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Sanctus Joseph Nutritor Domini:  A Triptych Attributed to Jan Gossaert Considered as 
Evidence of Early Hapsburg Embrace of St. JosephÕs Cult* 
Carolyn C. Wilson    
     Long recognized is the frequent designation of St. Joseph as nutritor Domini in liturgical 
texts dating from the ninth through the fifteenth centuries.1  Now recognized, too, is the 
connection between usage of this title and the fourteenth-century origin and subsequent 
proliferation of the pictorial subject known as ÒThe Rest on the Flight into Egypt.Ó2  Also 
long the topic of extensive study is the Habsburg dynastiesÕ embrace of St. JosephÕs 
patronage in post-Tridentine Austria, Spain, and Spanish colonies in the Americas.3  
Famously, in 1675, when Vienna was threatened by Ottoman troops, the Emperor Leopold I 
proclaimed St. Joseph as protector of the House of Habsburg and all imperial lands; three 
years later, the future Emperor Joseph I was born.  Clearly emblematic of the Imperial 
familyÕs mission to work in tandem with Jesus, Mary, and Joseph to nurture the prosperity of 
Church and State is an engraving produced not long after that depicts each trio tending a 
large palm tree that is emblazoned with heraldic devices and aligned with images of God the 
Father and the Holy Spirit along the vertical axis of the composition (Fig. 1).4  In 1679, 
Charles II, the last Habsburg ruler of Spain and her colonies, likewise declared St. Joseph as 
official patron of his kingdom.5   
     This paper will focus on a small triptych attributed to the eminent early-sixteenth-century 
Netherlandish painter Jan Gossaert (c.1478-1532) or a close associate (Fig. 2).6  Now housed 
in the Saint Louis Art Museum, the work appears to signal Hapsburg devotion to St. Joseph 
during the long overlooked period of intense activity in the establishment of JosephÕs cult -- 
namely, between Sixtus IVÕs endorsement of JosephÕs feast by 1479 and the start of the 
Council of Trent in 1545 -- that, for Italy, has been my primary subject of study over the past 
several years.7  The central panel conforms generally to the contemporary devotional 
convention for iconic half-length images of the Virgin and Child, often accompanied by a 
half-length figure of a saint or saints, in this case, Joseph.  At the same time, the composition 
calls to mind the imagery of the ÒRest on the Flight.Ó  The artist equips Joseph not only with 
his walking staff but also, conspicuously, with the wide-brimmed straw hat, used in the 
period for protection from both rain and sun and hence associated with travel or work in the 
open air.8  More particularly, St. Joseph, in his capacity as nutritor Domini, offers a fruit, that 
has been identified as either an apple or pomegranate, to the reaching Infant.  The lateral 
panels bear, respectively, a trompe-lÕÏil shield displaying the arms of the Holy Roman 
Emperor Charles V (1500-1558) and a corresponding shield, likewise elegantly suspended on 
leather straps from a gold ring affixed to a stone niche, displaying the combined arms of the 
Emperor and his beloved wife, Isabella of Portugal (1503-1539; Fig. 3).   
     The St. Louis triptych was unknown to the art historical literature prior to 1913, and the 
outer section of the frame of the central panel -- which has been cut down somewhat on all 
sides -- appears to date from the nineteenth century.  The metal grid on to the reverse may 
have been applied at the same time; this measure was ostensibly taken to create a flat wall 
painting but regrettably obscures the elegant geometric design of inlaid ivory on the 
triptychÕs exterior. Although it is not absolutely beyond doubt that the armorial panels 
originally belonged with the Marian image,9 it is now generally believed that the work -- 
which has recently been traced to the collection of the last Habsburg Emperor, Francis 
Joseph10 -- was indeed assembled as a box- or cupboard-like, portable, hinged triptych during 
Charles VÕs lifetime and belonged to or was commissioned by him.11  Moreover, Gossaert -- 
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who was established as a painter in Antwerp by 1503, traveled to Italy in 1508, and later 
worked at Utrecht and Brussels, settling in Middelburg c. 1524 -- is known to have been 
employed by members of the House of Austria on several occasions.12  In 1516, he designed 
a carriage for the funeral ceremony held in Brussels for CharlesÕ maternal grandfather, 
Ferdinand the Catholic, King of Aragon, and was commissioned by Charles to paint two 
portraits of his sister Eleanor; Margaret of Austria, CharlesÕ aunt and regent, contracted 
Gossaert in 1523 to restore paintings in her collection at Mechlin; and in 1526, Christian II of 
Denmark selected Gossaert to design the tomb and epitaph of his wife, Isabella of Austria, 
CharlesÕ second sister.  The St. Louis triptych is generally dated between 1526, the year of 
CharlesÕ and IsabellaÕs marriage, and c. 1530.  Karl Schade has recently suggested that the 
work may have been commissioned specifically in celebration of the marriage or, 
alternatively, of the birth in 1527 of the coupleÕs son Philip, proposing that the placement of 
the figure of Joseph on the same side as CharlesÕ coat-of-arms may signal a dynastic purpose 
anticipatory of the seventeenth-century Habsburg engraving noted above.13  I agree that this 
hypothesis may be entertained and, more fundamentally, would strongly urge that the 
pictorial inclusion of Joseph serves specifically to identify Charles, at least during the later 
1520s, as a devotee of the saint.  Following review of St. JosephÕs title nutritor Domini and 
of the origins and meaning of the ÒRest of the Flight,Ó we will examine the imagery of the 
central panel of the triptych in the context of the saintÕs late pre-Tridentine cult and go on to 
consider the ensemble as probable evidence of the EmperorÕs and his familyÕs faith in St. 
JosephÕs intercessory powers and intention to honor him as protector and defender.    
     Research -- newly assembled in 2002 by Roland Gauthier-- on the listing of JosephÕs feast 
day in extant liturgical texts dating prior to 1500 indicates the use of three principal 
designations of Joseph:  sponsus Mariae (or variants), confessor, and nutritor Domini (or 
variants:  nutritor Jhesu salvatoris, nutritor Jhesu, nutritor Christi Jesu, etc.).14   The latter 
title, which implies JosephÕs feeding and particularly signifies his figurative nurturing -- 
education and counsel -- of Jesus,15 is among the earliest known and, together with its 
cognate nutricius Domini, long the most frequently encountered.16   It is found in ninth-
century martyrologies used at Reichenau, Mainz, and Fulda (In Bethlehem sancti Ioseph 
nutritoris Domini); during the tenth, it appears in a greater number of texts, including 
calendars of sacramentaries (Ratisbon, Fulda), and occurs almost exclusively, as is the case 
for all other listings of JosephÕs feast, at locations within the German kingdom that in 962 
became the Holy Roman Empire under Otto I.17  Thereafter, the incidence of JosephÕs 
inclusion in liturgical texts increases, ostensibly through the influence of major Benedictine 
Abbeys, and expands geographically.18  In the eleventh century, the title nutritor Domini 
appears in Italy (Rome, at Santa Maria in Trastevere; Farfa; Monte Cassino; and Naples) and 
possibly in England (Winchester, Exeter) as well as at Stavelot (Li•ge), Strasbourg, Werden 
(Essen), Bamberg, Saint Gall, and again at Reichenau.19   
     The twelfth century brings forth the signal exegetical texts on Joseph by Bernard of 
Clairvaux:  his articulation of JosephÕs standing in grace -- as fore-ordained spouse of Mary, 
as recipient of GodÕs word in his dreams, and as first witness to the Incarnation -- and 
characterization of Joseph as the faithful and prudent servant whom the Lord placed beside 
Mary to be her protector, the nourisher of ChristÕs human body (suae carnis nutritium) and 
single most trusty assistant on earth in His great design.20  The same century witnesses not 
only increasing inclusion of JosephÕs feast in calendars, now under Augustinian impetus as 
well, but also the introduction of liturgical prayers to the saint.  ÒNutritor DominiÓ occurs, 
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for example, in three historic martyrologies -- those of the church of Our Lady at Utrecht (c. 
1138); of the monastery of the Canons Regular of St. Augustine of Marbach, composed in 
Alsatian (1154), and of the church of St. Gereon at Cologne (12th or 13th c.) -- as well as in 
the prayer, first published by Gauthier, in the benedictional from Ratisbon Cathedral that has 
belonged since 1110 to the Chapter at Cracow.21  From the second half of the century dates 
the landmark Missal of the Canons Regular of St. Augustine at Seckau in Lower Styria 
(Austria),22 a region that in 1278 Rudolf I of Habsburg would claim as an hereditary 
Habsburg possession.  The missal incorporates three prayers to Joseph, which would recur in 
subsequent missals at this foundation and which invoke the saint in the Secreta as nutritor.  
In the calendar of this missal, the feast is titled Ioseph nutricij domini.  Nutricius, likewise 
meaning mentor and advisor, as of a young ruler,23 will figure as an alternative formula to 
nutritor in the succeeding centuries.24     
     Notable thirteenth-century manuscripts that include St. Joseph as nutritor Domini are the 
necrology of the Benedictines of Wroclaw, a calendar of the Benedictines of Ellwangen 
(diocese of Augsburg), a martyrology of the Benedictines of Trier, and a missal from 
Salzburg.25  Two further missals from Seckau include the three prayers contained in the 
twelfth-century missal just noted26 and likewise employ the title nutricius, found as well in a 
calendar from Alsace.  Also from the thirteenth century dates the remarkable manuscript 
from the Benedictine Abbey of St. Lawrence at Li•ge that contains a complete Office in 
honor of Joseph, including musical notation, and significantly articulates his ecclesial role.27   
     Indeed it is during the thirteenth and fourteenth centuries that recognition of the ChurchÕs 
debt to Joseph, as protector of Mary and thus of the Church -- typology that appears already 
to have taken visual form in the later twelfth28 -- emerges in commentary by the Dominican 
scholastics Thomas Aquinas and Albert the Great and the Franciscans Peter John Olivi, 
Ubertine of Casale, and Bartholomew of Pisa.29   At Orvieto in 1324, the Servi di Maria 
embraced the feast of Joseph for celebration, as a double major, throughout their Order.30  
Although the evidence of liturgical books is scanty, it is likely to have been adopted by some 
Franciscan communities as well during the fourteenth century,31 which also sees marked 
increase in the number of extant listings of JosephÕs feast day, the more frequent inclusion of  
hymns, and greater diversity in the types of liturgical texts in which listings appear.32  
ÒNutritor DominiÓ is known in two fourteenth-century calendars used at Bamberg and one at 
