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Preface
This art-historical magazine featuring articles on sixteenth- and seventeenth-century Dutch and Flemish painting appeared regularly from 1985 to
1991. The Hoogsteder- Naumann Mercurystarted life in 1985 as a common showpiece on both sides of the Atlantic for John Hoogsteder in The Hague and
Otto Naumann in New York. At that time, Galerie Hoogsteder had been an established art dealership, of which Otto Maumann initiated an American branch
as the junior partner. It went without saying that the journal should also bear Naumann’s name, if only because he had already gained a reputation as a
scholar in the field of Dutch art.
The Hoogsteder-Naumann Mercurywas at the time launched as a tentative experiment, not realising that commercial enterprises tend to develop and
change more rapidly than scholarly endeavours. Subsequently Naumann took over the New York firm and changed the name from Hoogsteder-Naumann
Ltd, to Otto Naumann Ltd. In 1990 The Hoogsteder-Naumann Mercury was therefore renamed The Hoogsteder Mercury.
Hoogsteder & Hoogsteder are father and son - John and Willem Jan.
Willem Jan Hoogsteder (1959) has been the director of the company since 1991. He studied Art History at Utrecht University and at the Courtauld Institute
of Art in London. He obtained his doctorial degree (drs) in 1987.
John Hoogsteder (1931) has been dealing in paintings since the late 1950s. He is well known from his television appearance in the Dutch version of the
Antiques Roadshow called Tussen Kunst en Kitsch.
Hoogsteder & Hoogsteder have a high reputation. They have a name for strictly controlling the quality of their paintings. They have sold paintings to some
40 museums all over the world and to countless private collectors. In addition they organized loans for more than 80 exhibitions staged by international
museums.
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New data on Hendrick ter Brugghen
Introduction and family background
by Marten Jan Bok and Yoriko Kobayashi
Our knowledge concerning the life of the painter Hendrick ter Brugghen is very sparse.[1] Little archival material has been published, and no
additional facts of any consequence have been brought to light since the end of the last century. In 1958 Benedict Nicolson compiled the
information available at the time for his monograph on Hendrick ter Brugghen.[2] Unfortunately, Nicolson did not, in our opinion, undertake sufficient
in-depth research into the archival material, so that the errors and speculative assumptions made by his predecessors crept into his biography of
the artist.
With the aid of the new data presented below, we will attempt to redress these misconceptions and also to fill certain hiatuses in the biography of
this outstanding Utrecht painter.[3]
The consensus until now has been that Hendrick ter Brugghen's father arrived in Utrecht from Deventer in 1591, and that Hendrick himself, who was
born in 1588, was therefore born in Deventer.[4] But neither Houck, the first to have undertaken a biography of ter Brugghen,[5] nor we succeeded
in finding any evidence in the Municipal Archives of Deventer to substantiate this data. The Johan ter Brugghen, councillor of Deventer, who was
assumed by Molhuyzen to have been the artist's father,[6] was married to one Gertruidt Swaeffkens[7] at the time of Hendrick ter Brugghen's birth.
According to the manuscript-genealogy of Hendrick Richardsz ter Brugghen, the painter's grandson, the name of his grandfather's mother was
Sophia van Ruempst.[8] So Molhuyzen's Johan ter Brugghen cannot be the same man as mentioned in the genealogy. Moreover there is evidence
that the Johan ter Brugghen mentioned by Molhuyzen was still in Deventer in 1594,[9] which contradicts the assumption that the family left Deventer
in 1591. This Johan ter Brugghen cannot therefore have been the father of Hendrick ter Brugghen.
A will dated 1581 in Utrecht shows that one Jan ter Brugge, who is named Jan Egbertsz ter Brugge in later documents,[10] was married to
Feysgen Dircx, widow of Peter van Ruempst (doc. no. 3). Feysgen is the colloquial version of Sophia, and there is no doubt that this woman was
the mother of Hendrick ter Brugghen named in the aforementioned genealogy. Sophia must have married Ter Brugge shortly before, since she was
still married to van Ruempst in 1576.[11] The presence of this Johan Egbertsz ter Brugge in Utrecht and The Hague in the years after 1581 is
recorded in some detail. His name does not occur in documents pertaining to Utrecht before 1581. Houbraken's statement that Hendrick ter
Brugghen's father presumably came from the Province of Overijssel in 1581 (which until recently has been generally assumed to be a misprint for
1591) thus becomes much more plausible.[12] Houbraken's source for this information was probably Hendrick ter Brugghen's grandson, who
compiled the manuscript-genealogy, and resided in The Hague when Houbraken wrote De Groote Schouburgh. Houbraken's claim that ter
Brugghen's father left Deventer on account of “isturbances, riots and persection”,[13] proves to be plausible, because there was an upsurge of
iconoclasm there in 1580. The province of Overijssel was harassed by Spanish and Dutch troops in 1580 and 1581, which even led to an uprising
of the peasants.[14] It is therefore quite possible that Jan Egbertsz ter Brugge did indeed come from Deventer. This would also explain why
Richard ter Brugghen, son of Hendrick ter Brugghen, donated four of his father's paintings to the town of Deventer in 1707.[15]

The Jan ter Brugge whom we encounter in Utrecht in 1581 is the same as the Jan ter Brugghen the elder who is mentioned in several Utrecht
documents in the second decade of the seven-teenth century and who must have been the father of Hendrick ter Brugghen.[16] This is proven not
only by the name of his wife but also by comparing a signature of 1581 (doc. no. 3) with various other signatures dating from the years after 1613
(Fig. 1). In spite of some differences, they exhibit sufficient similarities to attribute them to one and the same individual.[17]
A third argument in favour of our proposal that this Jan Egbertszoon ter Brugge was the father of Hendrick ter Brugghen, is that the will drawn up by
Emmichgen ter Bruggen in 1595 (doc. no. 13) mentions a son named Hendrick.[18] This is the earliest known document in which the name of
Hendrick occurs.
That the attention of scholars was not drawn to Jan Egbertsz ter Brugge earlier, is probably due in part to an error committed by Houck:[19] he
published a document in which mention is made of Hendrick ter Brugghen's father (doc. no. 21). The document is signed by Jan Janszoon ter
Brugghen, and Houck jumped to the conclusion that this Jan Janszoon was therefore Hendrick ter Brugghen's father. He failed to realise that Jan
Janszoon ter Brugghen was the artist's brother, in whose presence the document was drawn up and who signed his name as a witness.
It is opportune at this point to take a brief look at the social career of Jan Egbertszoon ter Brugge, because it brings us to the presumed birth-place
of Hendrick ter Brugghen and because we can deduce from it some facts, however meagre, about the artist's early childhood.

1. Signatures of Jan ter Brugghen in the notarial deeds of 30-10-1581 (doc. no. 3) and 4-4-1614 (U009a002) in Utrecht. Photograph:
Municipality of Utrecht.
On June 20th, 1581, Jan Egbertszoon ter Brugge was appointed secretary to the Court of Utrecht (doc. no. 1), even though he was only about
twenty years old at the time.[20] This marked the beginning of his administrative career. His son Jan Janszoon ter Brugghen, who is assumed to
have been the eldest, must have been born in 1582 at the earliest. Before October 1581 Jan Egbertszoon and his wife had inherited one quarter of
a house and a yard on the north side of the Groenesteeg opposite the Abbey of St. Servaes in Utrecht from relatives on the woman's side (doc. no.
2). In the years preceding 1585 they gradually acquired the rest of the property (doc. nos. 5, 6) and half of another house situated on the south side
of the same alley (doc. no. 4). Since there are no records of other property owned by this couple in Utrecht, it is likely that they habited in one of
these houses.
Ter Brugge was appointed “[eerste] deurwaerder ordinaries” ([first] bailiff ordinaris) to the Court of Holland. He is so titled in a deed of conveyance
dated March 19th, 1586 (doc. no. 6) and also in a mortgage deed of the same year, which was passed in The Hague [21] (doc. no. 7). We did not
find a deed of appointment confirming this post in the archives of the Court of Holland.
In 1587, five years after they gained ownership of half the house on the south side in the Groenesteeg, Jan and Feysgen sold this house to one
Herman Crom (doc. no. 8) to whom it had been rented since 1584.[22] They sold the house on the north side on April 19th 1589 (doc. no. 9). Nine
days later, on April 28th, ter Brugge purchased a house „in de Nyeustraet” in The Hague (doc. no. 10). It is of course possible that the ter Brugge
family had moved from Utrecht to The Hague somewhat earlier.
We can conclude that Hendrick ter Brugghen, assuming that he was indeed born in 1588 as stated in the literature,[23] was not born in Deventer
but in Utrecht or The Hague. Utrecht would seem more likely, since he is mentioned as coming from that town in the register of marriage banns
(doc. no. 20). Thus, Hendrick ter Brugghen may well have been born in the house on the north side of the Groenesteeg. The site is currently
occupied by a hospital.
In September 1591 the ter Bruggens moved from the „Nieuwestraat” to the Haagstraat in The Hague (doc. nos 11, 12), where a second brother of
Hendrick's, called Pieter, was born around 1595.[24] The last document referring to Jan Egbertszoon ter Brugge's residence in The Hague dates
from 1602 (doc. no. 14). In 1613 he declared that he was a resident of Utrecht (doc. no. 16). It is unclear where he and his family lived between
1602 and 1613.[25] Nor did we find any information concerning the post of „ontvanger van de verponding” (ground-tax collector), which Jan ter
Brugghen is mentioned as having held in the aforementioned genealogy.[26]

Hendrick ter Brugghen
We will now concentrate our attention on our main character: Hendrick ter Brugghen. In 1602, when his father was still living in The Hague, he was
only thirteen or fourteen years old. It is therefore likely that he attended school in The Hague, and also that he received his first drawing lessons
there. He may have been apprenticed to a master painter around this time, but his name does not occur in the registers of the Hague painters'
guild. According to seventeenth and eighteenth century authors Hendrick ter Brugghen was a pupil of Abraham Bloemaert in Utrecht.[27]
Confirmation from the archives is lacking: registers of pupils of the Utrecht saddlers' guild (the painters did not establish their own guild until 1611)
are lost from before 1611.
As a young man he appears to have spent „some years" in Italy (doc. no. 17). But his sojourn in Italy, too, remains an obscure period in his life.
We know for certain that Hendrick ter Brugghen and his traveling companion, Thijman van Galen, were in Milan in the summer of 1614[28] (doc. no.
17). In the autumn of that year they returned home to the Netherlands. No paintings by ter Brugghen are known from the first years after his return
from Italy; this must have been a crucial period for his artistic development, because he must have been putting into practise what he had learned in
Italy. The earliest known dated painting originated in 1619.[29] (Fig. 2)

2. Hendrick ter Brugghen: The Adoration of the Magi, signed and dated 1619, canvas, 134 x 160 cm, Rijksmuseum Amsterdam. Photograph of
the Museum.
The question remains what ter Brugghen did after his return to Utrecht. His brother lived there, as well as his father and his uncle Ghijsbert,[30] so
there were plenty of places to reside. But when he married in 1616 his home address was given as the Korte Lauwerstraat (doc. no. 20), not that of
one of his relatives. Ter Brugghen did not own the property, for his name does not appear in the register of deeds of conveyance and mortgage.
The painter Hendrick van Broeckhuijsen, however, is listed as the owner of two houses in the Korte Lauwerstraat, one of which was called „de
Hardebol".[31] This same van Broeckhuijsen, whose name occurs in the list of founders of the St. Lucas guild in 1611[32], signed as a witness to a
notarial deed in 1617 in which Hendrick ter Brugghen and his young wife received a sum of money from Hendrick ter Brugghen's father (doc. no.
23). This, and one further document[33], indicates a close relationship between Broeckhuijsen and ter Brugghen. It is quite conceivable that ter
Brugghen worked for van Broeckhuijsen and that he lodged with him during the years between his return from Italy and his admission in 1616 as
master painter in the guild (doc. no. 18). This assumption is based exclusively on archival sources, since no paintings by van Broeckhuijsen are
mentioned in the literature.[34]
When ter Brugghen achieved the rank of master he was capable of earning a living; he then married Jacoba Verbeeck, a daughter from the first
marriage of his brother's wife (doc. no. 20). At least four children were born to Hendrick and Jacoba, although their dates of birth are unknown:
Huberta, Richard, Sophia and Elisabeth. Meanwhile, Hendrick's father and his brother Pieter moved to Amsterdam[35] (doc. nos. 21, 22), where
the latter married in 1618. His wife was a widow (doc. no. 24) who had, against the wishes of his parents misled him in his youth (in zijn jonckheijt
mislijt) in 1615 and had made him promise to marry her (doc. no. 22). After a summons had been served Jan ter Brugghen finally gave his
permission for the marriage (doc. no. 24).
Hendrick ter Brugghen's fifth child, Johannes, was baptised in January 1625 (doc. no. 27). On June 10th 1626 Hendrick and his wife had an „akte
van seclusie" drawn up preventing the „momboirkamer"(civic orphanage) from obtaining guardianship over the children in the event of their parents'
death (doc. no. 28). This was a common procedure among the more wealthy citizenry.[36] Shortly thereafter one of ter Brugghen's parents, or both
of them, died. Unfortu-nately the note in the registry of deaths of the „momboirkamer" is syntactically incorrect, presumably owing to an error on the
part of the clerk (doc. no. 30).
On January 3rd 1627 ter Bruggen's daughter Commertgen was baptised in the Jacobikerk. She was named after Hendrick's mother-in-law, who
also happened to be his sister-in-law: the wife of his brother Jan. The address given in the baptismal register was the Snippevlucht (on the Oude
Gracht) (doc. no. 31). This is the first mention of the Snippevlucht as ter Brugghen's home. We believe that he lived in the right-hand half of the
house called Rosendaal: the high saddle roof of this house can be seen directly to the right of the tower of the Buurkerk, parallel to the street[37]
(Fig. 3). The building was located behind a row of houses on the street, and could be reached through a „gateway" which led to the Snippevlucht.
Among ter Brugghen's neighbours in the Snippevlucht were Gerard van Honthorst, who lived in a house called Meerbrasem until the first half of
1627, and Marcus Ormea, the fish painter who was deacon of the guild from 1620 to 1623. On March 17th 1628 „the child of Hendrick ter Brugge"
was entered in the registry of deaths of the „momboirkamer" (doc. no. 32). This child must have been either Johannes or Cornmertgen, since the
four eldest children all died in old age. In that same year another child was born, which was named Aert (doc. no. 33).

3. Anonymous: Oude Gracht (Bakkerbrug-Stadhuisbrug), c. 1660, pen drawing, 23.5 x 16.5 cm, Municipal Archives, Utrecht. Photograph:
Municipal Archives Utrecht, Top. Atlas. Ter Brugghen lived in the house indicated with an arrow.
In a surviving document recording the „huisgeld" (taxes on houses levied according to wealth) of 1629 Hendrick ter Brugghen is mentioned as
residing in the Snippevlucht. Ter Brugghen had to pay a tax of 18 guilders (doc. no. 34) - a considerable sum, indicating that he was quite
prosperous. Few painters were required to pay a sum larger than this.
In late May 1629 Hendrick ter Brugghen acted as witness at the passing of a notarial deed at the home of his brother Jan, the inn called „Het
kasteel van Antwerpen" (doc. no. 35). He died on November 1st of the same year. The funeral in the Buurkerk was held on November 7th, and his
death was registered two days later[38] (doc. no. 36).
In December of the same year, 1629, Hendrick's widow Jacoba Verbeeck and her sister were comfirmed as members of the Reformed parish.
Their mother Commertgen Rijken acted as witness[39 ](doc. no. 37). Jacoba was at that time pregnant with Hendrick's eighth child, a girl who was
born in March 1630 and whom Jacoba named after her deceased husband, Henrickgen[40] (doc. no. 38).
The three youngest children, Jan or Commertgen, Aert and Hendrickgen[41] died shortly after one another in 1631 and 1633 (doc. nos. 39-42,4445). Jacoba Verbeeck herself died early in January 1634. She apparently continued to live in the house in the Snippevlucht after her husband's
death, for she is mentioned in the death register as a resident there (doc. no. 47). Her funeral on January 12th is mentioned in the neighbourhood
records of the Snippevlucht (doc. no. 46).
Jan Janszoon ter Brugghen, Hendrick's brother, assumed guardianship over the children (doc. no. 48), having presented the aforementioned deed
of seclusion of 1626 (doc. no. 28) to the officials of the „momboirkamer" (doc. no. 49). The four children, the eldest of whom cannot have been older
than sixteen or seventeen, were then placed in the care of their uncle and grandmother (she was also their aunt). In 1629 Jan Janszoon ter
Brugghen was taxed 18 guilders, like his brother (doc. no. 34). He was evidently quite wealthy, and could afford to pay the education of his brother's
children. He provided Richard with the means to study law,[42] and in 1659 he bought a house in the Korte Lauwerstraat for Huberta,who had
remained a spinster, and for Sophia, who was by then a widow.[43] Jan Janszoon was undoubtedly close to his brother's children, as they were
consistently mentioned in his will and subsequent codiciles.[44] Commertgen Rijken died in 1661 (doc. no. 52), Jan Janszoon ter Brugghen in 1665
(doc. no. 53); after their deaths the heirs on her side, the Verbeecks, and on his side, the children of Hendrick ter Brugghen, disputed the
inheritance for several years.[45] The compiler of the now lost genealogy quoted by Houck, was the only son of Richard, and was named after his
celebrated grandfather Hendrick.

Religion
Until now it was generally assumed that ter Brugghen was Roman Catholic. The arguments in favour of this assumption as put forward by Nicolson
may be summed up in two basic arguments.

In the first place Nicolson argues that the branch of the ter Brugghen family in Deventer, to which Hendrick ter Brugghen's father belonged, was
Roman Catholic, and that he left Deventer in 1591 because of his religion.[46] But, as we have seen in the first section of this article, there is no
demonstrable relationship between these Roman Catholic ter Brugghens in Deventer and the ter Brugghens in Utrecht. Besides, Jan Egbertsz ter
Brugge did not leave Deventer in 1591 but probably in 1581. In that year there were more than religious reasons to leave this part of the country:
there were also the „disturbances and riots" mentioned by Houbraken.[47]
Nicolson's second argument is based on Hendrick ter Brugghen's choice of subjects, which he considers explicitly Roman Catholic." However, this
notion derives from an overestimation of a painter's religious persuasion in relation to his work. Bruyn has demonstrated that the choice of subjects
alone cannot be taken as proof of an artist's religion.[49] And certainly in Utrecht, where a large proportion of the population was Roman Catholic
throughout the seventeenth century, there must have been a substantial market for paintings of markedly Roman Catholic themes. The various
religious affiliations within the membership of the St. Lucas guild in Utrecht reflected the situation in the city as a whole. Indeed, it would seem that
there was a fairly high degree of religious tolerance among the painters.

Hendrick ter Brugghen married in a Reformed ceremony in the Geertekerk (doc. no. 20). Although there is no mention of the first four children in the
register of baptisms, this may be due simply to the inconsistency of the baptismal records of the Reformed church at the time. All four of ter
Brugghen's other children were baptised in a Reformed church: three in the St. Jacobskerk and one in the Domkerk (doc. no. 27, 31, 33, 38).
In his article „Notes on the Relationship of Protestantism to Seventeenth Century Dutch Painting" (1956) Slive argues that „a record of baptism,
marriage or burial in a Reformed church is not necessarily proof of Protestantism."[50] He points to the facts that Jan Steen, a Roman Catholic,
was buried in the (Reformed) Pieterskerk in Leiden. The example he gives is somewhat inappropriate. For certainly in Utrecht (and also in Leiden)
there were no alternatives for burial in a church that was used for Protestant worship. However, mention in Reformed baptism or marriage registers
does give a reasonably reliable indication of the person's religious affiliation. Baptisms and marriages of Roman Catholic people could take place
at home or in a refuge church („Schuilkerk").[51] Roman Catholic marriages were recognised as legal by the local councillors and various painters
in Utrecht married before councillors. It seems a fair guess that they were therefore Roman Catholic.[52] In cases where either the man or the
woman was Protestant and the other Roman Catholic, is was quite common to make a note to that effect, e.g. „the bridegroom Roman
Catholic".[53] But there is no such mention in the case of Hendrick ter Brugghen. We know that his brother Jan was a member of the Reformed
parish around 1620,[54] and that Hendrick's widow and sister were confirmed as members of that parish in 1629 (doc. no. 37).

4. Hendrick ter Brugghen: The Annunciation, signed and dated 1629, canvas, 216.5 x 176.5 cm, Diest, Municipal Museum. Foto A.C.L.,
Brussels.
In view of this we can reasonably conclude that Hendrick ter Brugghen was not Roman Catholic, as has been previously assumed, but
Protestant.[55] The „Roman Catholic atmosphere" of some of ter Brugghen's most beautiful paintings (such as the Annunciation in Diest[56] Fig. 4)
should therefore be attributed rather to an artistic effect desired by ter Brugghen and/or his patrons than to the painter's religious denomination.

The Paintings
Finally, let us turn to some new documents pertaining to ter Brugghen's work: we found information concerning six paintings in three different
sources.
In 1654 a painting „done by the painter ter Brugh" (doc. no. 51) hung in the castle of IJsselstein. The owner of the painting was Jonkheer Gerard van
Rheede, scion of a prominent family in Utrecht.[57] Unfortunately, the subject of the painting is not specified in the document. We were unable to
find any information concerning either the provenance of the piece nor the subsequent owners.
In 1707 Richard ter Brugghen, then the only surviving child of the painter, donated four „Evangelists" to the town of Deventer.[58] It has been

generally assumed until now that these paintings remained in ter Brugghen's family after his death. Indeed, there is evidence of this: a will drawn up
by ter Brugghen's daughters Huberta and Sophia in 1678 states that Huberta wished to bequeath „the painting of the Evangelist John" to her
brother Richard, and that Sophia would leave him „the paintings of the Evangelists in so far as they will be in her estate" (doc. no. 54; Fig. 5).
Although it is not clear how many „Evangelists" Sophia possessed, nor whether Richard had already inherited one from his father, it seems
reasonable to assume that each surviving child was left one of these pictures. The two sisters died in 1705 and 1706. When Richard had thereby
come into possession of the four paintings, he donated them to the town of Deventer.

5. Hendrick ter Brugghen: The Evangelist John, signed and dated 1621, canvas, 77 x 102 cm, Deventer, Town Hall.
It is possible that the four Evangelists hung in Jan ter Brugghen's inn, „Het Kasteel van Antwerpen" after 1634 when Jan took his brother's orphaned
children into his home.
A bass-viol player by ter Brugghen is known to have been in the Royal Collection of Charles I of England in the late 1630s.[59] The king's sister,
Elisabeth Stuart, who was married to Frederik V, elector of the Palatine and nicknamed the „Winter King", had been living in The Hague since
1621. She also owned a work by ter Brugghen.[60] An inventory of the contents of the „Palazzo Renese", the summer residence the Winter King
had built at Rhenen near Utrecht, mentions „Vier stuck so gross in Camin zu setzen von Bassen, Paulus Marelisen, Hendrik von Bruckh and Meister
Cornelis von DeIft."[61] No mention is made of the subjects of these paintings, however. A later inventory of the heirs of Elisabeth Stuart in 1685
includes a painting bearing the monogram „HVB". This could well be a reference to the painting by „Hendrick von Bruckh". This collection
comprised other paintings by Utrecht masters, including Bijlert and Moreelse, and it seems likely that „Hendrick von Bruckh" was our ter
Brugghen.[62] Apparently ter Brugghen's work, which was described by Sandrart in 1675 as „unangenehm" (unpleasant), was nonetheless
appreciated by contemporary amateurs. The quality that we perceive today in ter Brugghen's work was also recognised in his own time.

Conclusion
Hendrick ter Brugghen was not born in Deventer, but most probably in Utrecht. He spent his childhood in The Hague. He was not Roman Catholic,
as has been assumed until now, but Protestant. Like so many artists Ter Brugghen came from a reasonably wealthy family and he was relatively
prosperous. His work found its way early on into the collections of high-ranking persons and art lovers.
Several important questions remain unanswered, notably concerning his training, his activity in Italy and his much disputed relationship to other
painters in Utrecht and elsewhere. Moreover, although we encountered a wealth of data concerning Ter Brugghen's close and distant re-latives,
there are, curiously enough, few documents that can shed light on the painter's personality. Except for the notarial deed in which ter Brugghen
himself gives some information about his return from Italy in the autumn of 1614, there are no documents that give us a glimpse of his individual
character (doc. no. 17). Everything we know of him is drawn from financial transactions and from facts registered by the church or state.
In this article we do not pretend to have provided a definitive biography of Hendrick ter Brugghen. We do hope that this article will contain clues for
other researchers and will thus give a new impulse to the research into the life and work of this fascinating artist.

Abbreviations
T + P -Stadsarchief II inv. no. 3243 Register of „Transporten en Plechten" (Conveyance and Mortgage)
GH ----Municipal Archives The Hague
GA ----Municipal Archives Amsterdam
GD ----Municipal Archives Deventer
RKD --Rijksbureau voor Kunsthistorische Documentatie The Hague
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Documents

Unless stated otherwise the following documents or excerpts from documents have not been published. For the data already published a new
transcription of the original is given below. In a few cases the new transcription or interpretation differs from that in previous publications. Unless
stated otherwise, all the information is drawn from the Municipal Archives of Utrecht. The abbreviation T + P refers to the registers of conveyance
and mortgage, Stadsarchief II inv. no. 3243 (in which all transactions involving real estate are registered).
We have included all documents in which Hendrik ter Brugghen himself occurs and in which mention of him is made during his lifetime, arranged in
chronological order. Also included are secondary sources that are of direct relevance to the biography of ter Brugghen. Other secondary sources
are mentioned in the notes. In addition we have included a number of previously unpublished references to works by ter Brugghen.
Sources mentioned in the text are preceded by the abbreviation „doc. no.".

doc. no. 1
20-6-1581
Appointment of Jan ter Bruggen as secretary to the Court of Utrecht „hebbende enige tijt mede inden voors. hove gepractizeert" (having practised
for some time in the aforementioned court).
Rijksarchief Utrecht, Archief van het Hof zelf, inv. no. 2: Register van comissiën voor extraordinaris en ordinaris raden van het hof en voor beambten
van het college 1530-1599, fol. 352 rec.-354.

doc. no. 2
25-10-1581
Letter of mortgage on behalf of Johan ter Bruggen and his wife Feysgen Dircx, widow of Peter Gherritsz van Ruempst. Mortgage rests on one
quarter of a house and yard situated „in de groene steghe sinte Servaes over" (in the groenesteeg opposite St. Servaes abbey), inhabited by
Elysabeth, widow of Jan van Someren. Feysgen Dircx acquired this quarter of the property as the heir of Jan van Someren.
T + P 25-10-1581

doc. no. 3
30-10-1581
„Op huyden den Lesten Octobris XVc een ende tachtich compareerden... Jan terbrugge Secretaris inden hove provintiaell van Utrecht ende
feysgen dircx dochter syne wettige huisf " (Today the last day of October 1581 appeared before me... Jan terbrugge, secretary in the provincial
court of Utrecht, and Feysgen daughter of Dirck, his legal wife.) Will drawn up according to a charter of 11-8-1581. Jan ter Brugge bequeathes to
„Het kijndt ofte kijnderen soen ofte sonen dochter ofte dochteren die sijne huijsf. feysgen dirxdochter nae draecht" (the child or children either son or
sons and daughter or daughters whom his wife Feysgen daughter of Dirck may give birth to). Feysgen Dircx bequeathes to Hendrick son of
Hendrick ter Bruggen, „Gerrit haere testatrice soontgen dat sij bij Peter van Ruempst hare man za. gedachte geprokreert heeft" (Gerrit the son of
testatrix that she bore to her late husband Peter van Ruempst), and to her future children by Jan ter Brugge. See our fig. 1.
Notary J. van Herwaerden U003a002 fol. 114-115

doc. no. 4
2-10-1582
Conveyance of half of a „Huysinge en hofstede, bouwhuis, bergen" (House and yard, barn and haystacks) situated on the south side of the
Groenesteeg. Former owner Elisabeth widow of Jan van Someren, new owner Johan ter Brugghen.
T + P 2-10-1582

doc. no. 5
11-1-1584
Conveyance of half of a house and yard situated „aan den nyeugraft in de groene steghe tegens over het convent van St. Servaes aen de noortzijde
der strate" (On the Nieuwe Gracht in the Groenesteeg, opposite the convent of St. Servaes on the north side of the street), inhabited by the former
owner, Elisabeth widow of Johan van Zomeren, new owner Johan ter Brugghen.
T + P 11-1-1584

doc. no. 6
19-3-1586
Conveyance of one quarter of a house and yard from the estate of Jan van Zomeren, steward of St. Servaes. New owner Jan ter Bruggen „eerste
deurwaerder ordinaris van den Camer van den Raedt Provinciaell in Holland" (first bailiff ordinaris of the chamber of the Provincial Council in
Holland). Three quarters of the premises, situated on the Groenesteech, north side, opposite the convent of St. Servaes, was already the property
of Jan ter Bruggen.
T + P 19-3-1586

doc. no. 7
18-10-1586
Johan Gerritsz de Paep, bailiff, mortgages his house on behalf of Johan ter Brugge first bailiff at the Court of Holland.
GA The Hague, Hypotheken 1570-1614, R.a.336, fol. 186v/187.

doc. no. 8
25-3-1587
Conveyance of half of a house, yard, haystack and barn situated on the south side of the Groenesteech. Former owner Johan then Brugh, new
owner Herman Crom.
T + P 25-3-1587

doc. no.9
19-4-1589
Conveyance of a house and yard situated „in de Groenstege aende Nijewe graft jegens St. Servaes over, aende noortsijde der strate" (in the
Groenesteeg on the Nieuwe Gracht opposite St. Servaes, on the north side of the street), property of Johan ter Bruggen, first bailiff, and Feysgen
Dircx. New owner is Gerrit Eernsten, „borgerhopman " (captain of the civic guard). The house was „lest bewoont bij Herman Crom" (last inhabited
by Herman Crom).
T + P 19-4-1589

doc. no. 10
28-4-1589
Conveyance of a house in The Hague situated „in de Nyeustraet over het stadhuys" (in the Nieuwstraat opposite the town hall). Former owner Jan
du Bois, new owner Jan Terbrugge, „eerste Deurwaerder van den Hove van Hollandt" (first bailiff of the Court of Holland).
GA The Hague, Transporten 1581-1590 no. 871

doc. no. 11
2-9-1591
Conveyance of a house in The Hague situated „in de Nieuwestraat over 't stadhuys" (in the Nieuwstraat across the town hall). Former owner Johan
ter Brugge, „eerste Deurwaerder van den Hofe van Holland" (first bailiff of the Court of Holland), new owner Philips Paeu.
GA The Hague, Transporten 1591-1600 no. 95

doc. no. 12
28-9-1591
Conveyance of a „huis ende erff" (house and yard) in The Hague situated „in de Haagstraat met een uitgang in de Papestraat" (in the Haagstraat
with an exit in the Papestraat). Former owner Anna van Makenburch, daughter of Gregorius, new owner Jan ter Bruggen, „Deurwaerder 's Hooffs
van Holland" (bailiff of the Court of Holland).
GA The Hague, Transporten 1591-1600 no. 238

doc. no. 13
28-5-1595
Will of „Emmichgen Hendrick ter Bruggen dochter" (Emmichgen daughter of Hendrick ter Bruggen). Among her heirs she appoints „Jutgen Egberts
ter Bruggendochter" (Jutgen daughter of Egbert ter Bruggen) and „Jan ende Ghysbert ter Brug haer broeders... Legateerde noch zij testatrice
Henrick des voornoemden Jan ter Bruggen soon hondert ende vifftich gulden..." (Jan and Ghysbert her [Jutgen's] brothers... testatrix further
bequeathes one hun¬dred and fifty guilders to Henrik son of the aforementioned Jan ter Bruggen...).
Stadsarchief II inv. no. 3242, Minuten op de registers van Transporten en Plechten 28-5-1595.

doc. no. 14
19-9-1602
A notarial deed in The Hague mentions „... vergaende proceduren gegaen bij Johan ter Bruggen als eerste deurwaerder vanden voorschreven
Hove" (extensive court action by Johan ter Bruggen as first bailiff of the aforementioned court [of Holland]).
GA The Hague, Notarial Archives, inv. no. 2, fol. 105v.

doc. no. 15
15-1-1611
Reformed marriages: Jan Janssoon ter Brugge from Utrecht, residing in the Vinckenburchsteech, marries Commertgen Rijken, widow of Hubert
Verbeeck.
Reformed marriages, no. 90 p. 492

doc. no. 16
29-5-1613
„Op huijden den negen ende twintichsten Maij XVIc ende derthien compareerde.. Jan ter Bruggen woonende alhier binnen Utrecht..." (Today the
29th of May 1613 appeared before me... Jan ter Bruggen resident of Utrecht...). Notarials deed concerning a vicarie in the church of Rhenen which
is the property of Jan ter Brugghen.
Notary C. Verduyn U009a002, fol. 3-4
Previously published by Houck. His summary, however, does not correspond with the contents of the deed. Houck 1899, p. 354

doc. no. 17
1-4-1615
Notarial deed in which „ Thijman van Galen, oudt omtrent XXIII jaeren, ende Hendrick ter Brugghen out omtrent XXV jaren, beyde schilders
woonende binnen deese stadt Utrecht" (Thijman van Galen, about 23 years old, and Hendrick ter Brugghen, about 25 years old, both painters
residing in this town of Utrecht) make a statement conce¬ning the events that have taken place upon their return from Italy, where they „... ettelicke
jaeren... heurluijder conste geexerceerd hebben..." (exercised their art during some years.)
First published by Dodt 1846, p. 133-5, republished in an improved transcription by Houck 1899, p. 355-358. Notary N. Verduyn U009a003

doc. no. 18
1616-1617
Hendrick ter Brugghen listed as painter in the accounts of the St. Lucas guild 1616-1617.
„Noch ontvangen van Hendrick Terbrugh de zome van ses gulden... VIgul." (received from Hendrick Terbrugh the sum of six guilders).

Bewaarde Archieven I inv. no. 141 Account book of the „Antijcksnijders-gild" (carvers' guild) 1611-1792.
Previously published by Muller 1880, p. 105

doc. no. 19
30-3-1616
„Op huyden den derthichsten Martij naer d'alde style desjaers XVIc ende sesthien compareerden... Jan ter Brugge den ouden... ende heeft
gecedeert ende opgedragen bij desen Hendrick ter Bruggen sijnen soon" (Today the 30th of March by the old calendar, 1616, appeared before
me... Jan ter Brugge the elder; ceded and donated herewith to Hendrick ter Bruggen his son) an interest of 62 Carolus guilders annually for three
and a half years.
„Adam Peters van Halen ende Herman Schade als getuygen" (Adam Peters van Halen and Herman Schade as witnesses). Signed by „Adam
Petersoen van H., Jan ter Brugghen, H. Schade".
Notary C. Verduyn U009a005
Previously published by Houck 1899, p. 358.

doc. no. 20
15-10-1616
Reformed marriages: „Henrick Terbrugge. j[ongJg[eselJ woonende inde corte Lauwerstraet ende Jacomijna Verbeeck j[onge] d[ochter] woonende
aen de Backerbrugg; beijde van Utrecht" (Henrick Terbrugge, bachelor, residing in the Korte Lauwerstraat, and Jacomijna Verbeeck, spinster,
residing by the Bakkerbrug; both of Utrecht). The marriage took place in the Geertekerk.
Reformed marriages, no. 91, p. 328
Previously published, incompletely, by Nicolson 1958, p. 37, note 17

doc. no. 21
13-4-1617
„Op huijden den XIIIen Aprilis XVIc ende seventhijen oude stijle compareerden... den Erntfesten Hendrick ter Bruggen Borger alhijer TUtrecht ende
heeft mits desen geconstitueert ende machtich gemaekt Jan ter Bruggen zijn constituants Vader wonende tot Amstelredam omme specialijck vuijt
zijn constituants naeme ende van zijnen wegen te manen innen ende ontfangen alle alsulcken deuchdelijcken achterwesen als hem constituant
competerende es van Gieliaem de Gardijn... Aldus gedaen ende gepasseert binnen der Stadt Utrecht ten woenstede vanden constituant ter
presentie van Jan Jansz ter Bruggen ende Harman Jansz beyde wonende binnen der Stadt Utrecht als getuygen..." (Today the 13th of April 1617
old style appeared before me... the honourable Hendrick ter Bruggen, burgher of this town, Utrecht, who herewith authorizes Jan ter Bruggen his
father, resident of Amsterdam, to act especially on his behalf in pressing for payment and receiving all such sums due to him by Gieliaem de
Gardijn... Made up and passed within the town of Utrecht at the home of Hendrick ter Brugghen in the presence of Jan Jansz ter Bruggen and
Harman Jansz, both residing in the town of Utrecht as witnesses...).
Signed by „Hendrick ter Brugghen, Jan Jansen ter Brugghen".
Notary N. van Lostadt U010a002
Previously published by Houck 1899, p. 358, but incorrectly interpreted.

doc. no. 22
15-5-1617
Statement of Pieter Jansz ter Brugghen, resident of Amsterdam, that he does not wish to marry Janneken Trassee van Ceulen: „... Aldus gedaen
ende gepasseert binnen der Stadt Utrecht ten woenstede van Jan Jansz ter Bruggen den jongen borger TUtrecht ter presentie van Hans Jansz
ende Kendrick van Broeckhuysen beyde borgers TUtrecht als getuygen" (... Thus drawn up and attested in the town of Utrecht and home of Jan
Jansz ter Bruggen the younger, burgher of Utrecht, in the presence of Hans Jansz and Hendrick van Broeckhuysen, both burghers of Utrecht, as
witnesses).
Notary N. van Lostadt U010a002 fol. 38-39.

doc. no. 23
17-6-1617
„Op huijden den XVIIen Junij XVIc ende seventhijen oude stijle compareerden.... den Erntfesten Hendrick ter Bruggen borger alhijer TUtrecht ende
Jacobgen Verbeeck te samen echtluijden ende bekende zij comparanten vande vijer hondert Car. gulden die welcke Jan ter Bruggen zijns
Hendrick ter Brugghen Vader met hem Hendrick ter Brugghen ten Huwelijcke belooft heeft door handen vanden selven Jan ter Bruggen, Vader van
hem Hendrick ter Brugghen ende schoonvader van haer Jacobgen Verbeeck ten volsten vernuecht voldoen ende betaelt te zijn, bedanckende den
selven van zijne goede betalinge, versoeckende zij comparanten hijer van gemaeckt ende gelevert te worden Acte. Aldus gedaen ende
gepasseert binnen der Stadt Utrecht ten woenstede vande comparanten ter presentie van Hendrick van Broeckhuysen ende Daniel Havart beyde
inwoender TUtrecht als getuygen..."
(Today the 17th June 1617 old style appeared before me... the honourable Hendrick ter Brugghen burgher of this town of Utrecht and Jacobgen
Verbeeck, husband and wife, acknowledge that Jan ter Bruggen, father of Hendrick ter Brugghen, promised 400 guilders when Hendrick ter
Brugghen married, and they acknowledge receipt of same from the hands of same Jan ter Brugghen, father of Hendrick ter Brugghen and father-inlaw of Jacobgen Verbeeck; and that they are fully satisfied, thereby thanking same for his good payment, of which the attestants request a deed to
be drawn up and hereby made. Thus drawn up and attested within the town of Utrecht at the home of the attestants in the presence of Hendrick van
Broeckhuysen and Daniel Havart, both residents of Utrecht, as witnesses...) Signed by: „Heindrick ter Brugghen, Jacobgen Verbeck, Hendryck van
Broeckhuysen, Daniel Havart."
Notary N. van Lostadt U010a002

doc. no. 24
29-2-1618
GA Amsterdam, DTB no. 422, p. 181

Register of banns
„Compareerden ... Pieter ter Bruggen van Uytrecht borduerwercker, oud 23 jaren, 3 jaren wonende op de Nieuwe Appelmarct, den welcken
opgelegt is voor 't 2e gebod syns vaders consent in te brengen, ende Janneken Trache weduwe van Jan Smit wonende op de Nieuwe Appelmarct,
verclarende 5 jaren weduwe geweest te hebben..." (Appeared before me ... Pieter ter Bruggen of Utrecht, embroiderer, 23 years old, having lived
on the Nieuwe Appelmarct for three years, who is obliged to submit his father's consent before the second publication of the banns, and Janneken
Trache widow of Jan Smit, residing on the Nieuwe Appelmarct, who declares that she has been a widow for five years...). Signed by: „Pieter ter
Brugghe, Janneken Trache."
In the margin: „de vader Jan ter Bruggen heeft op huyden den 9en Marty int huwelijck sijns soons geconsenteert" (the father Jan ter Bruggen has
consented in his son's marriage today the 9th of March).

doc. no. 25
12-4-1619
„Johan ter Brugge den ouden wonende tot Amstelredam" (Johan ter Brugge the elder resident of Amsterdam) gives an annuity bond to „Johan ter
Brugge den joncxten zijnen zoon" (Johan ter Brugge the younger, his son).
Notary Nic. van Lostadt U010a001 fol. 30

doc. no. 26
22-1-1623
..0p huijden den twee ende twyntichsten dach January des jaers XVIc drie ende twijntich ouden styls compareerden... Dirck Willemsz Soest ende
Gerrit Ghysbertsz van Overmeer, deser stadt borgers. Ende constitueerden hun borgen als principalen voor alsulcken arrest, ende gevolgen
vandyen mitte costen daeromme gedaen als Hendrick Terbruggen schilder mede deser stadts borger op huyden gedaen heeft op de persoon van
Adriaen Spycker, jegen-woordich woonende tot Amstelredam. Belovende de voorseide comparanten den voorseiden Hendrick ter Bruggen ofte
sijns rechtshebbende te betalen alsulcke penningen ende somme als hem by sententie diffinityff voorden Gerechte der Stadt Utrecht sal worden
geadiudiceert..."
(Today the 22nd of January 1623 old style appeared before me... Dirck Willemsz Soest and Gerrit Ghysbertsz van Overmeer, burghers of this town.
And they go bail as main debtor for Adriaen Spijcker, nowadays living in Amsterdam, whom Hendrick ter Brugghen, painter and fellow-citizen of
this town had „arrested" [difficult to translate; a juridical term which can mean that a person is imprisoned for debt or is restricted in his freedom of
movement. Here the latter must be the case because Spijcker signed and so he was not in prison] today, and answer for its consequences
including the costs resulting from it. Both guarantors promise that they will pay the aforementioned Hendrick ter Brugghen or the person entitled
such payment in money as the Court of the town of Utrecht will adjudicate definitively...). Adriaen Spijcker further promises to fulfill all his obligations.
Ter Brugghen also requested a copy of the deed, but did not sign his name. Signed by: „Dirck Willemsz Soest, Gerrit Ghysbertsz van Overmeer,
Adriaen Spijcker, Hans Jansz, Cornelis van Borchorsz”.
Notary W. van Galen U012a003

doc. no. 27
26-1-1625
Reformed baptisms, Jacobikerk
„Johannes, soon van Heyndrick Terbrugge"
(Johannes, son of Heyndrick Terbrugge)
Previously cited by Nicolson 1958.

doc. no. 28
10-6-1626
„Op huyden den Xen dach der Maent Junij naer d'alde stijle des jaers XVIc ses ende twijntich compareerden... Sr. Hendrick ter Brugge borger
ende rijckonstich schilder alhier t'Utrecht ende d'Erntrijcke Jacobgen Verbeeck echteluijden.... Ende verclaerden zij comparanten niet te willen dat
die E. Heeren van de Vroetschappe ofte Gerechte der Stadt Utrecht haere E. respective Gecommitteerdens ofte imants anders als de legitime
momboirs van hun comparan-ten kijnderen ofte kijntskijnderen tijde van hun overlijden onmundich zijnde hun den boedel der comparanten
eenichsints sullen bemoeijen, d'selve daer wel expresselijck secluderende bij desen.... Aldus gedaen ende gepasseert binnen der stadt Utrecht ten
woenhuijse vande comparanten zijnde onder die Snippevlucht ter presentie van Hendrick Jansz van Woudenberch backer ende Nicolaes Jacobsz
van Sijp beijde wonende alhier binnen Utrecht als getuijgen."
(Today the 10th of the month June according to the old style, of the year 1626 appeared before me... seigneur Hendrick ter Brugge burgher and
artful painter here in Utrecht and the honourable Jacobgen Verbeeck, husband and wife... and attestants declared that they do not wish that the
honourable gentlemen of the Council or of the Court of the town of Utrecht or the respective Committee members or anyone else act as the
legitimate guardians of the attestants' children or grandchildren, being under-age at the time of their death, or in any way to interfere with the estate
of attestants, the same being expressly secluded herewith... Thus done and passed in the town of Utrecht at the home of the attestants, being in the
Snippevlucht in the presence of Hendrick Jansz van Woudenberch, baker, and Nicolaes Jacobsz van Sijp, both residing here in Utrecht, as
witnesses). Signed by: „Handrick ter Brugghn, Yacopgen ter bruggen, Hendrick Janssen van Wo[u]d[enjberch, Nicolaes Sijp".
Notary N. van Lostadt U010a009
Mentioned in brief by Nicolson 1958, p. 38.

doc. no. 29
21-7-1626
„Op huijden den XXIen Julij naer dalde stijl des jaers XVIc ses ende twijntich compareerde... Sr. Hendrick ter Bruggen Rijckonstich Schilder alhier
TUtrecht ende verclaerde bij desen te constitueren ende machtich te maecken Rombout Jes ende Jan de Braij procureurs tot Amstelredam sampt
ende elcx van hemluijden int bijsonder in omnibus ad lites in communi forma gelovende hij comparant voor goet vast ende van weerden te houden
ende doen houden 't gunt bij de voorn. zijn geconstitueerdens sampt ende elcx van hemluijden int bijsonder hierinne gedaen zall worden. Onder
verbant ende submissie daer toe staende. Versoeckende hier van Acte een ofte meer in forma. Aldus gedaen TUtrecht ten comptoire van mijn
notaris zijnde onder die Snippevlucht. Ter presentie van Sr. Volcquen Both wijncoper ende Marten van Bijler glaesschrijver beijde borgers alhier

TUtrecht als gelooffweerdige getuygen..." (Today the 21st July according to the old style, of the year 1626, appeared before me... seigneur
Hendrick ter Bruggen, painter here in Utrecht, who declared herewith to authorize Rombout Jes and Jan de Braij, solicitors in Amsterdam, together
and separately, in omnibus ad lites in communi forma (in all affairs to conduct a case in the usual manner). Promising that he, attestant, considers
as unchangeable and valuable and will consider as such what will be done for him in this case by the hands of the authorised, together or by each of
them separately along the usual agreements comprising the applicable lines. Requesting herewith a deed to be drawn up in one or more copies.
Thus done in Utrecht at the office of my notary, being in the Snippevlucht, in the presence of seigneur Volcquen Both, wine merchant, and Marten
van Bijler, glass engraver, both burghers here in Utrecht as trustworthy witnesses...)
Signed by: „Hendrick ter Brugghen, Volcken Both, Merten van Bijlert."
Notary N. van Lostadt U010a009

doc. no. 30
2-10-1626
Register of deaths submitted to the „Momboirkamer":
„Feysgen Dirx huysfrouw van Jan ter Bruggen den ouden nalatende zijn huysfrouw ende mundige erfgenamen, Buerkerck".
(Feysgen Dirx wife of Jan ter Bruggen the elder leaving his wife and heirs having attained majority, Buurkerk). This sentence is syntactically
incorrect; we have not found supplementary data to clarify this statement.

doc. no. 31
3-1-1627
Reformed baptisms, Jacobikerk
„Commertjen, dochter van Hendrick Ter Brugge, woonende inde Snippevlucht. Get[uygen] de vader ende Styntjen Verbeeck" (Commertjen,
daughter of Hendrick ter Brugghen, residing in the Snippevlucht. Witnesses: the father and Styntjen Verbeeck).
Previously cited by Nicolson 1958.

doc. no. 32
17-3-1628
Register of deaths submitted to the „Momboirkamer" „Het kind van Hendrick ter Brugge" (The child of Hendrick ter Brugghen).
Previously cited by Nicolson 1958.

doc. no. 33
26-10-1628
Reformed baptisms, Dom
„Aert, soon van Hendrick ter Brugh woont bij de Beijerbrugh" (Aert, son of Hendrick ter Brugghen lives by the Beijerbrug), now called Bezembrug.
Previously cited by Nicolson 1958.

doc. no. 34
1629
Stadsarchief II inv.no. 1166, „manuaal op het huisgeld" (book of house-tax) 1629, p. 85
„Quartier vanden hooftman Johan Wttenwael [Snippevlucht] Hendrick ter Bruge XVIII gl." (Neighbour
hood of the headman Johan Wttenwael….[Snippevlucht]….... Hendrick ter Bruge 18 guilders). On p. 92 of the same book it is stated that Jan the
younger also paid 18 guilders.

doc. no. 35
25-5-1629
„Op huijden den viiff ende twintichsten May older stile des jaers 1629 compareerde Sr. Thomas Jacobsz Sergeant Coopman tot Amstelredamme...
Actum TUtrecht ten huyse van Sr. Johan ter Brugge int Casteell van Antwerpen ter presentie van... Hendrick ter Brugge als getuygen hier over
geroepen."
(Today the 25th of May old style, of the year 1629, appeared before me seigneur Thomas Jacobsz Sergeant, merchant in Amsterdam... Deed
drawn up at the home of seigneur Johan ter Brugghen in „Het Kasteel van Antwerpen" in the presence of... Hendrick ter Brugge called as witness).
Signed by: „ Thomas Jacobsen Sergeant, Jan Jansen ter Brugghen, Hendrick ter Brugghen."
Notary C. Verduyn U009a014

doc. no. 36
9-11-1629
Register of deaths submitted to the „Momboirkamer".
„Hendrick ter Brug, schilder, onder de Snippevlucht nalatende zijn huisfrouw ende echte onmundige kijnderen. Buerkerck. 6-0."
(Hendrick ter Brugghen, painter, in the Snippevlucht, leaving his wife and legitimate under-age children. Buurkerk 6-0).
Previously cited by Nicolson 1958.

doc. no. 37
24-12-1629
Archive of the church council of the Dutch Reformed parish, Utrecht, inv. no. 406. Names of members 1625-1633. „Den 4en sitdagn gehouden bij
Cornelis Dungani den 24en December 1629. Loco d. Treeckmann.
Jacobjen Verbeeck weduwe van N. ter Brugge schilder, wonende onder de Snippevlucht.
Christina Verbeeck haer suster wonende bij de backerbrugge int Casteel van Antwerpen.
Getuyge Commertgen ter Brugge haer beyder moeder.
Deze aengenomen ten huyse Dungani met kennisse van d'Ed. Gerobulus."

