Moderna piety on the Passion
narrative, and in particular on the cult of the
compassion with the suffering of the Mother of
God. Within this ideal of piety any portrayal that
hints at an outward display of Mary’s compassion
is unacceptable. On the face of it, it seems strange
that passages describing excessive expressions of
grief, such as the abundant, often bloody, flood of
tears and kissing, or indeed licking of Jesus’ blood
are not avoided: however, these are the ultimate,
subjective expressions of Mary’s inner grief. They
are not meant as public expressions of pain or
mourning, and not intended to get bystanders to
join in the crying and to encourage others to wail
—although most texts agree that this is in fact what
happened to (especially) Mary Magdalene and
the others.”” The form of empathy that these texts
stimulate in the reader is an inner empathy, an
inner wmtatio (com)passionis, as one of the texts
makes explicit:
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1 Jan van Eyck (follower), Crucifixion Venuce, Ca d’Oro

"Oh pious hearts rise up mwardly and hurry to
penitence and mward mourning and help Jesus
your I ord and Saviour to bear his Cross [ ] And
bear yow suffering secretly with Mary the Mother
of our Lord Jesus” #

Moreover, terms such as ‘'mannered’, ’decent’ and
espeaially words such as "like an honest noble
woman she contained her (remendous grief
properly mside, without the least clamour ,*

mdicate that the mner suffering 1s associated with
self-control over while outwaid
expressions of mourning are associated with
‘letting go’ These texts betray a sense of decorum
and at the same of the violation of this decorum —
although this 1s not always the case in every text
(e g Jacob van Maerlant and 1 the Ghetide van
Onser Vrouwen) There 1s of cowse a danger that
conclusions drawn on ihe basis of this small
of surviving

emotions

texts

selection late medieval
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2. Jan van Eyck (follower), Crucifixion. Berlin,
Gemaldegalenie der Staatlichen Museen Preussischer
Kulturbesttz.

containing descriptions of Mary’s compassion are
hurried ones. It is not, however, implausible given
the social terms i which the ideal of inward
suffering was propagated and the controlled
expressions of grief were shaped - 'mannered’,
‘honest noble woman’, etc — to see in this a
manifestation of what Norbert Elias has called the
"civilization process’.”® According to this theory, in
the late Middle Ages, particularly among the
burghers of Netherlandish towns, there was an
increasing belief that passions ought to be kept
under contiol and that physical acts which had
once been openly performed in public should be
kept within doors. Erasmus’s book of etiquette De

awilitate morum puerlum (1530} played a major
role 1n the propagation of this burgeoning pat-
tern of social values and decorum, inco1porating
manners and gestures, t0o.”! True, Erasmus did
not say anything in this book on the subject of
weepmg and other expressions of grief (although
langhing was dealt with), but his disapproval of
paintings that show Mary famnting and clamouring
(see above) fit neatly into thus civilization
ideology. It is not unthmkable that further
research into this matter will show that both this
change n social mentality and the Devotio Moderna
ideal of piety were important factors in the
decreasing use of motifs i late medieval Passion
narratives that might have been considered
offensive to public religious decency. This in any
case would explain why some compilers of Passion
narratives not only characterized Mary’s
controlled pose near the Cross as ’decent’, but
also excused the much criticized fainting, even
the complete collapse to the ground as 'man-
nered’ — thereby creating the paradox that Mary
may have swooned, but that she was in full
control.

This is the global view. Naturally, it has to be
adjusted if the sensibilities regarding Mary’s
expressions of suffering of individual writers of
Passion narratives are to be examined in any
detail. As we have seen, there often appears to be
no consistent sense of decorum relating to Mary’s
various expressions of grief in one and the same
Passion narrative. The different episodes in the
story are treated quite separately, each having its
own exegetic tradition and values — a fact that is as
true of medieval theology as of Vita Christ
literature.” Moreover, if one were to take the
differences in the reading public for which the
various manuscripts and books were produced
into account, the picture would be different
again.”® Nevertheless, on the basis of the above
Gesamileld 1 propose to explore the sensibility
regarding the question of decorum in con-
temporary Netherlandish paintings of "Mary at
the Cross’.
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3 Rogier van der Weyden (follower), Crucifixion (central panel) Brussels, Musees Royaus des
Beaux Arts de Belgique Copyright A C L, Brussels

MARY IN PORTRAYALS OF THE PASSION

The descriptions of Mary’s compassion men-
uoned above provide good compaiative material
for an exammnation of pamntungs of Mary at the
Cross from the perod begmning with Jan van
Eyck and ending n the mid-16th century which
are documented so thoroughly in Friedlander’s
Farly Netherlandish Pamting **

One would expect, Jjudging from the above,
that pictuies of Maiy stunding at the Cross would
be commonplace i Netherlandish art of the
period 1425-1550, following the mtoverted line
based on Ambiose’s views regarding Maiy’s

expression of grief ” To a large extent this 1s the
case But there are a number of significant
teprcsenting the more exalted
approach and 1t 1s noticeable that these are mainly
found at the start of this penod Two pamntngs by
followers of Jan van Eyck can serve as examples of
each of the two conceptions, one a Crucifixion mn
Venice (Fig 1), the other a Crucifixion v Berlm
(Fig 2) ** In the Venetian woik Mary stands
upright and nigid near the Cross, her hands
together and her expiession serene On John, at
the other side of the Cioss, the soriow 15 more
mnmediately visible 1 his face because of his
frown, his hands are inteitwined and turned
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inwaid: a torsion closely resembling the wringing
of hands mentioned in several texts. Yet the pose
and facial expression of John is, in Panofsky’s
phrase 'nobly restrained’.”” Mary and John are far
more emouonal m the Berlin pamting. Here
Mary 1s portrayed with the physical pose and facial
expression reserved in the Venetian work for
John; indeed her face is even more contorted
from sorrow John is so overwhelmed by the pain
that he is seen heire in a {it of weeping with one
hand raised to his eye to wipe away the tears;
consumed by grief, he has tutned away from the
dead Chrst.