Strasbourg, three breviaries of Cracow, and one of the Augustinian monastery at Herdt 
(diocese of Spire); a missal from Bamberg, one from Nysa (Wroclaw), eight from Wroclaw, 
another from a Polish church, one from Presburg, and three from Hungary as well as a south 
German psalter and martyrologies from Rieti, the Augustinians at Rome, and the Franciscans 
of Nysted (Denmark).  Concurrently, the alternate Ònutricius DominiÓ recurs at Seckau in a 
calendar, a breviary, a liturgical directory, and the directory of the president of the choir.  It is 
also found in three missals of the Benedictines of St. Lambrecht, in upper Styria, a calendar 
of the bishopric of Linkšping (Sweden) and one of RibeauvillŽ (Alsace), and a necrology for 
the hospital of Saverne (Alsace).   A breviary of St. GeorgeÕs Church at Prague designates 
Joseph as sponsus in its calendar, but contains the seven-stanza hymn Iste nutritor Domini 
sacratus that will be repeated in a breviary printed in Nuremburg between 1492 and 1509.33 
     Before addressing the fifteenth and sixteenth centuries, we may note the introduction in 
various fourteenth-century representations of the Nativity of the motif of Joseph cooking, 
importantly recognized by Sheila Schwartz as a tribute to JosephÕs role as nutritor.34  An 
example, recently published by Adelaide Bennett, is the leaf, with text for Christmas Day 
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Matins, from an Antiphonary probably produced in Tournai, near Li•ge, during the second 
quarter of the century and showing a haloed Joseph kneeling at a brazier outside the stable 
and stirring the pot; the lower margin of the page, where the Incarnation is depicted, is 
meaningfully adjoined to the initial I of the notated Responsory, In principio erat verbum. 35 
We may further observe that JosephÕs placement on the foliate limb as Òobserver of the 
sceneÓ evokes his standing in grace as first witness to the Incarnation.    
     It is also during the fourteenth century, as Schwartz demonstrated, that the iconography of 
the ÒRest on the FlightÓ emerges, specifically in the contexts of JosephÕs ecclesial role and 
title nutritor Domini.  The ÒRest,Ó although based on an episode recounted in the Early 
Christian apocryphal Gospel of Pseudo-Matthew, is not previously known as a subject in art.  
When it first appears, the literary emphasis on the Christ Child as the agent of a miraculous 
provision of food and water is shifted to pictorial emphasis on Joseph as provider.  Most 
notably, the innovative scene forms part of Master BertramÕs multi-paneled, two-sided 
altarpiece for the church of St. Peter in Hamburg, a work that dates from between 1379 and 
1383 and addresses manÕs sinfulness and subsequent redemption through Christ by mediation 
of the Church (Fig. 4).  While we recall OliviÕs commentary that ÒJoseph represents God the 
Father or Christ because he is the spouse of the Church; he is also the type of the bishops, 
spouses of the ChurchÉ and image of the Roman pontiffsÉ,Ó we observe that BertramÕs 
prominent figure of Joseph is provided with St. PeterÕs key, suspended from his belt, and 
thereby identified as Protector of the Church.  Further, the painting enthusiastically celebrates 
JosephÕs invocation as nutritor Domini, emphasizing his magnanimity and caring.  He is 
portrayed opening a fruit, food container, or loaf of bread with his teeth while extending a 
canteen to Mary; the Infant nurses at her breast, and the donkey that has carried them from 
Bethlehem dines on the fodder provided for him below.36  We may further observe that the 
canteen is emphatically displayed at the center of the composition, visually echoing MaryÕs 
exposed breast and reminding us of her need, in human terms, for the replenishing liquid that 
Joseph offers.  It is by reference to her having suckled Christ in infancy that Mary will appeal 
to him in heaven for leniency for her devotees.  In ministering to Mary here -- in her roles as 
mediatrix, nutrix omnium, and the Church -- Joseph, too, is shown to minister to all 
mankind.37    
     Granted the long-rooted history and continuing invocation of our saint as nutritor Domini, 
we may surely expect that these meanings, or messages, continued to resonate with JosephÕs 
devotees and the patrons of such later images, for example, as the Austrian or Bohemian 
woodcut of c. 1430, where the Virgin lactans is shown crowned and enthroned as Queen of 
Heaven while the haloed Joseph prepares a meal,38 or during the sixteenth-century, the 
innovative composition that combines the Earthly and Heavenly Trinities, represented by 
Ludovico MazzolinoÕs of 1516 and the Lisbon altarpiece of c. 1517 by one of the Antwerp 
Mannerists, where we note that an angel holds the bowl of cherries, symbolic of the delights 
of heaven, while Joseph is shown reading a book.39  The latter motif in various sixteenth-
century paintings has rightly been associated with Isidoro IsolaniÕs characterization of Joseph 
as a man of great learning, but I believe that it may also be seen simply to evoke his role as 
educator and counselor (nutritor, nutricius) encompassed in the liturgical listings of his feast 
discussed above.  In Paris BordonÕs Madonna and Child with Sts. Joseph and Catherine, 
JosephÕs gift of fruit again parallels the orb of MaryÕs breast;40 in Paolo VeroneseÕs 
altarpiece, Joseph sits close by the Virgin, holding both flask and porringer.41  The same 
masterÕs fresco depicting Joseph offering Mary a bowl of food with a spoon occurs a room, 
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in the house of Daniele Barbaro, patriarch-elect of Aquileia, dominated by a ceiling fresco 
showing Faith instructing Charity, who shelters a needy beggar, a juxtaposition that arguably 
anticipates an early seventeenth-century French sermon exhorting the feeding of the poor in   
imitation of St. Joseph in his capacity as nutritor Domini.42 I would argue as well that the 
central background motif in Pieter AertsenÕs innovative Antwerp Meat Stall, where Mary, 
seated on the donkey that Joseph leads, distributes bread to the people, must surely manifest 
the same exhortation.43  The association of the ÒRest on the FlightÓ with cult veneration of St. 
Joseph is in any case significantly affirmed in the early sixteenth century, as long recognized, 
by the title page of the Office commissioned by Bishop Albrecht of Bavaria, written by the 
humanist theologian Jakob Wimpheling, and published in Strasbourg in 1504 (Fig. 5), and by 
CorreggioÕs altarpiece commissioned by a St. Joseph confraternity founded in 1516 and 
installed in 1530 at a St. Joseph altar in the church of San Sepolcro in Parma.44  It is also 
revealing that, whereas BordonÕs picture was almost certainly created for private devotion in 
a domestic setting, it has hung for decades, on deposit from the Pinacoteca di Brera, in an 
ecclesiastical setting:  the chapel of St. Joseph in the church of Santa Maria delle Grazie in 
Milan. 
     The fifteenth century brings the highly influential efforts, toward augmentation of St. 
JosephÕs cult veneration, of Jean Gerson, Pierre dÕAilly, Bernardine of Siena, and Antoninus 
of Florence, followed by Sixtus IVÕs incorporation of JosephÕs feast into the calendar at 
Rome and promulgation of the cult, notably by Franciscan Observant preachers through 
sermons and printed calendars.  The listings of the feast in liturgical manuscripts proliferate 
dramatically as the century advances.  Although they are too numerous to detail here, we 
may note a surge in their incidence in Franciscan and Carmelite texts and the continuing 
frequency of the designations nutritor Domini and nutricius Domini. 45  Joseph is also found 
designated as alumnus in one listing, pater Domini putatus in another, and patriarcha, a title 
already known in one fourteenth-century breviary,46 in eight.47    
     Neither GauthierÕs study of liturgical manuscripts nor Blaine BurkeyÕs of printed 
calendars from the later fifteenth-century48 extends into the sixteenth, but various sources 
suggest the continuing currency of the nutritor Domini title.  We encounter it not only in the 
Office from Strasbourg, whose author was in fact active in the publication of GersonÕs and 
Pierre dÕAillyÕs writings,49 but also, in conjunction with sponsus Mariae, at the start of the 
Compilatio by the Dominican Bernard of Luxemburg (d. 1535), published in Cologne in 
1510,50 as also in the printed Office of c. 1480 in Solothurn.51  Isidoro Isolani, in his 
monumental Summa de donis Sancti Joseph published in 1522, explicates JosephÕs status as 
nutritor Domini as among his gifts.52   In Bernardino da FeltreÕs autograph matricula of the 
St. Joseph confraternity founded in 1487 at the Chapel of Holy Ring in PerugiaÕs Cathedral, 
which PeruginoÕs Sposalizio altarpiece adorned, Joseph is invoked as Ònutricio e 
governatoreÓ as well as Òglorioso patriarchaÓ and Òsponso.Ó53   Similarly, on 19 March 
1528, the minutes of the Town Council of Parma would adopt ÒIl glorioso santto Josepho 
Nutritio del nostro RedemptoreÓ as patron saint of the city and resolve to build an altar and 
chapel in his honor in the church of Santa Maria della Steccata.54  Soon after, Correggio 
would paint the robust figure, attired in travel clothes and equipped with provisions for the 
flight into Egypt, prominently situated on one of the four squinches supporting the dome of 
ParmaÕs Cathedral.55  The legacy of JosephÕs invocations as nutritor and nutricius is likely 
reflected in his later selection as patron of certain food guilds, such as the vendors of lasagna 
and pasta (lasagneri) and of milk and dairy products (pestrinari) in Venice; indeed, 
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Benedetto CodaÕs pala for a new chapel of St. Joseph in RiminiÕs Cathedral had in 1514 been 
jointly commissioned by the Canons of the Cathedral and the bakersÕ guild (Compagnia dei 
Fornai).56   
     The dedications just noted at Perugia, Rimini, and Parma well represent the ever-
expanding body of archival evidence that attests to explosions of activity in the cult 
veneration of St. Joseph in northern and central Italy between Sixtus IVÕs attention to the 
feast in the 1470s through the early 1540s, particularly during the first three decades of the 
sixteenth century.57  Joseph is known from documents to have been adopted as civic 
protector at Pistoia, Udine, Sal˜, Asola, Faenza, and Parma, and along with public 
celebration of his feast day, at Milan, Ferrara, Perugia, Bergamo, Venice, and Genoa.  
Further documents attest to the establishment in JosephÕs name of numerous confraternities 
of devotion, altars, chapels, churches, and religious houses, and at least one hospital and one 
orphanage.  St. Joseph sanctuaries already existed in Parma, Bologna, Todi, and Novara, and 
between 1493 and the publication of IsidoroÕs Summa in 1522, new churches named for St. 
Joseph were founded in Verona, Padua, Belluno, Milan, the dioceses of Padua, Vicenza, and 
Bergamo, Venice, Florence, Bassano del Grappa, Carpi, Urbino, Brescia, Genoa, Siena, 
Piacenza, and Laipacco (Tricesimo).  By 1540, two had been founded in Rome.  Father 