(The fourth day of meeting held at the house of Cornelis Dungani [replacing Treeckmann] on the 24th December 1629.
Jacobjen Verbeeck widow of N. ter Brugge, painter, residing in the Snippevlucht.
Christina Verbeeck, her sister, residing by the Bakkerbrug in „Het Kasteel van Antwerpen".
Witness Commertgen ter Brugge, mother of both.
These confirmed at the home of Dungani with the knowledge of the honourable Gerobulus).

doc. no. 38
14-3-1630
Reformed Baptisms, Jacobikerk
„Henrickgen, dochter van Henrick Terbrug ende Jacobgen Verbeeck woonende in de Snippevlucht, getuych Jan ter brug en Christiana Verbeeck."
(Henrickgen, daughter of Henrick Terbrug and Jacobgen Verbeeck, living in the Snippevlucht, witness Jan ter brug and Christiana Verbeeck).
Previously cited by Nicolson 1958.

doc. no. 39
10-11-1631
Stadsarchief II Supplement inv. no. 149. Neighboorhood book of the Snippevlucht 1630-1793.
1631 „Den Xen november een kijnt van za. Henrick ter Bruggen utsupra 2-0." (On the 10th November a child of the late Hendrick ter Bruggen
utsupra 2-0). Concerns payment to the neighbours for carrying the coffin.

doc. no. 40
14-11-1631
Register of deaths submitted to the „Momboirkamer".
„Het kijnt van za. Henrick ter Burg onder de Snippevlucht nalatende de echte moeder ende de selver ses onmundige kinderen. Buerkerk. 2-0". (The
child of the late Henrick ter Burg in the Snippevlucht, leaving the legitimate mother and six under-age children of same. Buurkerk 2-0)

doc. no. 41
12-12-1631
Stadsarchief II Supplement inv. no. 149. Neighbourhood book of the Snippevlucht 1630-1793. 1631 „Den XIIen December utsupra 2-0." Refers to
the above deed of 10-11-1631.

doc. no. 42
19-12-1631
Register of deaths submitted to the „Momboirkamer".
„Het kijnt van za. Henrick ter Brug schilder nalatende de echte moeder ende haere onmundige kijnderen. Buerkerck. 2-0"
(The child of the late Hendrick ter Brug, painter, leaving the legitimate mother and her under-age children. Buurkerk. 2-0)

doc. no. 43
6-3-1633
Stadsarchief II inv. no. 1385, Archive of the „Momboirkamer".
„Jacomyntgen Verbeeck weduwe van za. Hendrick ter Brug ontboden zijnde te seggen off haer overleden kynt geene onmundige erffgen. heeft
nagelaten deze seggen dat d'erffenisse van tselve overleden kijnt op haer weduwe es gesuccedeert."
(Jacomyntgen Verbeeck, widow of the late Hendrick ter Brug having been summoned to say whether her deceased child had no under-age heirs,
says that the inheritance of the same deceased child has come to her, widow.)

doc. no. 44
7-5-1633
Stadsarchief II Supplement inv. no. 149. Neighbourhood book of the Snippevlucht 1630-1793. 1633 „Den VII en maij een kijnt van za. Henrick ter
Brugge utsupra. 2-0".
(The 7th of May a child of the late Henrick ter Brugge utsupra. 2-0)

doc. no. 45
13-5-1633
Register of deaths submitted to the „Momboirkamer".
„Een kynt van za. Henrick ter Burg onder de Snippevlucht nalatende de moeder ende vijer haer onmundige kijnderen. Buerkerck."
(A child of the late Henrick ter Burg, in the Snippevlucht, leaving the mother and her four under-age children. Buurkerk)

doc. no. 46
12-1-1634
Stadsarchief II Supplement inv. no. 149. Neighbourhood book of the Snippevlucht 1630-1793.
1634 „Den XIIen Januari 1634 Jacobgen Verbeeck, weduwe van za. Henrick ter Brugge. utsupra 6-0-." (The 12th of January 1634 Jacobgen
Verbeeck, widow of the late Henrick ter Brugge. utsupra 6-0-.)

doc. no. 47
13-1-1634
Register of deaths submitted to the „Momboirkamer".
„Jabobge Verbeeck weduwe van za. Henrick Terbrug in de Snippevlucht nalatende vier echte onmundige kijnderen daervan Jan Terbrug bij de
Backerbrug oom van 's vaders zijde is. Buerkerck. 6-0"

(Jacobge Verbeeck, widow of the late Hendrick Terbrug in the Snippevlucht, leaving four legitimate under-age children, whose uncle on the father's
side is Jan Terbrug by the Bakkerbrug. Buurkerk. 6-0)

doc. no. 48
11-4-1634
Stadsarchief II inv. no. 3253. Register of debts and sureties. Johan ter Brugh, as guardian, assumes responsibility for the under-age children of
Hendrick ter Brugghen and Jacobgen Verbeeck.

doc. no. 49
13-7-1635
Stadsarchief II inv. no. 1385, Archive of the Momboirkamer.
„Johan ter Brug aende backerbrug als oom van 's vaders zijde ontboden zijnde om momboirs te presenteren over de onmundige kijnderen bij
Jacobgen Verbeeck weduwe van za. Hendrick ter Brug nagelaten, seyde dat hij is legitime momboir ende dienvolgende bij wtterste wille van
beyde deselve overledens tot momboir over haerluijder nagelaten onmundige kijnderen es gestelt mitsgaders dat hij d'selve momboirschap
aengenomen hadde…..dat hij alhier leveren
zall acte van de voorseide gegane stellinge van momboir met seclusie van de gecommitteerden."
(Johan ter Brug at the Bakkerbrug, having been summoned as uncle on the father's side to present guardians over the under-age children left by
Jacobgen Verbeeck widow of the late Hendrick ter Brug, stated that he is the legitimate guardian and appointed as such according to the last will
of the two aforementioned deceased over their under-age children, further states that he has accepted this guardianship.... and that he will submit
documents concerning the foregoing appointment of guardian with seclusion of the „Momboirkamer").

doc. no. 50
11-7-1654
GA, DTB no. 473, p. 305
Registers of banns
„Compareerden .... Pieter ter Brugge van den Hage gommer weduwnaar van Jannetje Trassee wonende op de Lindegraft en de Marike Joosten
van Amsterdam weduwe van Luijer Roelofsen wonende als vooren….."
(Appeared Pieter ter Brugge of The Hague textile finisher [difficult to translate] widower of Jannetje Trassee residing at the Lindegracht and
Marike Joosten of Amsterdam, widow of Luijer Roelofsen, residing as aforemen¬tioned)
signed: „Pieter ter Bruggen" and a cross.

doc. no. 51
11-9-1654
Jonkheer Gerardt van Rheede, lord of Drakesteyn authorizes three others „te lichten... sijn comparants schilderije, gedaen bij den schilder ter
Brugh, opden Casteele tot Isselsteijn... berustende, ofte daer dieselve andersints soude mogen berusten..." (to fetch... attestant's painting made by
the painter ter Brugh, at the Castle of IJsselsteijn.... or wherever it may be).
Notary N. de Cruijff U034a003 fol. 377

doc. no. 52
30-9-1661
Register of deaths submitted to the „Momboirkamer".
„Commeryna Rijcken huysvrouw van Johan ter Bruggen onder de Backerbrugh nalatende haer man met echte mundige kinderen ende kindtskinderen. Buerkerck. 16 dragers. een knecht {klokken] een groot, een uur" (Commeryna Rijcken, wife of Johan ter Bruggen by the Bakkerbrug,
leaving her husband and legitimate adult children and grandchildren. Buurkerk. 16 bearers. one servant [bells] one big, one hour)

doc. no. 53
8-5-1665
Register of deaths submitted to the „Momboirkamer".
„Sir. Johan Ter Bruggen tussen de Vie ende Jacobi bruggen nalatende collaterale mundige erfgenamen vastgoet. Buerkerck: 16 dragers. 18-0-0.
Dom [klokken] tweede, 1 uijr, 1 knecht, te laet inde kerkck" (Seigneur Johan Ter Bruggen, of between the Viebridge and the Jacobibridge, leaving
real estate to his adult heirs. Buurkerk: 16 bearers. 18-0-0. Dom second [bells] 1 hour, too late in the church).

doc. no. 54
13-7-1678
Wills of „Jonkvrouwe Huberta Terbruggen" and her sister „Sophia Terbrugghen".
fol. 190 „... prelegateerde de Comparante [Huberta] aen haaren Broeder Mr. Richardus Terbrugghen... de schilderije der Evangelist Johannis..."
(the attestant [Huberta] bequeathed to her brother Richardus Terbrugghen, lawyer,... the painting of the Evangelist John...)
fol. 192v „ prelegateerde de comparante [Sophia] aen haren Broeder Mr. Richardus Terbrugghen.... de schilderijen der Evangelisten voorsooveel
die in hare nalatenschap sullen bevonden worden..." (the attestant [Sophia] bequeathed to her brother Richardus Terbrugghen, lawyer... the
paintings of the Evangelists in so far as they will be in her estate...)
Notary W. Zwaerdecroon U080a005, fol. 190-192.

doc. no. 55
Sept. 1678
Bredius Archives in RKD, The Hague
Omslag Graet p. 3
Barent Graet and Adriaen Backer assess the collection of paintings of Anna Boom, Vrouwe van Jaarsveldt; they assess works by Van de Capelle

for f. 50 and f. 30, a Terbrugghen for f. 175, and a Jac. van Ruisdael for f. 18.

Bibliography
- C. de Bie, Het gulden cabinet van de edele vrij schilderkonst..., Antwerp 1661, 132 (de Bie 1661).
- C. de Bie, Den spiegel van de Verdrayde Wereld, Antwerp 1708 (de Bie 1708).
- M.J. Bok, Vijfendertig Utrechtse schilders en hun schilderijen voor het Sint Jobs Gasthuis 1622-1642, Utrecht 1984 (Bok 1984)
- A. Bredius, Künstler-Inventare: Urkunden zur Geschichte der Holländischen Kunst des XVIten, XVIIten und XVIIIen Jahrhunderts, 8 vols, The
Hague 1915-22 (Bredius 1915-1922)
- A. Buchelius, Res Pictoriae, ed. by G.J. Hoogewerff and J.Q. van Regteren Altena, The Hague 1928, 84.
- J.J. Dodt van Flensburg, 'Hendrick ter Brugghen', Historische Genootschap te Utrecht Berigten, I, (1846), 129-36 (Dodt 1846).
- C. Hofstede de Groot, Arnold Houbraken und seine „Groote Schouburgh", The Hague 1893, 273-274, 437-439 (Hofstede de Groot 1893)
- G.J. Hoogewerff, 'Jan van Bijlert. Schilder van Utrecht (1598-1671)', Oud Holland, 80, (1965), 2-34 (Hoogewerff 1965)
- A. Houbraken, De Groote schouburgh der Nederlandsche konstschilders en schilderessen, The Hague 1718-21. Photographic reprint of the
Hague edition of 1753, Amsterdam 1976, vol I 133-135 (Houbraken).
- M.E. Houck, 'Mededelingen betreffende Gerhard Terborch... en Hendrick ter Brugghen', Verslagen en Mededelingen der Vereeniging tot
beoefening van Overijsselsch Regt en Geschiedenis, (1899), 348-395 (Houck 1899).
- M.E. Houck, 'Hendrick Ter Brugghen en zijn „Vier Evangelisten" te Deventer', Eigen Haard (1900), 519-523 (Houck 1900)
- C. Huygens, 'References to Utrecht painters in autography (1629-31)', pub. by J.A. Worp, Bijdragen en Mededelingen van het Historische
Genootschap (1897), 71
- P. Janssen, Jan van Bijlert (1597/98-1671), Schilder uit Utrecht, Utrecht 1984 (doctoral paper) (Janssen 1984)
- P.C. Molhuyzen, 'Over den schilder H. ter Brugghen en diens geslacht', Kroniek van het Historische Genootschap te Utrecht, IV, (1848), 132-3
(Molhuyzen 1848)
- S.Fz. Muller, De Utrechtse Archieven I, Schildersvereenigingen te Utrecht, Utrecht 1880 (Muller 1880)
- S.Fz. Muller, 'Schilders, Beeldhouwers enz. voorkomende in de rekeningen der Stadt Utrecht', in: F.D.O. Obreen, Archief voor Nederlandsche
Kunstgeschiedenis, VI, (1884-7), 265.
- B. Nicolson, Hendrick Terbrugghen, London 1958 (Nicolson 1958)
- J.C. Overvoorde, 'Het slot van den Winterkoning te Rhenen', Bulletin Nederlandsche Oudheidkundige Bond IV, (1902-1903), 74-79 (Overvoorde
1902-1903)
- J. von Sandrart, Teutsche Academie der edelen Bau-, Bild- und Mahlerey-Künste, Nuremberg 1675, herausgegeben und kommentiert von A.R.
Peltzer, Munich 1925, 178 (Sandrart)
- P.J.J. van Thiel, 'De aanbidding der koningen en ander vroeg werk van Hendrick ter Brugghen', Bulletin van het Rijksmuseum, 19, (1971), 91116 (van Thiel 1971)
- A.J. Tjaden, 'De reconqista mislukt. De opstandige gewesten 1579-1588', Algemene Geschiedenis der Nederlanden, vol 6, Haarlem, (1979),
244-257 (Tjaden 1979).

The 'Concert of the Muses' in the Work of Maarten van Heemskerck
By Ilja M. Veldman
Muses making music in the company of Apollo are a recurrent theme in the work of Maarten van Heemskerck: three pictures and a print
survive; in addition two separate paintings of this subject are described in old auction catalogues.[1] Heemskerck was one of the few northern
painters to have been fascinated by this theme, which was especially popular in Italy. In the following we shall discuss a number of artistic
precedents that were of importance for Heemskerck's compositions. With the aid of sixteenth-century literature, an attempt will be made to throw
some light on the deeper motivations of the artist in choosing this theme. For a painter of Heemskerck's caliber it is rather unlikely that such a
classical subject should have been chosen purely for reasons of fashion, as a sort of „genre painting a l'antique". In his other work, too, it
appears that a moralizing undertone is characteristic of his northern adaption of a classical Italian theme.[2]

1. Maarten van Heemskerck, Apollo and the Muses. Signed, panel, 98 x 136 cm. New Orleans, Museum of Art, no. 82.163.
In the Apollo and the Muses[3] (Fig. 1), recently acquired by the Museum of Art at New Orleans, which on stylistic grounds can be dated to the
years between 1550 and 1560, the Muses are divided into two groups: on the left five Muses grouped behind a portative organ and on the right
four Muses gathered around Apollo, who is playing the lyre. Apollo and the two foremost Muses are almost directly lifted out of Coornhert's
1549 etching after Heemskerck (Fig. 2)[4]. In the background of the painting and of the print Apollo and the Muses are once again portrayed,
this time performing a choral dance on a hill.

2. Dirck Volkertsz. Coornhert, Apollo and the Muses (1549). Etching after Maarten van Heemskerck.
In his monograph on Heemskerck Grosshans (1980) pays less attention to the iconography and importance of the Muse theme in the work of
Heemskerck than to stylistic precedents. He tentavely suggests that Heemskerck may have been familiar with a small panel by Baldassare Peruzzi
(Fig. 3), now in the Pitti Museum in Florence.[5] In view of the overall composition of the group of dancers, the attitudes of the individual figures, the
direction in which they look, their legwork, clothing, hair, and Apollo's central position (fifth from the right), there is indeed no doubt that this is a case
of direct derivation.

3. Baldassare Peruzzi, Apollo and the Muses Dancing. Panel, 35 x 78.5 cm. Florence, Pitti Museum.

With respect to the horn-blowing Muse in the upper right of Heemskerck's painting, Grosshans quite rightly pointed to the affinity with the Calliope of
the Tarocchi prints made in c. 1465.[6]
It has not been pointed out previously that the Muse with her organ must have been inspired by Georg Pencz's print entitled Musica (Fig. 4),
belonging to a series devoted to the Liberal Arts.[7] Not only her posture but also several details, such as the putto working the bellows, the quasiantique seat, the laurel wreath in her hair and the musical instruments spread out around the organ are indicative of direct derivation. Due to the
existence of such a visual prototype there is no reason to relate - as Grosshans attempts to do - the putto to Apollo as the god of childhood.

4. Georg Pencz, Musica. Engraving.
A second painting, entitled Parnassus (Fig. 5) and dated 1565, is preserved in the Chrysler Museum in Norfolk.[8] In this painting Heemskerck took
over the left part of his earlier picture (Fig. 1) with a few variations. Apollo and the five remaining Muses have been moved to a less prominent
position; Apollo, however, less so than the others because he is placed exactly where the diagonals cross. The background affords a view of the
spring Hippocrene created by Pegasus, above which towers the bronze statue of the horse itself. In the extreme right, behind two seated Muses,
stand two poets with laurel wreaths, a motif that is also to be seen in the upper right-hand corner of the etching of 1549.

5. Maarten van Heemskerck, Parnassus. Dated 1565, panel, 104 x 130 cm. Norfolk, Virginia, Chrysler Museum of Art.

For a number of the figures Grosshans mentions several derivations from classical statues drawn by Heemskerck in Rome. For the theme in
general he refers to Raphael's famous Parnassus fresco in the Stanza della Segnatura in the Vatican, an earlier version of which was engraved by
Marcantonio Raimondi. But in a comment on Heemskerck's Parnassus in 1974 Jeff Harrison points out a much more compelling visual source for
Heemskerck's composition: a print by Giorgio Chisi after Luca Penni (Fig. 6).[9] This print's composition, incidentally, is almost identical to a small
panel in the former Galleria Sterbini in Rome (present whereabouts unknown), which was attributed to the school of Giulio Romano.[10] The print
must have served as the immediate source for both paintings by Heemskerck: common to both works is the division of the Muses into two groups
in the left and right foreground, behind which appears a view of a hill in triangular form; on the hill in the Norfolk painting the statue of Pegasus rises
above the spring. Penni, too, depicted two laureled poets at the edge of the picture plane behind one of the groups of Muses, while putti float down
from a laurel tree bearing wreaths. The most striking iconographical parallel between the print and Heemskerck's version, however, is that virtually
all the Muses are portrayed unmistakably playing their instruments and singing. This aspect receives far less emphasis in the case of Raphael's
painting, for example.

6. Giorgio Ghisi after Luca Penni, Apollo and the Muses. Engraving.
Winternitz has pointed out that the type of lyre played by Apollo in the Raimondi print and in Mantegna's Parnassus in the Louvre (also depicted in
all three versions by Heemskerck) is only ostensibly „antique" and that, since a sound-box is missing, no sounds could be produced with it. [11]

2. Dirck Volkertsz. Coornhert, Apollo and the Muses (1549). Etching after Maarten van Heemskerck.
In the 1549 print (Fig. 2) Apollo is even shown playing a lyre without any strings at all! Such unorthodox and curious instruments scattered about in
the background of Heemskerck's paintings are also to be seen in Raphael's fresco and may have been inspired by instruments depicted on
Roman sarcophagi, such as the sarcophagus of the Muses in the Museo Nazionale in Rome. The prominent position of the organ in Heemskerck's
paintings - certainly not an antique instrument but the symbol of ars musica in general, as in Pencz (Fig. 4) - likewise refers, to my mind, to the
importance of the musical aspect for an iconographical interpretation.

4. Georg Pencz, Musica. Engraving.
Already in ancient times the function of the Muses consisted in inspiring singers and poets, in making them forget their daily cares and in inciting
them to noble deeds, since „harmonious tones and rhythmic singing purify the spirit".[12] However, Schröter's excellent study of the iconography of
Parnassus before Raphael reveals that a representation such as that in the Norfolk painting does not correspond with antique descriptions of
Parnassus. It is the outcome of a long cultural-historical development and only became common after Raphael's fresco. Schröter describes how the
nine Muses who, since Hesiod's Theogonia (vs. 36-80) were considered to be the daughters of Zeus and Mnemosyne, initially manifested
themselves without Apollo. Apollo as musagetes, their leader, is first encountered in the writings of Sappho and Pindar, who describe him as
playing the lyre to accompany the singing Muses at the feasts on Olympus. It is not until the first century A.D., in Statius' Thebais (VI, vs. 355-364)
that Apollo first appears together with the Muses on Parnassus.[13] For the visual arts, however, the dreamvision described in Christine de Pisan's
Le livre du chemin de long estude (1402-1403) - in addition to illustrations of the Ovide moralisé[14] - played a major role. She describes
Parnassus as an earthly paradise, where flowers bloom, streams flow, Muses bathe and where the central motif is not Apollo but the figure of
Pegasus floating above their heads. She also sees famous poets and philosophers of Antiquity, seeking to quench their thirst for knowledge at the
spring, which stands as a symbol of wisdom and philosophy.[15]
In the work of other Christian writers the nine Muses are treated as symbolic of music and philosophy, with Apollo as the inventor and patron of
poetry.[16] In a commentary by Marsilio Ficino (1433-1499) on Dante's Divina commedia Apollo's zither is in the service of harmony and he and the

Muses are regarded as those responsible for the transmission of the „spirito divino".[17] Allegorical explanations of the theme, however, became
increasingly accessible through the publication of anthologies for poets and artists, which collected the knowledge of the late antique and medieval
mythographs.[18] Whether Heemskerck himself knew Latin well enough to understand this literature remains an open question. In any case
humanists in his immediate circle such as Hadrianus Junius supplied him with material, notably concerning themes from antiquity.[19]
The „Fabula de novem muses", the story of the nine Muses in Fulgentius' Mythologia (I, 15) of c.500, exerted a considerable influence on the
allegorical interpretations of the Muses up to and including the seventeenth century. In the Mythologia they represent the different stages of learning
and knowledge. Fulgentius describes the function of each Muse in a certain order: „First, to find the need for instruction; second, to delight in what
you find needful; third, to pursue what you delight in; fourth to grasp what you pursue; fifth, to remember what you grasp; sixth, to discover in yourself
something resembling what you remember; seventh, to judge what you discover; eight, to discriminate in what you judge; ninth, to make known in
attractive form what you select."[20]
This theory was taken over by Boccaccio in a long chapter devoted to the Muses in his Genealogie deorum gentilium.[21] In 1511 a compendium
by Lilio Gyraldi De musis syntagmata, inorporated all statements that had been made until then concerning the significance of the Muses. This was
repeated in abbreviated form in Gyraldi's De deis gentium of 1548. Here again the Muses are described as representing, in various stages, the
„honesta et bona doctrina", the honest and good knowledge, or acquisition thereof. Moreover, their singing purportedly taught the people true
religion. The description of the Muses afforded here is especially important: they are dressed in girlish costumes like nymphs, wearing garlands of
flowers or leaves, and they are equiped with a variety of musical instruments.[22]
In his Mythologiae of 1551, Natale Conti takes a more moralistic attitude. He describes the Muses as offering consolation in adversity and as easily
persuading man to undertake honourable actions, since they dissuade us from „unlawful pleasures and all sorts of lustfulness." He refers to Homer,
who had characterized the singing Muses as „correctores morum", those who improve morals. The sweet attraction of their wisdom was thus the
most effective antidote to all evil, „for the people of antiquity believed that the Muses not only possessed the power of harmonious music but were
also in a position to establish morality, to keep the human soul in the proper proportions and to ward off excesses." Conti concludes with a
humanistic recommendation: „For those who study the musical, poetic skills, are not in the habit of being simply lustful or inhuman, since leisure and
ignorance encourage vice, but the acquisition of knowledge leads to virtue."[23]
In conclusion, it is fair to state that singing and making music (also the choral dance fits in that context) were regarded in the sixteenth century as
characteristic occupations of the Muses. In an allegorical sense the Muses' activities exemplified the proper way of exercising scholarship. A
product of this is that moral standards are thus improved and vices, notably lust, are avoided. In view of the equal value attributed to the disciplines
of poetry and painting in that period, as well as Bellori's interpretation of Raphael's Parnassus as „the union of the congenial arts of painting and
poetry" (1695)[24], these ennobling effects must have been regarded as applicable not only to poets but also to painters such as Heemskerck
himself.
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Cornelis Stangerus, an 'artful painter'
by Guido Jansen
The name of Cornelis Stangerus will be unfamiliar to most people. He is one of the many artists whom we know primarily from documents. Bredius
succeeded in identifying a number of paintings by this artist.[1] In the sixty-odd years that have elapsed since, this small oeuvre has been
supplemented by a few other works. Once again it has become clear that a painter who was merely one of the legion of unknown artists in the
seventeenth century produced some pictures of outstanding quality.
Cornelis Stangerus was born in Delft in 1616. His father was a clergyman in Rysoort. Through his mother Cornelis was related to the slightly
younger but better known painter Cornelis de Man.[2] After being dismissed as a minister on account of his Remonstrant leanings in 1618,
Cornelis' father became one of the headmasters of the Latin School in Delft.[3] He is probably the „Dr. Stangerus" who had his portrait painted by
Mierevelt.[4] Cornelis therefore came from an educated and prominent family in Delft.
Nothing is known about his training. His name first occurs in a document dated February 1634, in which he is mentioned as an „artful painter, living
in the Valcke steegh in Leiden". Later in the same year he appears to have been living in Amsterdam, where he married Maria Sibauts in
December. Their first son had been baptized earlier that year, on May 22nd, in the Westerkerk. The baptismal register of this church lists five more
children of the couple, at least three of whom must have died in their early childhood.[5]
Between 1654 and 1659 Stangerus' name crops up repeatedly in Amsterdam documents. In 1656 he is mentioned as collaborating with Isaack
Versteech, a painter about whom no further information has come down to us. A deed drawn up in 1658 suggests that Stangerus was a friend of
the still-life painter Jan Fris.[6] A document of December 1656 reveals that he was in serious financial difficulties; he may even have left
Amsterdam for financial reasons. In 1664 Stangerus is mentioned in Middelburg, where he paid his dues to the guild.[7] He appears to have died in
that town before February 1667.

1. C. Stangerus, Allegorical Family Portrait, signed and dated 1655. Canvas, 114 x 157.5 cm. Sale London, 1965.
From the few surviving paintings and the occasional mention of his works in auction catalogues we may conclude that Stangerus was primarily a
history painter.[8] The reason for his practising the most difficult genre of painting is unclear, since the artist lacked the technical skill to create
satisfactory compositions with a group of full-length figures. This is to be seen in the Allegorical family portrait dated 1655, which was identified by
Blankert as Tobias in the Bridal Chamber (Tobit 6:20) (Fig. 1).[9] The unsatisfactory composition, the awkward manner of portrayal and the faulty
perspective demonstrate Stangerus' limited talent. It is indeed not unlikely that such a manner of painting should have been rewarded with poverty.

2. C. Stangerus, The Steadfast Philosopher, signed and dated 1665. Panel, 93 x 71 cm. Gallery Hoogsteder, The Hague.

But fortunately Stangerus also produced paintings which do elicit admiration. One of his better works was recently acquired by Hoogsteder
Naumann, Ltd. (Fig. 2)[10] This panel, published by Bredius, is signed Corn.' Stanger 1665, and shows a seated man before a large open volume;
behind him a woman holds out a string of pearls. The composition of the painting is, partly due to the use of half-length figures, clearly inspired by
the Utrecht Caravaggists; derivations from Bijlert and Honthorst are especially obvious (cf. Fig. 3 and 4). The well-modeled head of the man, the
detailed and yet fluid rendering of the beard and hair, and especially the deep, muted coloristic treatment give the work a character all its own. On
the basis of stylistic comparison with this painting it has been possible to attribute a number of other works to Stangerus. The central position that
the panel thus occupies in Stangerus' oeuvre justifies a more detailed discussion of this work.

3. J. van Bijlert, Unequal Couple, signed. Canvas, 100.7 x 122.8 cm. Utrecht, Centraal Museum.
The subject of the painting has never been convincingly explained.[11] In auction catalogues it was usually described as a philosopher explaining a
passage from Xenophon to his wife. Wiegel and Bauch assumed that the clearly legible text was taken from one of the works of the Greek
historician and philosopher.[12] The opening lines in the book, however, read: „XENOPHON: ANCIEN PHILOSOPHI/venùto PAR
command/PATER/FILIUS/SPIRITUS SANCTUS".[13] It is obvious that this pseudo-learned mixture of Latin French, and Italian does not actually
make sense. Only the name of the Greek philosopher, to my mind, is relevant for a correct interpretation of the subject.

4. G. van Honthorst, Phryne and Xenocrates, signed and dated 1623. Canvas, 152 x 229 cm. Private collection.
Xenophon was by no means unknown in the seventeenth century, although he was far less popular than, e.g., Diogenes or Socrates. Xenophon
counted as a good example, a man who was steadfast in his beliefs („onbeweeglyk in den godtsdienst") and thoughtful by nature.[14] In his
Guldene Annotatien, Franciscus Heerman describes Xenophon's self-imposed poverty in detail. Heerman's moral was: „That many wise and
learned Philosophers, willingly scorn and abandon all Riches, and have committed themselves to the Academy or School of Poverty; in order there
to enjoy and acquire the true treasures of wisdom. For there is no higher and more desirable thing in the world than learnedness and wisdom."[15]
Not only were riches to be avoided, moralists also agreed that „Love harms Wisdom". This motto was already adopted by Alciati in 1531 for an
emblem in which a foolish student, like a second Paris, prefers Venus ( = Love) to Pallas ( = Wisdom).[16]
The subject of the painting thus becomes apparent: we are presented with a steadfast philosopher. With his raised hand the man intimates that he
rejects the attentions that the woman forces upon him. He turns away from her demonstratively to face the viewer. His gesture communicates to us
the message that the true scholar has no concern for riches - symbolized in the proffered string of pearls - nor for earthly love - symbolized by the

the message that the true scholar has no concern for riches - symbolized in the proffered string of pearls - nor for earthly love - symbolized by the
woman in her frivolous décolletage and ostentatious pearls. She is undoubtedly intended to represent an attractive temptation; apparently there
was no objection in those days to having black-rimmed nails (as indeed the man also has).
It is remarkable that one of the few other examples of a similar moral was painted by the Utrecht Caravaggist Gerard Honthorst. His Phryne and
Xenocrates (Fig. 4) also shows a philosopher with books in front of him rejecting the charms of a half-naked courtesan.[17] It was probably this
thematic affinity that induced Pigler, albeit with some reservations, to classify Stangerus' work as a depiction of Phryne and Xenocrates. However,
there is no reference - neither in Honthorst's painting nor in the classical texts - of Xenocrates being seduced with a string of pearls. And it is
precisely this motif that is given such prominence in Stangerus' painting.
While the woman is the seductress in the Stangerus with Hoogsteder-Naumann, Ltd. (Fig. 2), in a Utrecht painting by Jan van Bijlert the roles are
reversed (Fig. 3). On Bijlert's painting an old man offers a string of pearls to a young woman, who refuses it.[18]

5. C. Stangerus, The Weeping Heraclitus and the Laughing Democritus. Canvas, 117 x 97 cm. Sale Amsterdam, 1984.
Both stylistically and iconographically the Utrecht influence also prevails in Stangerus'
Heraclitus and Democritus (Fig. 5). Hirschmann and Blankert have attributed this work to Stangerus on the basis of parallels with the Steadfast
Philosopher.[19] The painting bears traces of a signature and is dated 1662.
In his expertise of The Steadfast Philosopher Bauch pointed to a painting which bears a remarkable resemblance to Stangerus' work. In the
Unequal Lovers attributed to Metsu in the Akademie der Bildenden Künste in Vienna (Fig. 6), he saw a possible pendant of Stangerus' painting,
considering that both pictures are painted on wood, the measurements are nearly identical and the thematic affinity is striking. The panel in Vienna
was first given to Metsu by Bode, an attribution that has been generally accepted.[20]

6. Here attributed to C. Stangerus, Unequal Couple. Panel, 96 x 76 cm. Vienna, Akademie der bildenden Künste, as G. Metsu.
However, the painting has quite rightly been excluded from Metsu's oeuvre on stylistic grounds by Robinson[21]. In my opinion, the use of two lifesize half-length-figures, the well modeled head of the old man (who resembles the philosopher in Fig. 2) and especially the identical, pearl-studded
head of the woman make it quite clear that the panel in Vienna was also painted by Stangerus. A date of c. 1655 would seem reasonable for this
handsome painting.
The last three paintings by Stangerus mentioned above show how he looked to the Utrecht Caravaggists for inspiration in his compositions with
life-size figures. His dependence on the Utrecht masters may help to explain his failure to achieve success as an artist: the manner of painting that
he adopted had long since been superseded by a more fashionable style perceptible even in the works of Bijlert and Honthorst. It is not
inconceivable that Stangerus therefore tried his hand at another genre towards the end of his life.

7. C. Stangerus, Still-Life, signed and dated 1664. Canvas, 53 x 58 cm. Private collection.
This, at any rate, may be inferred from the beautiful still-life painted in 1664, and therefore in Middelburg (Fig. 7).[22] In its coloristic treatment the
painting bears a strong resemblance to some still-lifes attributed to Metsu.[23] But the influence of Stangerus' Amsterdam friend Jan Fris seems to
be especially manifest. The motif of the jug, the tobacco in the unfolding piece of paper next to it, the sliced herring and the smoldering wick
hanging over the edge of the table are all to be found in the work of Fris (cf. Fig. 8).[24]

8. Jan Fris, Still-Life, signed and dated 1650. Panel, 41 x 32.5 cm. Paris, Collection Lugt, Fondation Custodia.
The aforementioned elements, in fact, were among the stock attributes in the „ontbijtje", or break-fast still-life. Vroom's characterization of Fris as a
conservative painter who did not go in for new trends and who continued long after 1650 to paint his still-lifes in the traditional, almost monochrome
manner, also seems to apply to Stangerus. It is fair to conclude, therefore, that Stangerus consistently followed well-trodden paths, sometimes with
attractive and interesting results. And while the oeuvre of Cornelis Stangerus reveals him to be an „artful" painter, he evidently did not belong to the
avant-garde of his day.

A note on Isaack Versteech
Versteech or Versteeg was active in Delft, The Hague, and later in Amsterdam. He was said to be 22 years old on 12 August 1646, when he was
living in The Hague (Notary J. Spoors, no. 1674). He was a witness to a document in Delft, passed before Notary G. Rota, on 27 February 1647
(no. 1975). Eight of his paintings (or at least paintings by "Versteech"), without titles, appeared, along with those of Pieter de Hooch, in the famous
inventory of paintings sold or transferred by Justus de la Grange to Pieter Persijn on 28 August 1655 (J. Spoors, no. 1676). They were priced from
6 to 18 guilders, about the same range as those by De Hooch (A. Bredius, "Bijdragen tot de biografie van Pieter de Hoogh," Oud-Holland 7 (1889),
pp. 163-164).
I suspect that both De Hooch and Versteech may have painted pictures for De la Grange (who also owned a "trony" by Rembrandt). In 1669,
"Versteegh schilder" appeared in a list of debts owed to the estate of Arent van Straten, innkeeper (early December 1669, records of Notary Dirck
Rees, no. 2144). This debt may have been incurred many years previously.
It would not surprise me if Isaac Versteech was a relative of Gerard Versteeg, the auction master in Delft in the 1660s and early 1670s.
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Two drawings in the Uffizi: Goltzius and Wtewael
by E.K.J. Reznicek
In the catalogue of the exhibition Mostra di Disegni Fiamminghi e Olandesi, held in the Uffizi printroom in Florence in 1964, I attributed drawing no.
38, The Apotheosis of Aeneas (Ovid, Metamorphoses 14:581) to Bartolomeus Spranger (fig. 1).
This large and handsome drawing, for which the artist used bistre, pen and brush, and some watercolor in gray and pink wash with white
heightening, is entirely laid down, and bears an old, apocryphal inscription at bottom right: "Barthelmi Spranger".
The artist has followed Ovid faithfully; the rosy river-god Numicius, for instance, is shown with his horns, reclining at lower left. In the clouds stands
Venus, making her appeal to Jupiter and the company of the gods. She appears again in the right background, this time anointing her son Aeneas,
who has already been cleansed of all earthly impurities in the river, with the divine ointment of nectar and ambrosia.

1. Here attributed to Hendrick Goltzius, The Apotheosis of Aeneas. Drawing, pen and brush, 560 x 430 mm. Florence, Uffizi

This theme is fairly rare in art, and the drawing can perhaps best be compared to a painting on copper by Pietro Candido in East Berlin (fig. 3).[1]
In his Schilder-boeck of 1604 (Wtlegginghe op den Metamorphosis, fols. 115a and b), Karel van Mander gives a brief, instructive explanation of the
"Apotheosis of Aeneas," and states that a pious man, like the hero, achieves immortality, and will remain in our thoughts forever.
The attribution to Spranger which I gave in 1964 was based both on the old annotation on the sheet and on a presumed affinity with his style of
drawing. Fortunately, though, my note to no. 38 does echo a slight doubt: "il disegno manca del piglio veloce della penna capriciosa dello
Spranger."

2. Hendrick Goltzius, Mars and Venus Surprised by Vulcan. Drawing, pen and brush, 410 x 310 mm. Malibu, J. Paul Getty Museum
Others were even more dubious. Conrad Oberhuber questioned the attribution in conversation, and Wouter Kloek was also skeptical, cataloging it
as anonymous while locating it, correctly, as "Haarlem [School], ca. 1585."[2]. The need for revision became apparent when Goltzius's drawing of
1585 of Mars and Venus surprised by Vulcan (Reznicek no. 105) came up for auction in Amsterdam after 30 years, changing hands for a price
which conjured up images of the tulip craze of 1634.[3] Comparison of these two large drawings, the sheet in the Uffizi (560 x 430 mm) and that by
Goltzius (410 x 310), which is now in the J. Paul Getty Museum (fig. 2), shows, undeniably to my mind, that the manner of execution, the manufacture
or penductus, the sum of the stylistic components, is the same in both. Note the layout of the two compositions, with a "heavenly" and an "earthly"
zone; note the clouds like cotton wool, upon which the gods are enacting the scene with vigor. Compare the character of the movements, notably
those of Jupiter in both drawings, and the back of Vulcan holding his net in Malibu with that of the god seen from the rear seated in the clouds in the
center of the Uffizi sheet, and also the wig-like appearance of the hair. It is revealing, too, to compare the way in which depth is suggested in the
heavenly zone, where the foreground gods are rendered more plastically than those beyond, who are only summarily indicated with rapid, rather
faint strokes of the pen.

3. Pietro Candido, The Apotheosis of Aeneas. Copper, 58.6 x 43.2 cm. East Berlin, Staatliche Museen

It is by no means easy to see the difference between the hands of Spranger and Goltzius in drawings executed between 1585 and 1589. In this
instance, however, I believe that we are quite right to rob the Uffizi of one valuable Spranger while enriching it with a currently highly expensive sheet
by Goltzius.

2. Hendrick Goltzius, Mars and Venus Surprised by Vulcan. Drawing, pen and brush, 410 x 310 mm. Malibu, J. Paul Getty Museum
And now to Joachim Wtewael. The Mauritshuis in The Hague has a small (21 x 15.5 cm), fully signed painting by him which once belonged to the
collection of Prince Willem V in Het Loo Palace (fig. 4).[4] A recent cleaning revealed the date as 1601. Iconographically it is a sequel to the
composition of Getty's Goltzius drawing (fig. 2), which the inventor engraved in 1585 (Hirschmann 137). The scene underwent various
modifications, and only Vulcan's stance with the net betrays the direct dependence on Goltzius's example. However, as Anne Lowenthal has
observed, Wtewael also borrowed the canopied bed from Goltzius, but this time from a different source, namely his engraving of Mars and Venus
after Spranger of 1588 (Hirschmann 321).

4. Joachim Wtewael, Mars and Venus Surprised by Vulcan, signed and dated 1601. Copper, 21 x 15.5 cm. The Hague, Koninklijk Kabinet van
Schilderijen Mauritshuis

The greatest difference, however, is that Wtewael gives an explicit portrayal of sexual intercourse. This quite outstanding little painting was always
considered too indecent for public display in the Royal Cabinet, which is why it is so little known. Equally obscure, for it has never been properly
reproduced, is Wtewael's preparatory study for the painting, now in the Uffizi (fig. 5).[5] The sexual act in this sheet was expurgated by a moralist,
interrupted as it were, with the aid of a sharp knife. Incidentally, the Mauritshuis can boast another example of censored coitus, the iconography of
which was considered unacceptable (although Rembrandt also contributed to it in some of his etchings). The sight of two dogs mating in a Brothel
Scene by Frans van Mienis the Elder was considered offensive to the orthodox sense of propriety of an earlier age, and was once duly painted
over.[6]

5. Joachim Wtewael, Mars and Venus Surprised by Vulcan. Drawing, pen and wash, 218 x 167 mm. Florence, Uffizi
Notes
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The date of Cornelis van Poelenburch's birth
by Marten Jan Bok
In her 1984 dissertation on Cornelis van Poelenburch, Nicolette Sluijter-Seijffert came to the conclusion that this Utrecht painter, who is especially
well-known for his Italianate landscapes, must have been born around 1593.[1] Until recently Van Poelenburch's date of birth was assumed to have
been 1586, on the basis of information supplied by Roger de Piles in 1699,[2] which was taken over by Houbraken.[3] The first scholar to cast
doubt on this date was Hoogewerff (1952), who proposed 1595 instead,[4] although without presenting any arguments. It was not until 1959-1960
that Schaar made an attempt to substantiate Hoogewerff's hypothesis with the aid of archive material.[5] Schaar was inclined to agree with
Hoogewerff, firstly because Van Poelenburch was known to have been in Rome in 1617, and the most usual age at which artists sojourned in Italy
was between 20 and 25, and secondly because there were no known signed works by Van Poelenburch predating 1620.
So the year 1586 had already been rejected on logical grounds before Sluijter-Seijffert undertook her study. However, she went a step further than
Schaar and combined Félibien's statement (Paris 1679) that Van Poelenburch had lived to the age of 74,[6] with the documented date of his death:
12 August 1667.[7] Somewhat regretfully she had to concede that, due to the complete absence of contemporary corroboration, her conclusion of
ca. 1593 for the artist's date of birth could not be considered definitive.[8]
The discovery of a precise indication of the painter's age in his childhood, however, now confirms that the arguments put forward by Schaar and
Sluijter-Seijffert were broadly correct, and puts an end to the last hovering doubts. The treasury ledgers of the city of Utrecht contain the following
entry for the year 1601.

"Lyffrenten opgenomen Agnetis anno 1601." "Ontfangen van Adriana Willemsdr. van Leerdam d'somme van dryhondert ende vyftich ponden
daer voor zy coopt tot lyve Cornelis out sess Jaeren ende Adriana oudt XII Jaeren Symon van Poelenburchs ende haere kynderen elcx siaers
vyff ende twyn¬tich ponden de penningen alsvooren beloopt IIIc L £".
"Life annuities bought at St Agnes' Day 1601 [21 January 1601]" "Received from Adriana daughter of Willem van Leerdam the sum of 350
pounds, for which she purchases an annuity for Cornelis, six years of age, and for Adriana, 12 years of age, children of Symon van
Poelenburch and her[self], yielding 25 pounds annually, makes IIIc L £”.[9]
Counting back six years from 21 January 1601 gives a date of birth between 21 January 1594 and 21 January 1595. This provides conclusive
evidence as to the exact generation to which this key figure in the development of Dutch Italianate landscape painting belonged. He must have

been 25 or 26 when he painted his epoch-making Landscape with Classical Ruins and Cattle Dealers (fig. 1).

Cornelis van Poelenburch, Landscape with Classical Ruins and Cattle Dealers, dated 1620. Copper, 40 x 55 cm. Paris, Musee du Louvre

In addition, the source gives us the name of Van Poelenburch's mother, Adriana, daughter of Willem van Leerdam, and the date of his sister's birth,
ca. 1588. The name of his father, Symon, had already been published by Sluijter-Seijffert,[10] although she supplied no further information on him.
This Symon is in all probability the Simon van Poelenburch mentioned by the Utrecht scholar Cornelis Booth as having been appointed canon of the
Utrecht cathedral chapter in 1581, and as having died "suddenly" on 6 January 1596.[11] Cornelis therefore lost his father at a very early age. It is
also interesting to note that the theory that the Van Poelenburchs were Roman Catholic would find support in this mention of Simon van
Poelenburch's position in the church. No less interesting, but hardly exceptional in the Utrecht painters' milieu, is that Van Poelenburch came from a
prominent family.
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pp. 420-421.
3. A. Houbraken, De Groote Schouburgh der Nederlantsche Konstschilders en schilderessen, 3 vols., The Hague 1718-1721, vol. 1, p. 128.
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Berchem in Italy: notes on an unpublished painting
By Guido Jansen
Looking through the numerous boxes containing photographs of works by Nicolaes Berchem at the Netherlands Institute for Art History (RKD) in
The Hague, one is apt to pay little attention to a painting known only from a small illustration in the catalogue of an auction held in Brussels in 1955
(fig. 1).[1] The panel, which the catalogue lists as signed, shows a hilly Italianate landscape with a double arched bridge and some houses on the
left. In the foreground are five figures, while the righthand side of the painting is dominated by a towering group of trees.
A note beneath the illustration at the RKD suggests that it may be a copy after a painting by Berchem. The coarse and somewhat clumsy execution
does indeed point in this direction. The putative original version by Berchem, however, remained unknown.

1. Copy after Nicolaes Berchem, Italianate Landscape with Shepherds and Flock near a Bridge. "signed". Panel, 31 x 40 cm. Sale Brussels,
1955; present whereabouts unknown (photo RKD, reg. no. L 60.772)
Berchem's original work has now been identified, and we can see that the doubts about the authenticity of the painting sold in Brussels turn out to
be justified. The original, published here for the first time, currently hangs in one of the offices of the Avvocatura Comunale in Milan, where it is on
loan from the Civiche Raccolte d'Arte Antica in the Castello Sforzesco (fig. 2).[2]

Nicolaes Berchem, Italianate Landscape with Shepherds and Flock near a Bridge. Signed and dated 1651. Canvas, 60.5 x 68.5 cm. Milan,
Museo d'Arte Antica, Castello Sforzesco

The painting entered this municipal art gallery in 1865, when Count Gian Giacomo Bolognini Attendolo donated his entire collection to the city of
Milan. The canvas thus came to be incorporated in the municipal collections of the Castello Sforzesco, along with many other Dutch and Flemish
works. In 1926 C. Vicenzi published a catalogue listing almost the entire collection of paintings, but for some reason this work was not included.[3]
No new inventory was subsequently issued, so the painting remained unnoticed.
Comparison with the work of the copyist shows that the latter was rather free in his rendering. The buildings standing in bright sunshine under a
cloudy sky on the left are identical in both versions. The two women conversing in the foreground, the group of animals, and most of the trees in the
background have also been faithfully copied. Only the group on the right, barely visible in the illustration because of an old layer of varnish, has been
omitted. Here the copyist substituted three other figures which appear to have been derived from another work by Berchem.
The recovery of the Milan painting fills a major hiatus in Berchem's dated works from the beginning of the 1650s, for it is signed and dated
Berghem 1651.[4] This discovery is of particular interest, because it provides information on the most important period in Berchem's artistic

development.
Ilse von Sick, Eckhard Schaar and Albert Blankert all agree that Berchem's individual Italianate style did not reach full maturity until the second half
of the 1650s.[5] A group of drawings and paintings dated 1653, which clearly demonstrate the stylistic transition to a purely Italianate landscape (cf.
fig. 3), constitute the chief argument in favor of the artist's presence in Italy around that time. Blankert, too, assumed that if Berchem traveled to Italy
he must have done so around 1653-1655. In a slightly later publication he revised this dating, because the artist was very probably back in Haarlem
by 1654: "Berchem is assumed to have visited Italy; this visit most probably occurred between 1650 and 1653."[6] Nevertheless, 1653-1655
continued to be cited in most of the literature as the date of Berchem's hypothetical trip.
The importance which is attached to the year 1653 appears to derive from the lack of dated works from the years 1650 to 1653. Both Schaar and
Blankert explicitly acknowledge that "landscapes from 1651 are presently no longer known."' The recovery of the Milan painting thus affords a better
insight into Berchem's development in this important period.

3. Nicolaes Berchem, Italianate Landscape. Signed and dated 1653. Canvas, 130 x 195 cm. Paris, Musee du Louvre

It is clear that the artist's striking stylistic innovation in the 1650s, which is characterized compositionally by strong horizontals in the staffage and in
the groupings of the trees (cf. fig. 3), is already quite pronounced in the Milan painting. Moreover, the elaborateness of the trees and the forceful
chiaroscuro accord well with Berchem's work from 1653. Even the clouds, which are remarkably compact by this artist's standards, are clearly
comparable to a later landscape dated 1653.[9]
The only element that is lacking is the wide vista with the low horizon, almost a hallmark of Berchem's in the late 1650s. The view into depth is
blocked by trees and hills, and the sky is only a small strip at the top of the picture. These features, however, can also be seen in another landscape
dated 1653 in the Akademie der Bildende Künste in Vienna (fig. 4).[10] The Milan canvas also shares with this painting the Dutch-looking coloristic
treatment, which was inspired by Ruisdael. That being said, though, the atmosphere of the Milan painting as a whole is unmistakably Italian.