It would be wrong to accuse the second painter
of having broken the 1ules of decorum on the
basis of the cited texts. It should be clear from the
stait: no panel showing a Passion scene would
ever have offended the public sense of decorum.
Panels were expensive items m this period and
even those meant as Andachisbilder for private
devotion and not intended for public display in
church or chapel would have had to be
presentable, if only to mdicate the owner’s piety.
With minor differences — and this is what it is all
about — these paintings always follow the main
line of iconographic and pictorial traditions. Yet 1t
is clear that the Berlin painting - although of
course always within the limits of the 'Mary
standing at the Cross’ iconogiaphy — reveals a
degiee of expression of grief in her pose and her
facial appearance that few followed in later
Netherlandish panel painting. Inasmuch as panel
paintings of the peiiod c. 1425-1550 show Mary
standing at the Cross artists tended to prefer the
introverted tadiion, as in paintings by the
various followers of Rogier van der Weyden, Dierc
and Albert Bouts, Gerard David, Quentin Massys,
the Master of Hoogstiaeten, Hieronymus Bosch,
Joos van Cleve and Adriaen Isenbiandt.”® Here
Mary is often portrayed with tears on het face, but
otherwise, her expression is geneially serene, her
eyes sometimes look up toward Christ hangmg on
the Cioss, but generally they are cast down in an
expression of meditauve reflection. Sometunes
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4. Quanten Massys, Crucifixion. London, National
Gallery.

Mary holds one hand to her head, or her head
leans on a hunched shoulder but this does not
detract from the serenity of her facial expression
and the suggestion that she is meditating on the
suffering of her son (Fig. 3).” In some paintings
this serene figure of Mary is contrasted with the
more expressive gestures of Mary Magdalene,
John and other women standmg near the Cross.
One good example 1s Quentin Massys’s Crucifixion
in London (Fig. 4).* While Mary Magdalene sinks
to her knees and grabs at the Cross, fixing her
eyes on the dead Christ, John also looks up, hands
together and his mouth shghtly open, as if he were
lamenting. Another woman 1s contoited in grief,
she wrings her hands as her friend, weeping and
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6 Rogier van der Weyden (curcle of), Crucitision Riggisberg (Bern), Abegg Stvftung

between a guefsaicken collapse as m Roger’s
Crucfixion m the Esconal and a swoon mto the
arms of Johi, a type that we wil examine
presently Ard mdeed, Maiy, her face contorted
with grief, holds her hands enrwined above hex
head thisis notmner conttol and foititude but a
putely physical expiession of hopeless soriow
This unusual scene, appaiently contrasting with
the basic idea of foititude which connects the
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nadinon with the iconogiaphic type of Mary
standing at the Cross, may m fact be linked with
the fact that the pation belonged to a famly
ouginally fiom Italy (De Villa) Moshe Barasch
has shown that pamtings poitiaymg Mary
clamounng, despaning and giteving are far iom
unusual i Itahan art of this period *! In any event,
1t1s cleax that after Rogier this mvention was not
continued m Netheilandish art and that heie




control of outward expressions of grief was the
preferred form for scenes of Mary standing at the
Cross.”

It is possible to argue that the last example was
not properly interpreted since it was not a
standing Mary but a collapsed Mother of God.
Surely the Mary figure in Bern is similar to the
feeble Mary in Rogier van der Weyden’s Diplych
with Christ on the Cross and Mary supported by St John
in Philadelphia (Fig. 7)?% This frail Mary, while
being supported by John, is able at the same time
10 hold herself up and to raise her arms in prayer
as a sign of intense grief and simultaneously of
reverence. What are these strange poses in which
Mary appears to be somewhere between standing
and collapse? That this question is indeed crucial
to the decorum issue in the types of scenes
portrayed here I hope to show presently. But first
let us turn to pictures of Mary collapsing at the
Cross.

7. Rogier van der Weyden,
Diptych with Christ on

the Cross; Mary
supported by St John.
Philadelphia, The
Philadelphia Musewm of Art,
John G. Johnson Collection.
Copynght A.C.L., Brussels.

This type is also superbly illustrated in a work
by Rogier van der Weyden, namely his famous
Descent from the Crossin Madrid (Fig. 8).% Although
it concerns a later episode in the Passion story,
Rogier’s invention, a visualization of Mary
fainting as an expression of her conformitas with
the dead Christ,” can help in the examination of
the characteristics of the complete collapse in
pictures of the crucifixion. 1 consider it a
complete collapse if Mary becomes incapable —
‘deathlike’ —, as the contemporary texts call it
lying on the ground and unable to control her
physical pose. The fallen body held up by John
and one of the women, the weak arms hanging
down and the (nearly) closed eyes in Rogier’s
painting make her condition clear. Scenes in
which Mary lies completely collapsed on the
ground are particularly scarce in Netherlandish
art in the period 1425-1550. In fact, this type of
painting occurs after Rogier a few times towards
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8 Rogier van der Weyden, Descent from the Cross Madnd, Museo del Prado

the end of the peniod m pictures by artsts
influenced to a greater o1 lesser extent by the
Itahan Renaissance such as Jan de Cock, Jan van
Scorel and Frans Flors®® Somewhat more
frequent but still rat e are paintings i which Mary
sits on the ground imn a famnt, held up by John or
one of the women and 1n which Mary’s physical
mcapacity 18 visible m her closed eyehds and hex
weak limbs This 1s found i works by Dierc Bouts,
Joos van Cleve, Jan Mostaeit, Adriaen Isenbrandt,
the Master of 1518 and Pieter Coeck van Aelst ™

There 1s also a small ser1es of pamtings i which
Mary appears agan to have fainted completely
fiom hes feeble, drooping head and hmbs, but
which she lears almost upnight m the aims of
John This occurs first in a work by Rogier van der
Weyden, his Altarpiece of the Seven Sacraments (I'ig
9) and m works by an immediate followe1, Gerard
David, Adriaen Isenbiandt and the Master of
1518 !