StramareÕs and my current combined list of St. Joseph societies dating from this period 
includes over fifty, most founded by 1525, and the documented St. Joseph altarpieces from 
Renaissance Italy that I have assembled now number forty-two, including the three already 
noted:  PeruginoÕs and CodaÕs Sposalizi and CorreggioÕs Rest on the Flight.58  Among them 
are other Sposalizi and single standing figures of Joseph holding the flowering rod, both 
types obviously signaling his title sponsus Mariae.  Others represent Joseph standing and 
holding the Child, signaling his titles nutritor, patriarcha, and pater putatus, as does the most 
frequent vehicle for St. Joseph altarpieces at this time:  the ÒNativity with Angels and 
ShepherdsÓ that further calls attention to his role as first witness.59  Examples also include 
altarpieces where the image of Joseph appears along with those of other intercessory saints in 
company with the Madonna and Child enthroned.   
     Importantly, several dedications to Joseph in late-Quattrocento-early Cinquecento Italy 
are securely linked to episodes of social crisis:  plagues, violent outbreaks of anti-Semitism, 
and military events, particularly during the French domination of Lombardy, the Wars of the 
League of Cambrai, and the incursions of Ottoman forces in Friuli.60  That Joseph was in 
many communities eagerly embraced as a powerful civic patron and efficacious intercessor 
during times of trouble is urgently expressed in dedicatory texts from the period and strongly 
evoked by JosephÕs beseeching gesture and earnest glance of appeal to the Virgin and Child 
observed in Giovanni CarianiÕs pala for a St. Joseph chapel founded in Bergamo in 1512 and 
Lorenzo LottoÕs for a church in Sedrina.61  It is beyond reasonable doubt that the long 
overlooked fervent cult activity in late-fifteenth and early-sixteenth century Italy must 
account for the contemporary proliferation of works of art that manifest a phenomenal 
aggrandizement of JosephÕs pictorial role, regarding the prominence of his image within 
certain compositions, the sudden frequency of his inclusion in devotional Madonnas, either 
alone or with other intercessory saints, his new appearance in the Visitation,62 new inclusion 
in the heavenly court, and the rise in popularity of certain iconographies, employed in 
isolation from narrative, that specifically call attention to JosephÕs standing in grace:  as pre-
ordained Davidic spouse of Mary (Marriage of the Virgin), as recipient of the word of God in 
the three dreams (motif of Joseph sleeping) in which he is instructed on the actions that 
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constitute his role in the scheme of salvation (Flight into Egypt; Rest on the Flight), and as 
first witness to the Incarnation (Nativity with Angels and Shepherds), all bases of JosephÕs 
crown and palm of martyrdom and hence the bases of his status as intercessor for mankind.   
     Among subjects particularly conspicuous for its popularity both in Italy and Northern 
Europe is the ÒRest on the Flight into Egypt.Ó  We have already noted its appearance as 
adjunct to JosephÕs cult veneration, and it is found as well to be the subject of countless 
paintings -- independent of narrative, in both small-scale and large -- that were likely 
produced for display in domestic interiors.  The popularity at this time of the relatively new 
pictorial subject has traditionally been attributed by art historians to the emergence of 
landscape painting; indeed we must assume that such scenes were valued as demonstrations 
of artistic skill and for their restful and restorative potential, advocated by Pliny for the 
Romans, as peaceful vistas of the natural world.  But granted the urgent conviction on the 
part of numerous contemporary civic, ecclesiastic, and individual patrons that St. Joseph 
would assist them on earth and mediate on their behalf in heaven, it seems again beyond 
doubt that their primary function was to honor JosephÕs augmented status as intercessor and 
indicate the patronÕs self-identification as JosephÕs devotee.   
       The personal adoption by contemporary individuals of St. Joseph as protector -- which is 
surely expressed in Nativities by Cima da Conegliano and Lorenzo Lotto that show kneeling 
donors (respectively, the Venetian textile merchant Giovanni Calvo and the Bergamask 
patrician Domenico Tassi) embraced and guided to Christ by Joseph and expressed also in 
CorreggioÕs sizable ex voto picture St. Joseph and a Donor63 (Fig. 6) -- must also underlie the 
accelerated choice of an iconic image of Joseph for inclusion, with or without those of other 
saints, in the company of the Virgin and Child.  We must take care to recall that such works, 
as for example MichelangeloÕs Doni Tondo or RaphaelÕs Canigiani Madonna, are never 
titled ÒHoly FamilyÓ in contemporary writings; they are invariably referred to as ÒOur Lady,Ó 
or ÒLa Madonna,Ó sometimes but not always with specification of the Child and 
accompanying saints.64  We must also remember that the Holy Family devotion and the 
anachronistic, deeply entrenched application of that title to Renaissance pictures both 
proceed principally from the nineteenth century and must avoid the temptation to 
superimpose recent devotional or social concerns in our interpretations of them.  Whereas 
Renaissance artists may well have striven to convey the quotidian intimacy of Joseph with 
Jesus and Mary, a theme that proceeds from Bernard and is emphasized in the thirteenth-
century Franciscan Meditations on the Life of Christ, the fourteenth-century writings of 
Niccol˜ di Pietro Barlettaio, and Bernardine of SienaÕs sermon on St. Joseph in the 
fifteenth,65 and although expressions of paternal and filial love doubtless resonated with 
Renaissance viewers, again, the inclusion of Joseph must primarily bespeak his capacity as 
potent mediator in the eye of the individual who commissioned or owned the work.  When 
we note three variants of a half-length Madonna designed by Francesco Francia (Berlin, 
GemŠldegalerie; formerly Volterra, private collection; Berlin, private collection),66 for 
example, we may reasonably assume the patronÕs personal devotion to Joseph in the two 
where his image is added and, alternatively, the patronÕs personal devotion to the 
unidentified female saint added to the third, or note that the addition of Joseph to a variant of 
CimaÕs much-copied Paris Madonna67 must signal the patronÕs wish to honor Joseph as well 
as Our Lady and, in the comparison of another half-length Cima Madonna prototype with 
two variants where a single saint had been added (unknown location; Moscow, Pushkin 
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Museum), that one patron elected to venerate St. Anthony of Padua and the other, St. 
Joseph.68    
     Further, we know that the Florentine Cardinal Alemanno Adimari, who under GersonÕs 
influence instituted two feasts of Joseph in 1414 in the provinces of Rheims, Sens, and 
Rouen, commissioned for his burial chapel in Rome a now-lost half-length image of the 
Madonna and Child with Sts. Benedict and Joseph.69  The presence of Joseph in a Madonna 
attributed to Antonio Vivarini  c. 1455 likewise suggests personal investment in the saintÕs 
veneration by the patron whose coat-of-arms on the parapet likely identifies him as a member 
of the noble Collalto family of Treviso,70 where a St. Joseph chapel would be founded in the 
Duomo in 1480.71  An inscription identifies the Bolognese patron of FranciaÕs Madonna with 
St. Joseph in Berlin, Bartolomeo Bianchini,72 and his apparent devotion to Joseph is fully 
credible given the long-standing veneration of the saint in that city.73  I believe that the same 
argument may be brought to bear on RaphaelÕs often copied Madonna (Fig. 7) that was likely 
commissioned by Julius II or a member of his entourage; during the PopeÕs critical and 
widely publicized illness of August 1511, he may have kept the picture in his bedchamber to 
assist his prayers, and the work is known to have subsequently been displayed on feast days 
during the sixteenth century, along with RaphaelÕs portrait of Julius, in Sta. Maria del 
Popolo, the church in Rome much favored by his uncle Sixtus IV, where Julius had chosen to 
make his first public appearance, on the vigil of the feast of the Nativity of the Virgin, 
following his recovery from the dire illness just noted.74  That RaphaelÕs figure of Joseph was 
literally added, as known from x-radiography, during or close in time to the execution of the 
figures of the Madonna and Child, considered in conjunction with concurrent heightened 
activity in St. JosephÕs cult, may well suggest the PontiffÕs personal status, or that of a well-
wisher close to him, as the saintÕs devotee.75  Judging from the diptych of c. 1525-30 by 
GossaertÕs follower Jan Cornelisz Vermeyen, which juxtposes the portrait of Cardinal ƒrard 
de la Marck of Li•ge with a Raphaelesque Madonna that likewise incorporates Joseph at the 
upper right,76 I would propose that the Cardinal, one of the richest and most powerful 
Netherlandish prelates of the sixteenth century, may also have venerated St. Joseph.   
       Indeed numerous half-length images of Our Lady with St. Joseph appear in early 
sixteenth-century Netherlandish painting,77 not surprisingly in view of the long-term 
recognition of JosephÕs feast noted for Utrecht, Li•ge, and northern Europe in general; the 
iconographic innovations in Tournai; the printed offices noted above, the printed editions of 
GersonÕs and dÕAillyÕs works, the publications of Bernard of Luxemburg and Isidoro 
Isolano; and further, the printing c. 1490 of the Historie van den heiligen patriarch Joseph by 
the society of the Brothers of the Common Life at Gouda78 and the adoption of Joseph as 
patron in 1523 by the Flemish Province of the Franciscan Observants.79  Notable are the 
several Madonnas by the Antwerp-based painter Joos van Cleve, whose depictions of Joseph 
characterize him not only as traveler or witness, or provide him with the virginal lily that will 
in the eighteenth century become a standard attribute, but also depict him reading, as in the 
Antwerp Mannerist altarpiece noted above, in acknowledgement of his role as JesusÕ teacher 
and counselor and as the learned scholar of Isidoro IsolaniÕs closely contemporary Summa.80  
These works, too, must signify the individual patronÕs embrace of Joseph as mediator, as 
must GossaertÕs much-copied Houston panel showing the Virgin with St. Joseph as witness; 
in that in Bilbao, where JosephÕs fortitude as traveler is evoked by his ample hood81; and the 
central panel of our triptych (Fig. 2) whose patron presumably was Charles V or someone 
close to him.82  As noted at the start, this composition, too, conforms generally to the genre 
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of half-length Marian devotional images that include Joseph but also, as if to emphasize the 
patronÕs devotion to ÒSanctus Joseph nutritor Domini,Ó bears narrative implications of the 
Rest of the Flight.  Closely akin to JosephÕs gesture, for example, is that of the saint in Lucas 