Nicolaes Berchem, Hilly Landscape. Signed and dated 1653. Canvas, 66 x 82 cm. Vienna, Gemäldegalerie der Akademie der Bildenden
Künste

From the above we can conclude that Berchem must have visited Italy as early as 1651. This hypothesis does not rest on stylistic arguments alone.
The canvas used for the Milan painting proves to be what is known as Italian linen, and to my knowledge this is the only occasion when Berchem
used this material as a support. The coarse texture of the linen can actually be seen in our illustration, notably in the lighter area at upper left.
Although not conclusive evidence, this fact does constitute a very strong argument in favor of dating the painter's activity in Italy to 1651.[11]
Blankert's supposition that Berchem and his wife drew up their wills in 1649 because the artist was planning to travel to Italy now looks more
convincing.[12] In view of the above it seems plausible to date this Italian journey firmly to the years 1651-1653.[13]

Notes
The present study arose from my work on a catalogue of all the Dutch and Flemish paintings in public collections in Lombardy. This is part of a
project sponsored by the Dutch Institute for Art History in Florence, which will publish the entire inventory by the end of 1985. I am deeply grateful to
the director of the Institute, Dr B.W. Meijer, for his encouragement and support. Grants from the Netherlands Organization for the Advancement of
Pure Research (ZWO) in The Hague, and the Consiglio Nazionale delle Ricerche (CNR) in Rome, enabled me to visit all the collections personally.
I am also indebted to Dr Maria Teresa Fiorio of the Civiche Raccolte d'Arte in Milan for her unstinting assistance in arranging for me to study all the
paintings concerned.

1. Sale Brussels (Palais des Beaux-Arts), 11 October 1955, no. 129, with ill., 31 x 40 cm. Not in C. Hofstede de Groot, Beschreibendes und
kritisches Verzeichnis der Werke der hervorragendsten holländischen Maler des XVII. Jahrhunderts, vol. 9, Esslingen & Paris 1926 (referred to
below as HdG).
2. Inv. no. 375; canvas, 60.5 x 68.5 cm. The painting is not in very good condition. It is damaged in several places and is covered with a dirty layer
of varnish.
3. C. Vicenzi, Musei del Castello Sforzesco di Milano: Quadri e Affreschi, Milan (1926).
4. This spelling corresponds with the usual spelling of Berchem's signature around 1652; see W. Stechow, "Ueber das Verhältnis zwischen
Signatur und Chronologie bei einigen holländischen Künstlern des 17. Jahrhunderts," Festschrift Dr. h.c. Eduard Trautscholdt, Hamburg 1965, p.
114. It should be noted, though, that the brown layer of varnish makes the signature rather difficult to read.
5. Ilse von Sick, Nicolaes Berchem, ein Vorlaufer der Rokoko, Berlin 1930, p. 22ff; Eckhard Schaar, Studien zu Nicolaes Berchem, Cologne 1958
(diss.), p. 40ff; Albert Blankert, Nederlandse 17de eeuwse Italianiserende Landschapschilders, Soest 1978 (1st ed. as exhib. cat., Utrecht 1965),
p. 147ff, esp. cat. no. 76.
6. A. Blankert, in exhib. cat. Artisti Olandesi e Fiamminghi in Italia, Florence 1966, p. 16: "Si suppone che it Berchem abbia visitato l'Italia, con ogni
probabilità fra it 1650 e il 1653."
7. See, for instance, R. Klessmann, Herzog Anton Ulrich-Museum Braunschweig: Die holländischen Gemälde, Braunschweig 1983, p. 22, and
exhib. cat. La Pastorale Olandese nel Seicento, Rome (Istituto Olandese) 1984, p. 22.
8. Schaar, op. cit. (note 5), p. 37; Blankert, op. cit. (note 5), p. 153.
9. Sale London (Christie), 12 January 1942, no. 49 (HdG no. 111; photograph in the RKD, The Hague).
10. R. Eigenberger, Die Gemäldegalerie der Akademie der Bildenden Künste in Wien, vol. 1, Vienna & Leipzig 1927, p. 30, inv. no. 1365. See
also R. Trnek, exhib. cat. Niederländer und Italien, Vienna 1982, pp. 73-75.
11. Ernst van de Wetering, to whom I showed the photograph, kindly informed me that to his knowledge such linen was not used in Holland.
12. Blankert, op. cit. (note 6), p. 13, and Blankert, op. cit. (note 5), p. 261, note 42.
13. This may explain why Berchem did not contribute to the decoration of the Oranjezaal in Huis ten Bosch, which was carried out in this very
period, 1649-1652. In 1647 his name does occur in a list of painters who were being considered for a commission, see J.G. van Gelder, "De
Schilders van de Oranjezaal," Nederlandsch Kunsthistorisch Jaarboek 2 (1948-49), pp. 126-128.

Ruth and Naomi of 1653: an unpublished painting by Jan Victors
by Debra Miller
One of Jan Victors' finest works, representing the Old Testament subject of Ruth and Naomi (fig. 1), is, at the time of writing (April 1985), on loan to
the Metropolitan Museum of Art, having recently been acquired by a private collector in New York. The signed and dated painting, executed on
canvas and measuring an impressive 108.5 x 137 cm., has not been seen in public since 1967, when it last appeared on the Dutch art market.[1]
On the foreground plane the two monumental, three-quarter-length characters engage in earnest dialogue. To the left the seated, elderly Naomi
looks up at Ruth, who stands beside her in profile view. The women are clad in copious drapery, colored in an unusual palette of almost
indescribable earth tones that evoke the warmth of Rembrandt.[2] Naomi dons a voluminous brown dress, belted at the waist with a striped cloth of
orange, brown, and gold. A gathered white underblouse and salmon-colored head-cover, with ochre fringe and lining, complete her archaizing
costume. Ruth wears a similar underblouse, and her dress, in a slightly different shade of brown, is belted twice, at the waist and hips, by a solid
golden-beige cloth. Her exotic headpiece mirrors the salmon and ochre tones of her mother-in-law's outfit and lends a fanciful, orientalizing accent
to the scene. Immediately behind Ruth and Naomi, two solid trees with sturdy trunks and delicate foliage provide a backdrop to their conversation.
A rolling autumnal landscape recedes into the left distance, punctuated by a cluster of rustic buildings and the tiny silhouetted form of a woman, who
may be identified as the departing Orpah of the scriptural text.

1. Jan Victors, Ruth and Naomi, signed and dated 1653. Canvas, 108.5 x 137 cm. New York, private collection
Executed at mid-century, when Victors was at the height of his artistic powers, Ruth and Naomi achieves a delicate balance between the theatrical
archaisms of the earlier Pre-Rembrandtists and the imposing grandeur of the later Dutch classicists. The animated gestures and serious
expressions of the women's highlighted hands and faces recall the frozen histrionics of Pieter Lastman and Claes Moeyaert, who exerted a notable
influence on Victors,[3] while the ponderous solidity and stateliness of the figures foreshadow the restrained stability of Jan de Bray's consummate
classicism (fig. 2).[4]

2. Jan de Bray, The Finding of Moses, signed and dated 1661. Canvas, 121 x 164 cm. Rotterdam, Boymans-Van Beuningen Museum

Despite its brevity, the Book of Ruth was a popular source for pictorial representation in Victors' circle and in Dutch art in general.[5] Victors himself
treated three scenes from the life of the Old Testament heroine. In addition to Ruth and Naomi, he painted Boaz Purchasing Ruth from his Kinsmen,
now in the Städelsches Kunstinstitut in Frankfurt (fig. 3), and two versions of Ruth and Boaz, in Copenhagen (fig. 4) and in Richard Feigen's gallery
in New York (fig. 5). Dating from the same year as Ruth and Naomi, Feigen's canvas of 1653 employs the same distinctive model for Ruth and she
wears a similar wicker and cloth hat.[6]

3. Jan Victors, Boaz Purchasing Ruth from his Kinsmen, signed. Canvas, 180 x 202 cm. Frankfurt, Städelsches Kunstinstitut
Victors' specific episode of Ruth swearing her allegiance to Naomi (fig. 1) is recounted in Ruth 1.[7] The narrative tells of the relationship between
Naomi of Bethlehem and her two Moabite daughters-in-law, Orpah and Ruth. After the three women became widowed, Naomi determined that her
daughters-in-law should return to the homes of their mothers. Orpah departed, but the steadfast Ruth refused to forsake her mother-in-law. Naomi
prodded: "Behold, thy sister in law is gone back unto her people, and unto her gods: return thou after thy sister in law. And Ruth said, Intreat me not
to leave thee... for whither thou goest, I will go; and where thou lodgest, I will lodge: thy people shall be my people, and thy God my God" (Ruth 1:1516).[8]

4. Jan Victors, Ruth and Boaz, signed. Canvas, 181 x 201 cm. Copenhagen, Statens Museum for Kunst
In traditional Jewish exegeses, Ruth was seen as a model proselyte whose speech to Naomi represented a heartfelt declaration of her conversion
to Judaism.[9] Later Christological interpretations extolled Ruth as one of the `worthy women of the Old Testament' — a born heathen who
embraced the true religion and went on to become an ancestress of Christ.[10] Still other commentaries have noted the rich, underlying social
themes inherent in the story of Ruth and Naomi: the encouragement of family solidarity; the glorification of the virtues of love, kindness, and loyalty;
and the celebration of the continuity of the male line.[11]

5. Jan Victors, Ruth and Boaz, signed and dated 1653. Canvas, 181.6 x 225.7 cm. New York, Richard L. Feigen and Co

6. Philips Galle after Adriaen de Weerdt, Orpah Departing from Ruth and Naomi. Engraving, 212 x 270 mm. Leiden, Prentenkabinet der
Rijksuniversiteit

Jan Victors, Ruth and Naomi, signed and dated 1653. Canvas, 108.5 x 137 cm. New York, private collection

Turning from the literary to the pictorial arts, the departure of Orpah plays a key role in two Mannerist engravings of the biblical tale, by Philip Galle
after Adriaen de Weerdt (fig. 6) and by Hendrick Goltzius. But in his later representation (fig. 1), Jan Victors focuses instead on the strong
emotional bond between Ruth and Naomi, while the retreating Orpah is reduced to mere staffage in the background landscape. In so doing, Victors
offers a Rembrandtesque intensity and insight into the relationship of the two protagonists, but ultimately follows the lead of Pieter Lastman's
painting of 1614, in Hannover (fig. 7), in which Orpah is seen in the left distance, far removed from the conjoined foreground figures of her motherand sister-in-law.[12]

7. Pieter Lastman, Ruth and Naomi, signed and dated 1614. Canvas, 65 x 88.5 cm. Hannover, Niedersachsisches Landesmuseum,
Landesgalerie

To fully understand Victors' intent, however, Ruth and Naomi must be examined in conjunction with another painting by the artist. Victors' depiction
of Esau and the Mess of Pottage in Warsaw (fig. 8) may have been intended as a pendant to Ruth and Naomi, whose dimensions are virtually
identical.[13] It, too, focuses on two threequarter-length, close-up figures from the Old Testament and also bears a date of 1653.[14] The
protagonists in both works are splayed across the foreground plane and lean inward towards one another. One figure is seated and one stands,
their heads forming a compositional diagonal seen in mirror image in the two paintings. The highlighted forearm of each of the standing figures is
extended horizontally, drawing the viewer's eye to the center of their respective compositions.

8. Jan Victors, Esau and the Mess of Pottage, dated 1653. Canvas, 109 x 137 cm. Warsaw, Muzeum Narodowe

Not only compositionally, but also thematically, the two paintings would seem to form a perfect dialectical pair.[15] As antithetical pendants, they
depict indoor versus outdoor, male versus female, and, most significantly, sibling rivalry versus filial love. But as companion pieces, both illustrate
the fundamental Old Testament leitmotif of the propagation of the unalterable male line of descent from Abraham,[16] a theme that held special
meaning for Calvinist Holland.
In their rejection of the excesses of Catholicism, Dutch Protestants returned to the keystone of their religion, the word of the Bible. Consequently,
they came to identify themselves with the persecuted but triumphant Jews of the Old Dispensation, becoming in effect the new descendents of the
Pentateuchal patriarchs.[17] Calvin himself had stressed the kinship between his contemporary Christian followers and the biblical Jews,[18] a
concept of lineage that he derived directly from the Scriptures: ‘And if ye be Christ's, then are ye Abraham's seed, and heirs according to the
promise' (Galatians 3: 29).[19] Victors' association of Ruth and Naomi with Esau and the Mess of Pottage thus operates on two levels. Beyond the
psychological contrast of the redemptive virtue of Ruth and the fateful foible of Esau, the pendants represent parallel illustrations of two pivotal
generations in the genealogy of Christ.
The artist's subtle iconographical pairing was not suggested previously, nor was, until recently, the Old Testament subject that Ruth and Naomi
portrays. When the painting appeared at auction in 1967 it was offered as a depiction of the classical myth of Vertumnus and Pomona.[20] A
watercolor copy by A. van Stry had suffered the same thematic misidentification in 1938.[21] The confusion is not surprising, since both subjects
focus on an elderly woman disputing with a younger one. Further complicating the matter is Victors' use of certain elements traditionally associated
with the mythological theme in his biblical composition: a naturalistic landscape setting; a prominent tree; the pointing gesture of the old woman;
and the head-covering of the same figure.

As told in Ovid's Metamorphoses (14: 623-771), Vertumnus, the amorous god of the seasons, disguised himself as on old woman in order to win
the wood nymph Pomona. The romantic encounter transpires in a garden frequented by the nymph, who carries with her a pruning hook.
Vertumnus, in the guise of an old crone, wears a forehead cloth and carries a staff to support his aged limbs. Seated next to Pomona, Vertumnus
points out a vine entwined around the trunk of an elm tree —an analogy of the love that binds him to her. The textual affinities with Victors' painting
are indeed striking.

9. Paulus Moreelse, Vertumnus and Pomona, signed. Canvas, 130 x 114 cm. Rotterdam, Boymans-Van Beuningen Museum

The story, first translated into Dutch in 1552, became one of the most frequently portrayed in Dutch Baroque art.[22] Early in the century, Paulus
Moreelse painted his suggestive rendition of the scene, now in Rotterdam (fig. 9). Around 1638 the mythological couple was depicted in a drawing,
also in Rotterdam, which has been alternately attributed to Rembrandt and Ferdinand Bol (fig. 10).[23] Aside from Victors, each of Rembrandt's
major students of the 1630s (Bol, Flinck, and Van den Eeckhout) executed more than one version of the theme.[24]

10. Attributed to Rembrandt or Ferdinand Bol, Vertumnus and Pomona, ca. 1638. Pen and brown ink, wash, corrected with white, 172 x 153 mm.
Rotterdam, Boymans-Van Beuningen Museum

Most of the representations cited above include the majority of attributes named in the Ovidian text (e.g., fig. 9). Rembrandt's (?) drawing (fig. 10)
presents the most abbreviated account of the story; his background setting is nondescript and his young lady bears no attributes.[25] Only the staff,
head-cover, and pointing gesture identify the old lady at the right as Vertumnus. Victors, for his painting of Ruth and Naomi (fig. 1), borrows the
latter two elements from this traditional method of representing the story, along with the old woman's seated posture and her voluminous drapery. In
addition, he includes a conspicuous tree as a diagonal accent in the right middleground. It is undoubtedly these details that inspired the painting's
earlier misidentification as Vertumnus and Pomona.

Jan Victors, Ruth and Naomi, signed and dated 1653. Canvas, 108.5 x 137 cm. New York, private collection

But Victors' appropriation of attributes from the classical myth should be seen as more than an iconographical error. A similar 'confusion' of
costuming occurs in Lastman's Ruth and Naomi in Hannover (fig. 7), whose old lady also dons a forehead cloth ,[26] and in a variety of seventeenthcentury Dutch depictions of the biblical theme.[27] It must be concluded that the forehead cloth was deemed a common fashion accessory for old
ladies in histories, which is why the metamorphosed Vertumnus chose it as a part of his convincing disguise.

7. Pieter Lastman, Ruth and Naomi, signed and dated 1614. Canvas, 65 x 88.5 cm. Hannover, Niedersachsisches Landesmuseum,
Landesgalerie

The pointing gesture is likewise appropriate to both Naomi and Vertumnus. In Victors' painting, the old woman does not point specifically to a
creeping vine of ivy,[28] as Vertumnus does in Ovid, but rather raises her right hand in a rhetorical gesture of emphasis. It is most likely that the
artist intended this detail as a manual reference to Naomi's words of advice to Ruth, 'Behold, thy sister in law is gone back...' By focusing visually on
the women's declarations to each other, Victors underlines the human themes of love and fidelity that characterize his warm and powerful rendition
of Ruth and Naomi.

Notes
1. The work is signed and dated on the tree trunk at the right: J.Victors./1653. The following provenance has been traced: (?) Sale Amsterdam, 15
August 1825, no. 88 ("Een Bijbelse Ordonnantie van twee beelden meesterlijk behandeld, op doek, door Victor"); Girot Collection, Antwerp, ca.
1950s; Sale Amsterdam (Mak van Waay), 31 October 1967, no. 515, with ill. (as Vertumnus and Pomona); Hoogsteder-Naumann Ltd., New York,
1984; Private collection, New York. See Debra Miller, Jan Victors (1619-76), Ph.D. diss., University of Delaware 1985, cat. no. 67, p. 303.
2. Although documentation is lacking, it is generally believed that Victors trained in Rembrandt's studio in Amsterdam in the mid to late 1630s.
3. The impact of the Pre-Rembrandtists on Victors was noted by Marianne Haraszti-Takács, "Les Tableaux de Jan Victors dans les Collections de
Budapest," Bulletin du Musée National Hongrois des Beaux-Arts 20 (1962), pp. 61-70, and Eric Zafran, "Jan Victors and the Bible," Israel Museum
News 12 (1977), pp. 92-118. It is possible that Victors studied with either Lastman or Moeyaert before his presumed apprenticeship with
Rembrandt; see Miller, op. cit. (note 1), pp. 18-21.
4. On De Bray, see J.W. von Moltke, "Jan de Bray," Marburger Jahrbuch für Kunstwissenschaft 11-12 (1938-1939), pp. 421-523. On classicism in
Dutch art, see Albert Blankert's essay in exhib. cat., Gods, Saints and Heroes, Washington (National Gallery of Art), Detroit (The Detroit Institute of
Arts) & Amsterdam (Rijksmuseum) 1980-1981, pp. 183-190.
5. A. Pigler, Barockthemen, vol. 1, Budapest 1956, pp. 133-134, lists 26 Netherlandish examples of four different episodes from the story of Ruth,
including renditions by Rembrandt, Lastman, Moeyaert and Gerbrandt van den Eeckhout. On the theme of Ruth and Naomi see A. Tümpel, "'Ruth
erklärt Naomi die Treue,' von Pieter Lastman. Zur Genese eines typischen Barockthemas," Niederdeutsche Beiträge zur Kunstgeschichte 17
(1978), pp. 87-101; and DIAL (Decimal Index of the Art of the Low Countries, issued by the Netherlands Institute for Art History (RKD), The Hague,
71 F 43.
6. Feigen's Ruth and Boaz is larger than Ruth and Naomi, measuring a sizable 181.6 x 225.7 cm.
7. The story also appears, in less detail, in Flavius Josephus, Jewish Antiquities (5:9.1), yet without the poignant dialogue between the two women.
8. Victors would presumably have referred to the States General Bible, ordered by the Synod of Dort in 1618. All references in this article are
based on the reprint edition of Het Nederlandsch Bijbelgenootschap, Amsterdam 1951. That Dutch version of the passage reads as follows: "Zie,
uw zwagerin is wedergekeerd tot haar volk en tot haar goden; keer gij ook weder, uw zwagerin na. Maar Ruth zeide: Val mij niet tegen, dat ik u zou
verlaten... want waar gij zult heengaan, zal ik ook heengaan, en waar gij zult vernachten, zal ik vernachten; uw volk is mijn volk, en uw God mijn
God."
9. See D.R.G. Beattie, Jewish Exegesis of the Book of Ruth, Sheffield 1977, pp. 104, 116-118, 172-173, 205-206, and passim; also Edward F.
Campbell Jr., Ruth, Garden City 1975, pp. 60-84.
10. Ruth's line of descent to Christ is given in Matthew 1:5. On the Christian interpretation of Ruth see J. Paul and W. Busch, "Ruth," in Lexikon der
Christlichen Ikonographie, vol. 3, Rome, Freiburg, Basel & Vienna 1971, pp. 574-576; on Worthy Women of the Old Testament see Louis Reau,
Iconographie de l'Art Chrétien, vol. 2, Paris 1956, pt. 1, p. 327.
11. Jack M. Sasson, Ruth: a New Translation with a Philological Commentary and a Formalist-Folklorist Interpretation, Baltimore & London 1979,
pp. 242-243.
12. Rembrandt, in his etching of the theme (B. 120, previously called The Spanish Gypsy), completely eliminates Orpah and emphasizes the
closeness of Ruth and Naomi. Cf. the version attributed to Willem Drost in the Ashmolean Museum, Oxford. Both are discussed and illustrated in
Tümpel, op. cit. (note 5), pp. 96-100.
13. Ruth and Naomi measures 108.5 x 137 cm, Esau and the Mess of Pottage 109 x 137 cm. On the latter see Miller, op. cit. (note 1), cat. no. 36,
p. 291.
14. The focus on two large-scale figures is significant because it is unusual at this point in Victors' chronology. By 1653 the artist tended to fill his
compositions with three or more figures. The paintings in Warsaw (fig. 8) and New York (fig. 1) are notable exceptions.
15. We know of Old Testament scenes by Victors which have remained together for centuries as pendants: Jacob Burying the False Idols (180 x
194 cm) and Ruth and Boaz (181 x 201 cm) in the Statens Museum in Copenhagen (cat. 1951, nos. 772 and 773). Both paintings were purchased
together in Holland in 1759, and are very similar in conception and color. The Finding of the Cup in Benjamin's Bag (179 x 196.5 cm) and The
Finding of Moses (176 x 199 cm), which have been in the Gemäldegalerie in Dresden at least since 1835, are also considered to be pendants
(Gemäldegalerie alte Meister Dresden: Katalog der ausgestellten Werke, 1982, no. 1615). It has been suggested convincingly that the Joseph
Recounting His Dreams (158 x 202 cm) in the Wadsworth Atheneum in Hartford, Conn., is the pendant of Joseph Presenting His Father to Pharaoh
(163 x 204 cm), previously in the Wente Collection (both illustrated in E. Haverkamp-Begemann et al., Wadsworth Atheneum Pantings: Catalogue
1, Hartford 1978, no. 165). On these pictures see Miller, op. cit. (note 1), cat. nos. 49, 69, 57, 61, 51 and 58. On pendants in general in Dutch
seventeenth-century painting see the forthcoming book by Cornelia Moiso-Diekamp.
16. Although Esau was the elder brother, the younger Jacob was destined to inherit his birthright and the blessing of their father (Genesis 25:2934). Ruth could have returned to her own mother, but remained instead with her husband's family.
17. The Dutch self-identification with the Old Testament Jews has been the subject of much scholarly prose. Among others see Zafran, op. cit. (note
3), p. 92; Debra Miller, "Jan Victors: an Old Testament Subject in the Indianapolis Museum of Art," Perceptions 2 (1982), p. 24 and note 10; Pieter

Geyl, The Revolt of the Netherlands, London 1958, p. 261ff; exhib. cat. , The Bible through Dutch Eyes, Milwaukee (Milwaukee Art Center) 1976, p.
7; exhib. cat., The PreRembrandtists, Sacramento (E.B. Crocker Art Gallery) 1974, p. 142; and Gods, Saints and Heroes, cit. (note 4), pp. 45-46.
18. John Calvin, Institutes of the Christian Religion, trans. Henry Beveridge, Grand Rapids 1974, vol. 1, p. 376 (Bk 2, Ch. 1, Sec. 11), and vol. 2, p.
536ff (Bk. 4, Ch. 16, Sec. 11ff).
19. In the Dutch States General Bible: "En indien gij van Christus zijt, zo zijt gij dan Abrahams zaad, en naar de beloftenis erfgenamen."
20. For the provenance see note 1.
21. Sale Lahmann II, Berlin (Lepke), 22 June 1938, no. 285, with ill.
22. According to Eric Jan Sluijter, in Gods, Saints and Heroes, cit. (note 4), p. 62, only the episodes of Diana and Actaeon and Diana and Callisto
were more prevalent. See also the numerous examples cited by Pigler, op. cit. (note 5), vol. 2, pp. 266-270; and DIAL, cit. (note 5), 98 A 18.
23. E. Haverkamp-Begemann, "The Present State of Rembrandt Studies", Art Bulletin (1971), p. 88, considers the drawing to be by a Rembrandt
pupil. However, it is still accepted as an authentic Rembrandt in Otto Benesch, The Drawings of Rembrandt, vol. 1, London 1973, cat. no. 165, fig.
195. The Boymans-Van Beuningen Museum in Rotterdam now catalogues it as Bol, based on an oral attribution by P. Schatborn. The dating of ca.
1638 proposed by Benesch coincides with both Victors' and Bol's presumed periods of training in Rembrandt's atelier.
24. On these artists see Albert Blankert, Ferdinand Bol: Rembrandt's Pupil, Doornspijk 1982; J.W. von Moltke, Govaert Flinck 1615-1660,
Amsterdam 1965; and Rainer Roy, Studien zu Gerbrand van den Eeckhout, Vienna (diss.) 1972.
25. The omission of significant iconographical details is characteristic of Rembandt's history paintings; see C. Tuempel, "Studien zur Ikonographie
der Historien Rembrandts: Deutung and Interpretation der Bildinhalte ," Nederlands Kunsthistorisch Jaarboek 20 (1969), pp. 160-189.
26. A related drawing of the isolated elderly figure has been called a study of Vertumnus; see Werner Sumowski, "Beiträge zur Kenntnis der
Lastman-Zeichnungen," Pantheon 38 (1980), p. 58 (ill.), p. 59, fig. 1.
27. Such as those mentioned in note 13, above, which were executed in Victors' immediate circle of painters in Amsterdam.
28. Through the seventeenth century and later, the vine-covered tree was an extremely popular image, recurring in art and emblematic literature.
The device consistently retained the meaning given it by Vertumnus in Pomona's garden, of binding and enduring love. On the interpretation of the
ivy-covered tree see the exhaustive study by E. de Jongh and P.J. Vinken, "Frans Hals als voortzetter van een emblematische traditie," OudHolland 76 (1961), pp. 117- 152.

Tuscan visitors for Adriaen van der Werff
by Henk T. van Veen
During his visit to the Low Countries in 1667-1669, granprincipe Cosimo de'Medici was deeply impressed by the earnestness and piety of the
Roman Catholic community. And when serious problems arose between the Dutch Catholics and Rome around the year 1700 Cosimo, now Grand
Duke, felt called upon to mediate in the conflict.[1] In 1703 he sent one of his most astute diplomats, Marquis Carlo Rinuccini, to the Dutch Republic.
Rinuccini gave a vivid account of his sojourn in the Netherlands in a series of letters dealing with many issues besides religion.[2] He describes his
meetings with celebrated and less celebrated personalities in the cultural world of the day. That he was also interested in artists is not surprising,
for he came from an old Florentine family with a long tradition of collecting and patronizing art. He himself owned quite a considerable collection of
paintings ,[3] and when his official duties took him to Rotterdam, he hastened to visit the studio of the famous Adriaen van der Werff. In a letter to
Cosimo he described his meeting with the painter as follows.

"Sono stato anche a vedere dipingere un certo famoso Pittore, che qui si trova, e tira una pensione dal Serenissimo Elettor Palatino chiamato
Vandervert, ed ha il suo ritratto nella galleria di Vostra Altezza Reale, come egli mi ha detto avendolo richiesto, che lo mandassi, se già non
l'aveva mandato; certo che è un uomo grande, e non avrei difficoltà a dire, che è il migliore pittore che dipinga fuori d'Italia, e ciò non per altro
se non perchè non s'é assuefatto a dipingere con le maniere nostre e ha seguitato solo gl'esempi che ha trovati nel suo paese. Al presente fa
una Nativita per il Serenissimo Elettor Palatino che egli mi ha detto volere S.A. Elettore regalare alla Serenissima, e sarà una Bella galanteria;
m'ha anche fatto vedere un ritratto cominciato a Dusseldorp del Serenissimo Signore Principe Gian Gastone, e se bene la testa non è ancora
finita mi pare di poter conoscere, che l'abbia però perfettamente."[4]
"I went to see a certain famous painter who lives here and who receives a pension from the Elector Palatine. His name is Van der Werff, and his
portrait hangs in the Galleria of your Royal Highness, as he told me himself when I asked him to send it, should he not have done so yet. He is
certainly a great artist, and I find no difficulty in admitting that he is the best painter outside Italy. And that is so only because he has not taught
himself to paint in our manner, but follows only the examples to be found in his own country. He is currently engaged on a 'Nativity' for the
Elector Palatine, which the latter, so the artist tells me, wishes to present to his wife. It will certainly make a handsome gift. He has also shown
me a portrait of Prince Giangastone, which he started when he was in Düsseldorf. And even though the head is not yet finished, I am sure that it
will be a perfect likeness."

1. Adriaen van der Werff, Self-portrait, signed and dated 1697. Canvas, 89 x 73 cm. Florence, Uffizi
What is so striking in this brief account is that Rinuccini admires Van der Werff solely for perfecting the Dutch painterly tradition as represented by
Gerard Dou and Frans van Mieris, of which, largely thanks to Cosimo, several handsome examples were to be seen in Florence. He does not
seem to have had an eye for the "academic," international nature of Van der Werff's art — a characteristic of which the painter's fellow countrymen
were very well aware.[5]

2. Adriaen van der Werff, The Judgment of Solomon, signed and dated 1697. Panel, 70.5 x 53 cm. Florence, Uffizi
Furthermore, some comments could be made on the paintings mentioned by Rinuccini. First of all there is the self-portrait which, although Rinuccini
was not entirely sure about it, was already hanging in Cosimo's gallery of seIf-portraits (fig. 1). Together with the Judgment of Solomon (fig. 2) this
self-portrait was the first commission with which the Elector Johann Wilhelm honored the artist in 1696.[6] Both paintings were intended for his
father-in-law Cosimo, and both are now in the Uffizi.[7] The self-portrait has persistently been regarded in the literature as the repetition of the other,
far more famous version in the Rijksmuseum in Amsterdam (fig. 3).[8] Very recently it was again dismissed as a replica of the Amsterdam painting
,[9] in spite of the fact that Marco Chiarini established in 1979 that the exact reverse is the case. The Rijksmuseum portrait is actually a variation of
the one in the Uffizi,[10] which was already in Florence in 1697, whereas the Amsterdam canvas is dated 1699.

3. Adriaen van der Werff, Self-portrait, signed and dated 1699. Canvas, 81 x 65.5 cm. Amsterdam, Rijksmuseum
Upon his return from his second visit to Dusseldorf in 1698 Van der Werff decided to portray himself wearing the gold chain and medallion which
the Elector had just presented to him, and the recently completed self-portrait for Cosimo served as his model. The Rijksmuseum self-portrait
should indeed be considered in the light of the Uffizi painting, and it may therefore be worth examining the latter canvas a little more closely.
It should be noted that the small painting which Van der Werff is holding in the Uffizi does not represent Mary Magdalene, as has been asserted,[11]
but an allegory of painting, as Gibbon had observed back in 1760:[12] the female figure does indeed have the usual mask. And just as in the case
of the Rijksmuseum self-portrait, the question rises as to whether that small painting is meant to represent an existing work. Exactly what the
relationship is between these two "paintings within a painting," both of which may therefore be regarded as allegories of the art of painting, is a
question that cannot be answered here.

4. Adriaen van der Werff, Adoration of the Shepherds, signed and dated 1703. Panel, 53 x 36 cm. Florence, Uffizi
The "Nativity" which Van der Werff was working on when Rinuccini called may very well have been the Adoration of the Shepherds which is now
also in the Uffizi (fig. 4).[13] The latter painting is dated 1703, and according to the artist himself it was made for the Electress Anna Luisa
de'Medici. She took it back to Florence with her after her husband's death in 1716.[14] Rinuccini informs us that she had not ordered it herself from
Van der Werff, but that it was a gift from the Elector.

5. Adriaen van der Werff, Portrait of Giangastone de'Medici, signed and dated 1705. Canvas, 29 x 37 cm. Schleissheim, Gemäldegalerie

The portrait mentioned by Rinuccini of Giangastone, Cosimo's youngest son, is probably identical to the painting now in Schleissheim which bears
the date 1705 (fig. 5).[15] Rinuccini's information confirms the opinion expressed earlier that Van der Werff began the portrait in Düsseldorf with the
intention of finishing it at home.[16] He may have started working on it during his first visit to the Elector's court in 1697. Giangastone was certainly
there at the time, in connection with his betrothal. Alternatively, Van der Werff may have begun the portrait the following year on his second visit. He
did not travel to Düsseldorf again until 1703. If he started the portrait in 1698 it may have been him rather than Jan Frans van Douven to whom Anna
Luisa was referring when she wrote to Florence in July of that year that Giangastone was having his portrait painted "not so much on his own wish
as on that of the Elector Johann Wilhelm, who wanted it since there was a good painter from Holland at hand."[17] Douven, it should be
remembered, had been living in Düsseldorf for a very long time by then.
Van der Werff received a second visitor from Tuscany through Rinuccini. It was the young Jacopo Niccolò Guiducci, a great lover of paintings, who
went on an "educational tour" of northern Europe in 1713-1714 at Cosimo's expense. From. the lively reports which he regularly sent to his
benefactor we learn that he went to Düsseldorf first,[18] where he was welcomed by Rinuccini, who was resting at the Elector's court after his
disappointing diplomatic mission to the Netherlands.[19] Thanks in part to Rinuccini's help, Guiducci not only had the opportunity of seeing the
Elector's famous gallery,[20] but also the paintings that Johann Wilhelm kept in his private quarters. The Elector personally conducted the young
visitor around his chambers for more than two and a half hours, assisted by Douven, who took the paintings down from the wall whenever Guiducci
wished to see them at close quarters.[21] Subsequently Anna Luisa showed him the collection of art treasures which she kept in her own
apartments.
When Guiducci announced that he was to going to continue his journey to the Low Countries, his mentor Rinuccini gave him letters of introduction
and a number of suggestions. One of these must have been to pay a visit to Van der Werff, and on 29 August 1714 he wrote from Rotterdam: "ho
veduto in questi giorni il Signor Vanderverf e le sue belle pitture."[22] Unfortunately he is far less communicative about this visit than Rinuccini had
been about his.
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A note on Isaack Versteech*
by John Michael Montias

Versteech or Versteeg was active in Delft, The Hague, and later in Amsterdam. He was said to be 22 years old on 12 August 1646, when he was
living in The Hague (Notary J. Spoors, no. 1674). He was a witness to a document in Delft, passed before Notary G. Rota, on 27 February 1647
(no. 1975). Eight of his paintings (or at least paintings by "Versteech"), without titles, appeared, along with those of Pieter de Hooch, in the famous
inventory of paintings sold or transferred by Justus de la Grange to Pieter Persijn on 28 August 1655 (J. Spoors, no. 1676). They were priced from
6 to 18 guilders, about the same range as those by De Hooch (A. Bredius, "Bijdragen tot de biografie van Pieter de Hoogh," Oud-Holland 7 (1889),
pp. 163-164).
I suspect that both De Hooch and Versteech may have painted pictures for De la Grange (who also owned a "trony" by Rembrandt). In 1669,
"Versteegh schilder" appeared in a list of debts owed to the estate of Arent van Straten, innkeeper (early December 1669, records of Notary Dirck
Rees, no. 2144). This debt may have been incurred many years previously.
It would not surprise me if Isaac Versteech was a relative of Gerard Versteeg, the auction master in Delft in the 1660s and early 1670s.
* This note was addressed to Guido Jansen as a comment on his statement on Isaack Versteech: "a painter about whom no further information has
come down to us" (G. Jansen, "Cornelis Stangerus, an artful painter," Mercury 1 (1985), p. 43). We are grateful to Professor Montias for allowing
us to publish it. (A.BI.)

`Cadmus, His Companions, and the Dragon': a Newly-discovered Painting by Hendrick
Goltzius
by Charlotte Christensen and Lawrence W. Nichols
It is a curious paradox that the addition to an artist's oeuvre of a previously unknown or unrecognized picture is both illuminating and mystifying. As
to be expected, the appearance of a heretofore unrecorded painting or the identification of a misattributed picture supplements our knowledge of
the scope and character of a painter's activity. But simultaneously such a discovery suggests just how deceptively incomplete this understanding
may in fact be. This phenomenon is well illustrated by the many recent developments concerning the paintings of Hendrick Goltzius (1558-1617).[1]
It is the purpose of this essay to publish another such finding.[2]
The painting illustrated in fig. 1 has been on deposit since 1923 at Koldinghus, King Christian IV's castle in Kolding, from The Royal Museum of
Fine Arts in Copenhagen.[3] It is a large canvas, measuring 189 by 248 centimeters, and represents the Ovidian story told in Metamorphoses 3:2694 of Cadmus slaying the dragon, as well as the previous episode of the dragon devouring Cadmus's companions, two of whom are depicted here.
The picture, illustrated here after a recent cleaning, does not reveal a signature or date, and currently bears an attribution to Reinhold Thim (?1639), an artist known to have worked for Christian IV during the years 1618- 1634.[4] On stylistic grounds, however, it can be demonstrated that
the Koldinghus painting may be attributed to Goltzius, approximately one-third of whose painted oeuvre is comprised of mythological subjects, who
was well acquainted with the Cadmus story.[5] But before embarking on the reasons for Goltzius's authorship, an account of what is known about
the picture's provenance is in order, as is a more complete consideration of its attribution history.

1. Hendrick Goltzius, Cadmus, His Companions, and the Dragon. Canvas, 189 x 248 cm. Kolding, The Museum at Koldinghus (as by Reinhold
Thim)
No record of any painting attributed to Goltzius that remotely resembles Cadmus, His Companions, and the Dragon is known from any Dutch sale
catalogue, inventory, or published account.[6] This fact, in conjunction with the documentation of such a picture in Denmark presented below, leads
one to believe that the picture left Holland at a very early date. One of its original owners, if not the first, was in all likelihood King Christian IV of
Denmark (reigned 1588-1648), though no document that can definitely be linked with the purchase of the painting has so far come to light.
Nonetheless, a series of documents pertaining to art works bought by Christian IV or offered for sale to him by foreigners does permit has to gain a
broad idea of the Danish king's taste for Dutch pictures and the extent of his collection, both substantially more remarkable than can be guessed at
today from the few surviving paintings in Danish and Swedish collections.[7]
When the Danish diplomat, Dr. Jonas Charisius was in The Hague in 1607-1608 in connection with the peace initiative, he purchased
approximately 150 Dutch and Flemish paintings as well as a number of musical instruments for Christian IV.[8] That the paintings of Goltzius were a
known commodity to Christian IV is manifested by two offers made to him in the 1620s.[9] In 1621 there was a correspondence between the poet
and Burgundian knight, Theodor Rodenburg, in Amsterdam, and the king concerning the offer for sale of as many as 350 paintings valued at
20,000 rigsdaler. No subjects are given, but the names of the artists cited, including `Henricus Goltius,' forms a veritable index of sixteenth and
seventeenth-century Netherlandish painters. Apparently, for reasons unknown, the deal never came off, but it cannot be entirely excluded that some
of the pictures came to Denmark and that the present Goltzius painting was one of them.[10] Three years later, in 1624, a certain `Fransooes
Bastijansen' brought a large number of paintings to Copenhagen Castle for Christian IV to choose from. In the list of paintings offered appear four
works bearing the name Goltzius, though none is our Cadmus.[11]
Though it is not possible to identify Cadmus, His Companions, and the Dragon in any of these three major lists of paintings purchased by or offered
for sale to Christian IV, it would seem that in all probability it was once in his possession. Quite possibly Pieter Isaacsz., the painter and art advisor
to the king, had something to do with its acquisition, either directly or indirectly. In any case, inventories of the Kunstkammer at Copenhagen Castle
from the late seventeenth century onwards include notices that can be associated with the painting. This Kunstkammer was the creation of King
Frederick III (reigned 1648-70), who brought together items from the collections of his predecessors and new purchases. By at least 1650 the

Kunstkammer seems to have been an established institution, as a certain Christopher Proph from Holstein was then nominated its Opvarter
(keeper). In the 1670s the Kunstkammer was moved to a new building, adjacent to Copenhagen Castle, constructed to house the collections and
the library of the king. Unfortunately it cannot be ascertained when Cadmus entered the Kunstkammer. The picture is not included in the earliest
inventory of 1673-1674.
The first written evidence for a painting representing the Cadmus story as being in the Danish royal collection is found in the 1689 inventory of the
Kunstkammer, partly published subsequently in Museum Regium of 1696. There mention is made of 'Et Skilderie om Cadmo' Painting about
Cadmus') in the `Gallery'.[12] From the following year, 1690, there is a second inventory with the same description and location for the painting.[13].
In a further inventory of 1690, the basis of the official inventory of 1737, a much more extensive description is given, with mention for the first time of
the name of the painter. Once again in the `Gallery' we now read (in translation): 'A large painting that represents Cadmus killing the dragon in lifesize figures by Hunthorst.'[14] No such painting by Gerrit or Willem van Honthorst is known in the literature, and it is certainly reasonable to imagine
that the compiler, not acquainted with the paintings of Goltzius, merely labeled the picture with another Dutch painter's name far more familiar to
him.[15] The name Honthorst is again given to the picture at the end of the eighteenth century,[16] and this attribution remained with the painting into
the following century. When the royal collections were reorganized and split up into various autonomous collections in the early nineteenth century,
Cadmus, His Companions, and the Dragon found its way to Frederiksborg Castle. Inventories dating from 1827 and 1851-1855 include the picture,
still with the name Honthorst attached to it.[17] The painting somehow escaped the disastrous fire at Frederiksborg in 1859 and was eventually
registered as the possession of the Royal Museum of Fine Arts in Copenhagen, from whence it reached its present location in Koldinghus Castle.
Though completely absent from the Goltzius literature, the picture has been cited in a number of Danish art-historical studies. The first reference is
given by Philip Weilbach in 1870.[18] Weilbach attributes the picture to Reinhold Thim, identifies its subject as Cadmus slaying the dragon, and
associates it with the decoration of the Great Hall at Rosenborg Castle, carried out for Christian IV, a project to which Thim contributed a number of
pictures during the years 1618-1624. F.R. Friis, writing in 1872-1878, repeats the assertions of Weilbach.[19] In 1937 Francis Beckett suggests
the name of a different painter known from documents as having worked for the king, Jacob (Jochim) Rapost (Rappost, Rappe), who came to
Denmark from Wolfenbüttel in 1606 and died in Helsingør before 26 April 1621.[20] This new attribution rests on a misreading of the subject that
Beckett takes to be 'Hercules and the Lernaean Hydra', on which grounds he erroneously links it with the series of the Labors of Hercules painted
for Kronborg Castle about which we have documentary evidence in payments from the years 1608 to 1610.[21] The greater part of this series
survived at Frederiksborg Castle until the fire of 1859. There are no extant works in Denmark that can be linked with the painter Rapost. Meïr Stein
in 1983, furthering ideas originally published in 1970, returns to both the Thim attribution and an identification of the subject as Cadmus and the
dragon, and also comes back to the argument originally put forth by Weilbach that the picture formed a part of the decoration of the Great Hall at
Rosenborg .[22] In between Stein's initial and most recent notices, Povl Eller in 1973 briefly cites the Koldinghus painting as Cadmus slaying the
dragon and attributes it to Thim.[23]
A number of factors preclude Cadmus, His Companions, and the Dragon from ever having formed part of the Rosenborg decoration.[24] To begin
with, even independent of the Goltzius attribution made here, the picture could not have belonged to the Great Hall program. The accounts for the
payments for the pictures commissioned make no reference to one of the Cadmus story, and the documentary evidence would seem to exclude the
possibility that a large painting, not specifically ordered for the Great Hall, was included in the decoration scheme.[25] Moreover, it will be
remembered that as early as 1689 we find mention of what in all likelihood is our painting of Cadmus in the Kunstkammer in Copenhagen, which
gives us additional reason to believe that it did not belong to the decoration of the Great Hall of Rosenborg, for the series was in situ at Rosenborg
until the Chamber was redecorated and the architecture fundamentally altered in 1705-1707 during the reign of Frederik IV.
The payments for the Rosenborg cycle were made between 1618 and 1624. The painters mentioned in the documents are Frantz Cleyn (Rostock?
1582-1658 London), at that time a resident of Copenhagen, the aforementioned Reinhold Thim, Morten van Steenwinckel (Varberg 1595-1625
Helsingør), and Pieter Isaacsz. (Helsingør 1569-1625 Helsingør), painter and art advisor to Christian IV.[26] Goltzius rather obviously is not one of
them, for he had died in January 1617. The attribution of Cadmus, His Companions, and the Dragon to Goltzius presented below is therefore
further evidence for a need to consider the picture in isolation from the Great Hall decorations.
Turning now to the attribution of Cadmus, His Companions, and the Dragon to Goltzius, the picture correlates on all scores with his other paintings
with respect to compositional scheme, figural form, the use of light and shadow, the handling of color, and paint application.[27] As was so
frequently Goltzius's predilection, witness two other paintings by him, Hercules and Cacus of 1613 and Juno Receiving the Eyes of Argus from
Mercury of 1615 (figs. 2, 3) ,[28] he has painted here large-scale, full-length figures that fill the composition to its margins. Indeed, in this case the
butt end of Cadmus's spear and the hind section of the dragon are not even contained within the limits of the picture surface.[29] In addition,
Goltzius has designed the composition in his typical manner with an open and a closed side. On the left the figure of Cadmus is for the most part
silhouetted against a grey sky and a green, barren landscape, whereas the right half of the picture has as a backdrop a dark, rocky outcropping in
which the dragon's cave can be detected. Cadmus's face is in strict profile, which Goltzius employed in his paintings on no fewer than six other
occasions, including the figure of Mercury in fig. 3.[30] Across from him coils his smoke-breathing and snorting nemesis, the middle head of which
menacingly looms before Cadmus in a reciprocal profile. Moreover, the clever and visually playful disposition of heads at right, be they mortal or
bestial, decayed, dead, or consumed, becomes for Goltzius a dominant vertical compositional element that balances the figure of Cadmus at left.

2. Hendrick Goltzius, Hercules and Cacus, signed and dated 1613. Canvas, 207 x 142.5 cm. The Hague, Mauritshuis, on loan to Haarlem,
Frans Halsmuseum
The result of the aforementioned compositional characteristics is that Cadmus, His Companions, and the Dragon, like the great majority of
Goltzius's paintings, is endowed with a planimetric quality, emphasized all the more by the placement of Cadmus's spear parallel to the picture
plane. The dramatis personae fill a shallow space in the immediate foreground and are set before little or no middleground and a distant,
insignificant landscape. With this stated, it must be asserted that Goltzius here nonetheless does convey spatial recession within his close,
foreground grouping, and he accomplishes this in a multiple of ways. The gyrating figure of Cadmus, with his lunging torso countering the direction
of his widely set feet and legs, and the ensuing swirl of his lion's skin draped from his head create a palpable space for the main protagonist.
Secondly, a deliberate overlapping of forms — spear before torso, bow before foot, leg before jug and another leg, arrows before arm, etc. —
serve to define spatial relationships. But certainly the most prominent and dynamic element with which Goltzius establishes recession within the
Koldinghus picture is the foreshortened corpse of the slain companion. The artist frequently employed such a figure, Cacus in fig. 2 and the
beheaded Argus in fig. 3 being just two other examples, with the degree of conviction in the anatomy varying from composition to composition.[31]

3. Hendrick Goltzius, Juno Receiving the Eyes of Argus from Mercury, signed and dated 1615. Canvas, 145 x 183 cm. Rotterdam, BoymansVan Beuningen Museum
As was common practice for Goltzius, Cadmus, his Companions, and the Dragon is illuminated from the left. A strong light strikes the figures and
the dragon, and dark, shadowy areas model the right contours of man and beast alike in characteristic Goltzius fashion. This is most evident in
Cadmus, who bears close resemblance in this respect to Hercules in fig. 2. So too, Cadmus, like Hercules and other Goltzius figures, is rendered
in a ruddy, copperish tonality, with white highlights manifesting the bright radiance suffusing the scene. In addition, the strident color contrast
between Cadmus and the slain companions has its parallel in the marked differentiation between Hercules and his victim, Cacus, in fig. 2. The pale
green landscape at left, while more summarily handled than the landscape vistas in figs. 2, 3 and other Goltzius pictures, is nonetheless
recognizably his manner. This also holds true for the grey clouds in which a touch of pink is to be seen in the upper left, much as appears in regions
of the sky in fig. 3.

1A. Detail of fig. 1: Two heads of the dragon
Elsewhere Goltzius's painterly touch is clearly visible in the bravura brushwork that constitutes the picture's most dazzling motif, the three-headed
dragon (fig. 1A). With obvious flourish and what was clearly of great enjoyment for the artist, Goltzius lavishly depicts the winged serpent's
gleaming, spotted, green, pink, gold, and brown skin, whose scaly surface is so effectively rendered by white highlight strokes. Pink gums, red
tongues, glistening pointed fangs, multi-tipped ears, and a forbidding horned protuberance, combine with dripping blood and terrifying eyes whose
aqueous surface even seems to be captured in paint. The total effect is a ravishing tour de force, a splendid display of Goltzius the painter at his
best.[32] One other interesting and novel aspect of Goltzius's technique in this picture is that he drew the butt end of his brush or some such
implement through the wet paint of the reclining companions beard so as to heighten the textural effect of hair.

4. Cornelis van Haarlem, The Dragon Devouring the Companions of Cadmus, signed and dated 1588. Canvas, 148.5 x 195.5 cm. London,
National Gallery
It is significant in the context of Goltzius's Cadmus, His Companions, and the Dragon that one of the few other paintings devoted to this subject in
sixteenth and seventeenth-century Netherlandish art was executed by Goltzius's friend and fellow citizen of Haarlem, Cornelis van Haarlem (fig.
4).[33] A comparison between this early landmark within so-called Dutch
Mannerism, dated 1588, and the Koldinghus canvas reveals the degree to which Goltzius in his years as a painter had distanced himself from that
earlier flamboyant style for which he himself had originally played so important a role. It is a contrast of compositional artifice versus clarity, a
function of the alteration of artistic aims from the late 1580s to the first decades of the seventeenth century. Cornelis's initially unreadable image
becomes decipherable only after close scrutiny to ascertain which outstretched limb, severed head, or wrenched torso goes with which of the
dragon's two mauled victims in this shocking, gruesome (albeit wonderful!) image. Goltzius, on the other hand, presents us with an utterly legible
scene. That he knew of the Cornelis is well known from his engraving, also of 1588, after it (fig. 5).[34] Shortly thereafter in 1590 Goltzius returned to
the Cadmus story when designing a series of prints illustrating the Metamorphoses (figs. 6, 7).[35] An examination of how the Cornelis and various
Goltzius compositions relate to the textual source exhibits the differing approaches to the narrative.

