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OBJECT TEXTS 

 

Kulturforum, Gemäldegalerie 

Hugo van der Goes. Between Pain and Bliss 

31 March – 16 July 2023 

 

after Hugo van der Goes 

David and Abigail 

c. 1600/25, canvas 

Prague, National Gallery Prague 

“We here are painted, even though we look alive, / By Hughes van der 

Goes, / an excellent master, / Who showed and presented his art in us / 

Out of love for one of us, honorable in Ghent / From which you can see 

the love he bore for her” 

Lucas d’Heere, 1565 

 

Between 1565 and 1604, three authors describe a mural by Hugo in a 

Ghent townhouse. The painter was said to have fallen in love with a 

daughter of the house’s owner and inserted her portrait into the painting. 

This love story is questionable, however. The work, which survives only in 

later copies, showed scenes from the Old Testament story of David and 

Abigail in a landscape. Although lost in the original, the composition is one 

of only two works that are documented for Hugo and the only one he un-

doubtedly made in Ghent. 

 

Rogier van der Weyden 

Middelburg Altarpiece (Bladelin Altarpiece) 

c. 1450, oak 

Berlin, Gemäldegalerie – Staatliche Museen zu Berlin 

The triptych combines the Nativity with the Veneration of the Christ Child 

by Emperor Augustus and the Magi. Rogier van der Weyden was the 

most influential painter of his time. The memorable composition of the 

central group of figures around Mary and her Son became a model for 

countless artists. Hugo van der Goes also adopted it for his monumental 

Portinari Altarpiece in Florence (Uffizi). 

 

Rogier van der Weyden or follower 

Lamentation of Christ 

c. 1460/70, oak 

The Hague, Mauritshuis 

Several artists were involved in the design and execution of the panel. 

The figure of Mary Magdalene, standing at the left edge of the picture, 

stands out artistically. The virtually identical head, including the unusual 

hairstyle, can be found in Hugo van der Goes’ Portinari Altarpiece in Flor-

ence. It is possible that Hugo worked on the exhibited Lamentation as a 

young journeyman in a workshop of the Rogier circle and created the 

Magdalene himself. 

 

Hans Holbein the Elder 

Adoration of the Magi 

c. 1504, paper 
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Basel, Kunstmuseum Basel, Kupferstichkabinett 

Hans Holbein, a native of Augsburg, traveled to the Netherlands around 

1490 where he must have seen the Monforte Altarpiece, which had been 

erected only a short time before, and recorded it in sketches. On this ba-

sis, he later created the present design for the outer sides of two altar 

wings. The large drawing is quite pictorial and was probably intended for a 

client to inspect. 

 

Netherlandish artist 

Adoration of the Magi (copy after the Monforte Altarpiece) 

c. 1490/1500, paper 

Stockholm, Nationalmuseum 

This is the only known drawing after the Monforte Altarpiece that was 

made directly in front of the original. Numerous details and individual color 

notes, such as "gra" (gray) on the left wall, testify to this. At the same 

time, the artist continued the architecture in height and width and 

sketched a curved upper arch. 

 

Hugo van der Goes 

Adoration of the Magi (Monforte Altarpiece) 

c. 1470/75, oak 

Berlin, Gemäldegalerie – Staatliche Museen zu Berlin 

This Adoration of the Magi is probably the oldest surviving work by the 

painter. With its monumental figures, subtly varying colors, and amazing 

lighting effects, it set new standards. The original location of the panel is 

unknown, but it served as a model for Netherlandish painters for decades. 

At the end of the 16th century, it found its way to the Jesuit monastery of 

Monforte in Spain. 

Here, the original panel is displayed with a modern addition. 

 

Copy after Hugo van der Goes (Aert van den Bossche?) 

Adoration of the Magi in front of the Stable in the Hill 

c. 1505/15, oak 

Gemäldegalerie – Staatliche Museen zu Berlin 

Hugo van der Goes’ lost Adoration of the Magi is most faithfully repro-

duced in this square panel painting. This is indicated by the detailed un-

derdrawing, from which the painting deviates only slightly. The executing 

artist was probably Aert van den Bossche. He was active in Brussels at 

the end of the 15th century. Previously, he may have worked as Hugo's 

pupil or assistant in the nearby Roode Klooster. 