If one accepts the strict norm of complete
physical weakness then there are not many
Netherlandish pamtings of the period 1425-1550
that show Mary mn complete collapse Whether
this 1s 1 1tself an indication that the completely
incapacitated Maiy, especially the Mary who had
collapsed on the giound was iarely pamted
because these pamtings lacked the element of
mner self-<control cannot be taken for granted
On the other hand, Mary1s portiayed mn a faunt far
less often 1in Netheirlandish ait of the late Middle
Ages than one would expect from the frequency
with which her fammting 1s mentioned i con

temporary devotional hterature

At the same tume 1t 1s clear that many pamntings
appear at first sight to fit mto this category but
nevertheless do not match the criteria of a
complete collapse m all 1ts aspects — nor do they
match the type of the standing Mary since, either
physically or thiough suggestion, there 1s always
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9 Roguer van der Weyden, Altarpiece of the Seven Sacraments Antwerp, Koninklyk

Museum voor Schone Kunsten

somethimg inconsistent about her forutude All
manner of hybrid forms exist between standing
and leaning or collapsing, between mtroverted
and contiolled sortow and loss of contiol There
are pamungs with small but salient details that
give a standing Mary the hint of a faint aud a
swooned Mary the hint of contiol Perhaps one
ought not to be too rigid and make more
allowance for artistic freedom and the personal
mterpietaion of the arust, especially since many

pantings 1 this period of Netherlandish art were
the product of a studio o1 the mnvention of a
master with only modest a1 tistic pretensions who
felt hittle need to adhere nigidly to the pure
iconographic conventions and pictorial tradi-
uons Yet it s the sensibility regarding the 1ssue of
Mary’s mannered behavioui at the Cross as found
m the devotional texts which suggests that this
rather haphazard approach o basic pictorial types
1s not so much a quesuon of artstc fieedom or




Iimitatons but one of this sensibility — and
therefore somethrag worthwhile examining more
closely

This mtermediate form 1s found especially 1n
poruayals m which Mary 1s supported by John
Even in a case where Mary appeais to be
completely overwhelmed by pamn and 1s totally
disabled small signs 1emain to mdicate that Mary
remams paitally conscious and retains some
conuol of her body In Rogier’s Altar of the Seven

{Ieriocuton

11 Jan Gossaert, Crucifixion Hamburg,
Kunsthalle

10 Albert Bouts, Crucifixion Pans, Musee
Marmotian, Institut de France

Sacraments (Fig 9) one of the accompanying
women softly touches one of Mary’s hands This
mouf of comfort and consolation suggests that
Mauy 1s capable of appreciating this and conunues
to be conscious of her suffering Some pamnters
show Mary siting huddled and weak but with eyes
open, or some other shght physical sign that the
pamn has not overwhelmed her completely In the
Cruafixion by Albert Bouts (Fig 10)™ Mary
appears to have collapsed, leaning 1n the arms of
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12 Master of the [burtine Sibyl, Crucifixion Detrout, Institute of Arts Courtesy of the

Detrort Inst of Arts

John, but while her eyes are closed and her body 1s
weak Mary sull has enough strength to press her
hand to her breast to express the burning sorrow
that contmnues to pulsate through her body A
Cruayfixion by Jan Gossaert (Fig 11)7 shows Mary
half seated, half lying on the ground where she 1s
supported spiritually by the sympathetic gestures
of John and one of the women, rather than being
physically held up by them, Maiy's night arm

funcuons, although obviously r1ather weak, as a
support for the body Mary also keeps hes eyes
wide open and staring at the dead body of het son
on the Cioss, all the other women around Mary
have fallen onto the ground, overcome by the
weight of mtense grief Maiy’s condition of not
bemng entunely mcapable, o1 not having com
pletely collapsed, expiesses a maximum expeil-
ence of gief and n fact goes further than the
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13. Master of Frankfurt, *Triptych with the Crucifixion’. Frankfurt a.M., Stadelsches
Kunstinstitut.
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14. Master of the Legend of St Catherine, Descent from the Cross. Cologne, Wallraf-
Richartz Museum.
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15. Master of Flémalle (copy), Descent {from the Cross. Lwerpool, Walker Art Gallery.

paintings in which she is shown with a mournful
face and wiinging her hands (cf Fig. 4).
Completely different, although at first sight
similar, is Mary’s position in the Crucifixion by the
Master of Frankfurt in Frankfurt (Fig. 13).™ Here
Mary sits with eyes almost shut, huddled on her
knees at the {oot of the Cross, supported by john
and two women. Despite the presence of so many
helpmg hands Mary seems to be keeping herself
upright, while she holds her hands together
revealing that she 1s not in fact incapable but is
actually engaged 1n meditative reflection. This
type of scene s found in Memling’s work as well as
that by Jan de Beer.”” Closely associated with this 1s
the type of portrayal in which Mary is half seated
or knecling and supported by bystanders; her
hands are together and she looks up at her dead
son. This type, which suggests only a moment of
physical weakness on Mary’s part through her
general pose while leaving her ample space to
continue her inner concentration on Jesus, is
found i work by the Master of Hoogstraeten, Jan
the Master of Delft and Cornelis
Engelbrechtsz.”™