5. Hendrick Goltzius after Cornelis van Haarlem, The Dragon Devouring the Companions of Cadmus, Engraving, 24.2 x 31.0 cm
As its title suggests, Cornelis's version depicts that moment in the account when Cadmus's companions woefully encounter the dragon at the well
while attempting to fetch water for their master to be used as a thank-offering to Jove, who has sent a cow to lead Cadmus to the place where he
should found the city of Thebes (lines 26-49). Employing the traditional device of sequential narrative, Cornelis includes as a small detail in the left
background the episode explicitly stated in the text as occurring subsequently, Cadmus slaying the dragon (lines 50-94). A series of illustrations
naturally offer an artist different possibilities for representation. Thus Goltzius, in the print cycle, devoted four scenes to the story of Cadmus, in
addition to the preceding episode that precipitated the Cadmus saga, The Rape of Europa. The first, Cadmus Asks the Oracle at Delphi where He
Can Find His Sister, Europa, is followed by The Dragon Devouring the Companions of Cadmus (fig. 6), Cadmus Killing the Dragon (fig. 7), and

Cadmus Sows the Dragon's Teeth Which Turn into Armed Men.[36] The first and last include narrative details in the background, the middle two,
however, do not.[37]

6. Hendrick Goltzius, The Dragon Devouring the Companions of Cadmus, signed. Drawing, 16.7 x 22.5 cm. Hamburg, Kunsthalle
When Goltzius treated the Cadmus story again over two decades later, this time in painting, he chose a totally new solution to the problem of
representation. In what may well have been a form of competition with the Cornelis painting, Goltzius takes the gore and shock effect of the dragon
devouring the companions and boldly unites it with the Cadmus/dragon confrontation. Goltzius thereby conflates the two aspects of the story and
portrays them as occurring simultaneously. His reason for doing so was doubtless inextricably related to the formal source for his painting, an
etching by Master L.D., referred to since Bartsch as 'after Primaticcio,' Cadmus Slaying the Dragon (fig. 8).[38] From the print Goltzius derived (in
reverse) the general disposition for his figure of Cadmus. Even more closely, he adopted the configuration (again in reverse) of the three-headed
dragon. The relation between the Goltzius and Primaticcio' was first observed by Povl Eller in 1973, yet stated in a confusing way.[39]

7. Hendrick Goltzius, Cadmus Slaying the Dragon, signed. Drawing, 16-8 x 22.5 cm. Hamburg, Kunsthalle
A powerful male figure dressed in a lion's skin and fighting a multi-headed dragon, as seen in both our painting and Master L.D.'s etching, may at
first bring to mind the more frequently depicted 'Hercules and the Lernaean Hydra,' one of the hero's Twelve Labors.[40] But Cadmus, too, had a
lion's skin, specifically cited in the text (lines 52-53, 81), and Goltzius did not fail to include this attribute of the son of Agenor in representations of
him in his earlier designs (cf. fig. 7). Moreover, the spear or lance Cadmus holds is mentioned by Ovid (line 53), whereas Hercules is traditionally
depicted attacking the Hydra with a club.[41] The bow at Cadmus's feet and the arrows piercing the dragon and lying in the foreground are not
described by Ovid, but Goltzius had already included the weapon in figs. 6 and 7, and the explanation for their presence may be found in the
passage that relates how the dragon 'seizes on the Phoenicians, whether they are preparing for fighting or for flight or whether very fear holds both
in check' (lines 46- 48).[42] So too, the many human and animal skeletal remains that litter the foreground are not mentioned by Ovid, but certainly
are to be understood as the remnants of previous victims of the dragon, as also holds true for fig. 7. The final and incontestable clue is that although
Goltzius has not included a well in his painting, he does depict two details peculiar to the story of Cadmus. Both of the companions hold urns or
pitchers in their hands with which they intended to fetch water (lines 35-40). They also appear in figs. 6 and 7, as they do in Master L.D.'s etching
(fig. 8).

8. Master L.D. after Primaticcio, Cadmus Slaying the Dragon, Etching, 25.6 x 30.0 cm
Primaticcio's design, there fore, provides us with a precedent for a three-headed dragon within the story of Cadmus, and offered Goltzius the
formal inspiration for his rendering of the subject. Primaticcio's point of departure for his dragon was quite probably Ovid's description of the
beast's 'triple tongue' and 'teeth ranged in a triple row' (line 34). This ingenious transformation of the text was obviously recognized by Goltzius for
its visual and narrative possibilities.[43] With the middle dragon head in both the etching (fig. 8) and the Koldinghus painting (fig. 1) the artists
illustrate lines 81-86 in which the furious serpent is described as snapping and catching between his teeth the point of Cadmus's spear, while 'from
his venomous throat the blood begins to trickle.' To. suggest the impending demise of the dragon both artists depict the top head recoiling in
agony. Goltzius accounts for this more specifically by including an arrow lodged in its throat, and in this context it is no accident that the oak tree
against which Cadmus ultimately pins his opponent, as the text tells us (lines 90-94), is to be seen behind this head in the upper right corner of the
picture.

1. Hendrick Goltzius, Cadmus, His Companions, and the Dragon. Canvas, 189 x 248 cm. Kolding, The Museum at Koldinghus (as by Reinhold
Thim)

4. Cornelis van Haarlem, The Dragon Devouring the Companions of Cadmus, signed and dated 1588. Canvas, 148.5 x 195.5 cm. London,
National Gallery
In the Primaticcio composition the third head nibbles or licks one of its victims, which is what the text tells us the dragon was doing when Cadmus
made his approach (lines 55-57). Given prominence by its placement immediately below Cadmus's spear, this head nonetheless remains a
subordinate detail. In Goltzius's hands this element is meaningfully altered and becomes one of the two major actions in the painting.
Compositionally he turns the head around and also brings it closer to the picture plane. More importantly, with Goltzius this head decapitates in one
complete, bloody gulp the right companion in what certainly must be understood as an exercise in one-upmanschip with the Primaticcio design, if
not more specifically with the 'mere bite' the dragon takes in Cornelis's composition (fig. 4). Crucial at this juncture is the observation that the right
companion in Goltzius's painting is of a noticeably less pale tonality than the foreshortened figure in the center, a subtle yet real distinction with
which the painter intends to suggest that, whereas the reclining companion is already dead, the one at right is in the very jaws of death, figuratively,
and obviously in this instance, literally too. With this emphasis on the dragon's slaying of the companions, equal to that of Cadmus's assault on the
dragon, Goltzius has created a fundamentally transformed representation. At the same time and within a single scene he is able to depict both the
dragon conquering the companions and battling Cadmus. Goltzius has succeeded in rendering a double drama with two identifiable moments of
action portrayed as taking place simultaneously. Such explicit narrative conflation within one scene, dramatic movement, and specificity of time,
though not common to Goltzius's paintings, have a parallel, albeit in a restricted sense, in his Juno Receiving the Eyes of Argus from Mercury (fig.
3). Here we see the moment when Juno arrives on earth, a cloud billowing behind her, and a startled Mercury hands over to her the eyes of the
recently beheaded Argus.[44]

3. Hendrick Goltzius, Juno Receiving the Eyes of Argus from Mercury, signed and dated 1615. Canvas, 145 x 183 cm. Rotterdam, BoymansVan Beuningen Museum
What iconological significance, if any, Goltzius intended his paintings of mythological narratives to have, is a question that must be posed, but one
for which few certain answers exist. In the case of Cadmus, His Companions, and the Dragon the problem is all the more complicated because the
picture illustrates two episodes of the story. Stein suggests that 'the picture can be interpreted as an allegory of Youth coming to grips with the
Trivium,' consisting of Grammar, Rhetoric, and Dialectics, the lower division of the Seven Liberal Arts.[45] His interpretation is an attempt to
account for the picture within the context of the Rosenborg Great Hall, and even as such it is a questionable explication. Considered as an
independent work of art, however, which Goltzius's picture has been shown to be, Stein's idea becomes untenable.

One should of course consider what meaning Goltzius's close acquaintance, Carel van Mander, attached to the story in his Wtlegghingh op den
Metamorphosis included in his Het schilder-boeck published in Haarlem in 1603-1604.[46] But even if it were possible to ascertain what
rela¬tionship existed between Van Mander's writings and Goltzius's mythological narratives, in this instance Van Mander's explanation is so
contradictory that a clear understanding of his interpretation of the story remains elusive.
Van Mander asserts that the killing of the companions by the dragon symbolizes 'the vain intentions of youth, which in time become destroyed by
wisdom (understood as the serpent)' (`de ydel voornemens der Jeucht / die metter tijdt van de wijsheyt (by t'Serpent verstaen) te nieten ghedaen
worden').[47] He then gives two interpretations of Cadmus's killing of the dragon that curiously oppose each other. In the first, Cadmus's destroying
of the dragon is equated with the 'reckless wantonness of youth' (`de woeste moetwillige jeught') or 'the lusts of youthfulness' (`de lusten der
jonckheyt') that all too often repeatedly combat wisdom, again understood as the dragon. Directly thereafter the roles reverse. Cadmus is
presented in a virtuous light, the one who fought against and conquered 'the mortal, ruinous, unwisdom' (het Mensch verdervende onverstandt'), that
is, the dragon now understood as a personification of vice. It is therefore impossible to come to any firm conclusions about Van Mander's
assessment of the story of Cadmus, much less how it can be applied to Goltzius's painting.[48] Nonetheless, if Goltzius did intend his picture to be
understood as having a moralizing meaning it would seem most logical to assume that Cadmus was to be an exemplum of virtue and the dragon
one of vice. Perhaps in the context of the novelty of the double narrative representation in Cadmus, His Companions, and the Dragon, the
companions were to embody the fate of those who fell short of the former while pursuing the latter.
The identification of the painting in Koldinghus as a work by Goltzius is of significant consequence for our understanding of his activity as a painter
and sheds new light on the international reputation of this aspect of his artistic career. It becomes the largest picture by him known, and may be
dated ca. 1611 - 1615 since it bears closest resemblance to dated paintings from this period.[49] Perhaps because the subject was so rarely
painted, Goltzius relied strongly on the etching of Master L.D. after Primaticcio as a formal source', one of the few instances in his oeuvre in which
such a borrowing occurs. But his transformation of the three-headed dragon into a motif that serves a dual narrative function is a novel invention.
The resulting representation of a double narrative within one scene claims for this picture an important position in Dutch seventeenth-century history
painting.

Notes
1. The present study forms part of the research being conducted by the second author for his dissertation-in-progress at Columbia University, 'The
Paintings of Hendrick Goltzius, 1558-1617.' For a summary of the many additions to Goltzius's oeuvre since O. Hirschmann, Hendrick Goltzius als
Maier 1600-1617, The Hague 1916, see the present author's 'Job in Distress, a newly-discovered painting by Hendrick Goltzius,' Simiolus 13
(1983), p. 82, notes 2-5. To the information there can be added the following: Hirschmann, hereafter abbreviated 'H.', no. 5, Danaë, 1603, was
purchased at auction, Butterfield and Butterfield, San Francisco, 8 November 1984, lot 2072, by the Los Angeles County Museum of Art; and the
completely undocumented, signed picture offered for sale by Sotheby's, London, 3 July 1985, lot 40, Christ as Redeemer, was bought by The Art
Museum, Princeton University. (The date, 1614, is erroneously given as 1613 in the sale catalogue.) The whereabouts of the following, however,
judged from photographs to be authentic, remains unknown: H.19, Adam and Eve Lamenting the Death of Abel, 1613: H.23, Susanna and the
Elders, 1615: H.34, Lot and His Daughters, 1616; and Jupiter and Juno, formerly (?) in the Mansi collection, Lucca.
2. The picture published here was reconsidered by the first author in the framework of her preparation of the 19th Council of Europe exhibition to be
devoted to Christian IV of Denmark that will take place in Denmark in 1988. The authors would like to thank Poul Dedenroth Schou, director of the
Museum at Koldinghus, for his kind assistance when the picture was inspected, as well as Prof. E.K.J. Reznicek, Peter Hecht, and Guido Jansen
for their advice in the preparation of this article.
3. Inv. no. 1183. For Koldinghus see Otto Norn, 'Hercules at the Frontier: Christian IV's Castle at Kolding,' Leids Kunsthistorisch Jaarboek 2 (1983),
pp. 157-175.
4. On Thim see Weilbachs Kunstnerleksikon, vol. 3, Copenhagen 1952, pp. 409-410 (as Timm). Restoration of the painting was carried out by the
Aarhus Kunstmuseum and completed in October 1985. The condition of the paint surface was found to be generally good. Some minor retouches
suggested an earlier restoration. The largest and most important area of paint loss was the pupil in the eye of the top dragon head. In addition, a
vertical crease 18 cm. from the right margin suggests that the canvas was once folded over there.
5. Goltzius commonly monogrammed and dated his paintings. There are at least five other pictures by him, however, which he apparently did not
sign: Salvator Mundi, private collection; Adonis (?), Sibiu, Brukenthal Museum; H. IV-i (incorrectly rejected by Hirschmann), Man of Sorrows,
Pommersfelden, Graf Schönborn'sche Schlossverwaltung; Jupiter and Juno (see note 1; this picture is known only from a photograph on which a
monogram or date cannot be detected); and Kaiser Vitellius, West Berlin, Schloss Grunewald.
6. This should not be regarded, however, as unusual. For many of Goltzius's pictures there is no early documentation whatsoever. Christ as
Redeemer (see note 1) is the most recent such example to surface.
7. For more lengthy considerations of Christian IV in this context see H. Gerson, Ausbreitung and Nachwirkung der holländischen Malerei des 17.
Jahrhunderts, Haarlem 1942, pp. 453-474, esp. pp. 453-459 and 473-474; J. Römelingh, `Christian IV and the Dutch Republic: an Introduction,'
Leids Kunsthistorisch Jaarboek 2 (1983), pp. 1-6; Steffen Heiberg, 'Art and Politics: Christian IV's Dutch and Flemish Painters,' ibid., pp. 7-24.
8. When submitting his bill for travel expenses and the purchases he had made Charisius itemized each picture, describing it, noting where and
from whom he had acquired it, the price paid, and occasionally the artist. This important document is in Copenhagen, Rigsarkivet, division 'Holland
C.-, Reiseregnskaber,' and has been published by G.W. Kernkamp, `Rekeningen van schilderijen en muziekinstrumenten, door Dr. Jonas
Charisius in 1607 en 1608 in de Nederlanden gekocht,' Bijdragen en Mededelingen van het Historisch Genootschap (Gevestigd te Utrecht) 28
(1907), pp. 459-473. Goltzius is not cited in Charisius's list, but a picture of the uncommon Cadmus subject is mentioned as being bought on the
market in Delft, 'De Agenoride et Cadmo, 2 lib.' The name of the artist is not given, and it is highly doubtful that this could have been the Koldinghus
picture. Other artists then living, such as 'Mester Cornelio till Harlem' and `Francisco Baden till Amsterdam' are specifically mentioned, and Goltzius
would doubtless also have been cited had he been the artist. Moreover, as argued below, Goltzius's painting in all likelihood post-dates 16071608.
9. For a consideration of the influence of Goltzius's prints on Danish art of this period see Hugo Johannsen, 'The Graphic Art during the Reign of
Christian IV,' Leids Kunsthistorisch Jaarboek 2 (1983), pp. 85-110.
10. The correspondence is preserved in Copenhagen, Rigsarkivet, Indkomne Breve til Danske Kancelli 13/2 1621,' and has been published by

G.W. Kernkamp, `Memoriën van Ridder Theodorus Rodenburg betreffende het Verplaatsen van Verschillende Industrieën uit Nederland naar
Denemarken, met Daarop Genomen Resolutiën van Koning Christian IV (1621),' Bijdragen en Mededelingen van het Historisch Genootschap
(Gevestigd te Utrecht) 23 (1902), pp. 189-257. Also of interest to us is that in one of Rodenburg's letters in which Solomon de Bray is referred to as
being prepared to travel to Denmark if his services are desired, Goltzius is cited as having been one of De Bray's teachers, along with Cornelis van
Haarlem, `zijnde twee van de vermaerste schilders van Hollandt' (`being two of Holland's most illustrious painters'), Kernkamp, p. 216.
11. The document entitled `Reghijsterr van DHr fransooes bastijansens schildereij berustende op sin K.M. sloet binnen koppenhaggen' is
preserved in the Royal Museum of Fine Arts, Copenhagen, and has been published by Francis Beckett, Frederiksborg, II, Slottets Historie,
Copenhagen 1914, pp. 259-260. The paintings attributed to Goltzius appear under no. 204: ‘Een nackt manneken van Golsius. Rd. [rigsdaler] 60,'
and ‘Een nackt Vroucken van Golsius. Rd. 60,' and under no. 234: '1 Neptunus Tronie van Golsius. Rd. 100,' and 'I Neptunus frauw van Golsius. Rd.
100.' The ' sign beside some of the entries on the list, such as no. 217, ; Een Vall der Engelen van Mr Cornelis Rd. 360,' which is probably the
painting in the Royal Museum of Fine Arts, Copenhagen, inv. no. 1 (more correctly titled The Fall of the Titans), would seem to indicate that the
paintings thus marked were bought by the king. The four Goltzius's do not have this mark, and nothing further is known about them.
12. The inventory, compiled by Holger Jacobaeus, who was also the author of Museum Regium, is in the Manuscript Collection, The Bergen
Museum, Norway (no. 20). The listing quoted appears on p. 166 as no. 40. An inventory of Frederiksborg Castle, drawn up in 1650 but largely
based on an inventory of 1636, summarily cites a painting that leads one to speculate if it, too, can be associated with our picture: `Wdi det
Kammer, som haffuer werridt Hertoug Fredrichs och hertough Vldrichs Studere Kammer' (`in the room which was formerly the study of Duke
Frederick and Duke Ulrick'): j Støche met Arr Merche, Huorlediss en drage Aeder It Mennische' Cone painting of a dragon eating a man'). The
Royal Library, Copenhagen, MS, Ny kgl. Saml. quarto, 693 E, p. 93. This inventory is published by A. Petersen (ed.), Frederiksborg Slots
Inventarium af 1650, Danske Samlinger, vol. 2, Copenhagen 1866.
13. Two versions exist, one at The National Museum, the other at Rigsarkivet, Copenhagen. In a forthcoming publication on the Danish Royal
Kunstkammer by Bente Gundestrup and others this citation (from the MS at Rigsarkivet) will be referred to as '1690, 354/40.' The authors are
indebted to Ms. Gundestrup and Ms. Jytte Harboe for information related to the entries concerning the Cadmus painting in the Kunstkammer
inventories.
14. This 1690-1737 inventory in The National Museum, Copenhagen, is titled Inventarium über Ihro Königliche Majst Kunst- und RaritaetenKammer, Worinnen Alleruntherthänigst, Richtigkeit halber gefolget, die Ordnung des Vorigen... Inventarii, von Anno 1690.' The entry quoted is no.
75 and reads in the original ; Ein Grosses Gemählde wie Cadmus den Drachen tödtet im figuren Lebens Grösse fürgestellet von Hunthorst.' The
description is repeated in the official 1737 inventory, which will be the basis of the forthcoming publication cited in note 13. The reference to the
Cadmus painting will here be '1737, 890/75.'
15. No painting of the Cadmus story appears in either J.R. Judson, Gerrit van Honthorst, The Hague 1959, or Hermann Braun, 'Gerard und Willem
Honthorst,' dissertation, Gottingen 1966.
16. E.G. Hauber, Beschreibung der Stadt Kopenhagen und der königlichen Landschlösser, 2nd. ed., Copenhagen 1777, p. 96: 'Cadmus der den
Drachen tödtet, Gerh. Hundhorst.' Braun, op. cit. (note 15), p. 297, is wrong in associating this Hauber reference with Gerrit Honthorst's King Fridley
Slaying a Dragon in Vidtsköfle, Sweden (canvas, tondo, diam. 290 cm; Judson, op. cit. (note 15), no. 114, 'ca. 1640 ;' Braun, no. W26, '1643;' and
Francis Beckett, Kristian IV og Malerkunsten, Copenhagen 1937, p. 126, fig. 104), since this picture was in Sweden no later than 1660.
17. Both inventories are at Frederiksborg. Inventory of 1827, no. 32: 'Et stort Malerj, Cadmus som draeber Dragen forestillet med figurer i
menneskelig størrelse af Hornthorst;' inventory of 1851-1855, p. 119, no. 378: 'Cadmus som draeber Dragen af Hornthorst.'
18. Philip Weilbach, Konst og Aesthetik, Copenhagen 1870, p. 164.
19. F.R. Friis, Samlinger til Dansk Bygnings- og Kunsthistorie, Copenhagen 1872-1878, p. 39.
20. Beckett, op. cit. (note 16), pp. 76-77, fig. 52.
21. On Rapost see Weilbachs Kunstnerleksikon, vol. 3, Copenhagen 1952, p. 16, which lists the documents relative to the work of Rapost in
Denmark (and includes the Beckett attribution of the present painting). On the identification of the picture's subject see below. Beckett refers to a
series of ten pictures, but only seven are described in the inventory drawn up in 1636-1650 of Frederiksborg (see note 12), where this series was
probably brought after the fire at Kronborg Castle on the night of 24-25 September 1629.
22. Meïr Stein, 'Christian IV's Programme for the Decoration of the Great Hall at Rosenborg in Copenhagen: an Attempt at Reconstruction,' Leids
Kunsthistorisch Jaarboek, 2 (1983), pp. 111-126. See also idem, Badning ved en orientalsk Havn. Et gaadefuldt maleri fra Christian IV's tid,
Copenhagen 1970, p. 7, and idem, 'Christian IV's program for udsmykningen af Rosenborgs riddersal 1618-1624 (1631?): Forsøg på en
rekonstruktion,' Iconographisk post, Uppsala 1982, pp. 2-3, 10.
23. Povl Eller, et al., Dansk Kunsthistorie, 2, Rigets maend lader sig male 1500-1750, Copenhagen 1973, p. 158. See also note 39 below.
24. Different lists of paintings thought to belong to the Great Hall have been given by Weilbach (op. cit. note 18), Friis (op. cit. note 19), Vilhelm
Wanscher,,Rosenborgs Historie, Copenhagen 1930, pp. 46-49, Beckett, 1937 (op. cit. note 16: with ills.), and Stein, 1983 (op. cit. note 22; with
ills.). A discussion of the program of the Great Hall at Rosenborg and a new list of the works that can be related to it will be given by Charlotte
Christensen in the catalogue of the Council of Europe exhibition in 1988.
25. See Friis, op. cit. (note 19), for the documents referred to here.
26. Beckett, op. cit. (note 16), pp. 59-62, states that Søren Kjaer (Severin Kehrort, Severinus Paladanus, active 1609- 1630) was also employed
on the series.
27. Conversely, the painting is dissimilar both compositionally and stylistically from known works by Reinhold Thim.
28. H. 17, The Hague, Mauritshuis, on loan to Haarlem, Frans Halsmuseum, canvas, 207 x 142.5 cm., signed and dated 1613; and H.25,
Rotterdam, Boymans-Van Beuningen Museum, canvas, 145 x 183 cm., signed and dated 1615, respectively.
29. It seems likely, however, that a few centimeters have been cut off at the bottom since the head of the man lying on his back is slightly cropped. It
is conceivable that Goltzius's monogram was lost when this suggested trimming occurred.
30. A profile comparable to that of the Cadmus figure is also to be found in a superb drawing of an angel, recently published by E.K.J. Reznicek for
the first time in 'A Survey of recent discoveries and of bibliography concerning Dutch art 1500-1600,' Netherlandish Mannerism, Papers given at a
symposium in Nationalmuseum Stockholm, September 21-22, 1984, (ed. G. Cavalli-Björkman), Stockholm 1985, pp. 10-11, fig. 6. The sheet is
dated 1609 (not 1607).
31. The most extreme case of such a foreshortened figure, though not upside-down, where it in fact seems to become the very raison d'être for the
picture, is Goltzius's Dead Adonis, H.4, Amsterdam, Rijksmuseum. Foreshortened figures appear often in Goltzius's engravings, and it is possible
that one of them provided the formal source for the figure under discussion in fig. 1. In the foreground of The Martyrdom of St John from the series

The Martyrdom of the Apostles, engraved after designs by Maerten de Vos (O. Hirschmann, Verzeichnis des graphischen Werks von Hendrick
Goltzius, 1558-1617, Braunschweig 1921, no. 353), is a figure that bears a close affinity to ours, including the raised right knee.
32. Such a painterly passage has its closest equal in Goltzius's oeuvre in an entirely different context — his images of a teary-eyed Christ or saint.
See, for example, Christ as Redeemer (see note 1), and Man of Sorrows (see note 5), as well as H.24, St Sebastian, Münster, Westfälischer
Kunstverein.
33. London, National Gallery, The Dragon Devouring the Companions of Cadmus (canvas pasted on an oak panel), 148.5 x 195.5 cm., signed and
dated 1588. The picture was first recognized as a Cornelis by E.K.J. Reznicek, `Hendrick Goltzius als Zeichner,' dissertation, Utrecht 1961, thesis
7, and later published by Christopher Brown, 'A Rediscovered painting by Cornelis van Haarlem,' The Burlington Magazine 119 (1977), pp. 564567. See most re¬cently Pieter J.J. van Thiel, 'Cornelis Cornelisz. Van Haarlem — His First Ten Years as Painter,' Netherlandish Mannerism, op.
cit. (note 30), pp. 77-78; Andrée de Bosque, Mythologie en Manierisme in de Nederlanden 1570-1630: Schilderijen, Tekeningen, Amsterdam
1985, pp. 255-259; Eric J. Sluijter, 'Some Observations on the Choice of Narrative Mythological Subjects in Late Mannerist Painting in the Northern
Netherlands,' Netherlandish Mannerism, op. cit. (note 30), p. 61, and note 2, cites Cornelis's painting in the context of the Cadmus subject being
rarely represented in the northern Netherlands. One additional instance is a painting by P. Bril, Cadmus Fighting the Dragon in the collection of the
Earl of Bradford, Weston (D.I.A.L. 94 C 12.1).
34. Hirschmann, op. cit. (note 31), no. 310, 24.2 x 31 cm.
35. Hamburg, Kunsthalle, both signed, 16.7 x 22.5 and 16.8 x 22.5 cm., respectively. Published by E.K.J. Reznicek, Die Zeichnungen von Hendrick
Goltzius, vol. 1, Utrecht 1961, nrs. 102 and 103. The anonymous engravings after these Goltzius designs were published only in 1615 in the third
set of this series totaling 52 prints; cf. Walter Strauss (ed.), The Illustrated Bartsch, Goltzius, vol. 3, New York 1980, nos. 72 and 73. For the series
as a whole see Reznicek, vol. 1, p. 194f.
36. Strauss, op. cit. (note 35), nos. 70-4.
37. In Cadmus Asks the Oracle at Delphi where He Can Find His Sister, Europa, we see Cadmus and the heifer sent by Jove to guide him to the
site where he is to found Thebes. On the far right of Cadmus sows the Dragon's Teeth Which Turn into Armed Men, the men are sprouting from the
ground and fighting each other, ultimately leading to the point when the five survivors assist Cadmus to found Thebes.
38. A. Bartsch, Le Peintre-graveur, vol. 16 (nouvelle ed.), Leipzig 1870, hereafter abbreviated 'B.', p. 322, no. 42 (by L. Davent, 'Cadmus
combattant le dragon qui a dévoré ses compagnons... D'après le Primatice'); Charles Le Blanc, Manuel de ['amateur d'estampes, vol. 4 1890
(repr. Amsterdam, 1971), p. 29, no. 37 (by (Léonard) Thiry, 'Cadmus combattant le dragon: Primaticcio'); and Felix Herbet, 'Les gravures de l'école
de Fontainebleau,' Annales de la Société Historique et Archaélogique du Gatinas, 1896-1902 (repr. Amsterdam, 1969), p. 30, no. 48 (as Master
L.D., otherwise follows Bartsch). Henri Zerner, The School of Fontainebleau: Etchings and Engravings, New York 1969, pp. 21-25, discussing the
identity of Master L.D., accepts that he was most probably Léon Daven (or Davent), about whom, however, nothing is known. Zerner, pp. 23-24,
215, fig. L.D. 16, calls the subject of this print 'Jason tuant le dragon,' which cannot be correct. The manner in which Cadmus fights the dragon, the
presence of the slain companions, and the water urns nearby all incontrovertibly identify the representation as Cadmus. Moreover, 1) Jason, who
does not wear a lion's skin, did not fight the dragon but put it to sleep; 2) the story of Jason calls for no slain companions; and 3) there is no fleece
to be seen.
39. Eller, op. cit. (note 23), pp. 158-159, commenting on the Koldinghus picture, states: `Det er en kopi efter et maleri of Primaticcio' (It is a copy
after a painting by Primaticcio'). He does not mention the Master L.D. etching. Yet no such painting (or drawing) by Primaticcio is know today. It
hardly needs pointing out that Goltzius did not merely 'copy' the Master L.D. etching. That Goltzius utilized the reverse image of Master L.D.'s
etching should not be considered extraordinary; Goltzius and the many engravers he trained frequently exhibited their adroitness in transposing a
design.
40. Indeed, Beckett, op. cit. (note 16), pp. 76-77, identifies the Koldinghus painting as such.
41. For example: H.S. Beham, engraving, B. (vol. 15) 102; Heinrich Aldegrever, engraving, B. (vol. 16) 86; Cornelis Cort after Frans Floris (see
Carl van de Velde, 'The Labours of Hercules, a Lost Series of Paintings by Frans Floris,' The Burlington Magazine 107 (1965), p. 119, fig. 20);
Antonio Tempesta, engraving, B. (vol. 31) 790; and Guido Reni, painting, Paris, Louvre, inv. no. 535. Hercules's companion, Iolaüs, is typically
included in representations of `Hercules and the Lernaean Hydra' bearing a torch and cauterizing one of the Hydra's severed necks. Another
common detail is the inclusion of a crab biting the foot of Hercules.
42. The translation used throughout is that of Frank Justus Miller, Ovid, Metamorphoses, vol. 1, London 1971 (The Loeb Classical Library). This
passage easily provides the explanation for the fleeing figure present in the upper right corner of Cornelis's painting (fig. 4), more clearly visible in
the upper left of Goltzius's engraving (fig. 5).
43. That Primaticcio — if in fact he actually designed the composition recorded in Master L.D.'s etching — should be credited with the invention of
a three-headed dragon for the Cadmus story must be considered true until such time as an earlier example is found. A possible formal source for a
three-headed beast may have been a representation of Cerberus, the dog guarding the entrance to Hades which Hercules fought.
44. Metamorphoses 3:713-723. The distinction should not be lost, however, between the Cadmus picture, with two activities represented
simultaneously, and Juno Receiving the Eyes of Argus from Mercury, in which one of the episodes — the beheading of Argus — has already taken
place. For a recent consideration of Wtewael's conflation of a number of elements from the Diana and Actaeon story into a single image see
Sluijter, op. cit. (note 33), pp. 63-65.
45. Stein, op cit. (note 22), pp. 114-115.
46. C. van Mander, Wtleggingh op den Metamorphosis, Haarlem 1603-1604, fols. 21v-22v.
47. This is the interpretation frequently cited with regard to Goltzius's engraving after Cornelis's painting (figs. 5 and 4). The inscription on this print
only gives a paraphrase of the story, and thus is of no assistance in this respect. The same applies to the inscriptions of G. Rijkius on the prints
after Goltzius's designs (figs. 6, 7). For their transcription see Reznicek, op. cit. (note 35), vol. 1, p. 270.
48. It should be noted that Van Mander earlier (op. cit. (note 46), fol. 22r) portrays Cadmus in a positive light when describing how he follows the
cow rather than seeking his sister, Europa. 'Cadmus is hier een voorbeeldt der Jeught / oft des Jongelings / die den Godtlijcken en deuchdelijcken
raedt oft drijvinghe gehoorsaemt / verlatende een laf / traegh / aengeboren vroulijck wellustigh leven / aerdt en wesen / aengrijpende een manlijck
ernstigh ghemoedt.' (`Cadmus is here an example of youth or of a young man who obeys the godly and virtuous advice or inclination, rejecting the
abject, indolent, innate, womanly, lustful life, manner and nature, and embracing a manly, serious mind.')
49. H.13, Allegory, 1611, Basel, Öffentliche Kunstsammlung, is in square area just slightly smaller. Possibly the decision to return to the subject of
Cadmus was inspired by the preparation for and/or the publication in 1615 of the third set of engravings after Goltzius's designs illustrating the
Metamorphoses, as it was in this group that his compositions representing the story of Cadmus were included.

Paintings by Jan van Noordt
by Werner Sumowski
Jan van Noordt's artistic caliber has hitherto been underrated. There are two reasons for this. In the first place there is no complete survey of his
oeuvre — many documented pictures have been lost, his unsigned works are often erroneously attributed to other artists, and as yet there is no firm
idea of his style and productivity. Secondly, the essence of his painting, its high standard of coloring and presentation, is still not appreciated, even
in our own century with its cult of formal autonomy. A monograph on Jan van Noordt is one of the most urgent desiderata of art scholarship.
Research for this project is still only in the preliminary stages, and my article represents no more than a contribution towards the collation of
material.
Jan van Noordt produced history paintings, portraits and the occasional genre scene (presumably with an allegorical content). Hofstede de Groot
wrote the first study on the artist in 1892,[1] and it has never been surpassed as regards the archivalia. All subsequent authors refer to the
documents he published; only the list of works has been extended.[2]
Jan van Noordt is known to have been active in Amsterdam. He must have been born around 1620, and he died after 1676. The earliest works are
from the 1640s, when he made etchings after Pieter van Laer and Pieter Lastman. The first is dated 1644, the second 1645.[3] There are also
paintings from the latter year — a Mary with the Infant Jesus and the Young John the Baptist, formerly on the American art market4] and a Girl with a
Dog, last mentioned in the Stillwell Collection in New York.[5] The dates of later paintings range from 1653[6] to 1676.[7] Houbraken states that
Johannes Voorhout (Uithoorn 1647-1723 Amsterdam) studied with Jan van Noordt for four years.[8] On 30 April 1675 the artist vanished from his
house on Egelantiersgracht, and it is believed that he left Amsterdam to escape his creditors.[9] The inventory of his estate, drawn up two days
later, is the last document on Jan van Noordt.
In the face of such sparse biographical data it is not surprising that we know so little about Van Noordt's training as an artist. Judging by previous
misattributions of his paintings he is considered to belong to Rembrandt's circle, for his paintings have been variously ascribed to Jacob
Adriaensz. Backer, Ferdinand Bol, Gerbrand van den Eeckhout, Govaert Flinck, Barent Fabritius, Nicolaes Maes and Jürgen Ovens. Links have
been established in the literature with Backer and Eeckhout, and Jordaens has also been identified as an influence.
The Backer connection is the most pronounced, and this was stressed as early as 1926 by Kurt Bauch,[10] according to whom Van Noordt
continues Backer's late style, elaborating on models such as The Crowning of Mirtillo,[11] and Venus and Adonis.[12] It is true that the formalism
achieved by Backer in his final phase is developed aesthetically in Van Noordt's work, but growing understanding of the latter's oeuvre reveals that
he was already involved with the early Backer. Of particular importance for the assessment of his artistic antecedents are his drawings,[13] the style
of which he apparently derived from Backer. Another interesting piece of information is that Van Noordt witnessed Abraham van den Tempel's will
in Leiden on 22 November 1648.[14] The stylistic resemblance between the history paintings and allegories of the two artists might point to a
common schooling. Van den Tempel was a follower of Backer's,[15] and the two painters could have met through their mentor, the witnessing of the
will being perhaps an act of friendship.

1. Jan van Noordt, Esther's Toilet. Support and size unknown. Formerly London, Hallsborough Gallery
Some of Jan van Noordt's paintings are reminiscent of Gerbrand van den Eeckhout, and a few even bear false Eeckhout signatures.[16] Research
should be addressed in particular to the works which this Rembrandt pupil painted during the latter half of the 1640s.[17] Although Van Noordt was

very probably influenced by Eeckhout the debt was secondary, with none of the decisive intensity of Backer's impact.[18] Jan van Noordt, linked as
he was to the Pre-Rembrandtist tradition through Backer, a pupil of Lambert Jacobsz., might have deemed Gerbrand van den Eeckhout's
indebtedness to Lastman both remarkable and stimulating. The later work betrays the influence of Jordaens, but it is not very likely that he had the
direct contact with the Flemish painter, as was the case with Johann Ulrich Mayr, for instance,[19] who went on to continue his studies in Antwerp
after completing his apprenticeship with Rembrandt.[20] Like Bol,[21] Van Noordt may have become involved with Jordaens in the wake of the
vogue which the star from Flanders launched with his work on the scenes from the Batavian revolt for Amsterdam's new Town Hall.

2. Jan van Noordt, Rest on the Flight into Egypt. Canvas, 92 x 68.8 cm. Leningrad, Hermitage
More of Jan van Noordt's painting have come to my knowledge since my earlier reference to him.[22] Esther's Toilet, formerly in the Hallsborough
Gallery in London (fig. 1),[23] is stylistically quite close to paintings by Backer from the early 1640s, calling to mind the Bacchus and Ariadne of
1643, and Vertumnus and Pomona of the same period.[24] Yet it displays definite links with Jan van Noordt, and must be one of his very early
works. The Rest on the Flight in Leningrad (fig. 2), and the Bacchus and Ariadne in Warsaw will suffice as examples.[25] However, the broad,
virtuoso technique and the splendid treatment of the brighter areas and lights elevate Esther's Toilet above either of them. The painter had already
achieved what I would call his artistry. The decorum of a perfect composition and the elegant conflux of painterly beauty convey purely aesthetic
values. The biblical subject might be said to serve as the pretext for their development. Every part of the picture is formally exquisite, and the still life
with its virtuoso depiction of the Vianen goblet is particularly brilliant.[26]

3. Jan van Noordt, The Levite and His Concubine in Gibea, Canvas, 64.5 x 91 cm. Belgium, private collection

4. Jan van Noordt, The Levite and His Concubine in Gibea, Canvas, 90 x 114 cm. Budapest, Szépmüveszeti Múzeum
The Levite and His Concubine in Gibea in a private Belgian collection might well be another early Jan van Noordt (fig. 3). The Budapest Museum
has a variant of this composition (fig. 4), with right and left reversed, which is stylistically similar but displays less freedom and ease.[27] In addition
to pictures dominated by large figures and influenced by the early works of Backer and Eeckhout, and perhaps by Rembrandt's Sermon of John the
Baptist, Van Noordt painted scenes with small figures as well as others in which the human figure and the landscape are held in balance, as it
were.[28] The Belgian painting should be grouped with these works. The laborer offering shelter to the Levite and his concubine (Judges 19:15-20)
was an uncommon theme, perhaps because of the horrific brutality of this biblical crime story. The only other artists who seem to have dealt with it
were Rembrandt and his circle after the mid-1640s,[29] and this is where Jan van Noordt received his inspiration, possibly by way of Gerbrand van
den Eeckhout. As always, though, the paramount considerations for Van Noordt were the painterly and coloristic possibilities offered by the theme.
An oriental, outdoor scene prompted his use of exquisite, luminous colors. The landscape is rendered in numerous gradations of gray-brown tones
(with sprinklings of red, blue, pink, green and yellow), which contrast with the solid, dense local color of the figures, where yellow and blue, red and
green, enter the lists. White, with the occasional pearly tint, enhances the effect of the complementaries, both neutrally and with extreme brightness.
The principal colors are either shades of the same tone, or individually assume alien identities — yellow becomes gold, red becomes terracotta,
green becomes near black. Technique is refined into the art of a painterly performance of variations which combine to enliven and enrich the entire
color structure. The figures are given a glossy, sparkling finish, carefully, but without lapsing into Dou-like minutiae. The buildings in the left
background, however, are broadly sketched without forfeiting any of their dominant impact. In the tree a vibrant structure of blobs and specks
suggests luxuriant foliage in an interplay of light and dark.

5. Jan van Noordt, St John the Evangelist. Canvas, 64.5 x 56 cm. Netherlands, private collection
A St John the Evangelist in a private Dutch collection (fig. 5), featuring the same Vianen goblet as Esther's Toilet (fig. 1), has already been
attributed to Jan van Noordt by Albert Blankert. This picture, in which a triangular shape en¬closes curved outlines and planes (in diagonals and
parallel lines), accords well with the relatively plain, "classicistic"
half-lengths and portraits from the early 1650s onwards.[30] One work which is analogous in every sense is the Portrait of a Boy in Johannesburg
(fig. 6).[31] Incidentally, the form of the hand almost always identifies a Jan van Noordt, as in St John the Evangelist, and it occurs in most of his
paintings and drawings. The colors have the exquisiteness one has come to expect of the artist. The flesh tones, set against a gray backdrop,
harmonize with the light red, dull purple and differentiated white. This color structure allows the solitary gold of the goblet to come into its own, or to
put it another way, the gold of the significant attribute balances an entire scale of colors, thus enhancing its meaning. A second remarkable display
of painterly mastery is the way in which the entire picture space in bathed in colored, reflected light. The effect of the red, in particular, is seen in
reflections or in the warmth of the shadows — in the goblet, on the hands, on the shadowed cheek.

6. Jan van Noordt, Portrait of a Boy. Canvas, 63.5 x 48.5 cm. Johannesburg, Art Gallery

7. Jan van Noordt, Woman with a Basket of Grapes. Canvas, 75 x 63 cm. Mänttä, Gösta Serlachius Museum
A virtually unknown work is the Woman with a Basket of Grapes (most probably an allegorical depiction of a month) in the Gösta Serlachius
Museum at Mänttä (fig. 7).[32] Van Noordt painted a half-length version of the same subject which is currently with the Rijksdienst Beeldende Kunst
in The Hague.[33] The latter picture, with its solid bulks, must be one of Van Noordt's early works, and it is understandable that it was formerly
attributed to Backer and Flinck. In the Mänttä painting the modeling is subordinated to the linking of the planes. At the same time Van Noordt
develops an elegant ornamentality. The paint is even and moderately dense; there are no areas of impasto. Stylistically the picture resembles The
Satyr and the Peasant recently acquired by the Bader Collection in Milwaukee (fig. 8).[34] This work, long regarded as a Barent Fabritius but
already suspected by Pont of being by Jan van Noordt, should be classified as an example of the artist's later period, being executed in or after the
1660s, when he was under the influence of Jordaens.

8. Jan van Noordt, The Satyr and the Peasant. Canvas, 80 x 96 cm. Milwaukee, Dr A. Bader Collection

8. Jan van Noordt, The Satyr and the Peasant. Canvas, 80 x 96 cm. Milwaukee, Dr A. Bader Collection

9. Jan van Noordt, Granida and Daifilo. Canvas, 178 x 194 cm. New York, Hoogsteder-Naumann Ltd

Another picture which I regard as a late work is the most important Van Noordt discovery. It is a Granida and Daifilo with the Hoogsteder-Naumann
Gallery in New York (fig. 9) — a masterpiece of museum quality. The subject is taken from Act 1, Scene 3 of Granida, a pastoral play written by
P.C. Hooft in 1605. The shepherd Daifilo comes across the daughter of the King of Persia, who has lost her way during the hunt, and he offers the
thirsty princess a shell filled with water. This marks the start of a love story which goes through various twists and turns but eventually ends happily
ever after. It proved a popular subject among Dutch artists,[35] and two versions by Jan van Noordt were already known: one in the Art Gallery of
New South Wales in Sydney (fig. 10),[36] which is probably an early work, and the second, dated 1663, from the former Tatarsky Collection (fig.
11).[37] The new discovery was first thought to be by either Backer or Gerbrand van den Eeckhout. Both painters favored the subject. There are
three extant versions by Backer: in the Hermitage in Leningrad, the Hannemahuis in Harlingen, and the Kolman Collection in Chicago,[38] and two
by Eeckhout: the first, painted in 1650, is in the Museo d'Arte Antica in Milan, while the second, painted in 1669, used to be in the Neumann
Collection in Brussels (fig. 12).[39]

10. Jan van Noordt, Granida and Daifilo. Canvas, 94.6 x 85.7 cm. Sydney, Art Gallery of New South Wales

11. Jan van Noordt, Granida and Daifilo, 1663. Canvas, 137 x 118 cm. Formerly Tatarsky Collection

12. Gerbrand van den Eeckhout, Granida and Daifilo, 1669. Size unknown. Formerly Brussels, Neumann Collection

10. Jan van Noordt, Granida and Daifilo. Canvas, 94.6 x 85.7 cm. Sydney, Art Gallery of New South Wales
Comparison of detail and composition unequivocally establishes the picture with Hoogsteder-Naumann as a Jan van Noordt. To start with the
details, Daifilo is depicted along formal lines similar to those of the shepherd in the Sydney painting, (fig. 10), although he is less bulky. An entirely
analogous figure, on the other hand, is the female nude in a drawing at the De Boer Foundation in Amsterdam (fig. 13).[40] This is a study for a
painting of Susanna Bathing, such as the one auctioned at Hoech's in Munich, which formerly bore a signature and the date 1673.[41] The glossy
structure of the drapery, in Granida's skirt and elsewhere, is typical of Jan van Noordt.[42] A comparable detail can be seen in Joseph Selling Corn

in the Bader Collection (fig. 14),[43] which is purportedly a late work.

13. Jan van Noordt, Seated Female Nude. Drawing, black, white and red chalk on gray paper, 34.5 x 21.8 cm. Amsterdam, P. & N. de Boer
Foundation

14. Jan van Noordt, Joseph Selling Corn to the Egyptians (detail). Milwaukee, Dr A. Bader Collection

12. Gerbrand van den Eeckhout, Granida and Daifilo, 1669. Size unknown. Formerly Brussels, Neumann Collection
Other works displaying similarities to the new picture are Juno, Io and Argus in the Louvre,[44] and a little known painting in the Sinebrychoff
Museum in Helsinki of Jupiter and Mercury with Philemon and Baucis (fig. 15),[45] which has amusing details such as Jupiter's apron of sun, moon
and stars, and the heavenly messenger's dandified winged bootees. Taking all the above factors into consideration, the Jordaens touch included,
the Granida and Daifilo with Hoogsteder-Naumann can be dated to the painter's late period. The similar composition painted by Gerbrand van den
Eeckhout in 1669 (fig. 12) might have prompted Jan van Noordt to make a variant.

15. Jan van Noordt, Jupiter and Mercury with Philemon and Baucis. Canvas, 80 x 67 cm. Helsinki, Sinebrychoff Museum
The painterly qualities of the new canvas cannot be praised too highly. The beauty of the color and the brilliant rendering form a perfect match. Jan
van Noordt's colors are full of surprises. He will have nothing to with commonplace coloring, but is out to create painterly bons mots. His witty
technique betrays a mobile pictorial intelligence. He deploys boundless virtuosity to solve the problem which Backer had already tackled, namely to
combine an adequate depiction of voluminous forms with sophisticated surface painting. He contrives a stark color contrast to depict the theme of
the encounter between the unequal couple of the princess and the shepherd. The courtly (and for Daifilo, the fairy-tale) aspect is superbly displayed
in the silken sheen of the reds, in pale gold, green and brocaded blue. The various colors in the details of Granida's costume are vibrant, and yet
even this riot of shades does not satisfy the artist. He adds silver and gold embroidered borders studded with precious stones, subtly introduces
blue into the strap of the quiver, adorns the dark hair with bird of paradise plumage, places softly gleaming pearls at the ears and forehead to set
off the delicate complexion, and trims with gold a leather shoe of dull purple. A dashing greyhound, which also serves as a repoussoir, adds costly
black to the color scheme, and it is this black that brings out the full impact of Granida's splendor. (Incidentally, the dog provided Van Noordt with
the opportunity for a painter's aperçu, for the reddish and greenish tints in the white areas of the dog's coat are cast up from the ground by the
reflection of the red skirt on the grass.) A small, whitish gray Bologna dog is on the princess's left in shadows saturated with reflections. Like Daifilo,
the animal is looking up at Granida — a humorous touch, a wink like the one in the Jupiter and Mercury in Helsinki (fig. 15). The motif of the shaggy
little dog was also chosen to contrast with the sleek black coat of the other dog, and it serves to detach the figure of the princess from the
background.
Jan van Noordt offsets the royal riot of color with 'the rustic simplicity of Daifilo and his companion Dorilea, and with the tonality of plaited straw,
brass, leather, brown-spotted hide and rudely healthy complexions. And yet there is a discreet beauty in this simplicity, which is displayed in the
subtlest gradations of subdued color and in the contrasting materials. The rendering of the shepherds is without coloratura, as it were.
Nevertheless, Van Noordt has wrought a miracle with Daifilo's cloak and straw hat. The red trousers with their green turn-ups and buckle are not
really in keeping with the simple attire of a shepherd, and it is here that the artist gives rein to his wit once more. Daifilo is not just another country
lad, but the future consort of a princess; his destiny is indicated in particularities. Moreover, a motif was needed to carry red and green as color
echoes from the left to the righthand side of the painting.
The picture comes to life in the contrast between the courtly and the rural color scheme, the composition being constructed as a clear, meaningful
organization of the color. Separation and connection are presented as a whole. The figures are seemingly situated on little islands some distance
apart. The center is empty. And yet the division of the surface into three is crossed by diagonals, thus causing the sides of the picture to merge in
the imagination across the empty central area. Moreover, the differences in rank and color are re-unified by the monochrome of the background
with its wealth of tones in the dark wood. The arrangement of the figures is a formalization of the same ideas as are found in the colors. Granida's
lofty position is expressed by her stance. Kneeling, humble life gazes up at dignity; the light and colorful figure of the princess contrasts with the
heavy, diagonal volumes of the shepherds.
These comments on the formal aspects of the new painting hardly do justice to a work which is not only genuinely worth seeing but which also
conveys to the beholder a powerful idea of Jan van Noordt's talent and accomplishment.