 

Gerard David 

Adoration of the Magi 

c. 1485/90, parchment, Breviary of Isabella I of Castile 

London, The British Library 

The Bruges master Gerard David painted two copies after Hugo’s lost Ad-

oration of the Magi. For a large panel painting, now in Munich, David 

traced the composition, but at the same time changed some details. This 

miniature by David shows similar changes: figures are overlapped by the 

border, the bundle of ears is missing and the gift of the oldest magus no 

longer lies on his royal hat. 
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Simon Bening 

Adoration of the Magi 

c. 1530, parchment, on panel 

Washington, National Gallery of Art, Woodner Collection, Gift of Dian 

Woodner, 2013.130.2 

The illuminator Bening, who worked in Ghent and Bruges, was probably 

Hugo van der Goes’ nephew. Several versions of the Adoration of the 

Magi were created in his workshop, but they probably go back to Gerard 

David’s versions. The present miniature on parchment was not intended 

as a book illustration, but was mounted on wood as a devotional picture.  

 

Justus of Ghent (Joos van Wassenhove?) 

Adoration of the Magi 

c. 1475, canvas 

New York, Bequest of George Blumenthal, 1941 (41.190.21) 

This painting is usually attributed to a painter documented in Italy named 

“Giusto da Guanto” (Justus of Ghent), who was active in Urbino in the 

mid-1470s. Presumably, “Giusto” was the painter Joos van Wassenhove, 

who left Ghent for Italy around 1469/70. In 1467, Joos had vouched for 

Hugo when he joined the guild, while the latter had advanced Joos a sum 

of money before his departure. It is unclear whether the similarities of the 

Adorations of the Magi by both painters can be explained by an earlier 

collaboration or by the use of common models. 

 

Dieric Bouts and Hugo van der Goes 

Triptych with the Martyrdom of Saint Hippolytus 

c. 1475 and 1479, panel 

Bruges, Kathedrale Kerkfabriek Sint-Salvator (Saint Salvator’s 

Cathedral, Treasury) 

Hippolyte de Berthoz and his wife Elisabeth commissioned the triptych 

from Dieric Bouts in Louvain. At the time of his death in 1475, however, 

the painter had completed only the central panel with the martyrdom of 

the Roman soldier Hippolytus and the right wing with Emperor Valerian. 

The portraits of the donors and the landscape on the left wing were later 

added by Hugo van der Goes – without adapting to Bouts’ panels in terms 

of figure design, coloration and perspective. 

 

Hugo van der Goes 

Portrait of a Man with Saint John the Baptist 

c. 1475/80, oak 

Baltimore, The Walters Art Museum, 37.296 

John the Baptist points a praying donor to a scene formerly on the left. 

The panel was probably the right half of a diptych whose counterpart 

showed a Virgin with Child. The extreme close-up view is remarkable. 

Hugo employed it around the same time for two Descents from the Cross. 

He probably used the donor’s features as a model for some of the apos-

tles’ faces in the Bruges Death of the Virgin. 

 

Hugo van der Goes or his circle 

Portrait of a Man 

c. 1475/80, panel 

New York, The Metropolitan Museum of Art, H. O. Havemeyer Collec-

tion, Bequest of Mrs. H. O. Havemeyer, 1929 (29.100.15) 
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The panel originally had a rectangular shape, which was cut into an oval 

only in more recent times: Thus, the image became an independent por-

trait. The panel once formed the left wing of a triptych or diptych with a 

Madonna. The unknown young man had turned to her in prayer. 

 

Hugo van der Goes or his circle 

Portrait of an Old Man 

after 1475, paper, on panel 

New York, The Metropolitan Museum of Art, Purchase, 2009 Benefit 

Fund, Hester Diamond Gift, Victor Wilbour Memorial Fund, Mary Har-

riman Foundation and Friends of European Paintings Gifts, Alfred N. 