van LeydenÕs engraving of c. 1508 (possibly a ÒReturn from EgyptÓ),83 where JosephÕs 
massive figure, his expansive drapery, and the shrubbery behind him constitute a visual 
bulwark of protection for Mary and her Child.  Joseph similarly proffers a fruit in Quentin 
MetsysÕ Rest on the Flight that originally formed part of the multi-paneled altarpiece of the 
Seven Sorrows of the Virgin painted between 1509 and 1513 as a royal commission for a 
Clarissan establishment in Xabregas (Lisbon).84 We may further observe that the unusual and 
poignant motif of JosephÕs tears in this picture would seem to reflect the parallel devotion of 
the Seven Sorrows of St. Joseph published in Brescia in 1536 by John of Fano.85    
     GossaertÕs or his followerÕs blending, then, in the St. Louis picture, of icon and narrative 
viewed at close range conforms to the influential innovation, recognized by Sixten Ringbom, 
that developed in the Netherlands and Italy during the fifteenth century in relation to the 
proliferation of indulgenced portrait-like icons of the face of Christ, seen close-up as through 
a window, that are based on the description in the Lentulus letter and on the Mandylion and 
Veronica relics.86  Not only are the robustly plastic figures here viewed close-up, but the 
artist has deployed his perspectival skills to thrust them forward from the neutral black 
background toward our space, commanding our participation as perpetual witnesses to 
Christ.  Looking further, we note that JosephÕs gesture recalls the motif of Adam and Eve 
jointly clutching the apple in GossaertÕs powerful drawing of the Fall of Man.87 The 
prominent fruit Joseph holds may further allude to Christ as the New Adam and Mary as the 
New Eve,88 and hence to the restoration of Paradise, a theme that may well also be 
acknowledged through the lush foliage and contented wildlife in TitianÕs majestic Rest on the 
Flight.89  If the prominent fruit depicted is instead a pomegranate, we should note the 
frequent symbolism of the latter as the Church and recall JosephÕs role in exegesis and 
devotion as protector of the Church.  An analogy for the iconic close-up with implications of 
the Rest is the probably somewhat earlier panel from the workshop of Gerard David, where 
Jesus already holds a fruit and Joseph stands ready with two more.  A slightly later play on 
the theme occurs in Aertgen van LeydenÕs triptych for Count Henry of Nassau, c. 1535, 
where the kneeling figure of Joseph presenting the fruit to Jesus is emphatically echoed by 
the praying pose of the donor portrayed in the left-hand wing.90 
    Produced in a period of intensely heightened attention to JosephÕs cult, the St. Louis 
triptych appears, then, to signal CharlesÕs personal veneration of the saint through inclusion 
of Joseph in the central panel, through added emphasis on his role in the scheme of 
redemption by allusion to the Flight and the Rest, and through pictorial reference to JosephÕs 
liturgical title nutritor Domini.  Further support for this assumption is provided by the very 
nature of the category of the small portable triptych to which the work belongs.   A large 
number of Flemish examples dating from the second half of the fifteenth century and 
beginning of the sixteenth are preserved.91  They are believed to have been displayed in 
private rooms of residences and used to assist the individual owner in his or her private 
devotions; with the shutters closed, small triptychs could be carried while traveling and used 
while their owners were residing abroad.   The central panel most often portrays the Virgin 
and Child although images of Christ and narrative scenes are also found.  The devotional 
nature of the imagery is at times supplemented by inscribed prayers, again presumably as 
aids to private prayer and meditation.  The exteriors of the wings might depict holy figures or 
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bear abstract ornamentation, as is the case for the St. Louis triptych.   The highly personal 
character of small portable triptychs is frequently indicated by the inclusion in the frame or 
lateral panels of coats-of-arms, inscriptions identifying the owner, and images of eponymous 
saints, often in close conjunction with the ownersÕ portraits, a convention seen also in 
contemporary altarpieces.          
     Charles VÕs probable veneration of St. Joseph, then, during the later 1520s, may be further 
examined with reference to specific biographical data.92  Best remembered for the 
remarkable extent of his hereditary holdings and for his steadfast piety, he was born in Ghent 
and raised at the court of Brussels by Margaret of Austria; his education in piety was 
entrusted by his grandfather Maximilian I to the humanist cleric whose career Margaret 
encouraged:  Adrian of Utrecht, later Pope Adrian VI.93  From his father, Philip the Fair, 
Charles in 1506 had inherited vast territories in the Netherlands and Burgundy; in 1516, he 
would inherit Spain and her territories, as King Charles I, from his grandfather Ferdinand; in 
1519, at the death of Maximilian, Charles would inherit the Hapsburg lands in Austria, where 
we recall that JosephÕs feast had been acknowledged at Seckau since the twelfth century.  In 
the same year, Charles bid for and obtained the throne of the Holy Roman Empire that 
Maximilian and his Habsburg ancestors had held for centuries.  In this capacity, and as urged 
by his grand chancellor Mercurino Gattinara, Charles doubtless came to consider himself the 
divinely appointed leader of Christendom in the face of Ottoman military aggression and the 
rise of Protestantism, most decisively in his statement to Luther at the Diet of Worms in 
1521.   The mission to convert (or expel) the Jews continued during the sixteenth century to 
be pursued by Catholics and Protestants alike.   
     We recall St. JosephÕs by now long articulated role as Protector of Mary and hence the 
Church, the attention of Sixtus IV to JosephÕs feast within three decades of the Fall of 
Constantinople, the specific foundations of altars in St. JosephÕs name in Italy in response to 
outbreaks of anti-Semitism and Ottoman invasion, and note further Bernard of LuxembourgÕs 
and Isidoro IsolaniÕs quick responses to Luther.94  We may also point out that Cardinal de la 
Marck, mentioned above, was not only a supporter of Charles but the trusted advisor of his 
aunt Margaret of Austria; devoted to combating Lutheranism, he was named inquisitor for 
the Netherlands in 1525.95  Above all, we recall Isidoro IsolaniÕs concluding message in his 
dedicatory address to Adrian VI of his Summa -- inscribed on Pentecost, 1522 -- that through 
augmented veneration of St. Joseph Ò..., the authority of the Church Militant will receive a 
great power from on high, and when peace is restored to it, it can spread the water of baptism 
over the barbarian nations and preach the name of Christ to all people. Thus, by the 
intervention of the spouse of the Queen of Heaven, by him who received from on high the 
name [Father of God], most beautiful Asia, abandoning Muhammad, will bow beneath your 
scepter, and it will be venerated by Jerusalem which crucified Our Lord Jesus, before whose 
divinity trembles the army of angels in heaven.Ó96  That Charles V, often embattled leader of 
Christendom, would embrace St. Joseph as among his personal patron saints during the 
1520s, is fully credible.   Although I would stop short of suggesting that Charles intended to 
identify himself pictorially with the saint,97 as his grandfather Maximilian I had identified 
himself with St. George as soldier of Christendom, I believe nonetheless that it would be 
remiss not to mention, first, the general similarity of JosephÕs beard in GossaertÕs panel with 
the EmperorÕs own, or that of the fashionable cluster of jewels at the forehead of the Queen 
of Heaven with those seen in portraits of Queen Isabella98 and, second, in furtherance of 
SchadeÕs suggestion of possible dynastic implications, the remarkable family portrait painted 
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by Bernhard Strigel (1516-20; Fig. 8),99 where Maximilian and his wife Mary of Burgundy, 
their son Philip, their grandsons Charles and Ferdinand, and MaximilianÕs adopted son Louis 
of Hungary and Bohemia are identified in inscriptions as members of the ÒHoly Kinship of 
St. Anne,Ó a devotion with considerable currency in the Netherlands and Germany from the 
later fifteenth-through early-sixteenth centuries.100   
     A key figure in the highly significant establishment of JosephÕs cult in the New World 
was the Franciscan lay brother Pieter van der Moere of Ghent (1490-1572; Fig. 9), who is 
believed to have been an (extra-marital) uncle, great-uncle, or half-brother of Charles V and 
to have been educated by the Brothers of the Common Life, whose History of Joseph has 
been noted and with whom the future Pope Adrian, CharlesÕ early mentor, had also been 
associated.101  Pieter may have known Adrian at court and in Louvain when the latter served 
as Vice-Chancellor of the University.102 Charles and the future Pope Adrian were already in 
communication by 1521, when Adrian, then a Cardinal and Bishop of Tortosa, was serving 
as CharlesÕ regent in Spain, about sending Franciscans to evangelize the population of 
MoctezumaÕs empire.103  In 1522 Pieter, soon to be known as Fray Pedro de Gante, traveled 
with two fellow Franciscans from the Netherlands to Spain to request delegation for the task.  
The first Christian missionaries to the New World, they departed the following year for the 
newly conquered Mexico City, where Fray Pedro founded the church of San JosŽ de BelŽn, 
known to have been in use by 1527,104 a date perhaps coincident with the production of our 
triptych.  With reference to his naming of this important church in honor of St. Joseph and in 
consideration of the ensuing promulgation of JosephÕs cult in Mexico, John McAndrew, 
notably followed by Joseph Chorpenning, observed that Fray Pedro is likely to have read 
GersonÕs writings on Joseph, then popular and in print,105 and that the Flemish Franciscans 
had embraced Joseph as universal patron in 1523 as noted; McAndrew further hypothesized 
that Fray Pedro may have departed from Madrid equipped with a copy of IsidoroÕs  Summa 
de donis Sancti Joseph, which we remember was printed in 1522 and dedicated to then Pope 
Adrian VI.106  Fray PedroÕs knowledge of the earlier Flemish History of Joseph is surely 
probable.  It is sometimes said that during his year in Madrid Fray Pedro was the EmperorÕs 
confessor; their continued communication is attested by correspondence in 1552.107   In 
noting Pieter of GhentÕs devotion to St. Joseph and his familial ties to the Holy Roman 
Emperor, I recommended in 2001 that precedents for Habsburg embrace of JosephÕs 
patronage in the later seventeenth century might fruitfully be explored.108  I would now urge 
that the portable triptych in St. Louis, presumably intended for Charles V, near legendary 
Defender of the Faith, constitutes further impetus for the investigation.    
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Figure 1.  Johann Martin Lerch, The “Holy 