Notes
This article was translated from the German by Ruth Koenig.
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A discussion on Rembrandt in eighteenth-century Amsterdam: Petrus Camper versus
Cornelis Ploos van Amstel
by Jan Baptist Bedaux
On 12 October 1767 De Philosooph, a spectatorial periodical characteristic of the Dutch En-lightenment, published an article which was, to put it
mildly, provocative. The author, who signed himself with the initial "C", was severely critical of "the Dutch lack of taste." [1]
"Onze Landgenooten schynen geheel geene lust te hebben om dat
aangenaame vermogen onzer Ziele, waar door wy vermaak gevoelen in de
gewaarwording van wezenlyk SCHOON , tot welke soort van zaaken of
voorwerpen dit dan ook be¬hooren moge, te willen volmaaken ; Zy schynen
aan de Franschen en Engelschen voornaamelyk die zorg te willen
overlaaten, en onverschillig voor die fyne aandoeningen, die zy niet

"Our countrymen appear not to have the least ambition to develop that fine
quality of our soul which gives us pleasure in experiencing true beauty, no
matter in what sphere or object it may be found. They apparently wish to
leave this matter to the French and English in particular and, indifferent to
the finer sensibilities, which they do not feel since they have never cultivated
them, and not qualified to make any judgments themselves, look to other

gevoelen, om dat zy ze nooit hebben aangekweekt, onbekwaam om zelve
eenige bepaalingen te maaken, gaan zy by andere Volkeren verneemen,
hoe de dingen hun moeten voorkomen of aandoen."

them, and not qualified to make any judgments themselves, look to other
peoples to perceive how they should appraise or be affected by things."

The treatise is of interest not so much because of the author's theoretical ideas on taste, which closely resemble those expressed by Montesquieu
and Voltaire in the Encyclopedie, but rather because he introduces us to his personal taste regarding certain Dutch artists and works - a taste that
was certainly unorthodox for the period.[2]
After a brief attack on the work of Dutch poets, which he considered to be smothered in "the old junkshop of pagan gods and goddesses," as well
as on the products of music, painting and sculpture, he extended his criticism to architecture, which in his opinion most betrayed the lack of taste in
the sphere of the fine arts. [3] The article would probably never have provoked a reaction had the name of Jacob van Campen not been mentioned
in this context. And it was he, the darling of the Classicist critics, who was berated most severely of all. After belittling the style of Amsterdam
houses, the author focused his criticism on the Town Hall on Dam Square (now the Royal Palace), which the proud Amsterdammers claimed to be
the eighth wonder of the world.

"Men ziet deze Volgzugt en dit gebrek van Smaak nog duidelyker in het
Raadhuis onzer Stad, door VAN CAMPEN gebouwd. Het uitwendige van de
Gevel is eenvoudig, de ingang niets minder dan grootsch, en zekerlyk te
laag. Als men het geheel beschouwt, ziet men schielyk, dat de Architect niet
bekwaam was om een Gebouw zo uitgestrekt, als dit is, te ordonneeren."

"One sees this passion for imitation and lack of taste even more clearly in
our Town Hall, built by Van Campen. The exterior of the facade is plain, the
entrance by no means grand, and certainly too low. Surveying it as a whole
one sees at once that the architect was not competent to proportion such a
large building as this."

The interior, too, with the exception of the Citizen's Hall (Burgerzaal), meets with nothing but disapproval. The passage dealing with the Public High
Court (Vierschaar) is characteristic of the general tone of the article.

"Nauwelyks is men de enge Poortjes doorgekomen, of men ziet door de
kopere tralien, een mar-mere Vierschaar, welker omtrek zeer klein is naar
de oneindige hoogte van de Verdieping. Die Vierschaar, hoe kostbaar ook,
is, voor zo verre de Schoonheid in eene volmaakte unitas of houding
bestaat, zonder eenigen smaak, zo ten aanzien van de Bouworde als de
Bas relieven."

"One has hardly passed through the narrow gates before, through the
brass lattices, one sees a High Court of marble, the outlines of which are
minis¬cule in comparison with its infinite height. This High Court, however
costly, is, insofar as beauty exists in a complete unitas or harmony, entirely
lacking in taste, both in the architecture and the bas-reliefs" (fig. 1).

1. View of the west wall of the Vierschaar in the Town Hall, with marble reliefs by Artus Quellinus and his workshop (1651-1654). The three
scenes of justice, from left to right, are The Judgment of Zaleucus, The Judgment of Solomon and The Judgment of Consul Brutus.
Amsterdam, Royal Palace (formerly the Town Hall)
"Ook koomen my de Zinnebeelden niet gepast voor. Op het stuk van
SALOMO zal ik niets zeggen, schoon 'er, met betrekking op onze wyze van
Regtspleegen, wel wat op te zeggen zoude zyn: Maar dat van SELEUCUS
is ten minsten geen voor¬beeld van Regtvaardigheid. De Wet vorderde dat
een Overspeeler met blindheid gestraft werde; Hy liet zyn Zoon een Oog
uitsteeken, en zich zelven een ander, en by verydelde de Wet, door een
schuldigen half of byna geheel te verschoonen, en een onschuldigen een
gedeelte van de straf op te leggen. Op het stuk van BRUTUS is ook vry veel
te zeggen, dog dit alles betreft myn hoofdoogmerk niet; Ik keere weder tot
het Gebouw."

"Nor do the symbols strike me as fitting. I shall not remark on the Solomon,
[4] although some objec¬tions might be raised in respect of our manner of
administering justice, but the image of Zaleucus is certainly no example of
justice. [5] The law stipulated that an adulterer be punished with blindness.
He had one of his son's eyes put out and one of his own, and he obstructed
the law in that he half or almost completely spared a guilty man, and
imposed part of the punishment on an innocent man. There is also a good
deal to be said on the Brutus, [6] but none of this is my principal concern. I
shall return to the building itself."

Typical of the author's enlightened spirit are his comments on the sculptural program of this room, which conflicted with his ideas on jurisdiction and
sense of justice.

2. Bartholomeus van der Helst, The Celebration of the Peace of Munster, 18 June 1648, in the Headquarters of the Crossbowmen's Civic
Guard (St George Guard) Amsterdam, signed and dated 1648. Canvas, 232 x 547 cm. Amsterdam, Rijksmuseum (on loan from the City of
Amsterdam since 1808)
The article takes a surprising turn when "C" arrives in the Guardrooms of the Town Hall.
"De Krygsraad-Zaalen zyn zeer eenvoudig dog van hoogte en breedte
immer zo wel geregeld als de onderste Zaalen; Zommige Schilderstukken
zyn overheerlyk, maar de Smaak van den tyd munt in verscheidene
derzelver zeer uit. Alle de Burger¬Officieren, van Colonel of tot Adelborsten
toe, zit-ten meest te eeten of te drinken; Als men deze Mannen niet voor
braave Lieden kende, zoude men zeggen, dat goede Cier en Rhynsche
Wyn het voornaamste gedeelte van hun Dienst en Waaken uitmaakten.
Daar is nogtans een enkel Stuk hier van uitgezonderd, dat van den grooten
REMBRAND, een Man even verheven in Ordonnantie, als in het verkiezen
van licht en bruin. De groote, de ver¬wonderlyke Rembrand schildert met
een waarlyk stout Penceel, en vertoont Actie en Man¬haftigheid, die
schynen te leeven; Men behoort in de Deur aan den ingang van dat Vertrek
te staan, om zig over de kracht van dat heerlyk stuk te verwonderen. In alle
de Triomfstukken van ALEXANDER door LE BRUN geschilderd, door
geheel Europa zo geroemd, en zo geliefkoosd by de Franschen, is niet zo
veel verhevenheid van Geest, nog in de Ordonnantie, nog in licht en bruin,
en vooral in 't Coloriet, als in dit Meesterwerk van Rembrand.
"Men moet bekennen, dat 'er thans in de Ver¬trekkamer zeer fraaije
stukken hangen, door
FLINK, en VAN DER HELST geschilderd, ook boven op de groote
Krygsraadskamer, , dog in alle die Schilderyen ontbreekt werking, het
geheele Corps doet niet met al; de Schilder is zo verlegen geweest met de
Actien zyner Bevelhebberen, dat by den een een Kous laat optrekken, den
ander een Laars; e¬Het Coloriet nogthans is heerlyk, en het was te
wenschen, dat onze nieuwe Schilder-Academie de Jongelingen het
Coloreeren en Tekenen naar die schoone Stukken leeren liet."

"The Guardrooms are very simple, yet in height and width are at least as
well proportioned as the lower chambers. Some of the paintings are
wondrous, but the taste of their time is particularly manifest in various of
their number. All the burgher officers, from colonel to cadet, are mostly
eating or drinking. If one did not know these men to have been good honest
fellows one would say that merriment and Rhenish wine constituted the most
important part of their service and guard [fig. 2]. [7] However, there is one
exception, the painting by the great Rembrandt, a man as sublime in
composition as in the selection of chiaroscuro [fig. 3]. [8] The great,
marvelous Rembrandt paints with a truly bold brush, and portrays action
and courage that appear to be alive. One should stand in the doorway of
the room to admire the power of that wonderful painting. In all the triumphal
scenes of Alexander painted by Le Brun, so renowned throughout Europe
and so beloved by the French, there is not so much high invention, [9]
neither in the composition, nor in the chiaroscuro, nor, especially, in the
coloring, as there is in this masterpiece by Rembrandt.
"It must be admitted that some very fine paintings now hang in the
Guardroom, painted by Flinck [fig. 4] and Van der Helst [fig. 2], also
upstairs in the large Council Chamber of the Civic Guard, but all lack
efficacy, and the militia group does not form a unity. The artist was so much
at a loss as to how to portray the actions of his commanders that he shows
one pulling up a stocking, the other a boot [fig. 5]. [10] The colors, however,
are wonderful, and it would be desirable for our new Painting Acadmy to
teach the young to color and draw after those beautiful paintings." [11]

3. Rembrandt, The Company of Captain Frans Banning Cocq and Lieutenant Willem van Ruytenburch (known as The Nightwatch), signed and
dated 1642. Canvas, 363 x 437 cm. Amsterdam, Rijksmuseum (on loan from the City of Amsterdam since 1808)

4. Govert Flinck, The Amsterdam Civic Guard Celebrating the Signing of the Peace of Munster, 1648, signed and dated
1648. Canvas, 265 x 513. Amsterdam, Historisch Museum

5. Detail of fig. 4. Nicolaes Oetgens van Waveren pulling up his boot

To my knowledge this is the first time that Jacob van Campen received such adverse criticism in Dutch art literature. It is even more surprising that,
in a text of 1767 which singles Van Campen out as epitomizing bad taste, the author should be so complimentary of Rembrandt, who was
anathema to Classicist critics and was generally reviled in the eighteenth century. Before continuing our scrutiny of the text, however, let us unmask
"C" and try to account for this sudden reversal of reputation.

6. Tibout Regters, The Anatomy Lesson of Professor Petrus Camper (Camper is the man standing on the right), signed and dated 1757.

Canvas, 169 x 329 cm. Amsterdam, Historisch Museum
"C" was none other than Petrus Camper, a polymath who gained an international reputation in the field of comparative anatomy, a science that was
to become the cornerstone of zoology at the beginning of the nineteenth century (fig. 6).[12] He was born in 1722 at Leiden, where he studied at the
medical faculty, which ranked as one of the most important in Europe in the first half of the eighteenth century, thanks to Boerhaave and his
successors. In 1755 Camper was appointed professor of anatomy and surgery in Amsterdam, and in 1763 profesSOr of theoretical medicine,
anatomy and surgery at the university of Groningen. He resigned from this post in 1773, and thereafter devoted himself almost exclusively to
comparative anatomy until his death in 1789.
Camper was a convinced empiricist, and his attitude towards science was marked by a scepticism of authority and established opinion. Indeed,
one of the lessons he impressed upon his students was that they should never accept the statements of others, including his own, before testing
them in the light of their own findings.[13] This scientific outlook may explain Camper's break with the established view of Rembrandt and Van
Campen, dominated as it was by the theoretical dogma of the Classicists.

7. Petrus Camper, The Indian Elephants Hans and Parki Belonging to the Menagerie of Stadholder Willem V. Red chalk, each 200 x 317 mm.
Amster¬dam, Universiteitsbibliotheek, bibliotheek van "Artis".
7a. Signed and dated "P. Camper f. 10 Sept. 1789".

8. Petrus Camper, Three Drawings of a Dead Rein¬deer. Pen and chalk. Figs. 8a and 8b each 215 x 280 mm. Fig. 8c signed "P Camper f.",
275 x 435 mm. Leiden, Universiteitsbibliotheek, no. BPL 247 I.
Camper was as versatile in the fine arts as he was in science. He showed considerable skill in drawing, print-making, pastel and painting (figs. 7,
8), and also brought his considerable talents to bear on art theory. The first written testimony to his interest in this area was his Oratio de Pulchro,
with which he concluded his rectorate at Groningen in September 1766. [14] This was folloWed by his letter to De Philosooph in October 1767. In
late December of that year he applied to Cornelis Ploos van Amstel, a director of the Amsterdamse Stadstekenakademie (City Drawing
Academy), for honorary membership of that institution. This request, which was considered a great honor for the academy, was clearly granted with
alacrity, for on 2 January 1768 Camper's name was entered in the roll by Ploos himself. [15] By delivering lectures at the academy, in which he
matched his knowledge of anatomy with his draftsmanship and his wide understanding of both old and recent art theory, he demonstrated that he
did not regard his membership as merely honorary. His lectures commanded the respect of his audience, as is clear from the report on the first
lecture (consisting of two lessons) which Ploos van Amstel submitted to the Nieuwe Vaderlandsche Letter-Oefeningen.

"De tweede Les- den 8sten Augustus [1770], geschiedde voor een nog
grooter getal Toehoor-ders, om welke te plaatsen eenige verschikking
gemaakt was: want by het doen der eerste Lesse had men op zo groot een
getal niet bedagt geweest.... Dus eindigde de Hooggel. Heer Camper deeze
twee Lessen, waar meede die Heer, gelyk ook met zyn vaardig en
meesteragtig Teekenen, alien, die daar tegenwoordig waren, verrast,
verrukt en het uiterste genoegen gegeven heeft, zo dat een ieder met een
ongeduldig ver¬langen het beloofde Boek te gemoet ziet."

"The second lesson, on the 8th of August [1770], took place before an
even larger audience, and special seating arrangements were made for the
occasion, for at the first lesson such a large number of listeners had not
been expected... So the learned Mr Camper ended these two lessons with
which, and likewise with his skilled and masterful draftsmanship, that
gentleman surprised, delighted and greatly pleased all those present, so
that everyone now looks impatiently to the appearance of the promised
book." [16]

Of these two lessons the first one, on "the natural differences in the features of people of different origins and ages," was the most influential. In it
Camper introduced the principle of the "facial angle" as the means of distinguishing differences in national physiognomies, which could then be
used as a guide for drawing the human head. This new method for drawing heads was a significant improvement over the old one, where the oval
was used as an aid.[17] Camper's theoretical discourses on art were published shortly after his death by his son, and were translated into French,
German and English.[18]

9. Cornelis Ploos van Amstel (?), Allegorical Por¬trait of Jacob van Campen, in De bouworde van 't Stadhuis van Amsterdam, Amsterdam
1767. Etching, 65 x 80 mm. Amsterdam, Universiteitsbibliotheek
To return to Camper's essay in De Philosooph, it is hardly surprising that there was a reaction to his severe criticism of Van Campen and such
unvarnished praise of Rembrandt. By a re-markable coincidence, that reaction came from none other than Ploos van Amstel. In the very same year
this collector, artist and theorist published a book entitled De bouworde van 't Stad-huis van Amsterdam, en de smaak der Nederlanderen, ten
opzigte der konsten en weetenschappen, verdedigd, tegen de ongegronde berispingen van den heer C., in zynen brief aan den Philosooph (The
Design of the Town Hall of Amsterdam and the Dutch Taste in Arts and Sciences Defended against the Unfounded Censure of Mr C. in His Letter
to the Philosooph). [19] On the title-page Ploos placed a portrait of Jacob van Campen in an allegorical surround that succinctly expressed his
belief that the master had indeed gained eternal renown with his Town Hall (figs. 9, 10). [20] We will not go into Ploos's lengthy defense of Jacob
van Campen, whom he considered "the greatest artist and architect," against the "abuse" and accusations leveled by Camper. It will suffice merely
to cite Ploos's reaction to Camper's praise of Rembrandt, and of his Nightwatch in particular. [21]

10. Frans Bakker after Reinier Vinkeles, The Town Hall in Amsterdam (1765). Etching, 251 x 390 mm. Amsterdam, Universiteitsbibliotheek
"...wy zullen... reden tragten to geeven, waarom de Schilders de Burgers, in
de Schutterstukken, op de Krygraads-Kamers, eetende en drinkende
hebben afgebeeld.
"In de eerste plaats, hebben deze Maaltyden zelve, welke tot eene
uitspanning en blyk van erkentenis voor getrouwe diensten verstrekten,
onzes oordeels, alleen gelegenheid gegeeven, tot het schilderen van deeze
stukken, en men is derzelver oorsprong verschuldigd aan de guile
vriendschap, en de byzondere hoogagting voor malkanderen, die de
Schutters bewoog, om de gedagtenis levendig te houden van de
ongeveinsde vrolykheid, gepaard met eene agtbaare staatigheid, die
gemeenlyk hun dapperen en braaven inborst verzelden. Doch zo men, ten
an-deren, al meenen mogt, dat deeze Schilderyen haaren oorsprong hier
aan niet verschuldigd waren, maar alleenlyk de afbeelding deezer wakkere
Mannen bedoelden, kon de Schilder daar toe geen geschikter gelegenheid
verkiezen, dan de jaarlyksche Maaltyden der Schutteren. Zy waren, op die

"...we shall... endeavor to explain why the artists of the militia pieces in the
Guardrooms portrayed the burghers eating and drinkirig:
"In the first place, we believe that these banquets, which were held for
entertainment and in recognition of loyal service, merely provided an
opportunity for painting these works. They accord¬ingly owed their origin to
the warm friendship and exceptional respect which these guardsmen felt for
one another, and thus prompted them to keep alive the memory of the true
merriment, coupled with respectable gravity, which generally filled their
brave and good souls. Yet even were one to believe that this was not the
origin of these paintings, but that they were intended solely as portrayals of
these brave men, then the artist could not have chosen a more suitable

verkiezen, dan de jaarlyksche Maaltyden der Schutteren. Zy waren, op die
tyden, by malkander, en de Schilder was minder gebonden in de schikking
zyner Ordonnantie, tot de gelykenis der persoonen, dan of dezelve in ryen,
of gelederen stonden. - leder verstandig Schilder zou dit doen: want waren
zy, in zulk een getal, als in een Raadsvergadering, in ordre , naast
elkander zittende, afgebeeld; wat schikking, wat bevalligheid, zou 'er in de
houding der Beelden doorstraalen, welke men, gelyk iemand aan-merkte,
met eenen slag, de hoofden zoude kunnen afmaaijen? Of hadt de Schilder
het geval van onderlinge samenkomst, in een' vryen stand, verkooren; hy
zou zich zeker niet min hebben blootgesteld aan de berisping van den
Schryver, wiens fyne aandoening, door het optrekken van een Laars,
geergerd wordt, en den Schilder poogt verdagt te maaken, als ware hy
verlegen geweest met zyne acties.

these brave men, then the artist could not have chosen a more suitable
occasion than the annual banquets of the civic guards. They were, at such
times, to-gether, and the artist was less restricted in the dis¬position of his
figures and in the likeness of the persons than if they had stood in rows or
ranks. [22] Every sensible artist would do it thus, for had they, in their
number, been portrayed as a committee meeting, seated one beside the
other, what pleasing arrangement would there be in the attitude of the
figures when one might, as has been observed, cut off all their heads at a
single stroke? [23] And had the painter chosen a casual gathering in a
loose ar¬rangement, he would certainly not have been less exposed to the
censure of the writer, whose fine sensibility is irritated by the pulling up of a
boot, and who attempts to cast suspicion upon the painter, as if he did not
know how to depict action.

"Of zou zyn Ed. liever een optogt van Burgers gehad hebben, den een
agter den ander, ja tien, twintig diep, naar de grootte van het
Corporaalschap , de Compagnie of het Regement? dit geeft eene styve
Ordonnantie, is gemeenlyk ontbloot van de werking van een goed Licht en
bruin, en men kan, daar en boven de agtersten onmooglyk zo goed doen
gelyken als de voorsten.

"Or would this gentleman have preferred a procession of burghers, one
after another, yea ten or twenty deep, depending on the size of the
corporal-ship, company or regiment? That creates a stiff arrangement, is
most often devoid of the effects of good chiaroscuro, and moreover it is
then impossible to impart as good a likeness to those at the back as to
those in front.

"'t Is waar, Rembrand heeft geen maaltyd verkooren: maar dat hy den
optogt der Burgeren vertoond heeft, zo als het behoort, gelooven wy niet; of
het zoude, ter dier tyd, zeer ongeregeld hebben moeten toegegaan zyn, 't
welk wy nogtans wel be-ter weeten. Het is dan zeker, dat deeze stukken
ten minsten in geenen slegten Smaak geschilderd zyn. Men beschuldige
ons hier egter niet van kleinagting voor den konstryken Rembrand; want wy
houden hem voor een groot Meester, onder de Schilders van Nederland;
maar te zeggen, gelyk de Heer C. doet, dat hy even verheeven in
Ordonnantie, als in Licht en Bruin geweest is, toont, aan ieder Kenner der
Konst, op het allerduidelykste, de onkunde van den Schryver. Integendeel,
daar is niets verheevens in zyne Ordonnantien, zyn Persoonaadjen zyn
doorgaans van een laag Karacter, en een gemeene gestalte: daar by zyn
hunne gewaaden zelden of nooit overeenkomende met den tyd, dien hy
verbeeldt, maar ten eenemaal geschikt, naar zyn bizarre denkbeelden. Ook
zyn zyne Gebouwen, waar in, en by hy zyne persoonen vertoont , zeer slegt
of gering, naar de Gothische wyze, en hebben niets van het verheevene.
Wat zal men dan zeggen van de berispingen van een' Schryver, die de
verheevenheid van dit Schilderstuk, dat waarlyk met een stout, ja met een al
te stout penceel geschilderd is, stelt boven al de Triumfstukken van
Alexander, door le Brun geschilderd, welke le Brun, in verheevenheid van
geest, in ordonnantie en in tekening, Rembrand, zo ver te boven gaat; als
Rembrand, le Brun overtreft, in het licht en bruin en in 't coloriet. Wy
zouden ook het geen hy verder over de stukken van Flink en van der Helst
zegt, Iigtelyk kunnen verdedigen. Maar het zoude ons te lang ophouden,
en, 't is ons genoeg, dat hy toestaat dat deeze stukken ten minsten zo
heerlyk van. coloriet zyn, dat hy, die zich zekerlyk Smaak toeeigent,
dezelven durft aanbeveelen aan onze nieuwe Teken-Academie, by hem,
verkeerderlyk, Schilder-Academie genoemd."

"It is true, Rembrandt has not chosen a banquet, but we do not believe that
he portrayed a pro-cession of burghers fittingly, unless it was all very
disorderly in those days, and we know better. So it is certain that these
works are at least not painted in bad taste. Nonetheless, we cannot be
accused here of deprecating the artful Rembrandt, for we hold him to be a
great master among the painters of the Netherlands, but to say, as Mr C.
does, that he was as sublime in composition as in chiaroscuro most clearly
proves the author's ignorance to every connoisseur of art. On the contrary,
there is nothing sublime in his compositions, [24] his personages are
usually of low character and everyday appearance. [25] Moreover, their
dress seldom, if ever, corresponds to the period he depicts, but is wholly
subservient to his bizarre ideas. [26] Also, the buildings in and near which
he displays his figures are very poor or humble, in the Gothic manner, and
lack all trace of the sublime. [27] So what is one to make of the criticism of a
writer who esteems the sublimity of this painting, which is truly painted with a
bold, all too bold brush, higher than all the Triumphs of Alexander by Le
Brun who, in sub-lime invention, in composition and in drawing, surpasses
Rembrandt as much as Rembrandt surpasses Le Brun in chiaroscuro and
in color? [28] It would also be but a small matter to rebut what he says
about the works by Flinck and Van der Helst. That, however, would take too
long, and it is sufficient that he concedes that these paintings are at least
so delightful in color that he, who surely claims to possess taste, sees fit to
recommend them to our new Drawing Academy, which he incorrectly calls
Painting Academy."

Although Ploos later conceded in his own lectures to the academy that even a "minor" subject could stir the soul, and that a "realistic" imitation of
nature was therefore permissible, his reply to "C" shows that he himself preferred a more "idealizing" imitation of nature or, as he put it, the
"expression of imaginary nature." Thus the representation of the "commonplace," which was characteristic of so many seventeenth-century painters
and for which they were severely criticized, was finally recognized in theoretical terms. Although these ideas admittedly mark an important turningpoint in the appreciation of the old Dutch masters, as has been asserted, [29] Ploos's assessment of Rembrandt shows that he was still a
Classicist through and through. He does not deny Rembrandt's greatness and skill as a colorist (in fact they had never been doubt¬ed), but beyond
that his reply merely echoes the notion of Rembrandt as the prototype of the vulgar artist which had already seen service for close on a century.

11. Louis Fabritius Dubourg, Allegory of Justice, signed and dated 1764. Canvas, 205 x 112 cm. Amsterdam, Historisch Museum.
A volume comprising papers from Ploos van Amstel's own library sheds more light on his mo-tives for writing his critical reaction to Camper's
article. In addition to known writings by Ploos, such as De bouworde van 't Stadhuis van Amsterdam, this hitherto neglected volume contains
several texts by apparently anonymous authors which can now be attributed definitely to Ploos himself. [30] One is an intriguing reproof, "Aan den
schryver der Oordeelkundige Aanmerkingen" (To the Author of the Critical Comments). Written in 1765 and published the following year under the
initial "L" in the journal Oordeelkundige Aanmerkingen over Verscheidene Zaken, Kunsten en Wetenschappen (Critical Comments on Various
Matters, Arts and Sciences), this essay contains a fierce critique of the chimney painting made in 1764 by Louis Fabritius Dubourg (1693-1775) for
the Magistrates' Court in Amsterdam Town Hall (fig. 11). [31] It is one of the earliest examples in the Netherlands of an exhaustive critique of a
painting, and assails the composition, drawing and color of Dubourg's canvas. [32] The essay had such an impact that the authorities decided to
remove the offending work. Ploos considered this a personal victory, and fired by his success he wrote his reply to Camper, as may be inferred
from his preface to the volume of essays:

"Ik heb het genoegen gehad, dat niet alleen het publiek, myne onpartydige
aanmerkingen heeft gebillykt: maar ook, onze Regeering zo verre daar
door te overreeden; dat men dit Schilderstuk, van die plaats heeft doen
wegnemen, en, het t'hans in't duister van een hoek, onder de afgekeurde
dingen bewaard word.

"To my pleasure not only did my impartial comments [on the painting by
Dubourg] meet with public approval, but they also swayed the government
to such an extent that it has removed the painting from that place and has
consigned it to the darkness of a corner, among the rejected artefacts.

"Daar ik zo gelukkig in dit geval geslaagd was, kan ik niet stilzwygen, op de
BRIEF aan de PHILOSOOPH, waar in ons KAPITOOL! dat Pronkstuk der
Bouwkunst, door een zo weeldrige geest, als der Bouwkunde onervaaren
schryver, verontwaardigende gelasterd word.

"Since I have been so fortunate in gaining success in this matter I cannot
remain silent on the letter to De Philosooph in which our Capitol, that
showpiece of architecture, is so insultingly vilified by an author whose mind
is as great as his experience of architecture is small.

"Ik ondernam tegen die schryver, de Bouwkunde van't Stadhuis, en de
smaak der NEDERLANDEREN ten opzigten van konsten en
wetenschappen te verdeedigen."

"I undertook to defend the architecture of the Town Hall against him, and
also the taste of the Dutch in respect of the arts and sciences."

Ploos was not only convinced of the justness of his criticism; he also believed that he had succeeded in persuading Camper himself.

"...en ik heb met reeden, als een PATRIOT der GOEDE-SMAAK de
overwinning by alle myne Leezeren behaald; behalven by den uitgeever der
PHILOSOOPH, en zyne SCHRYFZIEKE-SLAAVEN, die niets pryzen, of het
moet bij Pieter Myer gedrukt zijn.

"...And I have with reason, as a patriot of good taste, conquered all my
readers, except for the publisher of De Philosooph and his writer-slaves,
who praise nothing unless it has been printed by Pieter Myer. [33]

"Ik vly my zelve de Autheur der Brief de Hooggeleerde Heer C van zyn

"I pride myself greatly that I have persuaded the author of the letter, the
learned Mr C......, of his error. For he has never replied or written against it,

dwaaling overtuigd te hebben, want by heeft er nooit op geantwoord, of
tegen geschreeven: maar mooglyk ben ik voor de Hooge-geleerdheid van
de Heer C te Laag; en dit, hindert my niet."

learned Mr C......, of his error. For he has never replied or written against it,
but possibly I am too lowly for the learnedness of Mr C , and that does not
bother me."

In any event, Ploos drew applause from his friend Joannes Nomsz, a renowned man of letters, who immediately responded to the publication of the
critique by sending him a confidential letter congratulating him on his "successful defense. " [34] Nomsz was particularly pleased with the
chastisement of Camper, for he felt himself to be a victim of Camper's criticism. Referring to "bad taste in poetry," the latter had only been
prepared to make an exception for the poetess L.W. van Mercken, author of the epic poem David, and not for Nomsz.[35]
While it may be more or less inferred from the preface to Ploos's volume of essays that he knew that it was Camper who had written the critique,
the table of contents explicitly identifies him as the author of the letter to De Philosooph. And although the preface was only written in 1770, it is
reasonable to assume that Ploos knew whom he was addressing when he wrote De bouworde van 't Stadhuis van Amsterdam. [36]
Ploos concluded his preface with the following observation.
"Zo ik hier en daar in deeze stukjes de schryfwyze van JUVENALIS gevolgt
heb; is het geensints geschiet om iemant in het byzonder aan te tasten,
veel meer te willen heekelen: maar alleen, om daar de goede smaak begon
te verbasteren dezelven te herstellen, en voor den waarheid, die ik zo lief
heb als myn leeven te stryden."

"In so far as I have followed the style of Juvenalis in these writings I have
done so without the least intention of injuring any person in particular, but
far more to criticize, and then only to restore good taste when it started to
become bastardized, and to strive towards truth, which is as dear to me as
my life."

We do not know if Camper felt "injured" by Ploos's criticism. Their relationship certainly does not appear to have been harmed by the publication if
one considers Ploos's role in granting Camper honorary membership of the academy and his praise of Camper's lecture in 1770.
Camper's opinion of Rembrandt strikes us as enlightened and refreshing compared with the traditional view of the artist defended by Ploos.
Rembrandt is extolled not only for his use of color and chiaroscuro but also for his composition, in which he even surpassed Le Brun, the Classicist
par excellence. [37] It should be borne in mind, however, that Camper was speaking only of the Nightwatch, although the phrase "a man as sublime
in composition as in the selection of chiaroscuro" certainly betrays an admiration for Rembrandt's oeuvre as a whole. [38] Indeed this is exactly why
Ploos, in his reply, did not restrict himself to a critique of the Nightwatch, but found it necessary to take Rembrandt's entire oeuvre as his target.
Moreover, the Nightwatch had commanded respect from the very first. Even in 1678, when the criticism of Rembrandt was already under way, the
artist and theoretician Samuel van Hoogstraeten still praised the painting for its exceptional composition. [39] He did, however, have his
reservations, and they were the ones that Camper did not mention. Camper also noted the particular aspect of the action in the painting, the
importance of which would not be explicitly acknowledged in art literature until 1882, when H. Riegel wrote his pioneering study of the militia piece,
"Zur Geschichte der Schiitter- and Regentstficke." [40] In his recent monograph on the Nightwatch, E. Haverkamp Begemann claims that the action,
whether or not linked to a specific event, is as much the subject of the painting as the portraits. [41] It is the emphasis on the action that sets this
work apart from both earlier and contemporary militia pieces, and it is clear from his letter that Camper was well aware of this. However, what is
even more important for the history of Rembrandt's reputation is that Camper endorses him without the slightest reservation, [42] and in that respect
his letter to De Philosooph signified a break with Classicist criticism. A slight adjustment therefore needs to be made to the chiaroscuro in the
historiography of Rembrandt's reputation, namely that he was regarded in a uniformly negative light during the Enlightenment and that he was not
restored to a position of honor until the nineteenth century. [43]
Camper's nonconformist opinion of Rembrandt was in fact acknowledged in 1880 by his bio-grapher, C.E. Daniels, who wrote: "There is no better
proof of Camper's aesthetic erudition and true artistic eye than when we hear him extol the 'excellent beauty' of Rembrandt's lions at a time when
many had an entirely different idea of his work, and even spoke of 'the ridiculous manner of Rembrandt' (Hogarth)." [44]

Notes
* I am grateful to R.P.W. Visser, C.A. van Swichgem and M.A. Schenkeveld-van der Dussen for their advice and information.

1. De Philosooph was published for four consecutive years (1766-1769) by Pieter Meijer and K. van Tongerloo & Son in Amsterdam. The article in
question (no. 93) appeared in the second volume, on pp. 321-328.
2. His definition of taste, "Smaak immers is een onmiddelijk Vermaak, 't welk de Ziel geniet, als zy iets gewaar wordt, 't welk Schoon, Goed,
Bevallig, Geestig, Teder, Grootsch, en Verheeven is" ("For taste is an immediate pleasure which the soul enjoys when it experiences that which is
beautiful, good, appealing, witty, tender, great and sublime"), is derived from Montesquieu; see C. L. de Montesquieu, "Essai sur le gout dan les
choses de la nature et de l'art," in Encyclopedie ou dictionnaire raisonne des sciences, des arts et des metiers, vol. 7, Paris 1752, pp. 762-767,
esp. p. 762a.
The discourse also seems to have been inspired by Voltaire's introduction to the entry for "gout" in the En¬cyclopedie , which precedes
Montesquieu's essay. Voltaire explains how taste develops in a nation through the pre¬sence of good artists. Any deterioration in the quality of a
nation's art, however, has an immediate effect on taste, which can even disappear altogether. According to our author this is what happened in the
Dutch Republic, where taste had become entirely dependent on "incompetent artists" who excelled only in slavish imitation. To remedy this
situation he recommends reading such authors as Crousaz, Pere Andre, Hutcheson, Diderot and Montesquieu. Here he was apparently referring to
Jean Pierre de Crousaz, Traite du beau (1724), Yves-Marie Andre, Esai sur le beau (1741), Francis Hutcheson, An Enquiry into the Origin of Our
Ideas of Beauty and Virtue (1725), Denis Diderot, Encyclopedia, s.v. "beau" (1751), and Charles Louis de Montesquieu, Essai sur le goat (1752).
The contrast which "C" makes between original and authentic art and art that blindly follows French and Italian trends appears to echo the contrast
between the "ancients and moderns" which began to emerge in France towards the end of the seventeenth century.
3. In the realm of poetry the author makes an exception for the epic poem David. He was referring here to David in A DISCUSSION ON

REMBRANDT IN EIGHTEENTH-CENTURY AMSTERDAM 53 twaalf boeken (1767) by Lucretia Wilhelmina van Mercken (1721-1789), who was
also known for her Germanicus (1779). See also note 35 below.
4. The Judgment of Solomon (1 Kings 3:16-28).
5. The Judgment of Zaleucus. The son of Zaleucus, king and lawgiver, was found guilty of rape, and Zaleucus had no alternative but to order that
both his son's eyes be put out, in accordance with a law he had himself decreed. The citizens urged him to reconsider, and in order to observe the
law while sparing his son from total blindness he ruled that he and his son would lose an eye each (Valerius Maximus 6:6).
6. The Judgment of Brutus. The Roman consul, Brutus, sentenced his own sons to death for treason (Plutarch, Lives (22) 6:6).
7. The author is almost certainly referring to the militia piece, The Celebration of the Peace of Munster, 18 June 1648, in the Headquarters of the
Crossbowmen's Civic Guard (St George Guard), by Bartholomeus van der Helst (Amster¬dam, Rijksmuseum), which was transferred to the Town
Hall in 1715 along with numerous other militia paintings after the disbandment of the militia quarters. For the paintings which were hanging in the
Town Hall at that time see
Jan van Dijk, Kunst en historiekundige beschrijving en aanmerkingen over alle de schilderijen op het Stadhuis to Amsterdam, Amsterdam 1758
(the Van der Helst discussed on pp. 40-47). "C" was evidently unaware of the original symbolic significance of these ceremonial banquets. For this
aspect see E. Haverkamp-Begemann, Rembrandt: the Nightwatch, Princeton 1982, p. 66.
8. The Nightwatch, which originally hung in the headquarters of the Arquebusiers' Guard, was also on view in the Town Hall. See Van Dijk, op. cit.
(note 7), pp. 58-61.
9. "Geest": invention (arising from innate ability).
10. Here he is undoubtedly referring to The Amsterdam Civic Guard Celebrating the Signing of the Peace of Miinster, 1648 which, like the Van der
Helst (see note 7), had been commissioned for the "Oude Sael" (Old Hall) of the St George Guild, and was later moved to the Town Hall. For this
painting see Van Dijk, op. cit. (note 7), pp. 47-55, and A. Blankert (with R. Ruurs), Amsterdams Historisch Museum: schilderijen daterend van voor
1800, voorlopige cata¬logue, Amsterdam 1975-1979, pp. 121-124. The man pulling up his stocking has been identified as the ensign Nicolaes
Oetgens van Waveren.
11. He is in fact referring to the "Stadsteken academie" (City Drawing Academy).
12. The most recent book on Petrus Camper is R.P.W. Visser, The Zoological Work of Petrus Camper (1722-1789) (dissertation, Utrecht 1985),
Amsterdam 1985, which contains a complete bibliography of Camper's writings. The biography by C.E. Daniels, Het leven en de verdiensten van
Petrus Camper, Utrecht 1880, is still very useful. The autograph manuscript of the letter to De Philosooph, which is in the University Library, Leiden
(shelf-mark BPL 247/ 133), leaves not the slightest doubt that it was written by Camper. For the portrait by T. Regters of Camper giving an anatomy
lesson see Blankert, op. cit. (note 10), pp. 266-268 (text by R. Ruurs). Camper is standing at the far right.
13. Visser, op. cit. (note 12), p. 19, with a reference to the Lectiones physicae (ms. Leiden, University Library, shelf-mark 247/13).
14. On Camper as an artist see R. van Eijnden and A. van der Willigen, Geschiedenis der vaderlandsche schilderkunst, sedert de helft der XVIII
eeuw II, Haarlem, 1817, p. 161-174; IV, p. 175. Also: Daniels, op. cit. (note 12), pp. 43-47, and P.A. Scheen, Lexicon Nederlandse beeldende
kunstenaars 1750-1950, vol. 2, The Hague 1969, pp. 202-203. The Oratio de Pulchro is in the University Library at Leiden (ms. BPL 247/2).
15. Camper's application for membership is mentioned in the minutes of the academy (Amsterdam, City Archives, 265, 1, fol. 55r). The roll of
honorary members (Amsterdam, City Archives, 265, 41A) lists the following as Camper's teachers: Longueville (?), La Court (probably M. de la
Court; see Christian Kramm, De levens en werken der Hol¬landsche en Vlaamsche kunstschilders , vol. 1, ed. Amsterdam 1974, pp. 281-282),
and Ridder (Karel) de Moor and his son, who taught him from his 13th to his 22nd year. Pasted on the inside cover of the roll is an appeal by
Camper, dated 30 January 1768, that his name be entered on the books as an honorary member, despite the fact that this had already been done
on 2 January. For the academy see Paul Knolle, "De Amsterdamse Stadstekenacademie, een 18de-eeuwse `oefenschool' voor modeltekenaars,"
Nederlands Kunsthistorisch Jaarboek 30 (1979), pp. 1-41.
16. Nieuw Vaderlandsche Letter-Oefeningen 4, 2e stuk, (1770), pp. 386-393.
17. Visser, op. cit. (note 12), p. 101ff, discusses the "facial angle" at length. Although Camper's method was defi¬nitely an improvement over the
existing one, both were no more than what E.H. Gombrich, Art and Illusion, London 1977, p. 147, describes as "a universal stereotype to a member
of a class". See also Daniels, op. cit. (note 12), pp. 46- 54 A DISCUSSION ON REMBRANDT IN EIGHTEENTH-CENTURY AMSTERDAM 47,
and Paul Knolle's review of J. Bolten, Het Noord- en Zuidnederlandse tekenboek 1600-1750, in Simiolus 11 (1980), pp. 177-181, esp. p. 177.
18. Verhandeling van Petrus Camper, over het natuurlijk verschil der wezenstrekken in menschen van onderscheiden landaart en ouderdom; over
het schoon in antyke beelden en gesneedene steenen. Gevolgd door een voorstel van eene nieuwe manier om hoofden van allerleye menschen
met zekerheid te. teekenen... uitgegeven door... Adriaan Gilles Camper, Utrecht 1791. For the translations see Visser, op. cit. (note 12). The
second discourse is Redenvoeringen van wylen Petrus Camper, over de wyze, om de onderscheidene hartstochten op onze wezens te verbeelden;
over de ver¬baazende overeenkomst tusschen de viervoetige dieren, de vogelen, de vischen en den mensch en over het gedaante schoon....
Uitgegeven door... Adriaan Gilles Camper, Utrecht 1792. For the translations see Visser, op. cit. (note 12).
Camper's theoretical oeuvre deserves more attention than it has so far received. For a very concise general review see Giorgio Tonelli, "Varieta: le
dottrine estetiche di Pieter Camper," Giornale Critico della Filosofia Italiana 35 (1956), pp. 79-85. For the influence on Camper of Edmund Burke's
A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful see C.P. Courtney, "Edmund Burke and Petrus Camper," English
Studies: a Journal of English Letters and Philology 43 (1962), pp. 467-475.
19. For this booklet see note 30, item E, below. For Ploos van Amstel see G. Ploos van Amstel, Portret van een koopman en uitvinder Cornelis
Ploos van Amstel, Assen 1980, and T. Laurentius, J.W. Niemeyer and G. Ploos van Amstel, Cornelis Ploos van Amstel 1726-1798:
kunstverzamelaar en prentuitgever, Assen 1980.
20. The portrait of Van Campen is probably by Ploos himself. For the interpretation of this etching cf. Cesare Ripa, Iconologia of Uijtbeeldinghen
des verstants (ed. D.P. Pers), Amsterdam 1644, pp. 127-129, ("Eternita. Eeuwigheyt"), 441-442 ("Gloria. Roem, Eere"), and 402-403
("Overwinning"). For the etching of the Town Hall which was in his possession see note 30, item F, below.
21. I am currently preparing an annotated edition of Camper's article and Ploos's reply.
22. What Ploos means is that the banquet arrangement could provide an excellent combination of a lively composi¬tion and faithful likenesses.
This in contrast to a "football team line-up", which greatly restricted the artist's scope.
23. Here Ploos is referring to a passage in Samuel van Hoogstraeten, Inleyding tot de hooge schoole der schilderkonst, Rotterdam 1678, p. 190:
"Laet uwe figuren met malkanderen een welstandige beweging hebben: niet als de domme toneelspeelers, die de reedenen, dieze elkander
behoorden toe te duwen, voor op't toneel aan de toehoorders komen uitbraken. Neem een aerdige sprong waer, dat is een welkunstige, maer in

schijn ongemaekte plaetsing uwer beelden: op dat menze niet, bij wijze van spreeken, al te gelijk (als in sommige Doelstukken) de hoofden kan
afslaen." ("Let your figures have a well-arranged movement toward one another, not like the dull players who, instead of addressing each other,
bray the speeches at the audience from the front of the stage. Observe a pleasing sprong, that is, an artful but seemingly spontaneous placement of
your figures, so that their heads may not, in a manner of speaking, all be chopped -off with one blow, as in some militia pieces.")
24. The Classicist critics believed that it was a great disadvantage that Rembrandt had never been to Italy, and that it was for this reason that he
chose lowly subjects and built up his compositions in an unsound manner. For Classicist criticism see S. Slive, Rembrandt and His Critics 16301730, The Hague 1953; R.W. Scheller, "Rembrandt's reputatie van Houbraken tot Scheltema," Nederlands Kunsthistorisch Jaarboek 12 (1961),
pp. 81-118; and J.A. Emmens, Rembrandt en de regels van de kunst, Utrecht 1968.
25. The Classicist critics described Rembrandt as a proletarian, and alleged that this was why he chose to paint only figures from the lowest social
classes, who obviously looked "gemeen" (humble, ordinary and plain). This was the staple criticism of his realistic portrayal of figures, the nude in
particular.
26. Rembrandt, so the argument ran, depicted his figures in historically inaccurate dress because he relied on his ingenium, and,that had gone
astray because he was a libertine who stubbornly refused to cultivate it with the aid of doctrina, the rules of art.
27. To my knowledge this is the first attack on Rembrandt's depiction of architecture. The term "Gothic" was in fact no more than "a handy
invective, which could be fired at anything that was considered excessive by Classicist stan¬dards." See E. de Jongh, ""t Gotsche krulligh mall': de
houding tegenover de Gotiek in het zeventiende-eeuwse Holland," Nederlands Kunsthistorisch Jaarboek 24 (1973), pp. 85-145, esp. p. 94; and
Paul Knolle, "Het begrip `Gotisch' in de 18de-eeuwse Nederlandse kunsttheorie," Documentatieblad Werkgroep Achttiende Eeuw 16 (1984), pp.
17-38.
28. Camper was in fact a great admirer of Le Brun. See, for example, his Redenvoeringen, cit. (note 18), p. 6, and Daniels, op. cit. (note 12), p. 49,
note 65.
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29. Knolle, op. cit. (note 15), pp. 24-25, and his reviews of the two books on Ploos (see note 19) in Oud-Holland 98 (1984), pp. 43-52.
30. R.P.W. Visser was kind enough to draw my attention to this volume, which is kept in the University Library, Amsterdam (shelf-mark 497 D 10). It
bears Ploos's coat of arms and comprises the following items. —A. Table of contents in Ploos's handwriting (1 p.). —B. "Voor-Reeden" in Ploos's
handwriting, dated 1770 (3 pp.). —C. Reprint of Ploos's discourse "Aan den schryver der Oordeelkundige Aanmerkingen," Oordeelkundige
Aanmerkingen over Verscheidene Zaken, Kunsten en Wetenschappen 1, no. 10 (1766), pp. 145-159. This critique is dated 20 August 1765, but
was not published until 1766. Ploos's authorship is clear from the table of contents (see A above). The reprint is interfoliated, and paged 1-8. It is
not mentioned in Laurentius, et al., op. cit. (note 19). —D. Reprint of Petrus Camper's letter to De Philosooph, no. 93 (1767), pp. 321-328
(interfoliated). —E. Interfoliated reprint of Ploos's De bouworde van 't Stadhuis van Amsterdam, en de smaak der Nederlanderen, ten opzigte van
der konsten en weetenschappen, verdedigd, tegen de ongegronde berispingen van den Heer C., in zynen brief aan den Philosooph, Amsterdam
(Yntema and Tieboel) 1767 (pp. 1-39, with corrigenda on p. 39v). On the title-page an allegorical portrait of Jacob van Campen, probably etched by
Ploos (65 x 80 mm). —F. Inserted between the title-page and p. 1 of De bouworde (see E above) there is an etching (251 x 390 mm) by Frans
Bakker after a drawing of the Amsterdam Town Hall by Reinier Vinkeles. The drawing (which is now in the Amsterdam City Archives, Historisch
Topografische Atlas, S. no. 650, where it is erroneously dated 1787) was commissioned by Ploos van Amstel in 1765 for his art collection. The
etching served as an illustration for Jan Wagenaar, Amsterdam in zyne opkomst, aanwas, geschiedenissen..., vol. 2, Amsterdam 1765, between
pp. 6 and 7. The etching in the volume of Ploos's papers, which is an earlier state than that in Wagenaar's book, is cropped beyond the platemark
up to the picture plane, eliminating both title and address. —G. Handwritten letter from Johannes Nomsz to Ploos in response to his Bouworde. —
H. "Copie eener Missieve, aan den Heer C...R... Directeur Generaal der Stads-Werken en Gebouwen te Amsterdam" (Copy of a missive to Mr
C...R... [Cornelis Rous] Director-General of the City Works and Buildings in Amsterdam), written by Ploos (pp. 3-15, interfoliated). Not listed in
Laurentius, et al. , op. cit. (note 19). —I. Reprint of "Berigt van Cornelis Ploos van Amstel, Jacobus Cornelisz. aan de beminnaaren der
schilderkunst", Nieuwe Nederlandsche Let¬ter-Oefeningen 1771, no. 2, pp. 139-147 (paginated 1-9). —J. Reprint of "Berigt van Cornelis Ploos
van Amstel, Jacobus Cornelisz. aan de Liefhebbers der Tekenkunst", Hedendaagse Vaderlandsche Letter-Oefeningen 1772, no. 2, pp. 650-660
(6 pp., unpaginated). —K. Reprint of Ploos's foreword to the auction catalogue A. Rutgers Azn., of 21 March 1779 (8 pp., unpaginated). —L.
Reprint of Ploos's foreword to the auction catalogue Jeronimo de Bosch, of 20 March and subsequent days, 1780 (2 pp., unpaginated). Not
mentioned in Laurentius, et al., op. cit. (note 19).
In the table of contents Ploos lists only items C, D, E and H, so he evidently continued to add to the volume.
31. See note 30, item C.
32. For this discourse and the painting by Dubourg see Blankert, op. cit. (note 10), pp. 86-94, where it is reprinted in full. Ploos's admiration for the
Town Hall is also evident in this discourse. "Ja, ik durf zeggen dat, welke Gebouwen ik in drie deelen der waereld heb bezigtigd, er geen Paleis
aangetroffen wordt, dat meer opmerking, wegens Bouworder en pracht verdient, dan dit fraaije Gebouw, 't welk billyk den naam van 't Agste
Wonder der waereld mag worden toegeeigend." ("Yes, I dare aver that, of all the buildings I have viewed in three parts of the world, I found no
palace deserving of more note by virtue of its design and splendor than this handsome edifice, which justly warrants the predicate 'Eighth Wonder
of the World'.")
For the painting see also Barbara Joyce Buchbinder-Green, The Painted Decoration of the Town Hall of Amster¬dam (dissertation, Evanston,
Illonois, 1974), Ann Arbor 1975, pp. 156-158.
33. See note 1 above. In 1774 Camper served as consultant to the burgomasters of Groningen on the construction of a new town hall. He drew up
the program and supervised the subsequent competition. This shows that he was taken seriously in the field of architecture, and justifiably so. For
the competition see R. Meischke, "Achttiende-eeuwse klassicisme: twee bouwkundige prijsvragen," Nederlands Kunsthistorisch Jaarboek 10
(1959), pp. 211-275.
34. The letter, with the words "sub rosa" below Nomsz's signature, is included in the volume of Ploos's papers. See note 30, item G.
35. Nomsz writes: "Geen trek heeft my meer verheugd dan die over de Poezie: de stuitende party zucht om Juffr: V: M: boven alles te verheffen
stak verscheidene onzer Dichteren lang in de oogen: heeft Steenwyk, Pater, de Bosch, heb ik niets gedaan, dat eenige verdiensten heeft?" ("No
aspect has gladdened me more than that on poetry. The offending party's endeavor to elevate Miss V. M. [L.W. van Mercken] above all else has
long vexed various of our poets. Has not Steenwyk [Frans van Steenwyk, 1715-1788], Pater [Lucas Pater, 1707-1781], De Bosch [Bernardus de
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Bosch, 1709-1786], have not I done anything that has any merit?") Nomsz, whose feelings are clearly hurt but who must have been satisfied with
Ploos's criticism of Camper, concludes his letter with the words: "De Heer C heeft zyn verdiende loon: dat hy op een ander tyd voorzichtiger zy, en

niet prate over dingen waarin hy zo weinig ervaren is." ("Mr C has received his just deserts. May he be more circumspect another time, and not
speak of matters of which he has little experience.") For Van Mercken see note 3.
36. It was a small world, and Nomsz knew immediately that Ploos van Amstel was the anonymous author of De bouworde van 't Stadhuis van
Amsterdam, as is clear from his letter to Ploos (see note 30, item G).
37. Cf. note 24.
38. It is possible that Camper owned a Rembrandt. The sale catalogue of chattels from the estate of Camper's grandson, Petrus Campus Adriaan
Gillesz., contains a variety of items which had once belonged to Camper. No. 730 was a man's portrait "door Rembrandt van Rijn. olieverw, paneel.
uitmuntend" ("by Rembrandt van Rijn, oil paint¬ing, panel,-excellent;" see Bibliotheca Camperiana, sive enumeratio bonae partis librorum et, aliud
genus, instrumen-torum, Zutphen 1839.
39. Van Hoogstraeten, op. cit. (note 23), p. 176.
40. H. Riegel, "Zur Geschichte der Schutter- and Regentenstikke," in idem, Beitrage zur niederliindischen Kunstgeschichte, vol. 1, Berlin 1882, p.
133. See also Haverkamp-Begemann, op. cit. (note 7), p. 105.
41. Haverkamp-Begemann, op. cit. (note 7), pp. 105-110. The discussion on whether or not the painting depicts a specific event was recently
revived by Gary Schwartz in his Rembrandt, zijn leven, zijn schilderijen, Maarssen 1984, pp. 209-213.
42. This is not to say that he admired Rembrandt blindly. In his last lecture to the academy in 1782, "over het gedaante schoon" ("on beauty"), he
expressed his admiration for the "svelte" of the Italians and the "reyzige" (slight, slender), which he missed in artists like Rembrandt, Bol and Flinck.
See Redenvoeringen, cit. (note 18), p. 90.
43. For Rembrandt's reputation in the eighteenth century see Scheller, op. cit. (note 24), esp. pp. 99-104.
44. Daniels, op. cit. (note 12), p. 50: "Geen beter bewijs ook voor Campers' aesthetische ontwikkeling en echten kunstenaarsblik, wanneer wij hem
b.v. de leeuwen van Rembrandt als `uitmuntend schoon' hooren roemen, in een tijd toen vele over diens werk gansch anders dachten, en er zelfs
van 'the ridiculous manner of Rembrandt' (Hogarth) werd gesproken."