Punnett Endowment Fund, Marquand and Charles B. Curtis Funds, 

and University Place Foundation Gift, 2010 (2010.118) 

The portrait, unusually painted on paper, is probably a detailed study. Hu-

go van der Goes may have used such portraits as models to enliven his 

panel paintings with individual faces. 

 

Follower of Hugo van der Goes 

Portrait of a Benedictine Monk 

early 1480s, panel 

New York, The Metropolitan Museum of Art, The Bequest of Michael 

Dreicer, 1921 (22.60.53) 

The bust of the tonsured man is the fragment of a larger panel. The por-

trait was long attributed to Hugo van der Goes, whose style is evoked by 

the pronounced modeling of the face. However, neither the introverted, 

silent expression nor the stylization of the eyes, reminiscent of the art of 

Rogier van der Weyden, can be found in his work. 

 

Hugo van der Goes 

Virgin and Child (Madonna on the Crescent Moon) 

after 1476, canvas 

Pavia, Musei Civici di Pavia 

The painting with the Heavenly Madonna is the best preserved tüchlein by 

Hugo van der Goes. Such unvarnished tempera paintings on fine canvas 

were especially popular with Italian clients, as they were easy to transport. 

The facial features of the Christ Child resemble those of the youngest do-

nor’s son in Hugo’s Portinari Altarpiece. The commissioner of the tüchlein, 

however, is not known. 

 

Workshop of Hugo van der Goes and Italian painter from the circle 

of Domenico Ghirlandaio 

The Virgin Mary Nursing the Christ Child 

after 1476, canvas 

Kassel, MHK, Gemäldegalerie Alte Meister 

This tüchlein originally showed a Madonna on the Crescent Moon. How-

ever, the background of the picture and the crescent moon were painted 

over in Italy around 1500. The faces of Mary and her child are based on 

figures from Hugo’s Portinari Altarpiece, but are not by his hand. The 

damage to the painting is due to a transfer of the canvas to panel (around 

1800) and the later transfer back to canvas due to worm infestation 

(around 1957). 
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Berlin Master of Mary of Burgundy 

Virgin and Child on the Crescent Moon 

c. 1477/82, parchment, from the Hours of Mary of Burgundy 

Berlin, Kupferstichkabinett – Staatliche Museen zu Berlin 

Hugo van der Goes had a great impact on Flemish book illumination. Es-

pecially the so-called Berlin Master of Mary of Burgundy was influenced 

by his art. For a Book of Hours he painted a Madonna on the Crescent 

Moon in half-figures, which – similar to the tüchlein from Pavia – shows an 

intimate scene between mother and child. In Mary’s gaze, maternal joy is 

mixed with already anticipated sorrow. 

 

Hugo van der Goes and unknown master 

Triptych with the Virgin and Child 

c. 1477/79 (central panel), c. 1485/90 (wings), oak 

Frankfurt am Main, Städel Museum 

Only the central panel of the triptych is by Hugo van der Goes. The simi-

larities of the facial features of Mary and her child with those of Eve in the 

Vienna Fall of Man (exhibited on the right) suggest a roughly contempora-

neous creation. The wings were added to the panel a decade later. The 

donor couple, painted by an unknown hand, may have had a desire to 

have a child: the inscription "EN ESPERANCE" (“HOPING”, in the sense 

of “EXPECTING”) is read seven times on the frame.  

 

Hugo van der Goes 

Vienna Diptych 

a) Saint Genevieve, b) Fall of Man, c) Lamentation 

c. 1477/79, oak 

Vienna, Kunsthistorisches Museum, Gemäldegalerie 

The jewellike diptych shows the Original Sin on the interior left, while the 

right side depicts the redemption of mankind through the death of Christ. 

In the Lamentation, the grieving Mary is the focus, while in the Fall of Man 

it is Eve. Depicted as a self-confident woman, the latter has already eaten 

of the forbidden fruit and resolutely plucks a second apple for Adam. The 

design of the serpent as a four-footed creature is most unusual. The for-

mer reverse side of the Fall of Man shows St. Genevieve of Paris as a 

simulated sculpture. Besides the exterior of the Portinari Altarpiece, it is 

Hugo’s only surviving grisaille.  