Family” and the Imperial Family, colored 
engraving, before 1684 
             

 
 
 
 

 

 
 
Figure 3.   Peter Paul Rubens, 1628, after 
TitianÕs 1548 Portrait of Charles V and Isabella, 
Madrid, Museo Nacional del Prado 
 
 
 
 
 

 
     
 
 
 
          

 
 
Figure 2.  Jan Gossaert (or follower or 
workshop), The Virgin and Child with St. Joseph 

and Coats of Arms of Charles V and Isabella of 

Portugal, c. 1526-30, Saint Louis Art Museum 
 
 

 
 
Figure 2.  Master Bertram, The Rest on the 

Flight into Egypt, 1379-83, panel, from the 
ÒGrabowÓ Altarpiece, Hamburger Kunsthalle 
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Figure 3.  The Rest on the Flight into Egypt, title 
page of Jakob Wimpheling, Office of St. Joseph, 
Strasbourg, 1504 
                                            

 
 
Figure 7.   Raphael, The “Madonna di Loreto,” c. 
1509, Chantilly, MusŽe CondŽ 
 

 
Figure 9.   Bust of Fray Pedro de Gante below the 

church of San José de Belén, page from the 
Codex Osuna, c. 1565-8, Mexico City. 

                                         
  

 
 
Figure 6.  Correggio, St. Joseph and a Devotee, c. 
1529, Naples, Museo e Gallerie Nazionali di 
Capodimonte 

 

 
 