Provoost,

Inclined again more towards a complete
collapse are a number of pictures showing Mary
with eyes closed, head bowed and arms loose, on
her knees but in which, although leaning against
John, she has her back straight so that it seems as
if she manages to remain upright herself. This
type, which is reminiscent of portrayals of the Man
of Sorrows displaying his wounds to the viewer, is
employed by Petrus Christus, the Master of the
Joseph Sequence and Adriaen Isenbrandt.”
Although the suggestion here is mainly one of
incapability at the same time Mary has an inner
strength which ensures that she does not collapse
completely

This ambivalence is also present in a seiies of
paintings based on a "Mary standing at the Cross’
but which modify this type, resulting 1n something
akin to a steadfast-collapsing Mary. Formally,
these are based on pictures i which Mary 15
standing next to the Cross, her hands togethel
held up to Jesus but her head bowed away shightly
to the side, looking with tearful eyes at the ground
as a sign that she is deep in thought, 1eflecung on
the death of hexr son (ct Fig. 3).” A Crucifixion by
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the Master of the Tiburtine Sibylle (Fig. 12) goesa  precisely the same sensibility that emerges fiom
step further.”™ Mary’s hands aie together hanging  the contemporary devotional texts with regard to
down and her mouth 1s slightly open. She looks the decorum of Mary’s mannered pose and
mtroverted and with her slightly mclined head  behaviour at the Cioss. It would seem that artists
she seems to be standing quite straight next to the  were continually trying to find solutions to the
Cross. The support'John and one of the women  problem, on the one hand to illustrate the most
provide shows that her physical fortitude is less  extreme forms of Mary’s grief, her collapse, but at
than her upright position might suggest Maiy is  the same time to show her inner fortitude and the
shown m a comparable pose in a Descent from the restrained way she experienced her sorrow. In all
Cross by the Master of the Legend of St Catherine  the variations of the portrayals of Mary’s position
(Fig. 14).* This last painting shows the paradox  at the Cross in late medieval Netherlandish panel
that is found in many of the previous portrayals  paintingsitis clear that the majority show Mary’s
particularly clearly: Mary stands and at the same  grief characterized as an innex experience, as a
time she collapses; despite, or iather in her state of meditative reflection and prayer that is
mcapacity she is steadfast. That this ambigutyisin  borne through physical self-control that Mary
fact what is portrayed here 1s shown again by a  retains even when she collapses in grief. In this
comparison between the few paintings that show art Mary appears to be, far more than in
Mary at the moment she is about to faint into the  contemporary Passion literature, the ‘'mannered’,
arms of John as in a copy after the Master of ’decent’, honest noble woman’ whose inner and
Flémalle (Fig. 15)." outer stature becomes wisible — not least in

What is the best way of interpreting this pamtings in which she 1s shown collapsing
ambiguity? In my opinion we are dealing with  beneath the weight of her compassio.

(translated by Sammy A. Herman)

NOTES

U Fasaculus myrre Dat 1s een sonderlinge ende devote matene (1961), pp 167-185, 252-299, W Baiex, Un/msmhungm
van die hittey passie ende liwen ons hefs heeven Jesu Chisty zu den Passionsbetrachiwngen in der Vila Chniste des Ludolf
(Antwerp Symon Cock (1526)), c1it fiom chap Inc von Sachsen Emn quellenkntischey Beirag zu Leben und Werk
Hier  beghmt die roen’ 'Hoe dicke heeft s1 dat cauys Latdolfs und 2 Geschuchte der Passionstheologre {Analecta
met dioeviger begee ten omhelst ende gecust, bisonder Caitusiana, 44), 3 Vols (Salzbwig Institut fu Enghsche
daer dat gebenedyt bloet Jhesu bi dat ciuys neder hep Sprache und Literatu, Umiversitat Salzbuig, 1977), A
Ende die aerde da. dat bloet Xp1 op dioop die custe s, Ampe, 'Naai een geschiedens van de passie-beleving
ende lLicte dat bloet vander aerden mel groter begeer ten, <o dat vanuit Martow’s passie-boek’, Ons Geestelyk L f, 18
haer aensichi gebeel bloedich was Och m wat droefmisse 1s (1984), pp 129-175 See n paiticular for Mary’s
matia geweest ' (my italics) — The Hague, Royal Liln compassio S Beassel, Geschuchte dey Verehyung Manas in
228 G 38 Dewtschland wahiend des Mitlelalters (Freibw g im Bieisgau

2 J H Marrow, Passion Iconography in Novthern Ewropean Art Heirdersche Verlagshandlung, 1909), pp 379-415, and
of the I ate Middle Ages and Early Renaissance A Study of the T Mee, Dre Gestalt Marias im gerstlichen Schausprel des
Dansformation of Sacred Metaphor mito Desciptroe Narrative deutschen Mitielaliers (Philologische Studien und
(Cowsnar Van Ghemmert Publishing Company, 1979) Quellen) (Berhin 1959), pp 145-215,cf H A