A "Mercury, Argus and Io" from Utrecht
by Christina J.A. Wansink
On 12 April 1978 a Mercury, Argus and Io was auctioned at Sotheby's in London as a work by Abraham Bloemaert (fig. 1). On the right, under a
group of trees set in an open landscape, Mercury plays his flute for Argus, who has fallen asleep with his head resting on a barrel. Grouped around
them are two dogs, a ram and a goat. In the left foreground stands Io, the cow. Stretching behind her is a river landscape with a mill on the left.

1. Here attributed to Peter Wtewael, Mercury, Argus and Io. Panel, 75.5 x 94.5 cm. Sale London (Sotheby) 1978 (as Abraham Bloemaert)
The first thing one notices is that the figures and animals recall the work not of Bloemaert but of Joachim Wtewael, his contemporary and fellow
citizen. A pertinent comparison can be made with the group around Moses and the goats and dogs in the foreground of Wtewael's Moses Striking
the Rock, dated 1624, now in the National Gallery in Washington (fig. 2). The sturdy rounded forms, whose polished impression is partly due to the
lighting, are characteristic of Wtewael's Mannerist style.

2. Joachim Wtewael, Moses Striking the Rock, signed and dated 1624. Panel, 43 x 63 cm. Washington, National Gallery of Art

3. Abraham Bloemaert, St John Preaching. Canvas, 91 x 121 cm. Braunschweig, Herzog Anton Ulrich-Museum
This similarity, however, does not extend to the landscape. Here we see the unmistakable influence of Bloemaert (which probably accounts for the
incorrect attribution), notably in the gnarled trees in the right background, as can be demonstrated by comparison with a work like Bloemaert's St.
John Preaching in the Herzog Anton Ulrich-Museum in Braunschweig (fig. 3). The lush vegetation in the foreground is also reminiscent of
Bloemaert.
The Mercury, Argus and Io is quite clearly a painting by a Utrecht master who was responsive to the different styles current in the city in the early
seventeenth century, and who combined elements from them in his work.
Who, though, fits this description? The answer is to be found in an article by Anne W. Lowenthal in the Burlington Magazine of August 1974, entitled
"Some Paintings by Peter Wtewael (1596-1660)".[1] Peter Wtewael, eldest son of Joachim, is known to have been a competent painter from
Sandrart's reference in his Teutsche Academie to his visit to the Wtewaels in 1626.[2] Joachim's 1628 portrait of his son also shows him as a
painter.[3] Gammelbo, writing in the Danish journal Artes in 1966, was the first to publish a painting by this master: a Caritas, signed and dated
1628.[4] Lowenthal, on the basis of several signed works, subsequently succeeded in taking the first step towards reconstructing Peter's oeuvre.
She describes him as a master who followed the new trends in Utrecht (such as Caravaggism) with keen interest, and who then combined those
influences with Mannerist elements from his father's style.

4. Peter Wtewael, The Road to Calvary, signed and dated 1627. Canvas, 82 x 102 cm. Lille, Fasciaux Collection
That the attribution of this Mercury, Argus and Io to Peter Wtewael is correct can be demonstrated by comparison with a Road to Calvary, fully
signed and dated 1627, now in the Fasciaux Collection in Lille (fig. 4). There the foreground vegetation is treated in the same way: the foremost
leaves are strongly illuminated, while the plants further back are distinctly silhouetted against the middleground, where the main scene is set. In the

Road to Calvary, too, Peter obviously borrowed the figure types from his father.

5. Joachim Wtewael, Mercury, Argus and Io. Pen and brown ink, gray wash, heightened with white on gray paper, 201 x 325 mm. Florence, Uffizi,
Gabinctto Disegni e Stampe
Peter's interest in the new ideas of his time is particularly apparent in the river landscape in the left background of fig. 1, which shows a far more
realistic approach than that of the Mannerists. The inclusion of a windmill in the scene around Mercury, Argus and Io, however, is derived from
Joachim. In the centre background of a drawing of the same subject by Joachim (Florence, Uffizi) there is also a mill, albeit in an "old- fashioned"
Mannerist landscape (fig. 5).
The composition of our Mercury, Argus and Io is somewhat fragmented. There is an essential lack of relationship and balance between the many
elements, such as the group around Mercury and Argus, the foreground vegetation, the huge cow and the river landscape behind, and as a result
the overall impression is of incoherence and immaturity. In many respects this painting occupies an exceptional position within the reconstructed
oeuvre of Peter Wtewael. In addition to being his only known mythological scene, most of his paintings are dominated by large figures, often
illuminated in a way that betrays the influence of the Caravaggisti, whereas here we have a landscape respectively a cattle painting in which the
figures play a relatively subordinate role.
The story of Mercury, Argus and Io is told in Ovid's Metamorphoses (1:668-721). Jupiter changed his beloved Io into a cow in order to conceal her
from his wife Juno, but the latter saw through her husband's subterfuge and forced him to give her the magnificent animal. She charged the
"hundred-eyed" Argus to guard the cow, and Jupiter retaliated by ordering Mercury to kill Argus. Mercury disguised himself as a shepherd and put
all Argus's eyes to sleep by telling him stories and lulling him with his flute. When Argus finally succumbed Mercury cut off his head.
Van Mander gave the following moral to the story in his Wtleggingh op den Metamorphosis of 1604. The cow Io represents mankind, whom God
entrusts to the shepherd Argus for safekeeping. The latter stands for "reason or reasonableness,... which attentively observes and considers all, as
if with a hundred eyes."[5] Reason is lured into evil intent by its own desires and indulgence (Mercury), abandons itself to sinful sleep, and is finally
put to death.
The animals in the painting may be related to Van Mander's Wtbeeldinghen der Figueren[6], according to which the ram (behind Mercury) stands
for "audacity and recklessness" ("stoutheyt en vermetenheyt"). Another interesting detail is the behavior of the dogs, which according to Van
Mander symbolize "loyalty" ("getrouwicheyt"). Mercury's dog is keeping a watchful eye on Argus, whose own "faithful friend" is as sleepy as its
master. Around Io are a number of sheep, which Van Mander tells us represent "innocence" ("onnooselheyt"), while the goat lying in front of Io
represents looseness or unchastity" ("onkuysheyt").

Notes
A.W. Lowenthal, "Some Paintings by Peter Wtewael (1596-1660)," The Burlington Magazine 116 (August 1974), pp. 458-466.
1. J. von Sandrart, Teutsche Academie der Edlen Bau- Bild- und Mahlerey-Künste, Nuremberg & Frankfurt 1675-1679, vol. 2, bk. 3, p. 289.
2. Panel, diam. 56.8 cm. Signed and dated 1628. Utrecht, Centraal Museum, inv. no. 18020.
3. (P. Gammelbo), "Some Paintings in Danish Collections: an Allegory from 1628 by Pieter van Wtewael," Artes 2 (1966), pp. 75-76.
4. C. van Mander, "Wtleggingh op den Metamorphosis Publij Ovidij Nasonis," in Het Schilder-Boeck, Haarlem 1604, bk. 1, fol. 9r: "...de reden of
redelijckheyt... die aendachtich als met hondert ooghen alles aenmerckt/en overleght."
5. Idem, "Van de Wtbeeldinghen der Figueren," in ibid., bk. 2, fols. 128v and 129r.

Did Hendrick ter Brugghen revisit Italy? Notes from an unknown manuscript by Cornelis
de Bie
by Christiaan Schuckman

The following article contains some additional information on Hendrick ter Brugghen supplementing an earlier article by Marten Jan Bok and Yoriko
Kobayashi.' Attention is drawn to a hitherto unpublished portrait of Ter Brugghen, and new material is added to the discussion of a question which
has occupied researchers for more than thirty years: did Hendrick ter Brugghen visit Italy a second time?

1. Hendrick ter Brugghen, Calling of St Matthew, signed and dated 1621. Canvas, 102 x 137 cm. Utrecht, Centraal Museum

2. Hendrick ter Brugghen, Doubting Thomas. Canvas, 108.8 x 136.5 cm. Amsterdam, Rijksmuseum
It was in 1952 that Roberto Longhi first suggested the possibility of a second Italian journey, and his proposition received Benedict Nicolson's
support in his 1958 monograph on Ter Brugghen. The reason why Nicolson considered a second stay likely is that it would explain the similarity
between works by Ter Brugghen and by the Italian artists Serodine, Strozzi and Saraceni. Nicolson reattributed to Ter Brugghen two paintings
which until then had been tentatively given to Serodine: the St John the Evangelist in Turin, and the Christ at Emmaus in Vienna. Nicolson argued
that in the latter work Ter Brugghen must have collaborated with a north Italian artist who was acquainted with developments in Genoa after 1618.
Furthermore, he saw a correspondence between Ter Brugghen's Calling of St Matthew of 1621 (fig. 1) and Doubting Thomas of a few years later
(fig. 2), and Strozzi's handling of the same themes in Genoa between roughly 1615 and 1620 (figs. 3, 4). Comparing Ter Brugghen's Berlin
Claudius (fig. 5) and his Beheading of St Catherine, now in Norfolk (fig. 6), to Carlo Saraceni's Miracle of St Benon and Martyrdom of St Lambert of
1617-1618 in S. Maria dell'Anima in Rome (figs. 7, 8), Nicolson found it impossible to conceive that Ter Brugghen was not aware of these and
other works from Saraceni's late Roman period.[2]

3. Bernardo Strozzi, Calling of St Matthew. Canvas, 139.1 x 187 cm. Worcester, Massachusetts, Art Museum
Since then advocates and opponents have disputed the merits of the theory that Ter Brugghen visited Italy a second time. The attribution of the
Turin St John the Evangelist and the Vienna Christ at Emmaus has also been questioned repeatedly, eventually by Nicolson himself in his Ter
Brugghen article of 1973.[3] Van Thiel also had his doubts about a second visit, and although acknowledging the affinity between the styles of Ter
Brugghen and Serodine as manifested in the latter's Charity of St Lawrence in Casamari (fig. 9), he regarded this as an example of "parallelism:
two independent developments issuing from the same source."[4] A similar parallelism would apply in the case of Domenico Fetti and Ter
Brugghen, as examples of which Van Thiel cited Ter Brugghen's Adoration of the Magi in Amsterdam (fig. 10) and Fetti's Ecce Homo in Florence
and Archimedes in Dresden (fig. 11).[5]

4. Bernardo Strozzi, Doubting Thomas. Canvas, 101 x 97.5 cm. Genoa. Galleria di Palazzo Rosso
Meanwhile Ward Bissell was subscribing to the theory of a second visit, specifically to Genoa, since this enabled him to account for the stylistic and
"emphatic" parallels (although not direct derivations) which he noted between works by Orazio Gentileschi and Ter Brugghen from after 1614. For
instance, he suggested that Gentileschi's David in Contemplation after the Defeat of Goliath from Genoa, which is now presumed lost, resembled
the versions now in Berlin and Rome (fig. 12), and went on to compare that painting with Ter Brugghen's St Sebastian Tended by St Irene in Oberlin
(fig. 13).[6] In Ward Bissell's opinion, the similarity between the works of Strozzi and Ter Brugghen mentioned above lent further weight to his
assumption that Ter Brugghen stayed in Genoa. Finally, he compared the executioner in Ter Brugghen's Beheading of St Catherine (fig. 6) to the
beggar in Serodine's Charity of St Lawrence (fig. 9).[7]

A new argument of Nicolson's, that the dead secretary in Ter Brugghen's Mucius Scaevola before Porsenna (fig. 14) might have been modeled on
the dead Philistine in Guido Reni's Triumph of Samson in Bologna (fig. 15), was contested by Leonard Slatkes. The uncertain date of the Reni
(previously thought to be 1611, later revised to ca. 1619) and the character of the execution and unusual composition of the Mucius Scaevola
before Porsenna and the fact that this painting was mentioned in a sale as early as 19 March 1625, suggests to Slatkes that the Ter Brugghen was
painted before the Reni. He also states that a Hellenistic sculpture of a Dead Persian (fig. 16) might have been the common source for the dead
man in both paintings. I do not share this view. The left arm of the Dead Persian is behind his back, whereas both Reni and Ter Brugghen depicted
the prostrate body with two arms extending forwards. Nicolson rightly pointed out the striking resemblance between the upturned palms of the
hands in the Reni and the Ter Brugghen. The Dead Persian has the corresponding palm turned downwards.[8] Slatkes also mentions the lack of
"external documentation" as a strong argument against Ter Brugghen's presumed second stay in Italy.[9]

5. Hendrick ter Brugghen, The Emperor Claudius, signed and dated 162... Panel, 69 x 53 cm. Berlin, Jagdschloss Grünewald

6. Hendrick ter Brugghen, The Beheading of St Catherine. Panel, 99 x 73.4 cm. Norfolk, Virginia, Chrysler Museum of Art
The following may rectify this lack of "external documentation." The hypothesis of Ter Brugghen's second stay in Italy is corroborated by new data
from a hitherto neglected manuscript by Cornelis de Bie.
Cornelis de Bie (1627-after 1715), who came from Lier, is best known for his Het Gulden Cabinet vande edel vrij Schilder const (The Golden

Cabinet of the Noble and Free Art of Painting), which was published in 1661. This, however, is merely the most prominent of his many publications;
apart from his many literary works he also wrote more about art and artists.[10] Of particular interest is a publication of 1708 in which he amended
and amplified what he had written about Hendrick ter Brugghen in 1661. He apologizes for having misspelt the artist's name as "Henrick
Verbrugghen." Benedict Nicolson linked this rectification with a Gedrukte Notificatie of Waarschouwing aan alle Liefhebbers van de Schilderkonst
(Printed Notification or Warning to All Lovers of the Art of Painting), which had been written by Ter Brugghen's son Richard to rehabilitate his
father's reputation after Sandrart's unfavorable criticism of Ter Brugghen's work in 1675. The fact that no copy of Richard's Notificatie has survived
gives added significance to De Bie's rectification.[11] It contains the following lines which have received little attention until now.

7. Carlo Saraceni, Miracle of St Benon. Canvas, 178 x 239 cm. Rome, S. Maria dell'Anima
"K'segh om wel te verstaen, en claerder dit te toonen
Dat de verbeteringh bestaet in het verschoonen
Soo als oock blijcken sal aen die t'vervolgh hier leest
Dat ick (die qualijck schreef) onnoosel ben geweest,
Als niet wel ondericht, en daerom wel ghevonden
Dat my het wesen van Ter Brugghen is ghesonden
In Plact ghelijck by was en soo ter handt gestelt
Ooghblijcklijck hier te sien naer t'leven af-gebelt
En in mijn Schilder-boeck gevoeght om te bewijsen:
Dat de verbeteringh van mis-verstant te prijsen
En wert te achten is, waerdoor voldoeningh wort
Gegeven, aen de gen' die scheen daer by vercort."

"I say, to be well understood, and show it clearer still
That correction lies in setting to rights
As those will see who peruse these lines.
That I (who wrote amiss) have been foolish
And ill-informed, and therefore welcomed
Receipt of Ter Brugghen's true likeness
In print, thus handed to me and here displayed,
Taken from life and to the eye appearing,
And inserted in my Schilder-boeck to prove
That to right misunderstanding is laudable
And worthy of esteem, and thus amends are made
To one who was seemingly wronged."[12]

De Bie's personal copy of Het Gulden Cabinet has been preserved, and is now in the Royal Library at Brussels. This copy, the "my Schilder-boeck"
of the above quotation, is interleaved with white pages on which De Bic entered additions to the printed text of 1661. A small selection of these
manuscript entries was published in 1884, but not the note on Ter Brugghen.[13] The manuscript suggests that around 1675 De Bie was
considering a second edition of his book, but it never appeared. Even after that year he continued annotating his copy with additions and
corrections, which include a further note on Ter Brugghen discussed below.[14]

8. Carlo Saraceni, The Martyrdom of St Lambert. Canvas, 178 x 239 cm. Rome, S. Maria dell'Anima

9. Giovanni Serodine, Charity of St Lawrence, signed. Canvas, 171 x 303 cm. Casamari, Museo dell'Abbazia

In addition to written entries, De Bie's copy contains paintings in body color, drawings in pen, brush or both with chalk, and prints illustrating the
contents. The manuscript came into the possession of the Burgundian Library (now the Royal Library) in Brussels in 1855, and the curator Louis
Alvin removed a number of the prints inserted in the copy and deposited them in the Brussels Printroom in 1857.[15]
De Bie filled the first 53 folia with the prints from D. Lampsonius's Pictorum aliquot celebrium Germaniae inferioris effigies (Antwerp (H. Cock)
1572), and added his own Dutch verses reflecting Lampsonius's Latin texts and Carel van Mander's Schilder-boeck of 1604. De Bie more than
once refers to Van Mander for further information on the works of the artists concerned.[16]

10. Hendrick ter Brugghen, The Adoration of the Magi, indistinctly signed and dated 1619. Canvas, 134 x 160 cm. Amsterdam, Rijksmuseum
(See larger reproduction in Hoogsteder-Naumann Mercury 1 (1985), p. 10)

11. Domenico Fetti, Archimedes. Canvas, 73.5 x 98 cm. Dresden, Gemaldegalerie

The remaining entries in the Brussels manuscript fall into three categories: additions relating to artists included in the 1661 edition, entries on
artists missing from that edition, and moralistic passages and discussions of art theory.
The note on Hendrick ter Brugghen falls into the first category, and is accompanied by two portraits of the artist. The first, on folio 152r, was
described by Kramm as long ago as 1863, but has never been reproduced in the literature.[17] Nicolson was unable to trace it for his monograph,
but he did publish the portrait by Pieter Bodart after a drawing by Gerard Hoet, which was known to him from De Bie's Spiegel vande Verdrayde
Werelt (Mirror of the Distorted World) of 1708 (fig. 17).[18] The second portrait (fig. 18), which was hitherto unknown, shows Ter Brugghen without

palette, brushes or maulstick. According to the legend it too was engraved by Bodart; it gives the impression of being less pretentious and official
in two respects. The Ter Brugghen coat of arms, visible in the top left-hand corner of fig. 17, is lacking in fig. 18, and the forename in the inscription
is given as "Henric" rather than the Latin "Henricus." The up-curled moustache in fig. 18 casts a shadow along the right corner of the mouth, and is
reminiscent of the effects of light and shadow in Ter Brugghen's paintings.
De Bie therefore had a choice of two portraits for his Spiegel vande Verdrayde Werelt, and remarkably enough he chose the more pretentious of
the two. Might he have done so in consultation with Richard ter Brugghen? In Het Gulden Cabinet he highlights the artists' superior birth wherever
possible,[19] and I take it that a certain snobbishness may have led Richard ter Brugghen to prefer the portrait with the coat of arms. The legends
on the two portraits are otherwise practically identical.
De Bie's unpublished autograph on Hendrick ter Brugghen is on fol. 152v (fig. 19), on the reverse of the first portrait, and reads as follows.
"Nota: hoe den naem van den voor folio 132
by mij genoemden Henrick Verbrugghen en alhier verso
ante folium 133 genoemt Terbruggen aen mij
in 2 figuren van den vader uijt de Stadt van
5) Uytrecht over gesonden na Lier om den naem
en int Schilder boeck gecorrigeert to worden
gelijck geschiet is, toch by mij Been schult
daer van en mach toe geeijgent worden
om het quaet opgeven dat daer van aen mij
10) gedaen en daerop verbetert is, memorie
welcken schilder henrick terbruggen
Anno 1620 oock lanck voor t selve Jaer, en daerna
met Mijnen vader Adriaen de bie
binnen Roomen gewoont heeft. Wenschende dat
15) Alle Schilderboecken als desen die lnplackingh
Van dese Contrefeijten ende Correctie
Mocht sienbaer worden Gemaeckt
Actum Ao. 1706."

"Note: how the name of the one whom I called
Henrick Verbruggen on folio 132, and here
verso, ante folio 133, Terbruggen, [was] sent
to me in Lier from the city of Utrecht in two
depictions of the father, that the name might be
corrected in the Schilder boeck, as has
been done. Yet no blame may be imputed to me,
for I was wrongly informed and the matter has
since been corrected. Memorandum: that the
painter Henrick Terbruggen lived with my father,
Adriaen de Bic, in Rome anno 1620, also long
before that year, and afterwards. Desiring that
all Schilderboecken, as the present one, display
these affixed portraits and the correction.
Actum Ao. 1706."

"Van den vader" ("of the father") in line 4 should be read as referring to "2 figuren" ("two depictions"). Although Richard ter Brugghen is not explicitly
named here as De Bie's correspondent, it is clear from Den Spiegel vande Verdrayde Werelt of 1708 that it was he who supplied the
informatton.[20] So, two years before the publication of the latter book, De Bic notes that the recording of Ter Brugghen's name as "Verbruggen"
was the fault of an unnamed informant, and that he had now corrected the error in his personal copy of Het Gulden Cabinet. The correction is written
on a strip of paper pasted over the printed text.[21] At the end of his note (lines 14-17) he exhorts others to follow the example set by his
"Inplackingh." Even more important than this correction, which we already knew about from Den Spiegel vande Verdrayde Werelt, is the information
in lines 10-14, which should be interpreted as follows. Hendrick ter Brugghen and Adriaen de Bie, Cornelis's father, lived together in Rome at some
unspecified date long before 1620, in 1620 itself, and also afterwards.

12. Orazio Gentileschi, David in Contemplation after the Defeat of Goliath. Canvas, 173 x 142 cm. Rome, Galleria Spada

13. Hendrick ter Brugghen, St Sebastian Tended by St Irene, signed and dated 1625. Canvas, 150.2 x 120 cm. Oberlin, Ohio, Allen Memorial
Museum
It was already known that Ter Brugghen spent several years in Italy, that he visited Milan in 1614, and that he was back in Utrecht in April 1615.[22]
Here, though, De Bie expressly states that his father was in Rome with Ter Brugghen "Anno 1620..., en daerna" ("anno 1620..., and afterwards").
This would mean that Ter Brugghen did indeed visit Rome a second time. "Oock lanck voor t selve Jaer" ("also long before that year") must refer to
Ter Brug-ghen's first stay, which extended into 1614.

14. Hendrick ter Brugghen, Macias Scaevola before Porsenna. Canvas, 182 x 222 cm. Present whereabouts unknown
The fact that it is based on firsthand information speaks for the reliability of De Bie's note, but on the other hand we should not forget that his father
Adriaen had been dead since 1668. Cornelis was therefore writing some forty years after his father's death. The catalyst must have been his
correspondence with Richard ter Brugghen, which reminded him of the link between their fathers. Another possibility is that Cornelis had previously
recorded the information contained in his note of 1706. It seems plausible that Adriaen de Bie, reading Het Gulden Cabinet after its publication in
1661, would have told his son about the times he and Ter Brugghen had stayed in Rome together. In either case, the distance in time still leaves
room for doubt as to the reliability of Cornelis's note. It is therefore worth considering the information in the light of Adriaen de Bie's own life, which
is extensively documented in Cornelis's Het Gulden Cabinet.

15. Guido Reni, Triumph of Samson. Canvas, 260 x 223 cm. Bologna, Pinacoteca

16. Hellenistic sculpture, Dead Persian, second century b.C. Naples, National Museum
Cornelis says that modesty prevents him from writing his father's biography, so he introduces one "H. de Pooter" as contributing author.[23] The
biography is illustrated with an engraved portrait of Adriaen de Bie, with an inscription stating that he was born in 1594. In the biography itself De
Pooter writes that Adriaen left his birthplace Lier at the age of 18, i.e. in 1612, to go to Paris, where he lived for two years and was apprenticed to
one Rudolf Schoof, court painter to Louis XIII. He then spent six years in Rome, in other words from 1614 untll 1620. He was in Italy for a total of nine
years, the last three touring various Italian cities.[24]
If Hendrick ter Brugghen and Adriaen de Bie met in Rome "long before" 1620, this must have been in 1614, prior to Ter Brugghen's departure for
Milan, where he is known to have been in the autumn of that year. It would also mean that Adriaen de Bie must have arrived in Rome sometime
earlier at least. There is, however, a contradiction in Het Gulden Cabinet. De Pooter's prose contribution refers to a period of nine years, during
which Adriaen de Bie visited the "vernaempste plaetsen van Italien" ("the principal places in Italy"). Nine years minus six years spent in Rome

would leave three years for the tour, but De Pooter then expresses himself in verse as follows.
"Daer hij ginck sijnen tijt seer vlijtichlijck besteden,
Soo lanck tot dat de Son had achtmael door ghereden
Den grooten Sodiac, ses jaren ghestudeert
Tot Roomen en soo voort door al het Landt verkeert:
Daer by seerconstich werck tot lof heeft naer ghelaeten."

"There [in Italy] he used his time in diligence
While the sun passed eight times through the great Zodiac.
Six years he studied in Rome, and then traversed the land
Leaving most artful work, greatly to his honor."[25]

These lines indicate a two-year tour of Italy: eight minus six.
When could Hendrick ter Brugghen have made his putative second visit to Rome? He married in Utrecht on 15 October 1616, and between then
and 1624 he had four children. From the inscription on the frames of his four Evangelists in Deventer it can be deduced that the second child,
Richard, was born around 1618. The eldest, Huberta, was therefore probably born in 1617. The births of the other two daughters, Sophia and
Elisabeth, cannot be dated more precisely than "between 1619 and 1624."[26] This, combined with the data from Cornelis de Bie's autograph,
would seem to indicate that Ter Brugghen left for Italy in the course of 1619.

17. P. Bodart after G. Hoet, Portrait of Henricus Ter Brugghen . Engraving, 161 x 112 mm.; inserted in C. de Bie, Het Gulden Cabinet oft Schat
kamer, fol. 153r. Brussels, Royal Library
What we know of Adriaen de Bie enables us to arrive at an even closer dating of Ter Brugghen's presumed arrival in Rome. Cornelis's note in Het
Gulden Cabinet implies that Adriaen and Ter Brugghen stayed in Rome again after 1620, although it is not clear whether this joint stay was in 1621
or even later. In that case Adriaen de Bie, during his tour of "the principal places in Italy," must have revisited Rome, where he met Hendrick ter
Brugghen again.
The biography of the great Utrecht master is thus supplemented by indications that his much-disputed second Italian visit did indeed take place. De
Bie's autograph would place that second stay from 1620 onwards. We do not know if or for how long Ter Brugghen stayed on in Rome after
Adriaen de Bie's departure from the city, or whether Ter Brugghen also traveled to other places in Italy.[27] Bok and Kobayashi published an
archive document proving that Hendrick ter Brugghen was in Utrecht on 22 January 1623,[28] so he clearly returned before that date.
Other questions also remain unanswered. For instance, it is impossible to show that any of Ter Brugghen's paintings were executed in Italy. In the
cases of Honthorst and Baburen we have documentary evidence on this point.[29]
Very little of Adriaen de Bie's oeuvre has survived, and such that has bears no relation whatever to that of Ter Brugghen.[30] In Het Gulden Cabinet
De Poorter mentions small paintings which De Bie executed on gold, silver, porphyry and jasper. The supports are more unusual than the format,
for small cabinet pieces were in great demand in Rome at the beginning of the seventeenth century. It is possible that Adriaen de Bie's choice of
support and size was influenced by Adam Elsheime.[31]

18. P. Bodart, Portrait of "Henric Ter Brugghen . Engraving, 158 x 106 mm..;nserted in C. de Bie, Het Gulden Cabinet oft Schat kamer, fol. 152r.
Brussels, Royal Library
Cornelis de Bie's autograph in the Brussels manuscript reveals his father's role as a source of information on artists outside Cornelis's
predominantly southern Netherlandish purview. It was probably from his father that he also learned about the work of Dirck van Baburen in the Pietà
chapel of San Pietro in Montorio in Rome. Cornelis's note of it is the earliest mention of Baburen as one of the artists who contributed to this
chapel. Moreover, the plural "fraeij en cloecke dinghen" ("fine large pieces") supports the attribution of three paintings in this chapel to Baburen. I
close with this unpublished, undated text.

19. C. de Bie, Het Gulden Cabinet oft Schatkamer, fol. 152v. Brussels, Royal Library

"Theodoor Babur prout folio 155. heeft tot Roomen Inde kercke van Ste
Peeter montorie in een Capelle geschildert fraeij en cloecke dinghen.
werdich genoteert om noyt uijt de memorie der liefhebbers to verhuijsen
maer in tegendeel meriterende van alle Jongh Aencomelinghen, reijsende
naer Roomen, gesien en naergeteeckent te worden."

"Theodoor Babur mentioned before on folio 155 has painted fine large
pieces in a chapel in the church of S. Pietro in Montorio in Rome which are
worthy of note and should never depart from the memory of the [art-]
lovers, but rather should be seen and copied by all young new-comers
traveling to Rome."[32]

Notes
My thanks are due to Yoriko Kobayashi for her many suggestions. The article was translated from the Dutch by Wim Honders.
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Political Iconography in a Painting by Jan Miense Molenaer
by Nanette Salomon
The Musical Duet by Jan Miense Molenaer in the National Gallery in London (fig. 1), painted in the 1630s, presents a familiar and comforting image
of a young couple making music in the context of a domestic interior. It evokes an atmosphere of security and well-being commonly found in Dutch
genre painting of the seventeenth century, and may be interpreted simply as a descriptive mirror of daily life. [1] Yet there are intrinsic and extrinsic
determinants which suggest that the painting was both made and received in a more complex fashion. As external evidence the main subject,
music-making, must be viewed with the idea that it was among the most popular and versatile subjects in Dutch paintings and prints of the
seventeenth century, and that its implications are many and varied. [2] Often presented with didactic texts or in conjunction with other images, music
could function as an illustration of the sense of hearing, the sanguine temperament, the element Earth, or the idea of "Vanitas," among others. [3] In
some instances music also had a decidedly positive association: as a means to calm the spirit, as an aid in the service of love, or as an
expression of harmony and accord. [4] I hope to demonstrate that it is in the positive sense that the music in Molenaer's work was intended. The
idea of romantic harmony has already been put forward as the central meaning of this painting. [5] Before examining that specific suggestion, a
brief discussion of the internal, formal devices employed by Molenaer which often imply deeper meaning is here in order.
The couple is seated in a shallow yet fully furnished and richly embellished room. The overabundance of details in this room serves to represent
a lifestyle with a high degree of opulence and also, as we shall see, presents a coherent program with a deeper iconographic purpose for the
painting as a whole. In this context, the most significant surrounding details are a portrait of a man on the rear wall, a dog, a servant bringing in a
cooked chicken, a large feathered hat precariously perched on a cello leaning against the table, and two columns with elaborate capitals
flanking the partially opened door.
The compositional arrangement with a somewhat stilted outward orientation of the figures can be found earlier in the work of Molenaer's
Haarlem contemporary, Willem Buytewech It is in Buytewech's work that Würtenberger and Haverkamp-Begemann have convincingly
interpreted this formal device as indicative of emblematic meaning. [6] In Molenaer this self-conscious tendency is even more pronounced, and

with the unusual juxtaposition of a hat placed on a cello it even breaks with the general "realistic" tenor of the painting as a whole.
The painting within a painting, as a starting point for a specific interpretation of Molenaer's work, may be seen here, as it has been in other
Dutch genre paintings, as the "clavis interpretandi" of the intended meaning. [7] This is especially evident here because of its important
placement in the composition. Furthermore, it has long been recognized that this particular portrait within the painting is of Frederick Henry,
stadholder of the United Provinces and the son and heir of William of Orange, the great hero of the Dutch revolt against Spain. [8] The portrait
resembles the one painted by Michiel van Mierevelt, which is known today through an engraving by W. Delff of about 1632 (fig. 2).[9] The
presence of the central Dutch political figure of the day certainly conjured up its own set of associations at this moment in history.

1. Jan Miense Molenaer, Musical Duet, signed. Canvas, 68x84 cm. London, National Gallery

2. W. Delffafter Michiel van Mierevelt, Frederick Henry. Engraving
The relative amount of the stadholder's power, and by implication that of the House of Orange from which he traditionally came, was a central issue
of internal controversy in the Dutch Republic throughout the seventeenth century. [10] The seven northern provinces of the Netherlands who had
united militarily to overthrow the yoke of Spanish oppression, were determined to maintain their power of self-government rather than surrender it
to a strong centralized agency. These particularist interests, spearheaded by the States of Holland, came into constant conflict with those of the
House of Orange, the single most powerful force in the coordinating central organization. By the 1650s the conflict between the supporters of the
stadholder Frederick Henry's son, Willem II, and those of Holland deepened to the point where one could actually speak of two opposing political
parties. On one side were the Orangists who were proponents of a strong centralized government with a singular leader, an "Eminente Hoofd," and
on the other were the Republicans or States party who were in favor of a loosely knit confederation in which each of the provinces maintained a

large degree of independence.
Maurice, Frederick Henry's predecessor, had been the subject of much distrust and hostility. His ambitious campaigns and strong-handed
dealings with dissent paved the way for the rift of mid-century. Frederick Henry on the other hand, was far more cautious and attempted to
reconcile the various factions of the Dutch Republic, religious and political; to bring them into harmony so to speak. It is in this context that this
portrait within Molenaer's painting is best understood.
In the painting, the portrait of Frederick Henry is positioned directly above a large hat resting on a cello.
The strange conjunction of hat and cello, as well as their intrusive placement partially obscuring the maid's face, work to emphasize their
importance within the program of the painting. Our attention is further drawn to them by the maid who fixes her gaze upon them. Although the hat,
like so many items in Dutch paintings, had various associations and meanings, the most popular and long- standing was as a symbol of liberty.
[11] Among the oldest references to it as such is the text in Appian's Roman History where one of Caesar's murderers "bore a cap on the end of a
spear as a symbol of freedom... "[12] The commentary below explains that the cap (pileus) was given to enfranchised slaves and ransomed
captives as a sign of their liberty. [13] Appian may well have been the source for Cesare Ripa, who explains the Roman origins of the hat in his
emblem of "Libertas" where it is seen with other items. [14] From Roman times through the Renaissance the device became a standard one seen
especially often on coins. First used on the medal of Marcus Junius Brutus, it was taken over by Lorenzo de Medici and subsequently became one
of the most popular motifs on Netherlandish coins of the sixteenth and seventeenth centuries commemorating the Dutch revolt (fig. 3).[15] The
explanatory texts of the two leading numismatists of Dutch coins, Pierre Bizot and Gerard van Loon, writing in 1687 and 1732 respectively, discuss
the hat as a symbol of Dutch freedom in a variety of contexts. [16] The hat on Dutch coins could appear either on the end of a spear or lance, as it
was described in Appian, or simply by itself. Among other variables, the hat also took on different shapes from coin to coin. In this context it is
significant that the 1644 Dutch translation of Ripa with its new illustrations, definitively transformed the cap into a modern hat. [17]

3. Anonymous, Netherlandish coin of 1580 (taken from Van Loon). Engraving
Variations can also be seen in the numerous appearances of the liberty hat in Netherlandish prints, sculpture and paintings of the seventeenth
century. One constant, however, was its visual connection with the various members of the House of Orange. For example, in thy illustration from
Adrianus Valerius's Nederlandtsche gedenck-clanck..., printed in Haarlem in 1626, William the Silent takes a sword of justice from the
Netherlandish Lion, which holds a lance with the hat on it. [18] Further examples can be found in the work of Crispin van de Passe and others. [19]
Perhaps the most influential statement of this idea was made by Hendrick de Keyser in his impressive tomb of William of Orange completed in
1623. [20]"Aurea Libertas" stands as one of four allegorical figures, one in each of the four corners of the monument. Placed in the privileged
corner at the right of the seated national hero, she carries a large hat in one hand and a scepter in the other. [21]
In paintings the motive was common in overt allegories which celebrated not only William but all the subsequent heirs of the House of Orange to
become stadholders. Jan Tengnagel's Allegory of the Prosperity of the Republic under Maurice of Orange, now in the Prinsenhof Museum in Delft
(fig. 4), shows the enthroned personification of the northern Netherlands presenting to Prince Maurice, William's eldest son, a lance with a conically
shaped hat on it. This motif works with the others in Tengnagel's paintings, as it does in Molenaer's, to develop the theme of the well-being of the
free Dutch people under the authority of an Orangist government. [22] The hat appears once again in Gonzales Coques's Naming of the Young
William II in the Survivance of the Stadholder, Captain and Admiralship painted for the Oranjezaal in Huis ten Bosch (fig. 5).[23] In Coques's
painting the hat on the lance sports a long white feather and is thus similar to the hat in Molenaer's painting.

4. Jan Tengnagel, Allegory of the Prosperity of the Republic under Maurice of Orange. Panel, 130x 180 cm. Delft, Stedelijk Museum
HetPrinsenhof

5. Gonzales Coques, Naming ofthe Young William n,a the Survivance of the Stadholder, Captain and Admiralship. Panel, 319 x 207 cm.
Oranjezaal, Royal Palace Huis ten Bosch
These prints, sculpture and paintings indicate that even if the association of the liberty hat with the House of Orange was not an exclusive one,[24]
the hat was surely one of the symbolic devices which would by the 1630s have called to mind the heroic and valiant history of the Orange
achievement. [25] The painting by Molenaer makes the association visually clear by placing the hat in such close proximity to the stadholder's
portrait. Molenaer's painting thus communicates its political message by means that are at once realistic and emblematic. He was, however, not
unique in affecting this symbiosis. [26] P A similar phenomenon can be observed in Jap Steen's painting celebrating the birthday of William III,
Prinsjesdag, as it is traditionally called, in the Rijksmuseum in Amsterdam (fig. 6), steen's work is also a positive Orangist image presented in both
emblematic and realistic terms. [27] The keeper of a tavern decorated with a portrait of William II on the back wall, [28] falls to his knees and
proposes a toast. The text of his toast is given on a piece of paper on the floor in the middle of the composition: "Op de gesondheyt van het
nassaus basie in de eene hant het rapier, inde andere hant het glaesie". ("To the health of the Nassau lord, in one hand a glass, and in the other a
sword"), Conspicuously in the center of the foreground, below and axially aligned with the portrait of William, Steen painted a hat with a stick
resting against it. The allusion to the liberty hat it by now clear, and the visual conjunction of the Stadholder's portrait with that hat must have been
an expression of a well understood political device by the late 1660s, when this painting was made. [29]

6.Jan Steen, Prinsjesdag, signed. Panel, 46 x 62-5 cm. Amsterdam, Rijksmuseum
While Steen positioned the portrait within the painting, the hat and stickand the written toast in the center of his composition, Molenaer gave the
dominant place to the music-making couple. Exactly how they fit into the scheme of the painting must now be addressed. Music frequently
represented the notion of harmony and, as has been noted, Molenaer's painting has been interpreted as an illustration of the harmony of true love.
[30] Stringed instruments were seen as particularly well-suited emblems for domestic concord. [31] Numerous examples of the romantic
connotations of musical harmony exist in paintings and prints of the seventeenth century. [32] Several important examples occur in Molenaer's own
work, notably the Family Concert in the Frans Halsmuseum in Haarlem. [33] Nevertheless, given the specific circumstances of Molenaer's London
painting, thy primary meaning of his duet is more probably in the realm of political harmony. [34]
Political harmony was a frequently employed subject in all forms of cultural and artistic expression in the seventeenth century. It is the subject of
many emblems, paintings and prints of the period. For example, Alciati explained the lute in his emblem book of 1531 as illustrating the concept of
"Foedera Italorum."[35] Further, in Zincgreff's Emblematum Ethico Politicorum Centuria published in Heidelberg in 1633, emblem 97 shows a lute
with the inscription (in translation):

"Harmonize through Diversity
The lute is strung with coarse and fine strings
Ofseveralsorts ofsound,
And who shall strike it
To produce a proper harmony
Must know it wel.
Good government requires skill with a diversity of people."[36]
In fact, the analogy between government and music abounds in Renaissance theory. It's earliest expression is in Plato's Republic,[37] which was
as popular as ever in the seventeenth century. The comparison between musical harmony and political harmony is also central to the work of the
sixteenth-century French jurist Jean Bodin Bodin's influence is attested to buy the numerous translations of his work into Latin, English and Dutch
from the late sixteenth to the mid-seventeenth century. [38] In his Republic the king acts to unify the country, and here the author asserts that good
government and music succeed only in the proper proportions of their parts. The king who embodies all power and peace is likened to the musical
octave which contains all the consonances. [39] Bodin emphasizes that the primary responsibility of the powerful monarch is to see to the needs of
all the governed classes so that the land is brought into concord, just as all the chords and strings of music and musical instruments must be
brought into tune with one another. [40] Bodin's concepts were clearly as relevant to the circumstances of the northern Netherlands in the time of
Frederick Henry as they were in France in the sixteenth century when they were formulated.
These ideas, either stemming from Bodin or generated independently, were to be found in various other arenas in Europe in the sixteenth and
seventeenth centuries. Shakespeare for example, employs a similar analogy between music and government in Henry V when Exeter declares:

"For government, though high and low and lower Put into parts, doth keep in one consent. Congreeing in a ful natural close like music. "[41]
The degree to which music played a role in the self-definition of the "myth of Venice" in the sixteenth century has been well studied. [42] It
permeated the theoretical notions of government, officially patronized painting programs, and even government building projects, as well as, of
course, the real production of civic and religious music in Venice . [43] For the Venetians, music was perceived as the most "appropriate symbol
of a government well tempered, harmonious, consonant, (and) balanced in the relationship of its parts. "[44] In England, Charles I was panegyrized
in similar terms in the 1630s by E. Waller,

"Those antique minstrels sure were Charles-like Kings, Cities their lutes, and subjects hearts their strings; On which with so divine a hand they
strook,
Consent of motion form their breath they took..."[45]

Thus the interpretation here proposed for the Musical Duet concurs with ideological formulations found elsewhere in Europe in this period.
Although one cannot say it was employed exclusively for the cause of sovereignty or of a single ruling figure in whatever form, it does appear to
have been applied more often in those cases, perhaps due to the nature of the metaphor, perhaps due to the influential writings of Bodin. The
musical harmony of the young couple can thus be seen as operating on several levels, all working to evoke the positive feeling of harmony under
the rule of Frederick Henry. The fact that Molenaer chose to depict a male/female couple could also have had iconographic implications in the
seventeenth century. Although usually represented as a young virgin,[46] there are several instances where the "Netherlands had been personified
as a man and a woman. For example, Adriaen van de Venne had represented them thus in his Allegory of the Truce of 1609 now in the Louvre (fig.
7).[47] There, in the middle of the foreground, the northern and southern provinces are dressed as bride and groom respectively (fig.7a). [48]
Furthermore, a couple representing the northern Netherlands alone can be found in at least one commemorative coin, minted in 1585 which Bizot
describes as: "The Queen of England presents an abundance of flowers and roses to two people who represent the United Provinces, indicating
that she makes an alliance with them. "[49] Nor is the romantic and domestic interpretation which is usually given to this painting incompatible with
the political interpretation proposed here. As Natalie Zemon Davis has pointed out in discussing this period: "In the little world of the family, with its
conspicuous tension between intimacy and power, the larger matters of political and social order could find ready symbolization."[50] Indeed,
historically, major writers including Luther and Calvin had expressed the view that the family and its government could be seen as a microcosm of
the state and its government. [51] The levels of meaning possible for this duet are thus further expanded.

7. Adriaen van de Venne, Allegory of the Truce of 1609, signed and dated 1616. Panel, 62 x 112 cm. Paris, Louvre

7a. Detail of fig. 7
From a methodological point of view, the validity of this interpretation depends on the remaining details of the painting being explainable as, at the
very least, not in conflict with the proposed political message. The two most imposing details are the maid who enters the room with a chicken, and
the two columns with their ornate capitals flanking the door through which she enters. The maid's appearance is particularly noteworthy since
domestic servants as such are scarce in Dutch paintings before 1650. [52] She reinforces the sense of a well-to-do home both by her presence
and by the cooked chicken she carries. [53] Her dutiful behavior, unlike the idle or drunken behavior of servants in paintings by Maes and Steen of
a slightly later date, enhances the sense of propriety in the household of Molenaer's painting. [54] She may also remind one of a social class
beneath that of her music-making employers. She glances at the cello and while it would certainly have been a breach of social protocol to have
her join them in concert, her participation is at least alluded to.
The columns can be related to the other political and Orangist components of the painting in several ways. They are traditional emblems of strength

or "constancie," both of which are applicable in this context. The column was included in the latter sense on a coin minted in 1630 which celebrates
Frederick Henry, whose portrait is on the obverse. [55]
The columns in Molenaer's paintings are more likely an allusion to the legendary columns or pillars of Hercules, which had provided Charles v with
the central image of his famous impresa. [56] Well known throughout Europe in the sixteenth century, it was applied not only to the imperial rule of
Charles but was eventually used in the ruler imagery of Elizabeth I, [57] Philip II, [58] and Henry IV. [59] In a political context, the columns stood for
the boundaries of the ancient world which had been surpassed by the discovery and conquest of the New World. [60] They, with or without the
motto "Plus Ultra," came to be understood in two primary ways, either as an admonition for restraint and for limiting worldly ambitions, or as a
challenge to the adventurous to traverse worlds unknown. [61] Although the former explanation may at first seem preferable, given the Dutch
predilection for the virtue of temperance, the evidence shows that it was the more modern spirit expressed in the latter that was associated with
Frederick Henry. This is evident in the coin of 1631 (fig. 8), with a profile portrait of Frederick Henry on the obverse and on the reverse a lion
moving one of two columns. The inscription reads "HERCULES ULTRA EXTULIT COLUMNAS. "[62] The columns in Molenaer's painting can thus
be viewed as references to Frederick Henry's successful exploits in the New World and, more generally, to the benefits enjoyed by the Dutch as
their result.