Figure 8.  Bernard Strigel, Emperor Maximilian 

I with his Family, after 1515, Vienna, 
Kunsthistorisches Museum 
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     *I would like to dedicate this paper to Padre Tarcisio Stramare and to the memory of P•re Roland Gauthier 
in gratitude for their help and friendship over many years.  I warmly thank Dr. Judith Mann, Curator of 
European Art to 1800 at the Saint Louis Museum of Art, for recently calling my attention to the picture.  I am 
extremely grateful as well to Dott.ssa Eveline Baseggio for her excellent and painstaking Italian translation of 
this paper and to the Hirsch Library of the Museum of Fine Arts, Houston for their many courtesies. 
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Museum, 15 March 2009) that the bread and canteen may further denote the Eucharist.  This understanding 
would again call to mind OliviÕs typology of Joseph as Òtype of the bishops, É .Ó quoted above. 
38 Richard S. FIELD, ÒThe Holy Family,Ó 133-7, cat. no. 29 in Peter W. PARSHALL et al., Origins of European 
Printmaking: fifteenth-century woodcuts and their public, exh. cat., Washington, National Gallery of Art, 
Nuremberg, Germanisches Nationalmuseum, 2005-2006, Washington, 2005; see for review of the extensive 
bibliography and challenge of the previous title ÒRest on the FlightÓ (as also SCHMIDT 1980, 158).  ÒHoly 
Family,Ó however is anachronistic and best avoided for images of the period as noted further below.   
39 For MazzolinoÕs picture (Munich, Alte Pinacothek) see WILSON 2001, 68-9, 78, 84-5, 89, pl. 56, and as 
precedent for the frequent post-Tridentine formula (for which Joseph F. CHORPENNING, O.S.F.S. ed., The Holy 
Family as Prototype of the Civilization of Love: Images from the Viceregal Americas, exh. cat., Philadelphia, 
Saint JosephÕs Univeristy, Philadelphia, 1996; see also Marjory Bolger FOSTER, The Iconography of St. Joseph 
in Netherlandish Art, 1400-1550, Ph.D. diss. University of Kansas, 1978 [Ann Arbor, 1979], 235-9 and fig. 71 
for a sixteenth-century Netherlandish woodcut).  For the altarpiece (Lisbon, Museu Nacional de Arte Antiga), 
formerly ascribed by some scholars to Gossaert, see especially Walter S. GIBSON, ÒJan Gossaert: the Lisbon 
triptych reconsidered,Ó Simiolus, 17:2/3 (1987), 79-89 for attribution, dating, and related compositions.  For the 
association of the motif with Isidoro Isolani, see ibid., n. 30 and further WILSON 2001, 44, 57, 63, 85-6, n. 109 
on 212; n. 110 on 212-3, n. 218 on 227; the book may also have prophetic connotations.  The Lisbon altarpiece 
and the works by Pieter Aertsen and Quentin Metsys noted here below will be the subject of a separate study. 
40WILSON 2001, 66; see Giorgio FOSSALUZZA, 86-7, cat. no. 42, in Federico ZERI ed., Pinacoteca di Brera:  
Scuola Veneta, Milan, 1990 for a dating c. 1548-50 and for its location prior to 1650 in the personal collection 
of the Archbishop of Milan, Cardinal Cesare Monti.  
41 1572, Sarasota, John and Mabel Ringling Museum of Art; WILSON 2001, 66-7, pl. 54.  
42Villa Barbaro, Maser, c. 1560-61; see WILSON 2001, 67 and nn. 242, 243 on 229. 
43 1551, Raleigh, North Carolina Museum of Art.  See the excellent study of Charlotte HOUGHTON, ÒThis Was 
Tomorrow:  Pieter AertsenÕs Meat Stall as Contemporary Art,Ó Art Bulletin LXXVI:2 (June 2004), 277-300, 
287 and n. 88 for the appearance of this motif in three other images, all executed by Antwerp artists within a 
few years, and for her observation that the motif seems not to be based on any text.   
44 First noted by SEITZ 1908, 326; see WILSON 2001, 67-8 and nn. 246-7 on 229-30 for further references.    
45 GAUTHIER 2002, 43-90.  
46 See ibid., 37 for the breviary of the Canons Regular of St. Augustine at Herdt containing two prayers, Òbeato 
Yoseph patriarchaÓ and ÒYopseh nutritij Jhesu,Ó and further below.   
47 Note 16 above, NIERMEYER & van der KIEFT 2002, v.1, 50 give teacher (magister) as the second meaning of 
alumnus; for Joseph as alumnus Salvatoris & Redemptoris nostri in the patriarchal license of 10 November 
1512 relating to the foundation in June of that year of S. Giuseppe di Castello, Venice see WILSON 2004a, 302 
n. 91. 
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48 BURKEY 1971. 
49 See especially BARTH 1970, 52, 56-9, 82 ; SCHWARTZ 1975, 94-5; see recently Larry SILVER, Marketing 
Maximilian:  The Visual Ideology of a Holy Roman Emperor, Princeton, 2008, vii, 107-8, and 233 for 
WimphelingÕs support of Maximilian as defender of the Church and his call for a crusade against the Turks.  
50 Compilatio...in reco[m]mendatione[m] Beati Ioseph sponsi Christifere Virginis ac nutricij D[omi]ni nostri 
Iesu (Cologne, 1510); see James J. DAVIS, O.P., ÒThe Compilatio of Friar Bernard of Luxembourg, O.P.Ó, 
Cahiers de Josephologie 25 (1977), 323-35. 
51Richard S. FIELD, "A New Woodcut of Saint Joseph by Ludwig of Ulm," Cahiers de JosŽphologie 17:2 
(1969), 237-72, for the woodcut pasted into a breviary published in Basel in 1478; further on this iconographic 
type, see HEUBLEIN 1998, 177-8, 183; WILSON 2001, n. 246 on 229. 
52 Part II, Ch. 4 (Ed. AmŽdŽe CHAILLOT , including French translation, Avignon, 1861 2 vol., v. 1, 199);  
quoted in WILSON 2001, n. 5 on 194, which see also for explication of usage of the title with reference to  
JosephÕs Òfatherhood.Ó  IsidoroÕs Summa is recognized as the first scholastically argued treatment of St. Joseph  
(it is composed of numerous chapters each devoted to a highly specific topic and listing, discussing, and  
offering precedents for component tenets and providing argument both for and against, followed by  
conclusions); two recent books (2004, 2005) identify the Summa, rather, as the first Òscholarly bookÓ on St.  
Joseph, a statement that is misleading and inaccurate.  
53 ÒIo frate Bernardino da Feltro ordinis Minoroum parvulus et pauperculus offeriscomi ad essere de la fraternita 
e compagnia de glorioso patriarcha Sancto Ioseph sposo virgineo de la immaculata Vergine Maria, nutricio e 
governatore de lo Signor nostro Iesu Christo.Ó (Biblioteca Comunale Augusta di Perugia, ms. 3106, c. 1 v.); see 
Giovanna CASAGRANDE, ÒLa compagnia di San Giuseppe come specchio della cittˆ (1487-1627),Ó 85-99 in 
Il Santo Anello.  Leggenda, storia, arte, devozione, Perugia, 2005, 87.  For the altarpiece (Caen, MusŽe des 
Beaux-Arts) and chapel see especially Jšrg TRAEGER, Renaissance und Religion:  Die Kunst des Glaubens im 
ZeitalterRaphaels, Munich, 1997, 212-383. 
54 David EKSERDJIAN, "Correggio in Parma Cathedral: Not Thomas but Joseph" Burlington Magazine 128:999 
(June 1986), 412-15, 415 and Appendix for transcription.  It may also be noted that ÒSci Joseph nutricius 
Domini salvatorisÓ is listed for 20 March in the calendar of the breviary dating c. 1450-80 of the Canons 
Regular of St. Augustine of the diocese of Reggio Emilia and that offices of Joseph are included in two 
fifteenth-century Carmelite breviaries at Parma (GAUTHIER 2002, 58, 75) 
55 EKSERDJIAN 1986, fig. 29; David EKSERDJIAN, Correggio, New Haven and London, 1997, 260, fig. 258. 
56 WILSON 2006, 910-11; pl. 6.  
57 For the foundations in honor of St. Joseph cited here below see Tarcisio STRAMARE, O.S.J., Ges• Lo Chiam˜ 
Padre: Rassegna storico-dottrinale su san Giuseppe, Vatican City, 1997, TRAEGER 1997, and the references to 
WILSON in n. 7 above. 
58 For St. Joseph altarpieces see especially WILSON 1996, 2001, and 2006; for CorreggioÕs, see EKSERDJIAN 
1997, ch. IX and further WILSON 2001, especially 67-8, 83.  