' See for lIate medieval Passion Prety e g B Spaapen, Oberman, Spatscholastk und Reformation, (I) Der Herbst
"Middeleeuwse passiemysuek’, Ons Geesteligh £ f, 35 der muttelalierhchen Theologie (Zunich EVZ-Veilag, 1965),
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pp 278-282 and 297-300, and C M Schules, The Seven
Sotiows of the Vugin popular cultw e and culuc
imagery in pie Reformauon Europe’, Stmolus, 21
(1992) pp 5-28
For these teats see e g R Lightenberg, 'Rondom de
Meditationes , mn Studia Catholua, 3 (1927), pp 217-2%9
and 334-359, Baiei, 1977, and C C de Brun,
Middeleeuwse levens van Jesus als leidiaad voor
meditaue en contemplane , v Nederlands Archief voor
Kerkgeschiedonis 58 (1977-78), pp 129155, 60 (1980)
pp 162-181, 63 (1983) pp 129-173, of Maniow 1979
(with bibliog )
Fiom 'Dit es de heimehke Passie ons Heeiren Jhesu
Chiistr’ —ed D A Suacke SJ, "Een brokstuk uit de
"Passie des Heeren °, Ons Gustelyk Lrf, 11 (1937), pp
121-190, at p 179 ’Ende die moeder der ghenaden sat
onder tciuce bediopen metten heelghen bloede haers
liefs soons dat su so minnelic eerde ende met so groete:
eerweeirdegher 1everencien custe’ Cf A Ampe, Losse
aantekeningen by de "Heimelhke Passie’ , Ons Geestelijk
Lif; 35 (1961) pp 186-214, 36 (1962), pp 353-371 37
(1963) pp 188-203
Dut es dleven ons licfs heien ihesw creste - (Antwerp G van
Hombout, 1512), fol CCLXXX~ 'Ende als s1 andeis
ghenen tioost en vant so custe st mit groter begeerlichert
dat bloet thesu diupende opter aerden, soe dat haei
soete aenschyn wt dyen bloedich werdt — Royal Libi ,
The Hague 227 A6
Ihid fol (C)C(LYXXII~v Nochtans al was haien 1ouwe
soe groot ende onwisprchehike als st hairen heven
eemghen sonc dus scandehken ter doot sach leyden so
en bewees desc salighe moeder nochtan gheen
ontamelic gebac of onsedelicheil van buten me als
een eerlycke statelike viouwe behieltse desen gioten
1ouwe m haer besloten secechliken sonder eenich
mishaer
"Stabat et sancta Maiia winta cucem {ilu et spectabat
Vi1go su1 unigeniti passionem Stantem tllam lego,
flentem nom lego ~PL %3 1431 Corp Mar 1939
See K C ] W de Viies, De Manaklachten (Zwolle
Uttgeversmaatschappy W F | Tjeenk Willink 1964), p
61, which 1cfers to the early descuipuon of Mary s
suffering m the apoci yphal gospel of Nicodemus
Cf G Zappeit Ubei den Ausdiuck des geisugen
Schmeizes im Mattelalter , i Denkschufion der karserbchon
Akademn dey Wassenschafien (Phul -Hist Cl V) Vienna,
1854 p 127 with fuither references i1 notes 264 and
265 Compare D Denny 'Notes on the Avignon Piela ,1n
Speculum, 44 (1969) pp 213 {f,and ] A F Kionenbwg
Mana s Heellykherd in Nedoland vol 1T (Amsterdam
Bekker 1904), pp 236 f
Cf Dc Vires 1961, esp pp 56-39 77-143, 270-272

I’ See De Vites 1964, esp pp 59-66 (cf 144-198)

Tamen 1ectus erat amorts contmens modum Non
desperat, sed pre wsteque dolebat ~ cited from De
Vites, 1964, p 65 (cf p 66) With thanks to Prof Dh P
H Schiyvers (Uniwv of Lerden) for hus help m translaung
this and other Laun texts According to Kionenbuig
1904, vel 11 p 23 (but unfortunately K doesnotgnea
precise 1eference to the souice), Anselmus also says that
Maiy stood neat the Cioss with a majesty befitting hei
vinginal honow (majestent, gelyk het haai maagdelyjhe
eetbaaiheid betaamde)

De Vizes, 1964, pp 224 ff, and especially the very
compiehensive note 11 of the conclusion (pp 262-265)
Conveisely, cf Mairow, 1979  the seaich for new
mcidents of Chist’s torment and abuse accelerated
diramatically and immodeirately din g the fow teenth
and fifteenth centies’ (p 169), and ’In the quest for
new and more sting ncadents, however, succeeding
genetations () tended (o subject biblical imagery (o
mcieasingly ext avagant interpretations (p 194)
"Contumeliosae pictunae sunt, quae Lepiaesentant eam
collapsam ac syncopi stupefactam, exanimatam doloie
Non ejulabat non laceiabat capillos, non peicutiebat
pectus, non se clamitabat nfelicem Plus capiebat
consolations ex redemptione geneiis humant quam
dolotis ex moite Filu * — aited ftom ] J Bowasse, Sunma
awrca de laudibus beatissimar vaguus Manae De gendincs
sine labe coneeptae, vol TII (Pans Migne, 1866) pp 856-
857 (cf idem , p 855, for similay words fiom Petius
Canisius) —after De Vites, 1964 p 263

De Viies, 1964, p 264, note 11

See [ Leven Ons Hoen Thesw Crastr Hel Pscudo Bonaveniwa
Ludolfiaansc L even van Jezus, published by C C de Bium
(Corpus Saciae Scuipturae Neerlandicae Medu Aevi
Miscellanea, Vol II) (Leiden E | Buill 1980), cf note 4
Ld De Biun, 1980, p 178 want st mit hoien Soen
rouwe des heiten aen den cruce houng, ende liever
hadde mit hem ghestoiven dan langher gheleeft, waer
of die leeiar Sinte Bernaeitdus seit O goede Thesu,
zeer doghestu van buten m dinen lichaem mai veel
meer van bmnen 1 dynie heiten van compassien dyme
moedey, die alle pyn mut di deelde  Osver al mach men
pme ende torment bevoelen, mai men mach met te
vollen uutspreken Mauna stont onder deir crucen als die
apostelen vioeghen ende sach mut goedeiieren oghen
die wonden hoers kints’
See below

Ed De Bium 1980 pp 178-179 vanvene ende en
worden van mement ghenogst  Och wat bedioefder
stemmen ende weninghen weit daer ghehoert van sisen
viienden ende sonderhnghe van synie hechoefder
moeder!
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Ibid,, pp. 183 and 185: ’als doet ... viel neder ter aexden
m hoer aensicht’; 'Doe viel Mana als doot neder
twisschen die aimen Maiien Magdalena’

Ibid., p. 186 “screvede nut onverdrachhken tranen ende
maecte mit horen tranten nat dat aensicht ende dat dode
hchaem hoers kints ende oec den sai¢, daer men seghet,
dat noch hoer tranen m staen ... Ende des ghelijcs alle
die ander screyeden so seer, dat s1 van 1ouwen seer
schenen ghebreken’.