 

Hugo van der Groes 

Large Descent from the Cross (fragment) 

c. 1475/80, canvas 

Oxford, Christ Church, by permission of the Governing Body of 

Christ Church, Christ Church Picture Gallery 

This fragment is all that remains of the presumed original of the Large De-

scent from the Cross. The tüchlein was largely destroyed in a fire before 

1828. Depicted are Mary, St. John the Evangelist and part of Christ’s tor-

so. The damage, as well as two invasive restorations in the 19th and 20th 

centuries, make it difficult to assess the original appearance. 

 

Follower of Hugo van der Goes 

Descent from the Cross 

c. 1500, paper 

Vienna, Albertina 



 

 
Taking photographs is solely permitted for the current press coverage of the exhibition/event. 
For any further use of photos you are required to clarify issues of copyright and usage rights 
independently in advance. You are responsible for obtaining further rights (e.g. copyrights for 

works of art portrayed, personal rights etc.). Page 6/13 

GENERALDIREKTION 

PRESS – COMMUNICATION – SPONSORING 

 

Stauffenbergstraße 41 

10785 Berlin 

 

MECHTILD KRONENBERG 

HEAD OF DIVISION 

 

MARKUS FARR 

PRESS OFFICER 

 

Tel: +49 30 266 42 3402 

Mobile: +49 151 527 53 886 

 

presse@smb.spk-berlin.de 

www.smb.museum/presse 

 

The drawing is one of the earliest and most faithful copies of the Large 

Descent from the Cross. Especially the parted short forelocks of St. John, 

unlike most painted copies, match the tüchlein fragment. Decades later, 

the drawing was the direct model for the engraving by Hieronymus Wierix. 

This print in turn served as a model for many other painted copies. 

 

Copy after Hugo van der Goes 

Large Descent from the Cross 

c. 1500/20, panel 

Naples, Museo e Real Bosco di Capodimonte 

This panel painting is considered one of the best and earliest painted cop-

ies of the Large Descent from the Cross of which only a fragment exists 

today. Well recognizable is the painted shrine, in which the figures are 

depicted without great impression of depth. Hugo’s original painting, how-

ever, measured about 82 × 103 cm and was thus significantly larger than 

this copy of 54 × 72 cm. 

 

Hugo van der Goes 

Small Descent from the Cross 

a) Deposition of Christ 

b) Four Mourning Women and Saint John the Evangelist 

c. 1480, canvas 

a) Antwerpen / Antwerp, The Phoebus Foundation 

b) Berlin, Gemäldegalerie – Staatliche Museen zu Berlin 

The two tüchleins were originally painted on one piece of canvas but then 

cut apart and framed separately. Each of the images emphasizes a differ-

ent form of suffering: physical suffering on the left and emotional suffering 

on the right. The purpose of the devotional scene is to evoke compassion. 

Golgotha – the setting of the scene – has no relevance in this context and 

is therefore only hinted at. 

 

Follower of Hugo van der Goes 

Pietà 

c. 1490, oak 

Anderlecht, Musée Maison d’Èrasme & Béguinage 

This little-known panel was probably used for private devotion. The figure 

of the Virgin Mary and that of her dead son can be directly traced back to 

Hugo van der Goes. Mary provides an impression of the original appear-

ance of the Virgin in the poorly preserved fragment of the Large Descent 

from the Cross. Christ gives an impression of the original modeling of the 

figure in the Small Descent from the Cross. 

 

Berlin Master of Mary of Burgundy 

Descent from the Cross 

c. 1477/82, parchment, from the Hours of Mary of Burgundy 

Berlin, Kupferstichkabinett – Staatliche Museen zu Berlin 

During the second half of the 15th century, numerous important and ex-

tremely productive illuminators worked in Ghent and Bruges. Two artists 

known as the “Vienna” and the “Berlin” Masters of Mary of Burgundy were 

particularly notable. Both were strongly influenced by Hugo van der Goes. 