8. Anonymus, Netherlandish coin of 1631(taken from Bizot). Engraving
Other details of the painting which can be interpreted compatibly with this view of the painting are the dog and the foot-warmer. The dog who sits
by the side of his master and mistress is as well behaved as the servant. He is also the perennial symbol of fidelity and watchfulness and as such
is equally appropriate in either a domestic or a political context. [63] The foot-warmer is usually interpreted as either a symbolic reference to
passion, [64] or as Roemer Visscher explained it in his book Sinnepoppen, as emblematic of humility and simple practicality. [65] Another notion,
one which has as yet not been noted and which supports the newly proposed context of this painting, can be found in Henry Peacham's Minerva
Britanna of 1612 in the emblem of Melancholia, "One foote on Cube is fixt upon the ground, The which him plodding Constancie affordes. "66The
foot-warmer projects the same notion of security and "constancie" as the cube in Peacham's emblem.
Together, the larger signs of the political intention of Molenaer's painting would have been clear to many educated Dutchmen of the 1630s. The
portrait of Frederick Henry, the liberty hat, the columns and the harmonizing, music-making couple all point to the political concerns of the period
and celebrate the harmony achieved by Frederick Henry. A proper if somewhat cumbersome title for the painting might well be The Harmony and
Well-Being of the Prosperous Dutch Republic under the Leadership of the House of Orange.

Notes
*I would like to thank E. Haverkamp-Begemann, J.W. Smit and Ethan M. Kavaler for reading this text and offering suggestions for its improvement.

1. The Dutch practice of making music at home for entertainment and as part of domestic plays called tafelspelen is discussed in KREN 1980, pp.
76f.
2. Several recent studies have examined the various associations and meanings of music in Dutch art. For example, DE MIRIMONDE 1962, DE
MIRIMONDE 1964, DE MIRIMONDE 1966 and FISCHER 1975.
3. These concepts are discussed in the introduction of the catalogue AMSTERDAM 1976, pp. 24f.
4. BANDMANN 1960 explores the traditional relationship between music and various states of mind. See also PHILADELPHIA 1984, no. 105, pp.
313f. and no. 127, pp. 361f.
5. LONDON 1978, p. 16.
6. WÃœRTENBERGER 1937, pp. 53f. and HAVERKAMP-BEGEMANN 1959, pp. 26f.
7. The notion of the "clavis interpretandi" was formulated by KEYZELITZ 1956. The idea is there developed of a clue or signal within the painting
which stimulates the spectator to think of a deeper meaning, see pp. 15ff. and passim. "Das Bild im Bilde," pp. 54-72, discusses the device seen
in Molenaer's work.
8. The portrait was first seen as a member of the House of Orange by BODE AND BREDIUS 1890, p. 73. They curiously believed it to be a
portrait of Maurice, Frederick Henry's brother.
9. MACLAREN 1960, pp. 257f. (who dated the picture in the early 1630s) proposed that it was taken from Mierevelt's painting of the stadholder.
The identification and date were taken over in the catalogue LONDON 1978, p. 16.
10. For the best account in English of the political situation in the Dutch Republic see GEYL 1961-1964. See also PRICE 1974, especially pp. 1640.
11. PANOFSKY 1959, p. 108, note 5, was the earliest to isolate the long and prestigious history of the hat as a symbol of liberty and to express the

need for it to be studied as such. I wish to thank Stephanie Dickey for pointing out this reference to me.
12. APPIAN LOEB ED. 1913, "The Civil Wars," bk. 2, ch. 17, para. 119.
13. Ibid.
14. RIPA 1611, pp. 312f.
15. For numerous examples see BIZOT 1688 and VAN LOON 1732, passim.
16. Ibid.
17. RIPA 1644, pp. 573f. This is clear in the texts as well as in the illustrations of the two edtiions. Where the 1611 edition speaks of a "capella," p.
312, the 1644 edition speaks of a "hoed," p. 573, rather than a "kap" or "muts."
18. Reproduced in DELFT 1981, no. 298. A similar image was printed to honor Maurice, William of Orange's eldest son and Frederick Henry's
brother, PETER-RAUPP 1980, fig. 37.
19. Reproduced in DELFT 1981, no. 299.
20. The standard work on Hendrick de Keyser is NEURDENBURG 1929. For an in-depth analysis of the iconography of William of Orange's tomb
see DELFT 1981, pp. 214-226.
21. Ibid. p. 218.
22. Tengnagel's painting has been studied by SCHNEIDER 1921, pp. 18f. It is also discussed in WASHINGTON 1980-81, p. 70.
23. Most recently considered by PETER-RAUPP 1980, pp. 84-90. The hat in this painting is not meant to be Ripa's "Governo della Republica" or
"Regeering van de Gemeene beste" as suggested by PETER-RAUPP 1980, p. 86, referring to DUVERGER 1972, p. 229, for this item in Ripa is
clearly a helmet and not a hat. The idea of the "liberty hat" was much more common and more likely to be the intended meaning here, as PETERRAUPP 1980, p. 86 also says.
24. An exception to this rule is Cornelis Bisschop's Allegory Honoring Cornelis de Witt, BRIÈRE-MISME 1950, p. 142.
25. The specific significance of the concept of Liberty as either a virtue or a political idea within the context of the Dutch nationalistic
consciousness is examined in DELFT 1981, pp. 218, 219ff., and 225.
26. It may be said that this combination of genre and allegory is pervasive in northern European painting from the late medieval period through the
seventeenth century. Its origins stem from the dual phenomenon of the interpretation of Scripture as exempla and the belief in the presence of God
in all things, hence the "disguised symbolism" of early Netherlandish painting. Certainly the question warrants more investigation and thought..
Recent views on the subject have often been too polarized to bring us closer to an understanding of this complex situation. ALPERS 1976,
ALPERS 1978-79, ALPERS 1983, and MIEDEMA 1977.
27. Lyckle de Vries has interpreted Steen's painting as expressing a negative attitude on Steen's part toward the stadholder and the young prince.
I believe that the devices of the hat and portrait indicate that he was indeed sympathetic to the Orangist cause in this instance. DE VRIES 1977, p.
66.
28. Ibid. De Vries has identified this portrait as similar in style to a portrait of William III painted by A. Raguineau around 1661.
29. BRAUN 1980, no. 276, p. 124 dates the painting between 1666 and 1668 following DE VRIES 1977, p. 66. This is the so-called
"stadhouderloze" period.
30. LONDON 1978, p. 16.
31. See for example the emblems in HENKEL AND SCHÖNE 1967, cols. 1117-1119 and 1297-1301.
32. See note 2.
33. This painting has been studied in depth with special attention to this aspect of its iconography by HINZ 1973, pp. 207-217. See also
AMSTERDAM 1976, pp. 183f. The painting by Molenaer in the Virginia Museum of Fine Arts in Richmond has also been interpreted with this idea
by VAN THIEL 1967-68, pp. 91-99.
34. Political harmony is mentioned but not applied to this painting in the catalogue LONDON 1978, p. 16.
35. HENKEL AND SCHÖNE 1967, col. 1297.
36. Ibid, col. 1299.
37. PLATO LOEB ED. 1930, bk. 4, pp. 414f.
38. For the general popularity of Bodin in the sixteenth century see STERNFELD 1956, pp. 324ff. For Bodin's influence on Dutch seventeenthcentury political thought see DELFT 1981, p. 225.
39. This idea was first expressed by Bodin in 1566 and later developed in the Six livres de la Republic in 1576, STERNFELD 1956, p. 325 and p.
325, note 7.
40. BODIN 1583, pp. 286-288.
41. Sternfeld interpreted this passage from the point of view of Bodin's influence on English political thought. STERNFELD 1956, p. 326. The
passage by Shakespeare is also quoted in the notes of Paul Shorey, PLATO LOEB ED. 1930, pp. 414f, note e.
42. ROSAND 1977.
43. Ibid, passim.
44. Ibid, p. 512.
45. Quoted from NEVO 1963, p. 25.
46. See the discussion on the personification of the Netherlands in Tengnagel's painting by B. Brenninkmeijer-de Rooij in WASHINGTON 1980-81,
p. 70.
47. PARIS 1970-71, p. 224 and BOL 1983, p. 282.
48. Ibid.
49. BIZOT 1688, p. 47 "De Koninginne van Engeland geeft aan twee personen, welke de Geunieerde Provincien verbeelden, een overvloed van
bloemen en roosen; willende uitduyden, dat zy verbond met haar maakt."
50. DAVIS 1978, p. 150. This subject has been the focus of several recent studies, most notably DUBY 1983 and the introduction therein by
Natalie Zemon Davis. See also STONE 1977, pp. 152-154.
51. 44. Ibid, p. 151.
52. Indeed, the entire genre of the domestic interior developed with full force only after mid-century. SUTTON 1980, pp. 45f.
53. It is at least worth noting that the phrase "a chicken in every pot," "La poule an pot," was first introduced at this time as a political slogan by
Henry IV. See the popular print reproduced in GRANDCARTERET 1928, vol. 3, p. 19.

54. I would like to thank Albert Blankert for suggesting this idea to me and for his help in clarifying some of the other ideas of this paper.
55. VAN LOON II, p. 190.
56. The impresa of Charles v has been studied extensively both in terms of its conception and its influence on the emblems of other rulers in the
sixteenth and seventeenth centuries. See ROSENTHAL 1971, pp. 204-228, and YATES 1975, especially pp. 23f. I would like to thank Virginia
Anne Bonito for pointing out the significance of the columns of Hercules to me.
57. ROSENTHAL 1971, p. 217, note 54, STRONG 1973, p. 115 and YATES 1975, p. 58, and p. 103, note 1.
58. ROSENTHAL 1971, p. 214, note 44.
59. ROSENTHAL 1971, pp. 216f. and STRONG 1973, p. 115.
60. ROSENTHAL 1971, passim.
61. Ibid., pp. 218ff.
62. BIZOT 1688, illustrated on p. 172 and described on p. 175.
63. HENKEL AND SCHÖNE 1967, cols. 555-584 lists the various uses of dogs in emblems.
64. PHILADELPHIA 1984, pp. 26If. examines the various interpretations of the foot-warmer.
65. Ibid.
66. PEACHAM SCOLAR ED. 1973, p. 126.
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A fragment of a "Pronkstilleven" by Jasper Geerards in the Bredius Museum
by Fred G. Meier
The former collection of Dr Abraham Bredius in the eponymous museum in The Hague, unfortunately closed at the moment, contains a large still life
with a lobster in the middle. The appearance of this painting, remarkably altered in the course of recent restoration, and the question of its
attribution, have prompted this article. [1]
The center of the still life (fig. 1) is occupied by a large red boiled lobster on a flat pewter platter tilted a little to the right. [2] The platter stands on a
white cloth which recedes towards the right at the rear between a basket and another pewter platter bearing a hunk of meat. The white cloth covers
most of a black rug on the table. On top of the basket, which contains bread rolls, there is yet another pewter platter with a ham from which the bone

protrudes. The large leaves of a vine tendril hang down over the ham; a flute-glass of red wine is behind on the left. At the front, to the left of the
lobster, is a half-peeled lemon, the peel hanging over the edge of the table. On a fourth pewter plate at the right are three walnuts, two whole and
one cracked. A rose lies next to the nuts; another one is draped over the rim of the plate. In the painting as known hitherto, a colorless wineglass of
red wine was visible to the left of the lemon; to its right, next to the basket, was a blue stoneware jug decorated with grey medallions, a type made
from the middle of the seventeenth century onwards in the westerwald, near Coblenz in Germany.

no. 77 (attributed to Gerrit Horst)
We do not know when Bredius purchased this still life. Prior to Blankert's attribution to Gerrit Willemsz. Horst in the 1978 catalogue, the painting
had always been listed as: "Dutch master, latter half of seventeenth century." Due to this very anonymity, it cannot be traced in Bredius's own
notes,[3] so that we are not acquainted with his opinion of the painting, nor with his motive for buying it. The picture was usually kept in the
storerooms, and received scant attention. Its fairly grubby state prompted the decision to clean it in 1979.
After removing the dirty layer of varnish the restorers discovered overpaintings which proved fairly easy to remove. [4] The overpainting continued
over the folded-back edge of the canvas, giving the restorers an opportunity to experiment safely with its removal. The edge turned out to show
parts of the image which had not been visible on the front of the painting. It was therefore decided to uncover, cautiously, the vanished parts of the
painting. Little by little, the character of the picture turned out to differ considerably from its previous appearance. Removal of the most pronounced
overpainting was left until the last: the wineglass on the left vanished, and the blue stoneware jug ceded to a lidded vase of blue Delft pottery. At the
end of the lengthy and painstaking restoration, which had also brought several minor and a few major damaged parts to light, it became clear that
this painting is a fragment of a big "pronkstilleven" (sumptuous still life) in the style of Jan Davidsz. de Fleem. Strips had once been cut off both
sides and the top, resulting in the vertical format (fig. 2). The restorers completed their work in 1982 and 1983 by retouching the damaged areas
and unfolding the previously folded-back parts, thus reuniting them with the surface (fig. 3). Cleaning not only revealed the above-mentioned lidded
Delft vase, but also the vestiges of objects which had been truncated when the picture was reduced in size, the remaining traces having been
painted over. At the top edge and in the top righthand corner a curtain with a tasseled cord appeared. In the middle of the righthand side a big
brass cooler was uncovered, the side of a bottle still just visible. Another bottle, with a pewter stopper, is on the lefthand side of the picture. Next to
the lemon a nautilus shell was revealed, and on the left of the lidded vase a dark casket. It is draped with a white cloth on which a branch of oranges
is lying. Further left is a rummer of white wine.

2. Same painting as fig. 1. Canvas, 102.5x91 cm. After cleaning
Scrutiny of the painting in its new state led me to the conclusion that a few overpaintings, including a major one, still remain. In the first place the
rendering of the vine-leaf above the ham in the middle differs from that of the other leaves. It has a fuzzy structure, whereas the other leaves are
painted in fairly long strokes. [5] The leaf in question was probably overpainted to make it harmonize better with the now removed overpaintings.
Nonetheless, this particular overpainting does not adversely affect the picture's present appearance.

3. Same painting as fig. 1. After restoration
To my mind the blue Delft lidded vase would seem to be another addition to the original composition: it makes the painting overcrowded. In view of
the fact that this type of vase was usually about 45 centimeters high, the vase in the picture is relatively too small Furthermore, it can be dated
approximately between 1680 and 1690,[6] whereas the painter of the picture, as we shall see, died in or before 1654.
Finally, the two roses at the lower right also seem to be additions. They may have been intended to balance the Delft vase in the composition.
Technical investigation might establish whether these objects were indeed added later. [7]
If we disregard these additions and reintroduce the truncated objects, the resulting well-balanced composition probably approaches the original

quite closely (fig. 4). In view of the above observations, the following history of the fragment might be feasible.
Somewhere between 1680 and 1690, a good thirty years after the original still life was painted, it was "modernized" by the addition of the lidded
Delft vase and possibly the roses. The picture may conceivably have been reduced at this time from its original size, most probably ca. 110 x 130
cm. to 99 x 87 cm. In the nineteenth century aesthetic considerations probably led to the second overpainting: the items rendered incomplete by the
reduction in size were painted out, the glass on the left was added and the lidded Delft vase was replaced by the Westerwald jug. The result was
more tranquil, and created the impression of a complete and original composition. This last overpainting must have been the work of a competent
artist, which explains why it went unnoticed for so long.
Now that the fragment has been cleaned, the attribution to G. Wz. Horst no longer seems plausible. In the spring of 1985, during the course of my
work on the documentation of Dutch and Flemish still lifes at the Netherlands Institute for the History of Art in The Hague (RKD), I observed
correspondences between works by Jasper Geerards and the painting in the Bredius collection. The similarities are such as to justify an attribution
of this painting to Geerards.

4. Same painting as fig. 1. Drawing by the author approximately outlining the original composition
Jasper Geerards is one of the numerous minor masters of the seventeenth century who are practically unknown even to art historians, and to whose
oeuvre scant attention has yet been paid. The attribution of our painting induced me to study his work more closely; I hope to publish my complete
findings on a future occasion. The following brief biographical information will suffice for the time being.
The year of Jasper Geerards' birth is unknown. The accounts of St Luke's Guild in Antwerp mention Jasper Gheraerts in 1634/35 as an apprentice
painter, and Gasper Geeraerdi in 1644/45 as a master. [8] His still lifes are variously signed J or Jasper Geerards or Geerardi. It is not clear when
the painter adopted the name Geerardi, nor whether he used the two names in turn. I have opted here for the spelling he himself used most often.
Geerards must have moved to Amsterdam before or in 1649, the year in which he reported the theft of a still life from his Amsterdam studio. [9] A
notarial deed of 1654 mentions his widow, Anna Geerardi. These two Amsterdam documents offer proof that the painter must have died between
August 1649 and October 1654.
That Geerards specialized in still lifes is confirmed by the report of the theft in 1649, by a 1661 inventory, and by various mentions in early sale
catalogues: "een bancketje van Gerardi," "een stilleven van Gerards" ("a 'banquet' by Gerardi," "a still life by Gerards"), etc. His workshows him
chiefly as a follower of Jan Davidsz. de Heem, who may indeed have been his teacher for a time in Antwerp in the 1630s. In 1636 De Heem settled
in Antwerp, where Geerards had been recorded as an apprentice shortly before.
Comparison with signed still lifes by Geerards makes it reasonable to assume that he painted the picture of which the Bredius Museum now owns
a fragment.

5. J. Geerards, Still Life, signed and dated 1648. Panel, 58.4x 48.3 cm. Artmarket, England, 1954
One of his still lifes, signed in full and dated 1648, also features a prominent lobster; it was on the English art market in 1954 (fig. 5). This lobster is
smaller than the one in our painting, but is rendered in a similar technique. A rather wet treatment of the paint, causing delicate ochre patches to
flow into the deep red, give the carapace a leathery appearance. The many highlights, particularly on the lobster's pincers, are similarly positioned.
In both paintings the crustacean has a fairly round back and strikingly large pincers.
The rummer in the painting in fig. 5 bears a distinct resemblance to the one revealed when our picture was cleaned.
Another still life by Geerards, signed and dated 1648, was in Germany at the beginning of this century (fig. 6). [10] We notice the rummer again,
and this time a white cloth as well, painted in a manner very similar to the one in the Bredius Museum's picture. Geerards displays a soft, fairly thick
fabric with strong light effects. The partly peeled half lemon, too, corresponds closely with the one in our painting. A third still life signed J. Geerardi
formerly (or still?) in a private collection in Sweden (fig. 7) also features a lobster and a lemon painted in the same manner as the one in the
Bredius picture. [11]

6. J. Geerards, Still Life, signed and dated 1648. Panel, 75x59 cm. SaleFrankfurt, 1913
The three still lifes in question are all smaller than our fragment, and their composition is more modest. A painting in the museum at Troyes (fig. 8)
is evidence that Geerards also painted larger canvases. [12] Although hitherto displayed under the name of Jan Davidsz. de Heem, this large

picture (116 x 162 cm.) is certainly a Geerards; it unites elements from the aforementioned still lifes with elements from the painting in the Bredius
Museum: the knife, lemons, oysters, lobster, cloth, curtain, basket, grapes and leaves are one and all depicted in a similar fashion.
Assuming the still life fragment presently in the Bredius Museumto be the work of Jasper Geerards, we are still left with the question of its date.
Material for comparison is rare, however. Apart from the two aforementioned pictures of 1648, only one other dated work (1646) is known. It
probably derives directly from a composition by Jan Davidsz. de Heem. [13]
De Heem introduced "pronkstillevens" like the one discussed here in about 1640; most of his pieces constructed on such a vast scale were
painted prior to 1650. A cooler and bottles as in fig. 3 and a curtain with a similar conspicuous tasseled cord occur in a Still Life dated 1640 in the
Louvre (fig. 9). Our picture must also have borne a striking resemblance to De Heem's Still Life in the Wallace Collection in London (fig. 10). [14] In
fig. 3 and fig. 10 alike, a lobster occupies the front center; both show a ham with a protruding bone on a pewter dish behind. Both pictures show the
inside of a nautilus shell placed against a casket surmounted by a glass. And the vertical build-up of shell, casket and glass in both pictures is
"compensated" by a garland of fruit and leaves hanging down at a slant from the top of the casket to the table surface.
In 1650 De Heemwas still in Antwerp, whereas Geerards was living in Amsterdam at the time. It is hard to establish how rapidly De Heem's
influence made its mark at such a distance. It seems plausible to me that Geerards's original painting (figs. 2-4) was painted after 1650. Its
rendering is in any case rather more mature than that of the two panels of 1648, and approaches the Troyes picture somewhat more closely.
From the above we see how careful we have to be in immediately assuming an old painting to be in its original state. Quite often this is not the
case. Paintings still undergo extreme changes such as the ones to which the painting in the Bredius collection has been subjected. [15]

7. J. Geerards, Still Life, signed. Panel, 60 x 48 cm. (formerly?) Private collection, Sweden

8. Here attributed to J. Geerards, Still Life. Canvas, 116 x 162 cm. Troyes, Musée des Beaux-Arts

9. J. Davidsz. de Heem, Still Life, signed and dated 1640. Canvas, 149 x 203 cm. Paris, Louvre

10. J. Davidsz. de Heem, Still Life with a Lobster, signed. Canvas, 79 x 104 cm. London, Wallace Collection
Notes
Article translated from the Dutch by Ruth Koenig.

1. I wish to express my thanks to Dr Albert Blankert, who as author of the Bredius Museum catalogue intended to publish the changed state of the
painting. On learning of its new attribution, however (see below), he asked me to combine the two issues here. My thanks, too, to my director J.
Nieuwstraten and to my colleagues in the department of Old Dutch Painting at the Netherlands Institute for the History of Art (RKD) for their interest
and advice.
2. Blankert, Museum Bredius, catalogus van de schilderijen en tekeningen, The Hague 1978, no. 77, as attributed to Gerrit Willemsz. Horst. The
attribution to Horst was adopted by W. Sumowski, Gemälde der Rembrandt-Schüler, vol. 2. Landau 1983, p. 1393, no. 927 (ill.).
3. Bredius's notes are kept at the RKD, but are insufficiently catalogued.
4. For details on the restoration I am indebted to Mr Diependael and Mr Venema of the restoration studio at the Hague Gemeentemuseum, where
the picture was cleaned and restored.
5. Mr Diependael told me that this leaf was not examined for evidence of overpainting.
6. Date confirmed by Mr A. Westers, curator at the Hague Gemeentemuseum.
7. Cleaning has not established the vase and roses as being additions. To me this suggests a considerable time-lag between the addition of the
Delft vase (and the roses?) and the now removed overpainting. The first addition was most likely made shortly after the picture was painted, so that
its state of hardening does not differ much from that of the original paint. Microscopic investigation of the paint in situ might reveal a layer of varnish
and/or dirt between the original and the overpainting.
8. Ph. Rombouts and Th. van Lerius, De Liggeren en andere historische archieven van het Antwerpse Sint Lucasgilde. Antwerp 1872, vol. 2, pp.
65 and 162.
9. For these and other biographical data see: A. Bredius, Künstlerinventäre, Urkunden zur Geschichte der holländischen Kunst des XVIten, XVIIten
und XVIIIten Jahrhunderts, The Hague 1915-1922, vol. 4, p. 1119.
10. This painting is known from various sale catalogues. Our fig. 5 is after a reproduction in auction catalogue Frankfurt, 10 December 1913, no. 8.

11. Signed: J. Geerardi. Illustrated in O. Granberg, Trésors d'Art en Suède, Stockholm 1911, vol. 1, no. 12, as in the F. Rappe collection,
Stockholm.
12. Troyes, Musée des Beaux-Arts, inv. no. D.53. 1(information supplied by Miss M. Wijnands, Amsterdam, who is working there as a trainee on a
catalogue of the Dutch paintings). The painting and a companion piece, not illustrated, were known earlier from a sale in Paris on 12 May 1939,
where both were offered as works by De Heem. Also known from the exhibition catalogue, Le siècle de Rubens dans les collections publiques
françaises, Paris (Grand Palais) 1977/78, p. 281, as ascribed to A. Benedetti.
13. Signed and dated 1646, Leningrad, Hermitage, inv. no. 3431. In 1983 S. Segal published a still life by Jacob Marrel of the same composition,
and convincingly presumed it to derive from an unknown work by De Heem (exhibition A Fruitful Past, Amsterdam & Brunswick 1983, cat. no. 21).
14. Bergström suggested ca. 1646 as the date of this piece, but to my mind it must have been painted at least a few years later, probably in the
early 1650s (I. Bergström, Dutch Still-Life Painting in the Seventeenth Century, New York 1956, p. 310, note 17). The painting already clearly
displays De Heem's tendency at that time to shift the elements of his composition closer together, while the lighting becomes harsher as well.
15. Examples of paintings which have been "adjusted" in a comparable way were discussed by J. Held, "Alteration and Mutilation of Works of Art"
(paper read at Duke University, 19 April 1962); published in South Atlantic Quarterly 62 (Winter 1963).

An attribution to Gerard Wigmana
by Jim van der Meer Mohr
In a recent article in Oud Holland, C. Wansink published works by Hieronymus van der Mij. [1] The discussion of these paintings shows how often
Van der Mij's style has been confused with that of his teacher Willem van Mieris. It is difficult to identify the author of many works, not only by Van
der Mij but also by other pupils and followers of Van Mieris, and in many cases traditional attributions have to be corrected. This also applies to a
painting which was recently submitted to me for examination, and on which only the date is legible: 1740. In my opinion the work can definitely be
attributed to Gerard Wigmana (fig. 1). [2]

1. Here identified as by Gerard Wigmana, Scholar in his Study, dated 1740. Panel, 42x32 cm. Netherlands, private collection
There is little information on this master, who is known mainly for his history paintings, five of which belong to Dutch museums. [3] Theodoor von
Frimmel devoted a study to him in the early years of this century,[4] and it was not until 1969 that another article appeared. The author, B. van
Haersma Buma, presented numerous new data, mostly of a biographical nature. [5] Gerard Wigmana was born in the Frisian town of Workum on
17 September 1673; he served as apprentice to Joachim Burmeister and Jelle Sybrandi, and presumably also to Willem van Mieris, although no
conclusive evidence of the latter has yet been found. [6] Around 1700 he was living in Rome, where he was nicknamed the "Frisian Raphael,"
"because he always busied himself speaking of Raphael, Titian, Giulio Romano and other Italian heroes of art, and imagined himself to be already
far advanced in their great manner of drawing; for whenever he showed any of his pictures he would say: this is how Raphael drew, or how Raphael
painted. "[7] After his sojourn in Italy he lived in Amsterdam, where he married Petronella Maria van der Lely on 9 July 1707. His paintings did not
sell well in his own lifetime, partly because the prices he charged were far too high. The lackof buyers actually induced him to travel to London in the
hope of selling his work there. In 1738 he is listed as a member of the Utrecht painters' guild. He died on 27 May 1741 in Amsterdam. His work
clearly reveals the influence of Willem van Mieris. In addition to his history paintings, a small number of genre pieces and portraits are known.

Gerard Wigmana, A Scholar in a Niche, signed and dated 1730. Panel, 39 x30 cm. Leeuwarden. Art dealer Beeling

Gerard Wigmana, A Scholar in a Niche Holding Spectacles, signed. Panel, 37.5x28 cm. Previously The Hague, Van Panhuys-Hubert
Collection (1942)
The painting that concerns us here, which was auctioned in Amsterdam in 1948 as a Willem van Mieris,[8] displays all the characteristics of
Wigmana: the meticulous rendering of the figures and their surroundings, the satiny glow of the painting as a whole, and what has recently been
aptly described as "vermicelli-like" folds of the costumes and draperies. [9] The date 1740 indicates that the picture was painted just before the
artist's death. It shows a scholar engrossed in thought, sitting before the fireplace in his study, his head and right arm leaning on the arm of the
chair. In his left hand he holds a book, a pile of books lies on the table next to him; a maidservant behind him draws the curtain aside as if to tell him
something.
This type of depiction of scholars is found elsewhere in Wigmana's oeuvre. Another painting by his hand of a scholar in a niche, at present with a
Frisian art dealer (fig. 2)[10] is signed and dated "Wigmana fecit 1730". The execution is identical to that of fig. 1. Note the rather artificially
crumpled cap and the gossamer beard. The date, too, is written in the same, highly precise manner. A slightly different version of fig. 2 was in the
Van Panhuys-Hubert Collection in The Hague in 1942 (fig. 3). [11] The same scholar is now shown holding a pair of spectacles in his hand, and the
crack in the windowsill is also different. The cap and beard are both equally characteristic of this painter.

4. Gerard Wigmana, A Dentist and a Woman in a Niche, dated (17)39. Panel, 32 x 25.5 cm. Netherlands, private collection
The caryatids under the mantelpiece in the highly detailed rendering of the interior in fig. 1 are quite remarkable. The stone does not appear to be
any harder than the face of the maidservant. This manner of rendering stone can also be noticed in the stone relief in a painting dated 1739
showing a dentist and a woman in a niche (fig. 4). The latter work was in a Hague collection in 1969, and was attributed to Wigmana by W. L. van
de Watering. [12]
The maidservant in fig. 1 bears some resemblance to the woman portrayed in another painting dated 1739, who is shown seated in an interior
while a man walks away from her (fig. 5).[13] The folds in the costumes and drapery again reveal the same hand as that of fig.1.
Stylistic parallels between the painting fig. 1 and signed works by Wigmana led to the attribution. It is confirmed by the notes of the late C. Hofstede
de Groot at the Netherlands Institute for Art History (RKD) in The Hague. The painting appeared as a Wigmana at an auction in Amsterdam on 27
April 1780. The detailed description in the sale catalogue and the sies correspond exactly:

"Dit cabinetstukje verbeeld een studeerkamer, waar in een oud Philosooph
zittend in een armstoel bij het vuur, gekleed in een blauwe zijden japon, het
hoofd gedekt met een fluweel mutsje, houdende in de hand een opengeslagen
boek. Voor hem staat een tafel waarop eenige boeken en papieren leggen,
verder een jongeling die een groen gordijn wegschuift, en dezelve met
verwondering beschouwt. Ales uitvoerig geschilderd als door Wigmana".

"This cabinet painting shows a study with an old philosopher seated in an
armchair by the fire, wearing a blue silk robe and a velvet cap on his head, and
holding an open book. Before him stands a table upon which are some books
and papers, also a young man drawing a green curtain aside, and looking upon
the scene with surprise. All painted in detail as by Wigmana."

Curiously, however, the figure that we referred to as a "maidservant" was apparently taken for or looked like a "young man" in 1780.[14]
The panel may possibly also be identified with a painting that was sold at auctions in Amsterdam in 1774 and 1856. [15] A comparable scene with
a scholar in his study was mentioned at another Amsterdam sale in 1809. [16]
Hopefully the aforementioned paintings will help to clarify the very personal character of this minor Frisian master's work. Perhaps it will be possible
in the future to identify additional paintings as Wigmanas.

5. Gerard Wigmana, Interior with a Seated Woman and a Man Walking Away. Panel, 44.4 x 34.2 cm. Whereabouts unknown
Notes
Translated from the Dutch by Ina Rike

1. C. Wansink, "Hieronymus van der Mij als historic- en genreschilder," Oud-Holland 99 (1985) No. 3, pp. 201-215.
2. The painting came from a private collection in the Netherlands to the autumn auction of the Venduhuis der Notarissen in The Hague on 5
November 1985 (as no. 15, with color reproduction on the cover).
3. Notably: a) Allegory of Painting, Amsterdams Historisch Museum, Cat. 1979, p. 361, no. 500; b) Virgin and Child, Leeuwarden, Fries Museum,
inv. no. 596 D; c) Same subject in same museum, inv. no. 8552; d) Ecce Homo, Leeuwarden, Fries Museum, inv. no. 8582; e) Allegory of Painting,
Utrecht Centraal Museum, Cat. 1952, p. 155 no. 341. The above information is drawn from C. Wright, Paintings in Dutch Museums, Amsterdam
1980, p. 497.
4. Th. von Frimmel, "Ein signiertes werk von Gerard Wigmana," Blätter für Gemäldekunde, January 1907, III, pp. 109-113. See for further
references also H. Vollmer (ed.), Gerard Wigmana, Thieme-Becker, vol. 35, p. 551.
5. B. van Haersma Buma, "Gerardus Wigmana, de Friese Raphael," De Vrije Vries, 49 (1969), pp. 43-65.
6. Van Haersma Buma, op. cit. (note 5), p. 58.
7. "Omdat hij het altijt geweldig druk had van Raphael, Titiaan, Julio Romano en andere Italiaansche kunsthelden, en zich inbeelde in hunne
grootsche manier van tekenen al ver gevordert te zijn; want als hij eenige zijner kunstafereelen vertoonde was hij gewoon te zeggen: zo tekende, of
zo schilderde Raphael," J. van Gool, De Nieuwe Schouburgh der Nederlandsche Kunstschilders en Schilderessen, The Hague 1750 (reprint 1970),
vol. 1, pp. 386, 387.
8. Sale Amsterdam (Mak van Waay), 29 June-2 July 1948, no. 39: "een geleerde bij een haardvuur gezeten in zijn boekerij, wordt uit zijn
overpeinzingen gewekt door een gedienstige. Sporen van een signatuur en 1740. Paneel43 x 32 cm." (A scholar seated by a fire in his library, is
roused from his reflections by a servant. Traces of a signature and 1740. Panel 43 x 32 cm.) In view of the identical measurements, date and
description, this was certainly the picture in our fig. 1. The traces of a signature, apparently still visible in 1948, have now disappeared completely.
9. Blankert, Schilderijen daterend van voor 1800, Amsterdam (Historisch Museum)1979, p. 361, no. 500.
10. This painting earlier appeared at an auction in Copenhagen (Rasmussen), 27 April 1941, no. 48, and is currently with Beeling of Leeuwarden,
who showed it in 1983 and 1985 at the Delft Art and Antiques Fair.
11. Photo in the Netherlands Institute for Art History (RKD) in the Hague.
12. Ca. 1950 the painting was at an auction in London, and on 21 December 1954 at an auction in The Hague (Van Marie & Bignell), as no. 35,
"G. Dou". According to a note at the RKD, W. L. van de Watering attributed it to Wigmana.
13. The painting was recently at the auction of Lord Brownlow, Belton House (Christie), 30 April-2 May 1984, no. 573 with ill. Photo supplied by
Christie's.
14. Sale Amsterdam, 27 April 1780, no. 15: panel 17 x 12 inches.
15. Respectively, sale J. Vliet, Amsterdam, 12 October 1774, no. 244; panel 16.5 x 12.5 inches: "This shows a study in which a man is seated in a
chair by a table. Painted in detail" (Dit vertoond een studeerkamer in welk een man in een stoel bij een tafel zit. Uitvoerig geschilderd) for Dfl. 50;
and sale Amsterdam (Roos), 20 August 1856 no. 208, panel 44 x 33 cm: "a scholar in an inner chamber, painted in great detail" (een geleerde in
een binnenvertrek, zeer uitvoerig geschilderd) for Dfl. 13 to Wolf K (?) (the K, noted in the copy at the RKD, is not completely clear).
16. Sale Amsterdam (v.d. Schley, .. Spaar), 13 June 1809, no. 221, canvas, 16 x 13 inches: "seated in a study is an elderly philosopher, reading a
letter with concentration, resting the right hand on a globe; painted in detail on canvas, by Wigmana." (In een studeervertrek zit een bejaarde
philosooph met aandagt een brief leezende, rustende met de regterhand op een globe; het is uitvoerig gepenceelt op doek, door Wigmana)

A Newly-discovered Painting by Hendrick Goltzius: A Correction
In Charlotte Christensen's and Lawrence W. Nichols's article, "'Cadmus, His Companions, and the Dragon': a Newly-discovered Painting by
Hendrick Goltzius," Hoogsteder-Naumann Mercury, 3 (1986), pp. 3-19, fig. 7, Hendrick Goltzius's drawing Cadmus Slaying the Dragon, (Hamburg,
Kunsthalle) is regrettably reproduced in reverse. The publisher and editor apologize for this error and any obfuscation of the authors' text (p. 12)
that may have resulted.
eenige boeken en papieren leggen, verder
een jongeling tain aside, and looking upon the
scene with surprise. All die een groen gordijn
wegschuift, en dezelve met verwondering
beschouwt. Alles uitvoerig geschilderd als door
Wigmana".

tain aside, and looking upon the scene with
surprise. All painted in detail as by Wigmana."

Curiously, however, the figure that we referred to as a "maidservant" was apparently taken for or looked like a "young man" in 1780.[14]
The panel may possibly also be identified with a painting that was sold at auctions in Amsterdam in 1774 and 1856.[15] A comparable scene with
a scholar in his study was mentioned at another Amsterdam sale in 1809.[16]
Hopefully the aforementioned paintings will help to clarify the very personal character of this minor Frisian master's work. Perhaps it will be
possible in the future to identify additional paintings as Wigmanas.

Gerard Wigmana, Interior with a Seated Woman and a Man Walking Away. Panel, 44.4 x 34.2 cm. Whereabouts unknown

Notes
Translated from the Dutch by Ina Rike

1. C. Wansink, "Hieronymus van der Mij als historie- en genreschilder," Oud-Holland 99 (1985) No. 3, pp. 201-215.

Not two, but three scenes from the Historiae Aethiopicae by Abraham Bloemaert
by Ben Broos
After Frederick Henry and Amalia van Solms were married in 1625, Honselaarsdijk Palace was ambitiously and systematically decorated –
something new for Holland at that time.[1] The princess's "Cleedcamer", or dressing-room, was decorated in 1635 with pastoral themes from the
story of Amarillis and Mirtillo, a popular idyll taken from Guarini's Il Pastor fido.[2] One of the canvases in this cycle was painted by the Nestor of the
Utrecht school, Abraham Bloemaert, and depicts Amarillis and Mirtillo as bride and groom (Berlin, Jagdschloss Grunewald; fig. 1).[3] When
Honselaarsdijk was dismantled, many paintings belonging to the House of Orange found their way to castles in Berlin and its environs, and it is
perhaps indicative of the knowledge or interest in Germany at that time that this scene, which hung in the concert hall of Frederick the Great until
1823, was identified as either The Betrothal of Theagenes and Chariclea, or The Sacrifice of Theagenes at the Grave of Achilles.[4] The incorrect
identification of the painting's subject presumably had something to do with two other paintings by Bloemaert which had found their way from
Honselaarsdijk to Berlin castles in the eighteenth century and were rightly connected with the story of Theagenes and Chariclea. The story, as told
by Heliodorus of Emesa, was especially popular in the sixteenth and seventeenth centuries, and circulated under the title of Historiae Aethiopicae

1. Abraham Bloemaert, Amarillis and Mirtillo as Bride and Groom. Canvas, 115.3 x 140.4 cm. Berlin, Jagdschloss Grunewald
In 1625, 1626, and again in 1628, Abraham Bloemaert made three paintings of Theagenes and Chariclea at Frederick Henry's request. According
to a source which can no longer be traced, the paintings were intended for mantelpieces at Honselaarsdijk.[5] However, as early as 1632 mention
was made of one of them in an inventory of Noordeinde Palace: "A painting by Bloemaert of Theagenes and Chariclea for the chimney of the
gallery forementioned of Her Excellency."[6] Ever since the most recent publication of the Orange inventories, it has been assumed that this
particular work was Theagenes and Chariclea after the Shipwreck (Potsdam, Sanssouci; fig. 2),[7] painted in 1625 as the first in the series
commissiontd by Frederick Henryo. In 1707 sf was still ciliPat Noord2inde Palace, anA in fact the numbea N 6 painted in white in the lower left
corner of the canvas corresponds with the relevant rntry in the inventory: "Bloemaest's Chariclea for the mentelpiece."[8] It must have been
transportew to Schloss Bhrlin prior to 1754, and thence to Sanssouci, where it was recorded in 1891.[9]

2. Abraham Bloemaert, Theagenes and Chariclea after the Shipwreck, signed and dated 1625. Canvas, 95 x 117 cm. Potsdam, Sanssouci

3. Abraham Bloemaert, Theagenes Receives the Palm of Honor from Chariclea, signed and dated 1626. Canvas 157.5 x 159.5 cm. The
Hague, Mauritshuis
The second mantelpiece painting, dated 1626, is better known: Theagenes Receives the Palm of Honor from Chariclea (The Hague, Mauritshuis,
fig. 3), recently exhibited in Paris.[10] It was first described in a 1713 inventory of the Loo Palace as "A footrace by Bloemaert for the
mantelpiece."[11] Nor did the description change when, in 1800, the painting was moved to the Nationale Konst- Gallerij in Huis ten Bosch: "A footrace by Bloemaert."[12] Thus it is clear that I neagenes and Chariclea had not been identified as the principal figures in the scene. After all, the
Historiae Aethiopicae was no longer read in Holland in the eighteenth century. Up until the 1920s, in fact, Bloemaert's painting was identified as the
then well-known story from Greek mythology, The foot-race between Hippomenes and Atalanta. It was Delbanco and Stechow who reidentified the
subject correctly in 1928/1929.[13] From the Nationale Konst-Gallerij the painting was finally moved to the Koninklijk Kabinet, whence it was loaned
to the Centraal Museum in Utrecht from 1923 until 1957. Around 1964 it was restored, and hung in the office of the director of the Netherlands
Institute for Art History (RKD) in The Hague. At the end of 1977 the painting was returned to the Mauritshuis and, since 1980, has been almost
uninterruptedly exhibited in the gallery of William V in the Buitenhof.[14]

4. Abraham Bloemaert, Theagenes and Chariclea Attending the Pythian Games at Delphi, signed and dated (?) 1628. Canvas, 152 x 165 cm.
Potsdam, Sanssouci (lost?)
Curiously enough it is little known that, in 1628, Abraham Bloemaert added a third scene to the two just described.[15] At some point between
1707 and 1719 it was recorded in an inventory of Honselaarsdijk as a "Painting by Bloemaert for above a mantelpiece, representing the story of
Chariclea and Theagenes as told by Heliodorus."[16] In 1746 this work, like its two companions, became part of the royal collections in Berlin,
where, in the mid-nineteenth century, it was hung in Schloss Schwedt.[17] After the Second World War the painting was declared missing before a
reproduction of it was published.[18] Among other things, this caused some confusion about the subject. Börsch-Supan described it as
"Theagenes at the temple of Achilles„, but he must have mistaken it for the incorrectly identified scene by Bloemaert from the dressing-room of
Amalia van Solms, Amarillis and Mirtillo as Bride and Groom (fig. 1).[19] Instead the painting depicts another episode from the Historiae
Aethiopicae, as we shall see.
One of the most exciting paintings in the recent Paris exhibition was Bloemaert's Theagenes Receives the Palm of Honor from Chariclea, about
which more could have been said in the exhibition catalogue.[20] After the manuscript had been completed, it was no longer possible to insert
certain tenuous information about a lost third work from the series which could be of great importance for determining the subject. An inquiry was
made in Potsdam regarding an incidental reference to a photographic negative of the canvas.[21] The effort proved worthwhile, for Dr Giersberg,
Direktor der Schlösser, sent back a photograph of a painting known until that moment only by the inventory number GK I 7287. It is reproduced here
for the first time (fig. 4)[22]
The original signature, "A Bloemaert fe," can be read without difficulty in the lower left corner of the photograph, whereas the date, which according
to the 1937 catalogue of Schloss Schwedt was 1628, is scarcely visible.[23] The attribution to Abraham Bloemaert is incontestable, and though we
have no color reproduction, the bright coloration of the painting is evident. The canvas is virtually square and is of approximately the same size as
the one in The Hague (152 x 165 and 157.5 x 159.5 cm respectively; the first work may have been trimmed to fit a later frame). Both works differ in
this respect from the painting in Sanssouci (95 x 117.5 cm), which was clearly intended for a smaller space above a mantel than the others were.

5. Ambroise Dubois, Theagenes and Chariclea Attending the Pythian Games at Delphi.
Chalk and wash, 32.5 x 45.2 cm. Paris, Ecole des Beaux-Arts
The subject of the third work is Theagenes and Chariclea Attending the Pythian Games at Delphi. That can be stated with confidence because the
painting was inspired by a similar scene from the Aethiopicae cycle painted by Ambroise Dubois, for which a preparatory drawing exists (Paris,
Ecole des Beaux-Arts; fig. 5).[25] Starting in 1606 the Fleming Dubois, who became a French citizen, painted sixteen scenes from the story of
Theagenes and Chariclea in two halls at Fontainebleau. Frederick Henry must have seen these paintings in 1609,[26] and was thereby inspired to
decorate Honselaarsdijk with the same popular love story. Although there are no strict formal connections between Bloemaert's renderings and
those of Dubois, as Stechow has shown,[27] it seems obvious that the patron told the painter what he had seen in Fontainebleau. Compare, for
instance, the repoussoir figures in the foreground, the procession with Chariclea in the chariot in the middle distance and the round temple in the
background. The text of the story, which was available in any one of many editions published following the first French translation by Jacques Amyot
in 1547, must have been consulted as well. Book 3 of the Aethiopicae begins with a detailed description of the procession and the preparations for
the sacrifice, and mentions black oxen being led by country folk wearing tunics and bearing hatchets, just as they are depicted here in the
background. According to the same text, Theagenes was mounted, his head uncovered, armed only with a wooden spear tipped with bronze (III, 3,
4-6). Chariclea, meanwhile, was seated in a chariot drawn by white oxen (III, 4, 2). In her left hand was a golden bow, on her shoulder a quiver, and
in her right hand a torch (III, 4, 6), exactly as Bloemaert portrayed her in his lost(?) painting.[28]
Bloemaert apparently planned the composition of his canvas in consultation with his patron, on the basis of the text of Heliodorus. Studies, drafts
and drawings of details of hands and figures for the earlier paintings of Theagenes and Chariclea after the Shipwreck (fig. 2) and Theagenes
Receives the Palm of Honor from Chariclea (fig. 3) have been recognized and described;[29] however no such drawings have yet been found for
the work published here. Yet we can at least relate how Bloemaert used an earlier drawing which he had apparently saved as an object for study.
The sheet, formerly attributed to Tempesta, of St Martin Dividing his Cloak in Two (Oxford, Christ Church, fig. 6) was recognized by Konrad
Oberhuber as the work of Bloemaert and published as such by Christopher White in 1968.[30] Since St Martin is holding his sword with his left
hand on horseback, it was correctly assumed that the sheet was a design for a print.[31]

6. Abraham Bloemaert, Saint Martin Divides his Cloak in Two. Chalk and wash, 39 x 29.7 cm. Oxford, Christ Church
The print was never produced, but Bloemaert did use the design in another way. The original is sketched in black chalk, and only later was the
horse worked up with brown ink and both brown and green washes. This working-up was most probably related to preparations for his Theagenes
and Chariclea Attending the Pythian Games at Delphi, which he painted in 1628 (fig. 4). Theagenes' horse was undoubtedly borrowed from St
Martin's (fig. 6): Bloemaert took the position of the legs, head and reins without exception from his own drawing.[32] The graceful animal in the
sketch must have seemed well suited to the mount of Theagenes, so thoroughly described in the Historiae Aethiopicae (III, 3, 7). Perhaps the
painter had read Amyot's passage about the spirited horse with the erect ears, and had sought to echo the text in the image: "And yet you would
say that the horse itself knew the beauty and elegance of his master, and realized that he, too, was beautiful. But though his rider remained the
handsomest, the horse was nonetheless splendidly bridled, with furrowed neck and head raised proudly, ears erect, eyebrows proudly and fiercely
moving. He stepped briskly and deftly, traversing left and right on command, touching the ground with no more than the tips of his hooves and
moving withal so nimbly that he seemed weightless...."[33]
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Translated from the Dutch by Andrew McCormick
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Ter Brugghen, Dürer and Lucas van Leyden
by Paul van Kooij
Hendrick ter Brugghen's imposing Christ Crowned with Thorns from Copenhagen (fig. 1), was recently shown at the Centraal Museum in Utrecht in
an exhibition devoted to Dutch Caravaggism. [1] The painting is signed and dated 1620. Since this work and the Amsterdam Adoration of the Magi
dated 1619 (fig. 12) are the only known dated works from Ter Brugghen's early period[2] they therefore constitute an important stepping-stone for
the reconstruction both of the chronology of Ter Brugghen's oeuvre and his artistic development.

1. Hendrick ter Brugghen, Christ Crowned with Thorns, signed and dated 1620. Canvas, 207 x 240 cm. C openhagen, Statens Museum for
Kunst

2. Lucas van Leyden, Christ Crowned with Thorns, monogrammed and dated 1509. Engraving (B.62), diameter 222 mm
The Christ Crowned with Thorns had been included in an earlier exhibition of Netherlandish Caravaggism held at Utrecht in 1952. In the
accompanying catalogue the painting was described as "somewhat old-fashioned," and this characteristic was attributed to the influence of

3. Lucas van Leyden, Christ Crowned with Thorns, monogrammed, ca. 1513. Engraving (B.68), 108 x81 mm

4. Lucas van Leyden, Christ Crowned with Thorns, monogrammed and dated 1519. Engraving (B.69), 171 x 128 mm
Ter Brugghen's teacher, Abraham Bloemaert. [3] Nicolson, however, came to the conclusion in his 1958 monograph on the artist that this "oldfashioned" look was due not to Bloemaert's influence but to Ter Brugghen's absorption of motifs from the graphic work of two far earlier northern
artists: Albrecht Dürer and Lucas van Leyden. According to Nicolson, Lucas van Leyden's influence on the Christ Crowned with Thorns was greater
than Dürer's, whereas the roles were reversed in other early works, such as the Beheading of St John the Baptist in Edinburgh (fig. 15).[4] However,
did Lucas van Leyden in fact play a greater role than Dürer in the conception of Christ Crowned with Thorns?

5. Albrecht Dürer, Christ Crownedwith Thorns, monogrammed and dated 1512. Engraving (B.9), 118 x74 mm

5A. Detail of fig. 5
Nicolson detected a direct borrowing from Lucas van Leyden in the figure of the tormentor in the left foreground of the painting, who was inspired by
the corresponding figure in two Van Leyden engravings: B.62 (fig. 2), but above all B.68 (fig. 3). He also drew attention to the relationship between
the kneeling mocker in engraving B.69 (fig. 4) and the one in Ter Brugghen's painting. According to Nicolson, the figures in the background of the
painting also came from engravings by Lucas van Leyden, although he correctly stated that similar figures are also to be found in Dürer's engraving
of Christ Crowned with Thorns (fig. 5).[5] On the basis of these observations he concluded that the Copenhagen Christ Crowned with Thorns owed
more to Lucas van Leyden than to Dürer, and this opinion was subsequently repeated.[6]
Hitherto unnoticed are two direct borrowings from Dürer: one from the engraving Christ Crowned with Thorns, B.9 (fig. 5), and one from the woodcut
of the same subject, B.34 (fig. 6). From the engraving Ter Brugghen took the head of the boy in the background who is looking up at Christ, which
he placed right beside Christ's head, just as Dürer did. From the woodcut he borrowed the fringed shield and the short sword slung on the hip of the
man wielding a stick, and placed them in turn on the hip of the kneeling mocker in the foreground of his painting.