For shedding tears of compassion as a sign of religious
status, see eg, M. Barasch, "The Crymg Face’, m: Ariabus
el hustoniae An art anthology, 15 (1987), pp 21-36.

Cf. Kionenburg, 1904, vol. II, pp. 238 {f.; De Viies, 1964,
p- 56; and R Baumer & L. Scheffezyk (eds),
Manenlexikon, vol. IV (St. Otulien EOS Veilag, 1992), p. '
684. See also H. E. Hamburgh, "The Problem of Lo

Spastmo, of the Vugin m Crnguecento Pamungs of the

Descent from the Cross’, mx The Sixteenth Centuyy Jouwrnal, 12
(1981), pp. 45-75. (H. explores the theological
mmplications of Maiy's Swoomng, not, however, matters
of decorum).

De dolore beatae Virgous in passione Filie sur (Pans: Henn
Euenne, 1513), fols. 67v-68r ~ cited fiom the translation
by A. Duclos, De eerste eeww van hel Broederschap der Zeven
Weedonnen van Maria in Sint Salvators te Biugge (Bruges:
Société d’émulation de Bruges, Mélanges (9), 1922), pp.
85-86 (my itahcs).

Cf. Baier, 1977.

Dut es dleven ons heeren fhesu (st (Antwerp: Claes de
Grave, 1536). (Unwv. of Leiden Lib1., 1497 A 8).

Ibid., fol. CCXXXIII-v: ’Ach mensche wat 1ouwen heeft
che moeder gods ende die eersame viouwen gehadt
ende veel ander die Jhesum wt minne nagevolcht waren
wat weenen en scieien is daer geweest . . O wat swaerder
druc ende screyinge 1s daer geweest, mer die bedructe
moeder gods hielt haer nochtans sonder eenich misbaer
van buten’.

Ibid., fol. CCXXVII-v: "Die soete moeder gods hief op
haer handen met hertelijker begeeiten begecerende te

ghenaken haren sor.e En als s1 anders gheenen troost
en vandt soe custe s1 met grooter begheerhicheyt dat
bloct Jesu diupende opter aeiden, soe dat haer soete

23

aenschyn van d.en bloedich wert’.

Ibid, fol. CCAXXIX-v: "Die dioefheyt vander
gebenedide. moeder Mara en mach memant te vollen
wispreken, nochtans was st 1n haei bediuctheit seer

zeechlijc ende mamelijc, als voeigheseyt is’
10

"Wat moest Maria zeggen daai,
Toen z15, het hart van rouwe zwaa,
Zag aan het kruis haar Zone hangen,

Wat moest z1j drijven groot musbael,
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Sul i hewr hart en openbaar;

Te ste1ven moest z3j toen verlangen.
Dus moest z1j klagen toen voorwaai,
De handen wrmgen, rukken 't haar’

Cried afier Kronenburg, 1904, p. 236. Compare De Vries,
1964, p. 23, 142-144 (ed. Uit de Stiophische Gedichiten van
Jacol van Maerlant, by Prof. Dr. J. van Mierlo S. J. (Zwolle.
Tjeenk Willink, 1954}, pp 98-137).

’Ongheuouch’ can be ranslated either as "unseemly
behaviow’ or as ‘grief’ —see W. J. J. Pynenburg & J |
van der Voort van der Kley, Woordenboek Middelnederlands
(Un echt & Antwerp: Urtgeveri) Het Spectrum, 1984), p
119; cf. note 33.

Dut zyn die Ghetrde van Onser Viowwen, Bisschoppelyk
Seminarte, Bruges, Hs. 72/175, fol. 13r-33r, lines 98-
103, 431-432, 630-632 — cited after De Vries, 1964, pp.
148-149:

'Soe weende ende dieef ongheuouch,

Up hare helighe bo1st zoe slouch;

Met harer jammetliker claghe

Dede zoe vele vrienden ende maghen

Hebben rauwe ende wezen onvro

dreef mesbaer
Roupende ende wenende zere ‘

Doe ghi sterven saecht u kint |
Ghine spraect ten quaden niet een twint
Maer met hantgheslaghe ende met weene
Pinedi u selven allene’.

Compare M. Barasch, Gestures of Despary in Medeval and ‘
Ealy Renaissance Art (New York: New York University ,
Piess, 1976), passim, which describes these expressions
of grief as "violent gestures’.

For the earliest history of this cult see Duclos, 1922, and
E. H. F. de Ridder, 'De devotie tot O. L. Viouwe van VII
Weeén, haar ontstaan’, m: Handelingen van het Viaamsch
Mana-congres 1921, Brussels, 1922, pp. 87-104.

Een suverlic ende devoel boecxken vanden seven ween van onser
hever mouwen (...) (Antwerp: Machiel van Hoochstraten
[no date] — Royal Libr.,, The Hague, 230 G 11.

Ibid., fol. 43-r ’so overvloedehc weenende als 1¢c hebbe
ghelesen dat wt haren ogen 1s bloet gelopen’.

Tbid., fol. 47-v- "ongetroost vol rouws ende medelydens
so volstantelyk onder den cuce’.

Ibid., fol. 57-v.