This Descent from the Cross brings to mind Hugo’s canvas paintings of 

the same subject, as well as the figures of the Vienna Diptych. 
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Hugo van der Goes 

Jacob and Rachel 

c. 1475, paper 

Oxford, by permission of the Governing Body of Christ Church, 

Christ Church Picture Gallery 

Only two preserved drawings are considered to be by Hugo van der Goes’ 

own hand. This work is at the same time a principal work of 15th-century 

Netherlandish draftsmanship. It depicts a scene from the Old Testament: 

Jacob falls in love with Rachel, who is resting at a well with her father’s 

flocks. The pictorially executed sheet perhaps served as a study for a mu-

ral. 

 

Hugo van der Goes 

Christ on the Cross 

c. 1480, paper 

Windsor, His Majesty King Charles III 

Due to the precision and intensity of the modeling, the drawing of the cru-

cified Christ resembles a nude study. However, it is possible that the 

model was not provided by nature, but by a painted motif. For a long time, 

researchers disagreed whether the sheet is a work by Hugo van der Goes 

himself. Nevertheless, the strong similarities with the drawing of Jacob 

and Rachel as well as with the underdrawings of Hugo’s paintings confirm 

his authorship.  

 

Workshop or follower of Hugo van der Goes 

Crucifixion 

c. 1490, panel 

Venice, Fondazione Musei Civici di Venezia, Museo Correr 

This depiction of the Crucifixion was considered to be an original by Hu-

go’s hand by earlier researchers, but today it is considered to be a copy of 

a lost composition by the master. A comparison between the painted 

Christ and the drawing of Christ on the Cross (left) as well as the emo-

tionality of the grieving Mary and St. John make the relation to Hugo in-

stantly recognizable. 

 

Workshop of Hugo van der Goes 

Seated Female Saint 

c. 1475/85, paper 

London, The Courtauld 

The delicate brush drawing on a green background reproduces a figure 

invented by Hugo van der Goes, which was copied several times in man-

uscript illumination and panel painting. This is not the original, however, 

but a very minute copy without any alterations. 

 

Follower of Hugo van der Goes 

Death of the Virgin 

c. 1500, paper 

Braunschweig, Herzog Anton Ulrich-Museum 

The sheet probably reproduces a design for a panel painting by Hugo van 

der Goes. The figures look like his inventions without repeating figures 

from other works by the artist. It is possible that the original on which it is 

based was a design that Hugo was unable to execute before his untimely 

death. 



 

 
Taking photographs is solely permitted for the current press coverage of the exhibition/event. 
For any further use of photos you are required to clarify issues of copyright and usage rights 
independently in advance. You are responsible for obtaining further rights (e.g. copyrights for 

works of art portrayed, personal rights etc.). Page 8/13 

GENERALDIREKTION 

PRESS – COMMUNICATION – SPONSORING 

 

Stauffenbergstraße 41 

10785 Berlin 

 

MECHTILD KRONENBERG 

HEAD OF DIVISION 

 

MARKUS FARR 

PRESS OFFICER 

 

Tel: +49 30 266 42 3402 

Mobile: +49 151 527 53 886 

 

presse@smb.spk-berlin.de 

www.smb.museum/presse 

 

Hugo van der Goes 

Saint Luke Drawing the Virgin 

c. 1475/80, oak 

Lisbon, Museu Nacional de Arte Antiga 

The panel once formed the left half of a diptych, the long-lost right panel 

of which featured the Madonna. The Evangelist Luke was considered the 

first Christian painter. Here he is at work like an early Netherlandish artist: 

for the painting of the Madonna he is first drawing a portrait on paper; be-

hind him a framed and primed painting panel is already prepared on the 

easel. 

 

Follower of Hugo van der Goes 

Saint Luke Drawing the Virgin 

c. 1500, paper 

Rotterdam, Museum Boijmans van Beuningen (former Koenigs coll-

ection) 

The drawing was made by a follower of Hugo van der Goes and copies 

his painting of St. Luke. Apparently, the panel at that time was already 

trimmed at the upper corners and probably also already separated from 

the companion image of the Madonna. 