59 Also significant, with respect to JosephÕs role in devotion regarding evangelization, is the presence of the 
shepherds, for which see WILSON 2005 and Carolyn C. WILSON, ÒGiovanni Bellini e il dipinto dÕaltare.  
Solennitˆ dellÕintento, Ôpi•taÕ necessaria e devozione assoluta: la Nativitˆ e la Trasfigurazione,Ó 116-29 in 
Mauro LUCCO and Giovanni VILLA  eds., Giovanni Bellini, exh. cat., Rome, Scuderie del Quirinale, 30 
September 2008- 11 January 2009, Cinisello Balsamo, 2008, 123. 
60 WILSON 1996, 66 n. 8; WILSON 2001, 1-2, 16-20 et passim; idem 2002; idem 2004a, idem 2004b, and idem 
2005.  
61 For Cariani (Milan, Pinacoteca di Brera), see notably Francesco COLALUCCI, ÒGiovanni Cariani a Bergamo: 
La Pala di S. Gottardo e i suoi committenti,Ó Archivio Storico Bergamasco 18 (1990), 43-78; for Lotto (San 
Giacomo Maggiore, 1542), see WILSON forthcoming, fig. 8. 
62 For the Visitation see WILSON 2002, 99-102, figs. 1-4. 
63 For CimaÕs pala of c. 1509-11, see WILSON 2001, 89, 91-3, pl. 78; for LottoÕs of c. 1521, see WILSON 
forthcoming, fig. 4; for CorregioÕs picture (Naples, Museo e Gallerie Nazionali di Capodimonte, dated 6 July 
1529) see especially EKSERDJIAN 1997, 170, fig. 192. 
64 For the anachronistic and historiographically problematic designation of medieval and Renaissance images as 
ÒHoly FamilyÓ see initially WILSON 2001, n. 148 on 219 and further WILSON 2004a, 87-9 and nn. 42-4 on 306; 
the problem of anachronistic titles is a subject of ongoing study by the present author.  For the relatively late 
development of the textual usage of ÒHoly Family,Ó see also Chorpenning in CHORPENNING ed. 1996, 2-4; the 
devotion arises from the seventeenth- and eighteenth-century devotion of Jesus, Mary, and Joseph for which we 
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may note with interest the possibly ninth-century Irish prayer invoking the protection of Mary and Joseph cited 
in GAUTHIER 2002, 11.  For the ÒHoly FamilyÓ liturgy, see TOSCHI 2002, ÒFeast of the Holy Family,Ó 41-44. 
65 See WILSON 2004a, 85-7 and for references. 
66 Emilio NEGRO and Nicosetta ROIO, Francesco Francia e la sua scuola, Modena, 1998, 130-2, cat. nos. 4, 4b, 
4c, 4e.   
67 MusŽe du Petit Palais, Peter HUMFREY, Cima da Conegliano, Cambridge, 1983, 137, cat. no. 116, fig. 54; 
Federico ZERI, Italian Paintings in the Walters Art Gallery, Baltimore, 2 v., Baltimore, 1976,  v. 1, 260-1, cat. 
no. 174, pl. 125, fig. 174 (the saint has alternatively been identied as Anthony Abbot).  
68 HUMFREY 1983, figs.  93a-c (170-1, cat. no. 179; 171, cat. no. 181; 130, cat. no. 101). 
69 WILSON 2001, 33. 
70 Strasbourg, MusŽe des Beaux-Arts; Esther MOENCH, 87-8, cat. no. 17 in Giovanni AGOSTI and Dominique 
THIƒBAUT  eds., Mantegna 1431-1506, exh. cat. Paris, MusŽe du Louvre, 26 September 2008- 5 January 2009, 
Paris, 2008 ; a later date has generally been given by earlier scholars. 
71 Angelo BATTISTON, C.S.J., "Le Patronage de Saint Joseph en Italie," Actes du Congr•s d'Žtudes tenu ˆ 
l'Oratoire Saint-Joseph, MontrŽal, 1er-9 aožt 1955, Montreal, 1956, 54; see also WILSON 2001, especially 16 
and n. 103 on 188; n. 213 on 227; WILSON 2004b, 297.   
72 NEGRO and ROIO as in n. 66.  
73 For the Benedictine (later Servite) church of S. Giuseppe founded by the twelfth century, see notably Pacifico 
Maria BRANCHESI, O.S.M. "Una chiesa bolognese dedicata a S. Giuseppe dal sec. XII," Cahiers de 
JosŽphologie 19 (1971), 576-90; WILSON 2001, 11 and n. 54 on 183. 
74 See the excellent study by Bram KEMPERS, ÒThe PopeÕs Two Bodies:  Julius II, Raphael and Saint LukeÕs 
Virgin of Santa Maria del Popolo,Ó135-59 in Erik THUN¯  and Gerhard WOLF eds., The Miraculous Image in the 
Late Middle Ages and Renaissance: papers from a conference held at the Accademia di Danimarca in 
collaboration  with the Bibliotheca Hertziana, (Max-Planck-Institut fŸr Kunstgeschichte) Rome, 31-2 June 
2003, Rome, 2004; especially 135-42, 148-51 (for the recovery considered to be miraculous and for 
contemporary implications that the visit to the church was connected to it; 150 for suggestion that Julius may 
have prayed in the presence of the work during his illness), 155, 159 (for miraculous properties ascribed to 
RaphaelÕs pictures).  See also importantly Cecil GOULD, ÒAfterthoughts on RaphaelÕs so-called Loreto 
Madonna,Ó Burlington Magazine CXXI:926 (May, 1980), 337-41, 338 that the presence or absence of Joseph 
among the several copies of RaphaelÕs picture likely depends on the patronÕs preference and theological 
concerns.  
75 See WILSON 1996, 48 and 70 nn. 38, 39; WILSON 2001, n. 110 on 213 for RaphaelÕs painting and Sebastiano 
del PiomboÕs Madonna of the Veil for the patronsÕ and artistsÕ acknowledgment of JosephÕs capacity in these 
works as first witness to the Incarnation, an understanding moreover that renders comprehensible VasariÕs 
description of the former as a Òla Nativitˆ di Iesu CristoÓ (quoted in KEMPERS 2004, 141 n. 4). 
76 Cardinal ƒrard de la Marck, Bonnefantenmuseum Maastricht on loan from the Rijksmuseum, Amsterdam; 
Madonna and Child with St. Joseph, Netherlands Institute for Cultural Heritage (ICN), Rijswijk/Amsterdam, on 
loan to the Frans Hals Museum, Haarlem; see John Oliver HAND, Catherine A. METZGER, and Ron SPRONK, 
Prayers and Portraits:  Unfolding the Netherlandish Diptych, exh. cat., Washington, National Gallery of Art, 
Antwerp, Koninklijk Museum voor Schone Kunsten, Cambridge, Harvard University Art Museums, New 
Haven, 2006, 236-9, 299-300, 323-4, cat. no. 35. 
77 See Sixten RINGBOM, Icon to Narrative:  the rise of the dramatic close-up in fifteenth-century devotional 
painting, •bo, 1965, 2nd edition, Doornspijk, 1984, 94-5 and further John Oliver HAND, ÒJoos van CleveÕs Holy 
Family,Ó Currier Gallery of Art Bulletin (fall 1989), 4-25 for the important association with JosephÕs 
concurrently increased veneration.  Both authors, along with the majority of scholars here cited and as has long 
been conventional, however, view the development as if moving toward Òan iconographyÓ of the ÒHoly 
Family,Ó an idea not germane to artists and patrons of the period and one that has tended to obscure JosephÕs 
role, in representations that include him, (see WILSON 2001 n. 148 on n 219 for analogous twentieth-century 
discussions of Italian Renaissance pictures) as intercessory saint; art historians of northern painting have 
emphasized, rather, JosephÕs pictorial presence in terms of ÒhomespunÓ popular culture, which indeed is evoked 
in northern liturgical drama, or evolving family values.  However, the promotion of JosephÕs veneration, and 
commission of related works of art, by high-ranking ecclesiasts and lay nobility, as also the often aristocratic 
membership of St. Joseph confraternities in sixteenth-century Italy, is apparent from the examples here noted 
alone.     
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78 TŽlesphore BOSQUET, SS.CC., ÒPhilippe van Meron, O.F.M., et ÔLÕHistoire; de Saint Joseph,Ó Cahiers de 
JosŽphologie, XIX (1971), 497-528; FOSTER 1978, 60-4. 
79 SEITZ 1908, 210.  
80See notably HAND 1989, HEUBLEIN 1998, 169-71, ; WILSON 2001, 44, 85-6, 212-3 n. 110; WILSON 2002, 102-
3; and especially John Oliver HAND, Joos Van Cleve: The Complete Paintings, New Haven and London, 2004, 
52-6, 84-9,131-4, 152-3,cat. nos. 32-4, 63-63.8. 
81 Museum of Fine Arts, Houston; FRIEDL€NDER 1972, 96, no. 42, pl. 38; WILSON 2001, n. 2 on 175; c. 1530, 
Bilbao, Museos de Bellas Artes y de Arte Moderno, H. PAUWELS, H.R. HOETINK, S. HERZOG, Jean Gossaert dit 