Ibid., fol. 58-r-v: 'Nochans was sy in al haer lijJden so
manierlyck: ende hielt dat so sedelijc int bmnenste
haerder herten besloten sonder enich wtwendich
mesbaer als luyde te cryten, han handen te wrimgen
ende deser ghelijc, ende stont so gedoochsamiyjc onder
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den ciuce met haren kinde gheciuyst i pinen mnden
wille ende indet beghetten

Cf E Veirwys & J Verdam Middelncderlandsch
Woordenbock vol IV (The Hague Maitinus Nyhoff
1899) coll 1121-1122 (under mameilyc(hert) )

Dat syn duc Seven Ween van onser lhever trouwen int lange
(Antwerp Willem Voisterman [n d ] - Royal Libi - The
Hague 231 G 31

Ibid ated fiom the chapter Die wijffte wee als sy haien
sone acnden cruce deeilic sach sterven  cioop onder
die peesden door  stoite s1 neder tet aerden al vast
aenden auce Sinf Jan die altyt by haer was dit siende en
conste hy haer nyet ghehelpen want hy mede alsoo flau
was van pynen  nochtans dede hy zyn best hy heftese
vaste hy trockse vaste hy ontieech haer clederen hy
mochte haer wat c1uyts inden mont steken o lacen hy
en wist wat doen hy en mochtc haer nyet ioosten

Och hadde s1 mogen roepen nae dat haer was te moede
die werelt souder af hebben gebeeft op dat sy dan onder
den last miet blyven en soude so gaf haer god stercheyt
dat zyt mocht lyjden

Ct Dut es dieven ons lifs heren 1512 (note 6) fol
(CCY)CLXXX~v (n the stoiy of the e1ection of the

Cioss ) Oh what a ter1ible sorrow and a ymg was there
but nevertheless the blessed and sor1owful mother did
not clamow m any way (O wat swaerder druck ende
screymghe 1s daer geweest mar die gebenedide ende
bediucte moeder hielt haer nochtan sonder eenighe
misbaer van buten) This passage also implies thata
clamoun 1s not a seemly expression of grief for Maiy but
that 1t 1s quite acceptable for Mary Magdalene and the
other onlookers

Dat syn die Seven Ween van onscr lever vrowwen il lange
(note 42) quotation fiom the chapter Die vyjffte wee als
sy haren sone aenden ciuce deeilic sach sterven  hia
sullen wy weten dat maiia in haex Iyden also lydsaem
was endc manierljck dat sy noyt een onlydsaem woort
en sprac noyt en maecte st mishael van buyten als van
roepen of van cryten of haer handen te wiingen mei
stont oft lach so manietlyck dat s1 haer lyde besloten
hielt 1 haer heit men sach niet dat sy droevich was dan
aen dye over vloedige tanen cnde haer bediuct
aensicht

Cf Denny 1969 pp 215 ff

Compare De Viies 1964 pp 204 {f for the relationship
between Mary s lament and the death lament which 1s
accompanied by clamow loud weeping bieast beaung
el

Dut ¢s dlevin ons lefs heren thesw stz 1512 (note 6) fol
(C)C(LYXXII-v O devote heiten staet nu inwendeliken
op ende haest u nict penrtencien ende rouwe van
binnen cnde helpt thesum uwen heeie ende verlosser
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syn auce diaghen  Ende diaghet u hiden heymelic

met matia die moeder ons heren ithesu

See note 7

N Ehas Uber den Prozess der Zwotlisation 2 vols (Basle )
Haus zum Falken 1939) i
See ] Biemmer & H Roodenbuig (eds) A Cultwral ¢

Haustory of Gesture (with an mu oduction by Su Keith
Thomas) (Ithaca & New York Cornell University Press
1992)

Cf Laghtenberg 1927 220 In among all those ascetic
observations and mcitements hie the morsels of stoiies
depicting the historical o1 legendary facts like little
islands m a sea (my tiansl )

The Iuscicubus myrre (note 1) which contamns the mouf :
of the blood being hicked 1s much smaller i format the

Inyout is less idy and 1t 1s less carefully printed than

several of the other Lives of Jesus mentioned above

which fiequently contam entune series of woodcuts Does

this indicate that 1t was produced for a less socially i
prestigious and civilized 1eadeiship than these other

books?

M J Friedlandet Farly Nethelandish Painiing 16 vols

(Leiden & Biussels A W Syjthoff & Lditions de la

Connaissance 1967-1976) 1
It 1s outside the scope of this book to explore 1n detail

the ongin and 1conographical taditions of the different

types of portrayal of the Cirucifixion and then vaiiants

on which the Dutch examples fiom the 15th and 16th

centuties which I cite below are based I confinc myself !
to the observation that as far as I can establish
general terms (although a much moie broadly based
and more detailed study will be needed to confiim this)
the different poses and gestures of soi1ow of Maiv at the
Cross stem to a large extent from (much) oldet
examples n the ait of the Middle Ages—seeeg D C
Shorr The Mowning Vngimn and Saint John £/ Ast
Bullctin 22 (1940) pp 62-69 K Kunstle Tkonograplue der
chnsthichen Kunst vol 1 (Fretbuig im Breisgau Heirder &
Co 1928) pp 446-468 G Schiller Tkonographic do
chmstlichen Kunst vol 11 (Gutersloh Gutersloher
Verlagshaus Gerd Mohn 1968) pp 110ff L
Knschbaum (ed ) [ «xikon dey chnsthehon Thonographie vol
II (Romc Freibuirg Basle Vienna Heidar 1970) under \
Cructfixion pp 606-642 Baumer & Scheffczyk (eds)

Marunlextkon 1992 vol IV pp 685-688 — all with

fiuther references

Fredlander I'NP vol 1 Pl 98A and 38B

L Panofsky lary Netherlandish Painting Its Ongins and

Character 2 vols (New York Haiper & Row Publishers

1971) T p 235

Friedlander [ NP vol II cat no 47 (Pls 66-67) 89 (P1

108) 93 (Pl 109) vol III cat nos 5 5a (Pls 10 and 11)
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cat. nos 51, 52 (Pl. 65), compare cat. no. Add. 132 (Pl
127); vol V, cat. no. 84 (PL. 65); vol Vib, cat. no. 185 (Pl.
196), 189 (P1 199); vol. V11, cat. no. 12 (P1 18), 13 (Pl
19), compare cat. nos. 56-58 (Pls. 55-57), 115 (P1. 87),
vol. IXa, cat. nos 11, 11a, 11b, 12 (Pls. 23, 24, 26 and
273,29, 30 (PL. 51); vol XI, cat. no 130 (P1 108), 156
and 157 (PI. 126), 160 and 161 (P1. 127), and 249 (P.
167).