 

Antonius Wierix  

Saint Luke Drawing the Virgin 

before 1591, paper 

Coburg, Kunstsammlungen der Veste Coburg 

For the design of his engraving, the engraver traced the drawing shown 

here, which was already about 80 years old at the time. He adopted the 

Madonna and the architecture in the style of the High Renaissance, how-

ever, from other models; they have nothing to do with Hugo van der Goes. 

The inscription on the engraving, which erroneously names the painter 

Quentin Massys (c. 1466–1530) as the inventor of the composition, has 

been a source of confusion for a long time. 

 

Ghent or Bruges painter 

Saint Luke 

c. 1500/20, paper 

Berlin, Kupferstichkabinett – Staatliche Museen zu Berlin 

St. Luke is holding a stylus for drawing and a book as a support for the 

paper. His symbolic animal and attribute, the ox, lies behind him on a 

scale that is far too small. The sheet is probably the design for a single 

figure of a saint, such as those found on the exteriors of altarpieces. It 

stands in the immediate tradition of Hugo van der Goes. 

 

Vienna Master of Mary of Burgundy and/or assistant 

Annunciation to the Shepherds 

c. 1475/80, parchment, from the Voustre Demeure Book of Hours 

Berlin, Kupferstichkabinett – Staatliche Museen zu Berlin 

In the miniature, the scene in the right background of Hugo’s large Nativity 

has been freely copied. The illuminator, who probably worked in Ghent, 

received his name from a Book of Hours that he illuminated for the Duch-

ess Mary of Burgundy. Many of his works are influenced by the art of Hu-

go van der Goes. 
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Hugo van der Goes 

Nativity 

c. 1480, oak 

Berlin, Gemäldegalerie – Staatliche Museen zu Berlin 

The unusually wide format of the panel may have been determined by its 

original location. Particularly highlighted are the shepherds: they are hur-

rying from the field to worship the newborn Christ. In front of the scene are 

the prophets Daniel and Isaiah. They are drawing curtains, thereby reveal-

ing what is happening. The painting, together with the Death of the Virgin, 

is one of the latest works of the painter. 

 

Hugo van der Goes 

Death of the Virgin 

c. 1480, oak 

Bruges, Groeningemuseum 

This late great work by Hugo van der Goes shows Mary on her deathbed 

with the apostles gathered around her. At the moment of the Mother of 

God’s death, Christ appears with a host of angels and receives her soul. 

The painter makes the apostles’ despair vivid through their faces and ges-

tures. At the same time, an unreal color scheme increases the painting’s 

disturbing effect. 

 

Rogier van der Weyden 

Birth of Saint John the Baptist 

from the Saint John Altarpiece 

c. 1455/60, oak 

Berlin, Gemäldegalerie – Staatliche Museen zu Berlin 

Rogier renders the view of the bed in which St. John’s mother lies in a 

slightly oblique perspective from the foot of the bed. Hugo van der Goes 

may have known this painting or a similar, lost composition of the Death of 

the Virgin by Rogier van der Weyden. He was inspired by it for his large 

Bruges panel. 

 

Martin Schongauer 

Death of the Virgin 

um / c. 1470/72, paper 

Berlin, Kupferstichkabinett – Staatliche Museen zu Berlin 

Martin Schongauer was the most important engraver of the 15th century. 

His works were known throughout Europe. He too was strongly influenced 

by Rogier van der Weyden and drew on images such as his Birth of Saint 

John for this print. At the same time, however, his engraving became a 

model for numerous artists. Hugo van der Goes seems to have been one 

of the first to use it. Hugo adopted the close-up composition, which does 

without accessories, and details such as the frontally depicted apostle on 

the far left. 