Mabuse, exh. cat., Boymans-van Beuningen Museum, Rotterdam and Groeningemuseum, Bruges, 1965, 167-8, 
cat. no. 26. 
82 GONZçLEZ  GARCêA 2000, 216 suggests that it may have been a gift of Charles to his sister Mary, citing as his 
reason its Òpleasant subject matter.Ó  
83 Ellen S. JACOBOWITZ and Stephanie Loeb STEPANEK, The Prints of Lucas van Leyden & his Contemporaries, 
exh. cat., National Gallery of Art, Washington D.C. and Museum of Fine Arts, Boston, 1983, Washington, 
1983, 70, cat. no. 16. 
84 Noted in SILVER 1982, 29, fig. 6; for the panel see Martin DAVIES 191-7 in European Paintings in the 
Collection of the Worcester Art Museum, Worcester, 1974; AndrŽe de BOSQUE, Quentin Metsys, Brussels, 1975, 
140-6; Larry SILVER, The Paintings of Quinten Massys with Catalogue RaisonŽe, Montclair, 1984, 55-9, 177.  
85 Jean-Joseph LEMIRE, O.F.M. Cap., "Jean de Fano et la dŽvotion aux sept douleurs et sept allŽgresses de saint 
Joseph," Cahiers de JosŽphologie 11:1 (1963), 65-86; WILSON 2001, n. 71 on 184; TOSCHI 2006, 289.  
86 RINGBOM 1965; for the letter and relics see further John Oliver HAND, ÒSalve sancta facies:  Some Thoughts 
on the Iconography of the Head of Christ by Petrus Christus,Ó Metropolitan Museum Journal, 27, 1992, 7-18; 
Gerhard WOLF, ÒFrom Mandylion to Veronica:  Picturing the ÔDisembodiedÕ Face and Disseminating the True 
Image of Christ in the Latin West,Ó 153-79 in Herbert L. KESSLER and Gerhard WOLF eds., The Holy Face and 
the Paradox of Representation, Bologna, 1998; Christoph L. FROMMEL and Gerhard WOLF, LÕImmagine di 
Cristo dallÕacheropita alla mano dÕartista dal tardo medioevo allÕetˆ barocca, Vatican City, 2006. 
87 Marian BISANZ-PRAKKEN, no. 23 in Old Master Drawings from the Albertina, exh. cat., National Gallery of 
Art, Washington, 1984, 206. 
88 Larry SILVER, ÒThe ÔGothicÕ Gossaert: Native and Traditional Elements in a Mabuse Madonna,Ó Pantheon 
XLV (1987), 58-69, 63 with regard to the significance of MaryÕs gesture of offering the Child an apple in 
GossaertÕs Virgin and Child Enthroned of c. 1530 (Washington, National Gallery of Art); see also Jeffrey C. 
HARRISON, The Chrysler Museum, Handbook of the European and American Collections, Norfolk, VA, 1991, 
10, cat. no. 9, for the motif of the two figures jointly holding a pear in GossaertÕs Virgin and Child of c. 1525-
30.  
89 Madrid, Museo Nacional del Prado; see WILSON 2004a, 91-92 and fig. 18 for Martino RotaÕs engraving.  See 
Peter HUMFREY, Titian: The Complete Paintings, Ghent, 2007, 252 cat. no. 186 for acceptance of the Madrid 
painting as original and for a date of c. 1550-55. 
90 Formerly Paris, Collection of Martin Le Roy, sold Christie, 24 January 2003; Antwerp, Museum voor Schone 
Kunsten (see Jochen SANDER, NiedlerlŠndische GemŠlde im StŠdel 1400-1550, Mainz, 2002, fig. 33 on 74). 
91 See especially SCHADE 2001. 
92 The literature on Charles V is vast; see, e.g., Gerry BOWLER, ÒCharles VÓ in The Encyclopedia of the 
Renaissance, ed. Paul GRENDLER, New York, 1999, 6 v., v. 1, 401-5 and further Carolus 2000 (as in n. 6 above) 
and the publications cited in nn. 99, 101 below.   
93 For Adrian, see recently and for further references Sheryl E. REISS, ÒAdrian VI, Clement VII, and Art,Ó ch. 
18 in Kenneth GOUWENS and Sheryl E. REISS, The Pontificate of Clement VII:  History, Politics, Culture, 
Aldershot and Burlington, VT, 2005, 342-3.  
94 For IsidoroÕs confutations of 1519 and 1522 see WILSON 2001, 9, n. 45 on 181; BERNARD of LUXEMBOURG, 
Catalogus hereticoru[m]... , Cologne, 1526. 
95 HAND et al. 2006, 236 and for references. 
96CHAILLOT  1861, v. 1, 7:  Talibus tandem honoribus, militantis ecclesiae imperium, vim ab superis recipiet:  
qua pace ecclesiae restituta, in barbaras nationes sancti baptismatis aqua effundatur, Christique nomen gentibus 
praedicetur.  Sic tanti Reginae coelorum conjugis atque alto divini parentis nomine donati precibus adoret, 
Mahumete relicto, sceptra tua  parens Asia, qua nulla beatior ora:  venereturque Hierusalem, quae cruci affixit 
Jesum Dominum Nostrum, cujus divinitatem in excelsis, angelorum tremit exercitus. 
97 SILVER 2008, especially ch. 4: ÒCaesar Divus:  Leader of Christendom,Ó 209-45. 
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98 For TitianÕs posthumous portrait of Isabella (1648) and RubensÕ copy of TitianÕs double portrait of Charles 
and Isabella, see HUMFREY 2007, 226-7, nos. 168-9.  Also suggestive may be the angle of JosephÕs head, with 
the chin thrust forward, since CharlesÕ conspicuous jutting chin was a feature that his portraitists sought to 
downplay; CharlesÕ hair had not yet turned gray, however, and the Joseph cannot be construed as a portrait, as 
SCHADE 2001, 54 notes, observing also (n. 130) HEUBLEIN 1998, 197-202 on the representation of Joseph as a 
crypto-portrait, and further suggesting that the fruit Joseph holds symbolizes the Imperial orb. 
99Stephan DILLER, 17-19, cat. no. 4 in Stephan DILLER ed., Kaiser Karl V. und seine Zeit, exh. cat., Bamberg, 
2000 (as 1515); SILVER 2008, 209-10 (as 1520). 
100 For the ÒHoly Kinship of St. Anne,Ó and for 1500 as the peak of this devotion, see Ton BRANDENBARG, 
"Saint Anne: A Holy Grandmother and Her Children," 31-65 in Sanctity and Motherhood: Essays on the Holy 
Mother in the Middle Ages, ed. Anneke B. MULDER-BAKKER, New York and London, 1995, 43, as also for the 
commissioning of pictorial representations by royal houses, the nobility, and the clergy (see n. 2 on 60 for the 
earlier literature); see also 331-51 for Karin TILMANS, ÒSancta Mater versus Sanctus Doctus?  Saint Anne and 
the Humanists.Ó For Lucas CranachÕs altarpiece dated 1509 (StŠdelsches Kunstinstitut und StŠdtische Galerie), 
where three of the husbands bear the facial features, respectively, of Emperor Maximilian, Elector Frederick the 
Wise, and his brother Duke John the Constant, see Bodo BRINKMAN  ed., Cranach, exh. cat., Frankfurt, StŠdel 
Museum and London, Royal Academy of Arts, 2007-2008, London, 2007, 154-8, cat. no. 19.  
101See especially John MCANDREW, The Open-Air Churches of Sixteenth-Century Mexico, Cambridge, Mass., 
1965, 369-97; see also Francisco Morales, O.F.M., ÒFray Pedro de Gante, ÒLibro de colores es tu coraz—n,Ó 75-
81 in R. BALLçN , Misioneros de la primera hora.  Grandes evangelizadores del Nuevo Mundo, Lima, 1991; 
Kenneth MILLS and William B. TAYLOR eds., Colonial Spanish America:  A Documentary History, 
Wilmington, 1998, ch. 12, 81-89: see also 46, 109, 110, 117, and 133-5, fig. 12; Patricia SEED, ÒThe American 
Venture:  (from the conquest of Mexico to the Pacification of Peru),Ó 62 in Carolus V Imperator: Supplement, 
ed. Fernando CHUECA GOITIA et al., Barcelona, 1999.  
102 MCANDREW 1965, 394. 
103 Ibid., 394-5 and for references. 
104 For the church see especially MCANDREW 1965, ÒSan JosŽ de los Naturales,Ó 368-400. 
105 See above and further WILSON 2001, 186 n. 91. 
106 MCANDREW 1965, 394-5; see also CHORPENNING ed. 1996, 17-19. 
107 For an English translation of Fray PedroÕs letter requesting a hospital and eased labor requirements for the 
native population, issues that Charles subsequently addressed, see MILLS and TAYLOR eds. 1998, ch. 12 (see 87-
8 for reference to the church and school of San JosŽ, 88 for his request that Franciscan friars from Ghent to be 
sent, and 82 for reference to PieterÕs having traveled from Ghent to Spain with Charles and his then confessor, 
Father Clupion, who disembarked at Santander).    
108 WILSON 2001, 76, 192 n. 136.  

 
 

 
 
 
 
 
 
 
 


	Title Page Mom Gossart English
	Gossaert new _4_-1