Friedlande1, ENP, vol. 11, cat. nr. 93 (P1. 109). Compare
vol VII, cat. no. 12 (PL. 18), see also cat. no. Add. 195 B
(P1. 11) Mary’s hand gesture (holdmg her hand agamst
her head) 1s found as a gesture of sorrow i Christian ai t
from as eaily as the 9th century - cf. Shorr, 1940.
However, 1t 1s not impossible — bearing i mind that
Mary 1s tirned away from the Cross ~ that Massys m fact
intended this gesture as an expression of meditauon. For
Mary’s aveited gaze as a sign of meditation, cf. F. O.
Butwmer, Imitatio Pretatis Motrve der chasilichen Tkonographe
als Modelle zur Verahnlichung (Berlin: Gebr Mann Veilag,
1983), pp. 96~97

Friedlander, ENP, vol. V11, cat. no. 13 (P1. 19).

Cf. W. Moll, Johannes Brugman en het godsdienstig leven
onzer vaderen in de vigfliende eeuw, vol 11 (Amsterdam:
Poruelje, 1854), p 373: "en had hoer die cracht Gods
nmet begaeft of ghesteict in medeliden, dat moederlike
herte en hads gheensins moeghen verdraghen’.

Cited from De Viies, 1964, p. 264, note 11 (from: MS.
Cologne Historical Archive, G.B. 8 71, fol. 86-v):
‘Nochtan hoe groet die zake hoers rouwen was zoe
onthielt zie hoer nochtan wijselic 1n hoer selven overmits
die ciacht godes ende gheesteliker starcheit ende waert
alte mael van binnen ghequelt'.

Friedlander, ENP, vol. I, cat. no Supp. 131 (PL. 134).
Barasch, 1976.

Rogier’s portrayal of Maiy embracing the Cross in her
grief — cf. his Crucifixion Triptych mx Vienna.
Friedlander, ENP, vol. I, cat. no. 11 (PL. 19) ~ has
mdeed had some imtators. However, I shall not consider
thus type further here.

Friedlander, ENP, vol. I1, cat no. 15 (Pl. 32).
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Ibid., cat. no. 3 (Pl. 6).

Cf. O. G. von Simson, 'Compassio and Co-redemptio n
Roger van der Weyden’s Descent from the Cross’, mn: The Art
Bulletin, 35 (1953), pp. 9-16; and Buttner, 1983
Friedlinder, ENP, vol XI, cat. no. 112 (P1. 93); vol. X11,
cat no. 322 (P1. 175); vol. X111, cat. no. 128 (P} 67). Cf.
Joos van Cleve’s Depostizon, vol IXa, cat. no. 31 (Pl. 52),
which is a free copy of Rogier’s Deposihon.

Friedlander, £NP, vol. 111, cat. no. 2a (PI. 3), Supp 108
(PL. 122); vol. IXa, cat. no. 20 (Pl 45); vol. X, cat. no. 13
(P 12); vol XI, cat. no. 88 (Pl 81), 164 (PL. 128); vol.
X1, cat. no. 143 (P1. 74).

Friedlandes, ENP, vol. 11, cat. no. 16 (Pl. 34), 91 (P1. 108);
vol. VIb, cat. no. 186 (PL. 197); vol. X1, cat. nos. 164 (Pl.
128), 94 and 94a (PL. 85), 95 (P1 86).

Friedlander, ENP, vol. 111, cat. no 53 (Pl. 66)
Friedlander, £NP, vol. VIII, cat. no. 15 (P1. 23) — ¢f. 16
(PL. 23).

Funiedlander, ENP, vol. VII, cat no. 128 (P1. 99).
Friedlander, ENP, vol. Via, cat no. 3 (P 10);vol XI, cat
no. 13 (PL. 13).

Friedidander, ENP, vol. VI, cat. no. 103 (P1. 82); vol. IXb,
cat. no. 148 (PL 167); vol X, cat. no. 66 VI (P1 53), 73
(P1. 63).

Friedlander, ENP, vol. I (P1 92); vol. IV, cat no 80 (Pl.
73); vol. X1, cat. no. 164 (P1. 128).

Aelatively early example comes from a follower of
Rogier van der Weyden — Fuiedlander, ENP, vol. 11, cat.
no. 93 (PL. 109).

Friedlander, ENP, vol. 111, cat. no 77 (P1. 87).
Friedlander, ENP, vol. IV, cat. no. 51 (cf. 51a) (Pl 55);
also cf. a Cruafixion by Cornelisz. Engelbrechitszoon, vol
X, cat. no. 70 (P1. 58).

Friedlander, ENP, vol. 11, cat. no. 59a (P1. 86) ~ cf. a
Crucifixion, listed as 'South Netherlandish’ at the RKD in
The Hague - in Valencia, Real Colegio de Coipus Chiisti
(Photo: Mas, Barcelona, no. C. 16717). Also cf. a
Crucifixion by a follower of Rogier van de Weyden:
Friedlander, ENP, vol. 11, cat. no. 92 (P1. 108).