 

Berlin Master of Mary of Burgundy 

The Three Living and the Three Dead 

c. 1477/82, parchment, from the Hours of Mary of Burgundy 

Berlin, Kupferstichkabinett – Staatliche Museen zu Berlin 

An unusual depiction adorns this Book of Hours, a private prayer book for 

a member of the Burgundian court: the Duchess Mary of Burgundy and 

her two companions are attacked by three corpses during a horseback 
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ride. It is uncertain whether the depiction refers to Mary’s death in a riding 

accident in 1482 or was intended as an exhortation while she was still 

alive. Hugo’s art was a source of inspiration for the illuminator.  

 

Circle or follower of Hugo van der Goes 

Allegory of Virtue and Beauty 

c. 1480/90, paper 

Berlin, Kupferstichkabinett – Staatliche Museen zu Berlin 

A peacock with a naked woman is being led by two men. Two children are 

sitting in large saddlebags or baskets on the sides of the bird. The com-

pany also includes a bagpiper and a shepherd. The drawing reproduces 

an allegorical scene staged by actors, which was probably performed at a 

great celebration. One possibility is the wedding of Maximilian of Austria 

and Mary of Burgundy in Ghent in 1477. 

 

After Hugo van der Goes or a follower 

Hunting Party in Front of a Grave 

c. 1500/20, paper 

Hamburg, Hamburger Kunsthalle, Kupferstichkabinett 

The drawing is a copy of a composition not preserved in the original. 

Judging by the style, it originated from Hugo van der Goes or one of his 

immediate followers. A hunting party encounters a man who is pointing to 

human skeletons to remind the party of their own mortality. The rider in 

front, shown in profile, bears the features of Maximilian of Austria, the 

husband of Mary of Burgundy. The older man wearing a crown represents 

his father, Emperor Frederick III. 

 

Follower of Hugo van der Goes 

Saint George and the Dragon 

c. 1490 (?), paper 

Washington, National Gallery of Art, Rosenwald Collection, 1950.20.3 

St. George the soldier was considered the prototype of the Christian 

knight. According to legend, he saved a princess from a dragon. The latter 

then led the defeated monster on a belt through the city. The drawing was 

possibly made after a goldsmith’s work, a stained glass or a banner. In-

stead of St. George’s battle, it shows him looking up and saying a prayer 

of gratitude. 

 

Brussels follower of Hugo van der Goes 

Martyrdom of Saint Hippolytus 

c. 1490, oak 

Boston, Museum of Fine Arts, Boston, Walter M. Cabot Fund 

The martyrdom, in which Hippolytus is torn apart by four horses, is unu-

sually staged: Boldly, the front steeds are placed on the wings. Driven by 

large figures running in the foreground of the picture, they powerfully illus-

trate the outward movement. The innovative, dynamic composition proba-

bly goes back to Hugo van der Goes. The execution, however, is by a fol-

lower, who thereby implemented the master’s design. 

 

Jean Hey (Master of Moulins) 

Nativity of Cardinal Jean Rolin 

c. 1480, panel 

Autun, Musée Rolin 
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The painting was commissioned by Jean Rolin, Cardinal of Autun, who is 

kneeling on the right as the donor. Jean Hey may have trained with Hugo 

van der Goes before going to France around 1480. In this early work, the 

figure types and coloration reveal Hugo’s influence. Hey soon established 

himself as the leading French painter of his time. 

 

Follower of Hugo van der Goes 

Virgin and Child with Saint Anne and a Praying Monk 

c. 1480/85, panel 

Brussels, Royal Museums of Fine Arts of Belgium 

In the past, this panel with Mary and her Child, Mary’s mother Anna and a 

monk was often considered an early work by Hugo van der Goes. Howev-

er, the lack of an underdrawing and the unsubtle contrast of light and 

shadow rather speak against a creation in Hugo’s workshop. Presumably, 

the unknown painter, influenced by Hugo’s art, was active in Brussels. 

 

Circle of Hugo van der Goes 

Adoration of the Magi 

c. 1480/1500, panel 

Bath, Victoria Art Gallery, Bath and North East Somerset Council 

Hugo van der Goes’ followers took up the compositional type of the narra-

tive half-figure painting developed by him and applied it to different picto-

rial themes. The painter of this Adoration of the Magi took motifs from 

several of the master’s works, from the Monforte Altarpiece to the Small 

Descent from the Cross. This indicates a connection with the workshop in 

the Roode Klooster or with former assistants of Hugo. 

 

Follower of Hugo van der Goes 

Lamentation of Christ 

c. 1480/90, oak 

Granada, Fundación Pública Andaluza Rodríguez-Acosta 

Mary, St. John the Evangelist and Mary Magdalene mourn the dead Christ 

in front of the hill of Golgotha. The quiet, atmospherically dense painting is 

by an artistically outstanding follower of Hugo van der Goes. Especially in 

the figure of Mary Magdalene he shows a use of color that is tonally in-

spired by Hugo but at the same time distinctively his own. 

 

Circle of Hugo van der Goes 

Virgin and Child with Saints Thomas, John the Baptist, Jerome, and 

Louis 

c. 1480, panel 

Antwerp, The Phoebus Foundation 

Today, the panel presents an exposed underdrawing: in the 17th century, 

the paint layer on Mary, the Child and St. John the Baptist was completely 

scraped off. In their place the wedding of Elizabeth of York and Henry VII 

was depicted. In 1983/84, the overpainting was removed and the panel 

was carefully restored. The painting shows much of Hugo’s style, but not 

enough to suggest that it was created in his workshop. 

 

Circle of Hugo van der Goes 

Standing Virgin and Child with Columbine 

c. 1480/1500, paper 
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Dresden, Staatliche Kunstsammlungen Dresden, Kupferstich-

Kabinett 

Stylistically, this Madonna resembles the drawings by Hugo van der Goes. 

Yet, there are even closer similarities to the uncovered underdrawing of 

the panel with the Madonna and saints (left). A comparison between the 

faces of the two Marys confirms the connection between the two works. 

 

Master of 1499 

Annunciation to the Virgin 

c. 1490/1500, oak 

Berlin, Gemäldegalerie – Staatliche Museen zu Berlin 

It has often been argued that this small diptych reproduces a lost painting 

by Hugo van der Goes. However, although many pictorial elements are 

reminiscent of works by the master, the Annunciation is rather a compo-

site of a variety of pictorial sources. The still unidentified painter, who was 

active in Ghent and/or Bruges, may also have been a former workshop 

assistant at the Roode Klooster. 

 

Netherlandish master 

Adoration of the Magi 

c. 1520, oak 

Berlin, Gemäldegalerie – Staatliche Museen zu Berlin 

Although this painting was created four decades after Hugo van der Goes’ 

death, the unknown painter was highly indebted to him. As Hugo’s De-

scents from the Cross, it is a narrative depiction in half-figures. Also, the 

way the figures stand close together resembles Hugo’s Passion scenes. 

The bearded king is particularly reminiscent of the apostles in the Bruges 

Death of the Virgin. 

 

Follower of Hugo van der Goes 

Death of the Virgin 

c. 1500/20, oak 

Prague, Prague Castle Collections, Czech Republic 

The three closely related small panels show a much-discussed version of 

the Death of the Virgin in the style of Hugo van der Goes. All three are 

apparently by different painters. As the colors reveal, the Berlin version is 

the model for the London panel, whose interior was initially laid out in the 

same way as in the other two. It is unclear whether the panel from Berlin 

or the one from Prague is the original. For a long time, the composition 

was considered to be an invention by Hugo, preceding the large Bruges 

Death of the Virgin. However, it is probably the work of a later follower, in 

which motifs from the Death of the Virgin and other works were combined. 

In the exhibited drawing, individual figures from the scene have been cop-

ied. 

 

Gaspar Ofhuys 

Originale Cenobii Rubeevallis in Zonia prope Bruxellam in Brabancia 

c. 1509/13, paper 

Brussels, KBR 

Gaspar Ofhuys was 19 years old when he entered the Roode Klooster in 

the Sonian Forest in 1475. At the same time, Hugo van der Goes was a 

novice there. Decades later, Ofhuys wrote down his memories of the 
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painter as part of the monastery’s chronicle. The text is one of the earliest 

eyewitness accounts of the emotional life of a European artist. 