6. Albrecht Dürer, Christ Crowned with Thorns, monogrammed, ca. 1508-1509. Woodcut (B.34), 126 x 97 mm

7. Albrecht Dürer, Christ Brought before Pilate for the Second Time, monogrammed, ca. 1509. Woodcut (B.36)) 128 x 97 mm
In addition to these two direct borrowings there are several other similarities to prints by Dürer. The scaled helmet worn by the man almost
completely concealed behind the kneeling mocker in the painting may well have been inspired by similar helmets worn by soldiers in Dürer's
woodcut Passion series. It is in such scenes as Dürer's Betrayal of Christ (B.27), Christ before Annas (B.28) and Christ Brought before Pilate for
the Second Time (fig. 7) that we find scaled helmets of this kind, rather than in his Christ Crowned with Thorns. The patched and tattered trousers of
the kneeling mocker in Ter Brugghen's painting also feature in Dürer's Passion series. For example, the man pulling Christ's hair in the Flagellation
of Christ from the Large Passion wears very similar ragged trousers (fig. 8), whereas the tormentors and mockers in Lucas van Leyden's Passion
scenes are never shabbily dressed, but are usually garbed in rich but fanciful costumes (fig. 2).

8. AlbrechtDürer, Flagellation ofChrist, monogrammed, ca. 1496-97. Woodcut (B.8), 385x272mm
It would also appear that Ter Brugghen borrowed the groups of men talking in the background of fig. 1 from prints by Dürer rather than from Lucas
van Leyden, which was Nicolson's suggestion. The group of three men on the left in Dürer's engraving of Christ Crowned with Thorns (fig. 5)
strongly recalls the groups in the background of Ter Brugghen's painting. In both fig. 1 and fig. 5 the men are turbanned, bearded, and wear long
garments, and their heads are arranged symmetrically. Moreover, there are similarities between these figures in the Ter Brugghen and the two men
conversing in the left background of Dürer's woodcut of the same subject (fig. 6). The turbanned figure at the right in the woodcut holds a slender
staff in the same manner as the comparable figure at the far right in Ter Brugghen's painting. The man on the extreme left in the woodcut wears a
convoluted, pointed cap which bears a strong resemblance to the headgear of the lefthand figure of the group in the right background of the
painting. The man with turban and staff in Dürer's woodcut is also depicted in other prints from his Passion series, and apparently represents Pilate
(fig. 7). The man wearing the convoluted, pointed cap, whom Pilate is addressing, is holding a scroll, and seems to be one of the Jewish scribes
who, according to the gospels, demanded that Pilate put Christ to death. This would all seem to indicate that the man wearing a turban and carrying
a staff on the far right in Ter Brugghen's painting is also meant to be Pilate, and that the remaining figures are Jewish scribes. [7]

9. Hendrick ter Brugghen, Martyrdom of StCatharine. Panel, 99x73.4 cm. Norfolk, Virginia, The Chrysler Museum of Art

However, the Utrecht master drew not only on details from Dürer's engraving of Christ Crowned with Thorns (fig. 5), but on the overall composition
as well. In both fig. 5 and fig. 1 Christ is shown in profile and is placed before a pillar with a symmetrically arranged group of men conversing in the
background beside it. Ter Brughhen, though, transformed Dürer's upright format into a horizontal scene, and moved Christ nearer to the center of
the composition.
Hendrick ter Brugghen also borrowed details from Dürer's woodcut series of the Passion in other works which are believed to be early. In the
Norfolk Martyrdom of St Catherine (fig. 9),[8] the positions and poses of the magistrate and the soldier in the background correspond to the figures
of Pilate and the scribe in Dürer's woodcut (fig. 6). The king administering the law in Mucius Scaevola before Porsenna (fig. 10), [9] which is
attributed to Ter Brugghen, is distinctly reminiscent of the figure of Herod in Dürer's woodcut of Christ before Herod (fig. 11). The positioning of the
arms and legs corresponds in both works, as does the clothing (a short tunic with wide sleeves).
In addition to the above-mentioned borrowings from Lucas van Leyden, noticed by Nicolson, there is yet another detail in the Christ Crowned with
Thorns which Ter Brugghen may have taken from Lucas. The mocking youth in the center background, whose head, as we have seen, is derived
from Dürer, is pointing upwards with his right hand. In the seventeenth century this gesture was a common sign of mockery,[10] yet pointing
upwards is not found as a mocking gesture in other depictions of Christ Crowned with Thorns with the sole exception, as far as I have been able to
discover, of Lucas's engraving B.69 (fig. 4). There the mocker whose head is immediately behind Christ's is making precisely this gesture, so this
might be the source of the motif used by Ter Brugghen.

10. Attributed to Hendrick ter Brugghen, Mucius Scaevola before Porsenna. Canvas, 183 x 222 cm. London, Algranti
Despite the various borrowings from prints by Lucas van Leyden, Ter Brugghen's Christ Crowned with Thorns is essentially inspired by Dürer's
graphic work. This fits in with the Adoration of the Magi (fig. 12), which Ter Brugghen painted one year earlier. As Taverne noted, this picture is also
based on a composition by Dürer, namely a woodcut of the same subject (fig. 13). [11] As in his Christ Crowned with Thorns, Ter Brugghen has
once again transformed Dürer's vertical format into a horizontal one. Similarly, he not only studied Dürer's graphic work, but again borrowed several
details from Lucas van Leyden. The manner of filling the space between Joseph and the two standing kings with three heads strongly recalls
Lucas's work. The motif of the boy peeking around the backof the righthand king might also have been inspired by Lucas, [12] whose engraving of
the Adoration of the Magi (fig. 14) contains a turbanned man in the extreme right background who is peering at the scene in a similar fashion from
behind a wall. [13] A further point of correspondence between Lucas's Adoration and the Ter Brugghen painting is the kneeling king who is raising
the lid of the chalice which he is offering to the Christ Child.

11. AlbrechtDürer, Christbefore Herod, monogrammed and dated 1509. Woodcut (B.32),127x97mm

12. Hendrick ter Brugghen, Adoration of the Magi, indistinctly signed and dated 1619. Canvas,131 x 158 cm. Amsterdam, Rijksmuseum. See
larger reproduction in Hoogsteder-Naumann Mercury 1, 1985, p. 10, fig. 2

13. AlbrechtDürer, Adoration of the Magi, monogrammed and dated 1511. Woodcut (B.3), 291 x 218 mm
Perhaps this method of working which Ter Brugghen was employing in 1619 and 1620 - absorbing motifs and details from prints by Dürer and
Lucas van Leyden - can shed some light on the controversial Beheading of St John the Baptist in Edinburgh (fig. 15). Nicolson accepted this
painting as a Ter Brugghen in 1958, and dated it to before 1620. [14] Van Thiel rejected the attribution, and considered that the painting was a
copy or an imitation of Ter Brugghen's manner of around 1622. [15] Here too, the composition is based on a woodcut of the same subject by Dürer
(fig. 16), [16] and once again the vertical format has been exchanged for a horizontal one, Lucas van Leyden may also have played a role in the
genesis of the Edinburgh painting, for in his engraving of the Beheading of St John the Baptist (fig. 17), as in the Ter Brugghen, the corpse lies
stretched out on the ground, thus creating a void beneath the platter with the head. Furthermore, in both works the stump of the neck is covered by
the lower leg of one of the standing figures. These details might indicate that the Edinburgh painting, which is too poorly executed to be autograph,
is nonetheless a copy after a lost work which Ter Brugghen created in the same period as his Adoration of the Magi and Christ Crowned with
Thorns.

14. Lucas van Leyden, Adoration ofthe Magi, monogrammed and dated 1513. Engraving (B.37), 299 x 432 mm

Probably copy after Hendrick ter Brugghen. Beheading of St John the Baptist, monogrammed (false?), ca. 1620 (?). Canvas, 167x217cm.
Edinburgh, NationalGalery ofScotland

AlbrechtDürer, Beheading of St John the Baptist, monogrammed and dated 1510. Woodcut(B.125), 195x 131 mm

17. Lucas van Leyden, Beheading of St John the Baptist, monogrammed, ca. 1513. Engraving (B.111), 108 x 94 mm
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Translated from the Dutch by Jennifer M. Kilian
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Schneider, Caravaggio und die Niederländer, Marburg 1933, pp. 35-36.
4. B. Nicolson, Hendrick Terbrugghen, London 1958, p. 58.
5. Ibid., pp. 58-59.
6. E.R.M. Taverne, "Hendrick ter Brugghen, de Aanbidding van de Koningen," Openbaar Kunstbezit 1972, p. 40b.
7. In the fifteenth and sixteenth centuries it was customary in northern Europe to represent Pilate in scenes of Christ Crowned with Thorns
accompanied by his retinue or with the Jewish scribes. Despite the fact that this combination probably dates back to the Italian Trecento (vide the
famous scenes of the Mocking of Christ by Duccio and Giotto), the tradition was far more prominent in the north than in Italy in the sixteenth century.
For instance, Pilate is missing from both of Titian's treatments of Christ Crowned with Thorns (Paris and Munich).
8. Nicolson, op. cit. (note 4), A.45, p. 77, dated this work ca. 1622-1625. L.J. Slatkes in exhib. cat. Hendrick Terbrugghen in America, Dayton &
Baltimore 1965-1966, p. 22, suggested a date of ca. 1624- 1625. P.J.J. van Thiel, "De Aanbidding der Koningen en ander vroeg werk van
Hendrick ter Brugghen," Bulletin van het Rijksmuseum 9 (1971), p. 106, dated it ca. 1618-1620 on the basis of its similarity to the Adoration of the
Magi of 1619 (fig. 12).
9. B. Nicolson, "Terbrugghen since 1960," in Album amicorum J. G. van Gelder, The Hague 1973, p. 239. Nicolson was the first to attribute this
painting to Ter Brugghen, and dated it shortly before 1625. L.J. Slatkes accepted the attribution in his review "Benedict Nicolson, The International
Caravaggesque Movement," Simiolus 12 (1981/82), p. 182, but suggested that the painting may have been executed considerably earlier than
1625.
10. Blankert, "Heraclitus and Democritus," Nederlands Kunsthistorisch Jaarboek 1967, p. 57. Blankert demonstrates that this pointing gesture is
not necessarily aimed at a person or subject, but was in itself a sign of mockery.
11. Taverne, 1oc. cit. (note 6).
12. Van Thiel, op. cit. (note 8), suggests that the youth with his hand stuck under the mantle is robbing the king.
13. The motif of a person peering at the main scene from a corner is also found in Ter Brugghen's rather "old-fashioned" Jacob, Laban and Leah,
dated 1627, in the National Gallery in London (Nicolson, op. cit. (note 4), A.40, p1. 80). The figure of Laban in that work bears a close resemblance
to the Jacob in Lucas's print, Joseph Telling his Dreams to Jacob (B.9). Furthermore, there is an old man seated on a low bench with identical
square legs and cushions in both print and painting. Ter Brugghen might have taken the idea of having Jacob lean on a slanted shepherd's staff
fromthe figure in the left foreground of Lucas's print.
14. Nicolson, op. cit. (note 4), A. 28, pp. 64-65; Nicolson, op. cit. (note 9), p. 237, suggests that the painting originated well before 1620.
15. Van Thiel, op. cit. (note 8), p. 103.
16. First noted by Hans Kaufmann in "Dürer in der Kunst und im Kunsturteil um 1600," Vom Nachleben Dürers, Nuremberg 1954, p. 57, n. 57.

The Maps of Willem Buytewech
by James A. Welu
The first artist to use wall maps as a major motif in interior scenes was Willem Buytewech (1591-1624). A leading pioneer of genre interiors,

Buytewech worked at Haarlem from around 1612 to 1617, after which he returned to his native city of Rotterdam, where he spent the rest of his
relatively short career. Of the ten paintings given to Buytewech, four include wall maps. Two of his merry company pictures – one painted around
1617-1620 (fig. 1), the other around 1620-1622 (fig. 2) – feature wall maps with the legible title HOLANDIA. These cartographic backgrounds serve
to associate both scenes specifically with the province
where the pictures were painted.
Those unfamiliar with cartography of the sixteenth and seventeenth century may not recognize the geographical contents of Buytewech's two maps
of Holland, for both are oriented with south at the top. At this time the designing of maps with north at the top was not yet a standardized practice; a
map could be arranged with north at the left, right, or bottom, according to the preference of the cartographer. Wall maps of this period were usually
made up of a number of engraved sheets which for display purposes were mounted onto a linen backing, then hand colored and given a coat of
varnish. These large maps were often framed or mounted on rollers, as illustrated in the Budapest painting (fig. 1). Because of their size and
exposure to light and climatic changes, wall maps were much more vulnerable than atlas or folio-size maps. The number of originals that survive
from the sixteenth and seventeenth century is extremely low. In fact, catalogues, inventories and other documents from the period list numerous wall
maps of which not a single original is known.

1. Willem Buytewech, Merry Company, ca. 1620-1622.
Canvas, 72.4 x 65.4 cm. Budapest, Szèpmüvèszeti Muzeum

2. Willem Buytewech, Merry Company, ca. 1617-1620. Canvas, 49.3 x68 cm. Rotterdam, Museum Boymans-van Beuningen
Buytewech's two maps of Holland do not appear to be taken from any of the known wall maps of the sixteenth or seventeenth century The relative
size of the inscriptions and certain decorative elements, like the ships and the coat of arms of Friesland (upper left), lead one to suspect that
Buytewech referred instead to one or more folio-size maps. The closest example is by the Dutch engraver Jan Pietersz. Saenredam (1565- 1607;
Fig. 3).[1] Engraved in 1589, Saenredam's map enjoyed a long popularity, appearing in at least three separate publications, one issued as late as
1613.[2] Buytewech's two maps are both identical to saenredam's in their geographical presentation, including a number of legible inscriptions
which identify the Zuider Zee and several provinces beyond Holland. [3] The text and other details forming a margin around the saenredam map
were printed separately from the map itself. [4] Similar elements make up the borders around Buytewech's two maps of Holland, including
representations of several ancient Roman reliefs that were discovered along the Dutch coast near the mouth of the Old Rhine. [5] In Fact, other than

their size, the only major difference between Buytewech's two maps and saenredam's is the placement of some of the decorative elements. For
example, in both of Buytewech's paintings the map's title cartouche appears at the top, not at the bottom, where in both paintings it would have
been partially hidden by the merry company figures.

3. Jan Pietersz. ISaenredam, Holland, 1589. Engraving, 25.8 x 36.7 cm, with marginal letterpress and woodcut, 40 x 53 cm. Paris, Bibliothèque
Nationale
The coloring on Buytewech's two maps also resembles that of original cartographic material from the period. [6] Blue appears only in the water
areas, and green, yellow and rose are used to differentiate the various provinces. One can even discern the contemporary practice of filling in the
various geographical area with washes of color that are more intense at the borders. Small dots of brilliant red-orange call attention to the many
villages and towns, while a combination of margins. In both of Buytewech's paintings the map offers a colorful contrast to the plain, light gray walls of
a typical Dutch interior.
Also extremely popular at the time Buytewech was working were maps of the seventeen Provinces of the Netherlands. Since the late sixteenth
century the Low Countries had been divided into the ten southern provinces, which remained under the rule of Spain, and the seven northern
provinces, which broke from Spain to eventually form an independent republic. This separation, well recognized by 1609 when the northern
provinces concluded a 12-year truce with Spain, finally became official in 1648 at the Treaty of Münster. In spite of this political division, maps
representing all seventeen provinces continued to be published in great number throughout the seventeenth century.
Maps of the Seventeen Provinces appear in Buytewech's A Tavern Scene (fig. 4) and in another painting that has been attributed to him, Four
Standing Young Men (fig. 5), as well as in one of his drawings, Interior with a Family by a Hearth (fig. 6). The wall maps in these three works exhibit
the same topographical detail found in Buytewech's two maps of Holland. One should note that in A Tavern Scene (fig. 4), part of the map and its
decorative border were eliminated when at some point the painting was cut down at the top. [7]

4. Wilem Buytewech, A Tavern Scene, ca. 1620. Canvas, 52x 62 cm. The Hague Museum Bredius

All three of Buytewech's maps of the Seventeen Provinces can be compared with originals of the period designed with north to the right, which at
the time was the most common orientation for maps showing all of the provinces. [8] For example, without its decorative border of text and costume
figures, the map in Four Standing Young Men (fig. 5) bears a striking similarity to a folio-size map of the Seventeen Provinces issued in 1607 by
the Dutch cartographer Pieter van den Keere (1571-ca. 1646; fig. 7). Note in particular the title cartouche decorated with emblems and flags and
the border of town views which frames the map at the top and halfway down the sides. [9] If Buytewech referred to Van den Keere's map, he again
made it appear much larger than the original. Buytewech's three maps of the Seventeen Provinces may represent folio-size maps like Van den
Keere's which have been turned into large wall hangings by adding printed material to the sides, which was a common practice at the time [10] The
descriptive texts used to enlarge these maps were usually printed from lead letter press and as Buytewech's two paintings show, were often
enhanced with a thin wash of color. All three of Buytewech's maps of the Seventeen Provinces also include figures in the outside borders. The four
men and two women on the map in A Tavern Scene are brightly colored and accompanied by coats of arms. These figures may represent specific
individuals such as national leaders. They may also illustrate the styles of dress found in the various provinces or regions.
Costume figures have a long tradition in European art, and appear often on maps. They were particularly familiar to Buytewech, who produced
numerous drawings of fashionably dressed figures as well as series of etchings depicting noblemen of different nations. [11]

5. Attributed to Willem Buytewech, Four Standing Young Men, ca. 1624. Panel, 63 x 84 cm. Private collection. Photograph: Rijksbureau voor
Kunsthistorische Documentatie, The Hague
Given the similarities between Buytewech's maps and some of the originals from his time, one can assume that this early seventeenth-century artist
was very familiar with contemporary cartography. While it is true that Buytewech's five cartographic renderings may represent maps – either printed
or manuscript – that no longer survive, it seems more likely that they were taken from originals like the one by Saenredam and the one by Van den
Keere and simply adjusted, both in terms of their size and decorative content, to fit the artist's individual needs. This refashioning of original objects
is in keeping with the highly composed nature of Buytewech's seemingly naturalistic images.

6. Willem Buytewech, Interior with a Family by Hearth, dated 1623. Pen and wash, 18.8x29 cm. Hamburg, Kunsthale
The maps in Buytewech's paintings serve as a unifying background for the variety of figures placed in front of them. The prominent position of the

maps suggests that they may have been included to lend further meaning to the scene. Only in the drawing where it is placed to the side does the
map appear to be just one more element of domestic accoutrement. [12] Many regard the maps in Buytewech's three merry company pictures as a
symbol of worldliness, an appropriate background for the fashionably dressed men who indulge in the sensual pastimes of smoking and drinking. In
the case of the Budapest painting (fig. 1), the map may also have special significance in connection with the richly attired woman who stands in
front of it. It has been suggested that this woman represents Vrouw Wereld, or Lady World, the embodiment of all earthly desire, and that the map
replaces her more traditional attribute, a globe or imperial orb on her head. [13]

7. Pieter van den keere, The seventeen provinces, dated 1607. Engraving, 43.5x 55.7 cm. Karlsruhe, Badische Landesbibliothek
Once begun, the practice of including wall maps in paintings was soon taken up by other Dutch artists. [14] During the 1620s and 1630s, the wall
map motif was especially popular among Haarlem artists like Dirk Hals and Jan Miense Molenaer, whose paintings include maps that can
definitely be associated with specific originals. From Haarlem the practice spread, and from around 1650 to 1680 the wall map motif enjoyed its
final and greatest vogue with masters like Ter Borch and Vermeer. This tradition, which
originated with Buytewech, has resulted in one of the finest records of the use and popularity of wall maps during the golden age of Dutch
cartography.

Notes
1. The map in fig. 3 measures 25.8 x 36.7 cm; with marginal letterpress and woodcut additions at the top, 40 x 53 cm.
2. As C.P. Burger Jr. demonstrated in "De Kaart van Holland door I.P. Saenredam," Het Boek 13 (1924), pp. 161-170, Saenredam's map was
included in several publications: 1) Die cronycke van Hollant, Zeelant ende Vrieslant, 1591 (See C. P. Burger Jr., Ellert de Veer, Amsterdamsche
boekdrukkers3, 1910, pp. 244-245, 2); part of a lost or forgotten atlas of the Netherlands, and 3) Ludovico Guicciardini's Descrittione de tutti i
Paesi Bassi (first edition Antwerp 1567) edition 1613, no. 36 (also in the 1609 French edition and the 1612 Dutch edition). In each of the above
publications, the map bears the original date, 1589. The basic format of Saenredam's map is not unique. There exist at least four other maps of
Holland similar in design: 1) a map (38 x 51.4cm) entitled HOLLANDIA, dated 1565 and signed C. D. H.; 2) a map (35.2 x 48.5 cm) entitled
HOLLANDIAE ANTI/QUORVM CATHORVM/ SEDIS NOVA DESCRIP/TIO, AVCTORE IACO/BO A DAVENTRIA, which appeared in Ortelius's
atlas (1570); 3) an anonymous map (23.5 x 31.6 cm) entitled HOLLANDIAE/ cATORVM RE/GIONIS TYPVS; and 4) Hendrik Florisz. van Langren's
map (37 x 50 cm) dated 1594. On these four maps and the Saenredam map the title cartouche appears at the bottom center, in the area of the
North Sea. No original maps of Holland are known with both east and the title cartouche at the top as in both of the maps in Buytewech's painting.
However, in a painting by Quiringh van Brekelenkam signed and dated 1657 (last recorded in April 1951 as no. 4 in an exhibition at the Eugene
Slatter Galleries, London) there is a map of Holland with east at the top, in which the title cartouche is similar to and placed in the same position as
the one on the map in Buytewech's Budapest painting. Nevertheless, in Van Brekelenkam's painting the map includes two coats of arms whereas
in both of Buytewech's pictures the map includes only one.
3. One can distinguish on the map in the map in the Budapest painting (fig. 1) the words ZUIDER/ ZEE and GELDRIA, and on the map in the
Rotterdam painting (fig. 2) ZUIDER ZEE, FRIS/[IA], and BRA[BANTIAE] PA[RS]
4. Three examples in the University Library, Amsterdam (O.K. 6, 6a and 7) show the same map accompanied on all four sides with a Dutch text
entitled "Beschryvinge van/ Hollandt."
5. The antique relief of a woman standing in a boat, which appears at the top of Saenredam's map, can also be seen at the top of the map in the
Budapest painting (fig. 1) as well as at the bottom of the map in the Rotterdam painting (fig. 2), which also includes a piece of pottery and what
appears to be a coin. Such objects were found at the ancient site of Brittenburg (probably the Lugdunum Batavorum of the Romans), which is off
the coast near Katwijk. See H. Dijkstra and F.C.J. Ketelaar, Brittenburg: raadsels rond een verdronken ruïne, Bussum 1965.
6. The coloring agrees completely with John Smith's "Of the Practice of Colouring Maps," The Art of Painting, London 1701, pp. 103-110.
Although Smith was an Englishman writing several years later, he advised cartographic illuminators to refer to handcolored Dutch maps as models.
7. First noted by W. Martin, "Hoe schilderde Willem Buytewech?," Oud-Holland 34 (1916), p. 220. The missing portion of the map itself would
include, on the left, Flanders and, on the right, more of the North Sea and probably a title cartouche.
8. The earliest of these maps and the one that appears to have influenced the formal design of the others was published by Jan van Deutecum in

1588.
9. The title cartouche in Buytewech's painting contains the inscription "Provincia." Of the seven coats of arms at the top of this cartouche, the one
in the center contains a lion, as do several of those in the title cartouche on Van den Keere's map. On the map in the painting, one can discern in
the area of the North Sea the inscription OCEAN/N[I GERMANICI PARS].
10. As D. Hannema [D. Uttenbroek] noted in "Een onbekend interieur van Willem Buytewech," Die Constghesellen, 4 (1946), p. 107 the map in the
Hamburg drawing (fig. 6) is very similar to that in the painting Four Standing Young Men. Note the same kind of figures in the border and the similar
design on the top line at the left. The figures and views are also similar, though the number of each is not the same on both maps.
11. For illustrations and discussions of these works, see E. Haverkamp Begemann, Willem Buytewech, Amsterdam 1959.
12. In a closely related drawing in Berlin (ibid., cat. no. 36), the wall map and the cradle beneath it are replaced by a number of other household
objects.
13. See E. de Jongh, "Vermommingen van Vrouw Wereld in de 17de eeuw," AlbumAmicorumJ.G. van Gelder, The Hague 1973, pp. 198-206.
14. For further information on this subject, see J. A. Welu, "Vermeer and Cartography," Ph. D. dissertation, Boston University, 1977.

An Unexpected Classical Source for Jacob Jordaens
by Edith Wyss
Jordaens and his school frequently depicted the musical contests between Apollo and Pan and between Apollo and Marsyas. [1] The version in the
Mauritshuis in The Hague, which is thought to have been painted by Jordaens himself around 1640, is entitled Marsyas Ill-Treated by the Muses
(fig. 1). [2] The following considerations will disassociate the painting from the Marsyas myth and propose an entirely different literary source for the
imagery of Jordaens's canvas.
It depicts two groups of female nudes in a delightful, sparsely wooded landscape. At right five women crowd around a seated satyr. One lashes his
hands together, another grips his head, and a third pulls his beard while brandishing a pair of scissors. The four women at left observe the satyr's
predicament with glee. Apollo, the lyre at his side, surveys the scene from a rocky bank. Two shepherds witness the incident from a distance.
Rooses called the painting "châtiment de Marsyas."[3] Van Puyvelde, too, interpreted the satyr as Marsyas and the nudes as nymphs who are
about to punish him. [4] According to D'Hulst, the picture represents "an episode between the defeat of Marsyas and his flaying alive by Apollo."[5]
The identification of the satyr as Marsyas must be questioned, because the syrinx and shepherd's crook at his feet are more properly the attributes
of Pan. [6] Furthermore, the presumed Muses appear without their instruments, and their deportment has little in common with the demeanor
expected of the patronesses of the arts. According to Ovid, the contest between Apollo and Marsyas ended in the cruel flaying of Marsyas at the
hands of the victor, while a gathering of nymphs and satyrs mourned their friend's fate. [7] The Marsyas myth was often confused with the contest
between Phoebus and Pan. Ovid related that this contest took place before an audience of nymphs, with the mountain god Tmolus and King Midas
as judges. For his lack of discernment Midas was outfitted by Apollo with a pair of ass's ears. Ovid records no punishment for Pan. [8] Obviously,
Jordaens's imagery fits neither tale. The motif he depicted does not appear in any of the commentated and popularized versions of the
Metamorphoses, though these often stray far from the parent text. Van Mander's Wtleggingh op den Metamorphosis, with which Jordaens was
surely familiar, follows Ovid's version faithfully. [9] Jordaens's other depictions of the musical contests of Apollo do not deviate from the traditional
Ovidian imagery. The large number of painted and engraved interpretations of Apollo's musical contests by other artists offer, as far as could be
ascertained, no precedent for Jordaens's version.
In fact, the literary source of the punishment visited upon the satyr by the alluring females is not connected at all to Apollo's contests. The theme
occurs in the Eikones by Philostratus. This neo-sophist orator and author of the third century A.D. wrote descriptions of 65 paintings which he
purportedly saw in a picture gallery in Naples. His text became known in Italy in the late fifteenth century as Eikones. It had its first printings in
Venice, in Greek in 1503 and in Latin in 1532. A few of Philostratus's descriptions were revived into paintings in the sixteenth and seventeenth
centuries. [10] Jordaens's painting illustrates the eikon entitled "Pan."

1. J. Jordaens, so-called Marsyas Ill-Treated by the Muses, here proposed as Pan Punished by the Nymphs, ca. 1640. Canvas, 77 x 120 cm.
The Hague, Mauritshuis, on loan from the Rijksmuseum, Amsterdam

At first this source appears rather unlikely, since Jordaens is certainly not known for more than average classical learning. However, thanks to a
translation by Blaise de Vigenère, which was published in 1578 and had several reprintings, the Eikones could be read in French, together with a
wealth of learned comments. Jordans had a good command of French, judging by letters from his hand. [11] De Vigenère's translation of "Pan"
reads as follows:
"The nymphs say that Pan dances in a boorish manner and that he jumps without rhyme or reason and against the beat, hopping and bouncing like
a lascivious, restless billy goat. This is why they would like to teach him a more pleasant kind of dance: but he does not deign to listen to them, and
instead tempts them, his breast all uncovered. Thus, at noon, when they got the message that Pan was tired from the hunt and napping, they
assaulted him. Previously, he used to sleep calmly and peacefully, soothing his grouchy temper and rage in sleep; but today he is extremely angry
because the nymphs have fallen upon him and tied his hands behind his back; and he fears that they are about to strap his legs, too. His beard
which he values so highly has been cut off with little knives: and they say moreover that they pursuaded Echo not to mind him any more and to scorn
answering him. About this the nymphs chat among themselves. But consider them now by distinct classes. The Naiads are shaking drops of water
from their beautiful tresses: and the rustic appearance of the pastoral nymphs is equally well depicted as the dew of the others. Those who have a
flowery complexion show off hair resembling hyacinth blossoms."[12]
The activities depicted by Jordaens agree in most details with those of De Vigenère's translation. The group on the left, near the pond,
corresponds to Philostratus's Naiads. They appear to have just emerged from the water and are drying and draping themselves. They are eager to
witness Pan's humiliation, mock him and giggle. The pastoral nymphs must be the heavier women who are carrying out the revenge. Jordaens
followed De Vigenère's suggestion by choosing a less graceful type for this second group of nymphs. The nymph who extends to Pan the unwanted
services of a barber surveys her field of action, shears at the ready. The only striking discrepancy between the Philostratic description and
Jordaens's interpretation is the presence of Apollo. Some thoughts about his inclusion will be offered later.

2.Anonymous engraving, p. 369 in Blaise de Vigenère, Les Images ou tableaux de platte peinture des deux Philostrates, Paris, 1629. By
permission ofthe Folger Shakespeare Library, Washington, D.C.

3. J. Jordaens, sheet ofstudieswith The Drunken Pan and Nymphs. Chalk on paper, 32x 189 cm, early 1640s. Washington, D.C.,
NationalGalery ofArt, Ailsa Mellon Bruce Fund
In 1614 an illustrated edition of De Vigenère's Philostratus with a plate for each eikon was published under the title of Les Images ou tableaux de
platte peinture. [13] The unsigned engraving to "Pan" in this edition follows the Philostratic text less literally than do most other plates (fig. 2). The
different types of nymphs cannot be distinguished. The women have already shaved off Pan's beard and are now threatening him with castration.
Jordaens illustrated the details of the text more faithfully. Beyond the general type of pastoral landscape, the engraving and the painting have little in
common. Jordaens must have based his interpretation on the text, not on the illustration.
The artist furnished proof of his acquaintance with the Philostratic theme in his own handwriting. A drawing, now in the National Gallery in
Washington, depicts a composition for a wall decoration, which is assumed to date from the years around 1641, when Jordaens built his house on
the Hoogstraat. [14] Its verso bears the partly legible notation "Pan droncken slape..../de nimphen ... /baerd..." (fig. 3). It is accompanied by two
quick drawings, one placed upside down. Both depict nudes crowding around a satyr. In one sketch Pan lies stretched out on the ground, while one
of the nymphs bends over him. The other drawing depicts him seated in three-quarter profile, his hands tied on his back, in a pose like that in the
painting, though reversed. The sketches must be early notations for the picture in the Mauritshuis. Since Jordaens jotted down in a few words the
main plot of the Philostratic narrative, one is tempted to speculate that he had just become aware of it, be it by reading De Vigenère's translation or
by an intermediary, perhaps the learned patron who commissioned the work. [15]
The presence of Apollo in Jordaens's painting remains to be accounted for. Nowhere does Philostratus mention Apollo in the eikon "Pan." But in
the painting he appears perched above the group of vindictive nymphs, as if presiding over Pan's humiliation. The god of culture, measure and
harmony points to the predicament which the field god has brought upon himself by his boorish ways and lascivious pursuits. Apollo stands for the
principle of order in a cultivated society which must castigate those who trespass the norms of acceptable behaviour. His pointing gesture has the
function of a warning.
It must have been the lyre beside Apollo that gave rise to the erroneous interpretation of the painting as representing the much better known theme
of the musical contest. [16] But, like Pan's flutes, Apollo's lyre should be understood as mere attribute here.
A formal consideration may have induced Jordaens to include Apollo. It has been shown that the artist very probably painted the picture in the
Mauritshuis as a pendant to a Diana and Callisto (fig. 4).[17] In this painting, Diana's dismissal of her pregnant companion is cast in a light,
decorative vein, which corresponds to the humorous tone of the pendant. Considered as a pair, the companion pictures present Latona's twins
both dominating a melée of nymphs. Along these lines the artist achieved the thematic and formal coherence desired in pendants.

80x 118 cm. Location unknown, formerly New York, R. Palitz Collection. Photograph courtesy ofSotheby's, London
A second consideration may have played a part in the unique thematic pairing. Throughout his career,
Jordaens painted countless nymphs and satyrs who invariably exhibit playful mutual affection. In allegorical terms, their friendship signifies
fruitfulness, procreation, abundance. But in the painting in the Mauritshuis the cordiality is supplanted by strife, however humorous. The harmony
which assures fertility is disturbed, the goal of fruitfulness mockingly rejected. The repudiation of procreation is also the theme of the Ovidian Diana
and Callisto. Jordaens achieved a meaningful inner accord between the pendants, though they illustrate scenes taken from two different literary
sources.
In the writer's opinion, the title Pan Punished by the Nymphs would best capture the intention of the painting in the Mauritshuis. Let it be added to the
list of Philostratic revivals.

Notes
1. Listed in Max Rooses, Jordaens, sa vie et ses oeuvres, Paris 1906, p. 275.
2. On loan from the Rijksmuseum, Amsterdam. See cat. All the Paintings of the Rijksmuseum in Amsterdam, Amsterdam & Maarssen 1976, inv.
no. A 601.
3. Rooses, op. cit. (note 1), p. 157.
4. Leo van Puyvelde, Jordaens, Paris 1953, p. 115.
5. R.-A. D'Hulst, Jacob Jordaens, Ithaca (NY)1982, p. 176.
6. Karel van Mander, "Wtlegghingh op den Metamorphosis Pub. Ovidy Nasonis," Het Schilder-Boeck, Amsterdam 1616, fol 10. Also: V. Cartari,
Le imagini degli dei antichi, Venice 1556, p. 72.
7. Ovid, Metamorphoses, 6:382.
8. Ibid., 11:146.
9. Van Mander, op. cit. (note 6), fols. 80a, 53b.
10. Philostratus's eikon "Cupids" was especially popular with Renaissance and Baroque artists. It served as the source for Titian's Worship of
Venus, which was copied by Rubens, and also inspired Giulio Romano's images in the medallions of the western dome in the gallery of the Villa
Madama, as well as a decoration in the Palazzo del Te which survives only in one of his drawings (F. Hartt, Giulio Romano, 2 vols., New Haven,
1958, cat. no. 217). Motifs from "Cupids" ended up in sixteenth and seventeenth century love emblems. Philostratus's "Andrians" furnished the
imagery for Titian's Bacchanal of the Andrians, which was likewise copied by Rubens. The eikon of "Heracles and the Pygmies" was the source for
versions by Dosso Dossi, Lucas Cranach the Younger, Frans Floris (engraved by H. Cock), and for Goya's Gran Colosso Durmido. See Richard
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The Provenance and Impact of Anthony van Dyck's Portraits of Frans Snijders and
Margaretha de Vos in the Frick Collection
by Katlijne Van der Stighelen
The portraits of Frans Snijders and his wife Margaretha de Vos are among the most beautiful examples of bourgeois portraiture that Anthony
van Dyck painted in Antwerp (figs. 1, 2)[1] They are products of "the climax of Van Dyck's portraiture in the pre-Italian period. "[2] According to
the catalogue of the Frick Collection (1968) and the recent Ottawa exhibition catalogue (1980), the portraits can be dated to around 1619/20, in
other words when Van Dyck was 21 or 22 years old. [3]
The commission of these portraits must have been a great honor for the young Van Dyck. The patron, after all, was not only one of Antwerp's
most prominent painters but also one of Rubens's most noted collaborators. Nor can there be any doubt that the paintings made a great impact
on the contemporary artistic milieu of Antwerp, among other things because of what was, by Netherlandish standards at least, an exceptionally
early Baroque elegance and spaciousness, whose inspiration must have been Venetian. In what follows we will attempt to show that this new
conception influenced the development of portrait painting in Antwerp. First we offer new information on the location of these portraits before
they were acquired, in 1727 at the latest, from the collection of a "Monsieur de Nossé" and entered that of the Duc d'Orléans under the titles "le
Portrait de Sneydre" and "le Portrait de la fem. de Sneydre. "[4]
A fortunate archival discovery has made it possible to publish the earliest provenance of the Snijders portraits. Although there was no evidence,
it has always been assumed that the childless couple had had Van Dyck paint their portraits in order to decorate their own house, first in the
Korte Gasthuisstraat and from 24 December 1620 onwards in the Keizerstraat. [5] Frans Snijders had various testaments drawn up, which have
only been published in part. Though they do refer specifically to paintings, there is not one word about portraits. [6] In his last, unpublished will,
dated 21 December 1655, Snijders designated his sister, the beguine Maria Snijders, as his universal heir, in the presence of notary JanBaptist Colyns. [7] Thus the works of art owned by Frans Snijders and his wife, excluding various possessions bequeathed to other relatives,
presumably ended up in "Betaniën," the house in the Antwerp beguinage occupied by Snijders's sister as Mistress of the Infirmary, following the
artist's death on 19 August 1657. [8] Maria Snijders survived her brother less than two years. When she died on 6 August 1659, Jan Boeckhorst
was commissioned to paint an epitaph for her grave. The resulting triptych of the Resurrection is still preserved in the Antwerp beguinage. [9]
Shortly before her death, Maria Snijders drew up two virtually identical testaments before the same notary, and they too have not been
published. [10] Her property included paintings, some if not all of which she had undoubtedly inherited from her brother Frans. [11] To her
cousin Maria Anna Snijders, wife of the wine merchant Peeter Daems, the beguine bequeathed the portraits ?f her brother Frans Snijders and
his wife which, as she explicitly states, were painted by Van Dyck. So as to avoid any possible misunderstanding, Maria further specified that
the paintings were in the house of her brother, Michiel Snijders, at the time. [l2] Given the fact that two "contrefeytsels," or separate portraits, are
mentioned, we may identify these with the companion pieces currently in the Frick Collection in New York, rather than with the double portrait ?f
Frans Snijders and his wife in the Gemäldegalerie in Kassel (fig. 4).[13]

1. Anthony van Dyck, Portrait of Frans Snijders. Canvas, 124.5x105 cm. New York, Frick Collection

2. Anthony van Dyck, Portrait of Margarethade Vos, Wife of Frans Snijders. Canvas, 134x 101.5cm. New York, Frick Collection.
Together with an oblong painting of a "bankettjen," or banquet, by Frans Snijders, which was also mentioned in the testament,[14] Maria Snijders
inherited both portraits from her brother the artist It seems likely that she loaned them temporarily to her brother Michiel Snijders on account of the
leckof space in the beguinage.
The essential point now is that the two vate hands in Antwerp until at least the second half of the seventeenth century.[15]
The presence of this prestigious ensemble in the house of Frans Snijders, and later in those of his brother and his cousin, undoubtedly increases
the likelihood that they influenced the portrait painters active in Antwerp at that time. Cornelis de Vos (1584/85-1651), brother of Snijders's wife
Margaretha, [16] discovered in Van Dyck’s portrait of his sister an up-to-date program which he proceeded to adopt with only minor variations in
almost all his female portraits. [17] The portrait of an unidentified woman in the Wallace Collection in London (fig. 5), and a likeness dated 1622 of
another woman, now in the John G. Johnson Collection in Philadelphia (fig. 6),[18] are excellent illustrations of the compositional, and partly also
stylistic, borrowings. [19] The portrait of Anna Frederix, spouse of Jan Roose, also dated 1622, in the Koninklijk Museum voor Schone Kunsten in
Brussels, can also be closely linked to this new type of portrait (fig. 7).[20] The unmistakable dependence of these works on the Frick companions
constitutes a terminus ante quem for dating the latter to Van Dyck’s first Antwerp period.

3. Engraving in reverse after the portrait of Frans Snijders by Anthony van Dyck, (fig. 1) from: Galerie du Palais Royal gravée d'après les
différentes écoles qui la composent, vol. 2, Paris 1808, pl. [LVII]

4. Anthony van Dyck, Portrait of Frans Snijders and Margaretha de Vos. Canvas, 82 x 110 cm. Kassel, Gemäldegalerie Schloss Wilhelmshöhe

5. Cornelis de Vos, Portraitofa Lady. Panel123.5x 92.4 cm. London, Wallace Collection
It is certainly more then coincidental that the portrait of Margaretha de Vos, in particular, was such an influence on her brother Cornelis. The rather
impasto technique used for the face (rightly described by Christopher Brown as "far less arresting" than Snijders’s portrait), the detailed rendering
of the gold-trimmed bodice, and the comfortably stable pose, were ingredients also present in De Vos’s work before 1622. [21 ]The elegantly
nonchalant attitude of the portrait of Snijders with the slight, as it were
melancholy bow of the head, and the very sensitive treatment of the hands, were beyond the reach of the sober Cornelis de Vos, whose own work
comes closer to the more realistic and descriptive style of the portrait of Margaretha. After 1622 Cornelis de Vos painted his female subjects in the
same pose as Margaretha, but at first still situated them indoors, just as he had painted the celebrated self-portrait with his wife and children in a
Flemish interior (fig. 8).[22] After 1624/25, however, presumably again inspired by Van Dyck's example, he gradually began to breakout of interiors:
the view of a flowering garden, a stately landscape or a city in the distance, is partly concealed by a voluptuous curtain (fig. 9),[23] as in
Van Dyck's companion portraits in the Frick. The cloak draped over the left arm of the chair is another motif that Cornelis de Vos regularly adopted
in his female portraits. [24]

6. Cornelis de Vos, Portrait of a Lady, Philadelphia, John G. Johnson Collection
It seems possible, moreover, that Van Dyck's double portrait of the Snijders couple in the Kassel Gemäldegalerie (fig. 4) also inspired Cornelis de
Vos. This portrait is generally considered to have been painted contemporaneously with or a little later than the companion portraits in the Frick.
[25] Whether it too hung in Frans Snijders's house is not known. A double portrait in the collection of Lord Barnard (fig. 10), mistakenly identified as
a third portrait of Frans Snijders and his wife by Van Dyck, leads us to suspect that Cornelis de Vos was familiar with the half-length double portrait
on a single support. [26] This portrait of an unidentified couple was mentioned in England for the first time in 1842, being described as the work of
Anthony van Dyck in the inventory of the collection of the first Duke of Cleveland in that year. Sir William Armstrong and Cornelis Flofstede de Groot
were the first to attribute it convincingly to De Vos, in whose oeuvre the panel held a key position from a compositional point of view. The outdoor
setting and the freer brushwork, with highlights in the fabric, indicate that it was probably painted between 1625 and 1630. [27] This example
demonstrates once again that Van Dyck not only exercised a decisive influence on Cornelis de Vos's stylistic maturation, but also furnished him
with new ideas for the general concept of both individual and group portraits. After all, the combination of two or more sitters on one canvas led to
the genesis of the conversation piece,[28] and meant that the archaising type of companion portrait, which developed from donor portraits on the
wings of triptychs, became outmoded.

Cornelis de Vos, Portrait of Anna Fredericx, Wife of Jan Roose, signed and dated 1622. Canvas, 109x86 cm. Brussels, Koninklijk Museum
voor Schone Kunsten

Cornelis de Vos, Self-portrait With his Wife and two eldest Children, signed and dated 1621. Canvas,188 x 162 cm. Brussels, Koninklijk
Museum voor Schone Kunsten

9. Cornelis de Vos, Portrait of Antonia Canis, Wife of Johannes van Eversdyck, dated 1624. Panel, 122.5x 92.5 cm. Lugano, ThyssenBornemisza Collection

10. Cornelis de Vos, Portrait of a Couple. Panel, 123.5x 139.5 cm. Raby Castle (Co. Durham), Lord Barnard Collection. By kind permission of
Lord Barnard. Photograph: Courtauld Institute of Art
It is no wonder that they were Van Dyck's most "bourgeois" portraits, dating from the first Antwerp period, which made such lasting impression on
Cornelis de Vos. These works, and especially the lady's portrait in the Frick Collection, provided him with formulas and schemata which allowed
him to perfect his craftmanship in the new portrait style initiated by Anthony van Dyck around 1620. Van Dyck's absence from Antwerp during the
years 1621-1627 enabled De Vos to achieve success in that city using these borrowed portrait schemata. [29] His great technical skill, his mastery
of child portraiture, and his ability to vary the same themes, made him the most "pleasing" of the portrait painters in Antwerp at this time, a
reputation he maintained to some extent until well into the 1630s. As the manuscript biography in the Louvre states, Cornelis de Vos can indeed be
included "among those who owed their talents to the lessons of Van Dyck."[30] Looking at Van Dyck's early work was undoubtedly the best
education De Vos received.

Notes
The author is Research Assistant at the National Fund for Scientific Research of Belgium. She would like to thank Dr H. Vlieghe for his useful
comments on this article, which was translated from the Dutch by Andrew McCormick.
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A Schalcken for Prince Ferdinando de' Medici
by Henk T. van Veen
From the Catologo generale of the Uffizi in Florence we learn that there are six works by the painter Godfried Schalcken (Made 1643-1706 The
Hague) in that museum[1], including a Self-portrait (fig. 1), which is the only one of the six with a complete provenance. From the letters of Thomas
Platt, the Tuscan envoy in London, it appears that it was the artist himself who conceived the idea in 1694 of supplying his own portrait to Cosimo
de' Medici.
Soon after the prelimanary correspondence had been carried out, the painting was executed and dispatched to Florence. A few years later the
painter, who had in the meantime moved from London to The Hague, asked Jacopo Giraldi, Tuscany's new envoy to London, to inquire in Florence
whether his original Self-portrait was indeed hanging in the gallery or whether it had been replaced with an imitation. [2]

1. Godfried Schalcken, Self-portrait, signed and dated 1695. Canvas, 92 3 x81 cm. Florence, Uffizi
But while Schalcken's Self-portrait is fully documented, the artist's five remaining works in the Uffizi lack data on their provenance. Until now it has
been assumed that they were purchased by Cosimo III during his travels in the Dutch Republic in 1667/ 1668.[3] Although not explicitly stated in the
journals, it seems likely that Cosimo visited the artist in his studio. [4] Marco Chiarini considers this a possible provenance for four of the five works,
and provides an alternative suggestion for the fifth, an Entombment of Christ (fig. 2). He notes that the name of Cosimo's daughter, Anna Maria Lu
isa, the wife of the Elector Palatine Johann Wilhelm, appears on the back of the painting. He further suggests that it was painted around 1704,
when the artist was working in Düsseldorf. [5] I propose identifying this painting with a work that Cosimo's son, Ferdinando, bought from Schalcken
in 1703. We are informed about this purchase froma letter, written by Cosimo's agent in Amsterdam, Lorenzo Biliotti and published here for the first
time. The latter had been commissioned by Ferdinando through Jacopo Giraldi in London to acquire a piece by Schalcken.
On 2 September 1703 Biliotti wrote to Ferdinando that he had done everything possible to fulfill the request. He stated that the painting had been
completed, and that he had gone to The Hague to collect it in person. It had the prescribed dimensions, and was perhaps the most beautiful work
ever painted by the master. It had been viewed by several gentlemen in The Hague, and in Amsterdam there was a continual press of people
wanting to see it. Everyone gave it their full approval. As to the price, he had managed by hard bargaining to acquire the painting for 420 guilders,
and he assured Ferdinando that it was worth more than double that. Finally, he wondered what would be the best way to ship the picture to Florence
: overland from Düsseldorf by stanghe (a package carried by two mules), or by sea?

2. Godfried Schalcken, Entombment of Christ; signed. Panel, 53 x 36 cm. Florence, Uffizi
On October 1703 Ferdinando replied from the Villa Poggio Imperiale, assuring Biliotti of his complete approval of the purchase and asked how he
might best reimburse the agent for his expenses. He also instructed Biliotti to hold on to the painting until it could be dispatched from Düsseldorf to
Florence.
Assuming that the work was indeed sent to Florence, and that it is still in the former Medici Collection, it can only be identified with the Entombment
(fig. 2). For various reasons, none of the four remaining works by Schalcken in the Uffizi can be considered for identification with the piece
purchased in The Hague by Biliotti. [6] The appearance of Anna Maria Luisa's name on the back of the painting would indicate that she inherited
the picture after her brother's death in 1713.

The letters
Archivio di Stato, Florence. Mediceo del Principato 5888, lettera 397: Lorenzo Biliotti to granprincipe Ferdinando de'Medici, Amsterdam 2
September 1703.
"Come non può accadermi niente di più
desiderata quanto l'esser fatto degno
de 'comandi di V.A. S., cosîappena mi fù
significato dal signor cavagliere inviato Giraldi

"Because nothing more honorable or desirable
could befall me than to be found worthy of
serving you, upon receiving the commission from
the honorable envoy Sir Giraldi to procure for

l'ordine di procurare il quadro del famoso Pittore
Skalken che impiegai tutte le mie premure per
far restar servita V.A. S. con tutta la prontezza, e
perfezione maggiore; adesso che l'opera è
terminata, sono stato la settimana passata
all'Haija espressamente per ricevere il quadro,
che in tutto è conforme alle misure, e mi dò
l'honore di dire a V.A. S. ch'è forse il più bello
che habbi mai fatto a suoigiorni. Vi sono stati
diversi signori dell'Haija a vederlo, e qui
continuamente ho molto concorso, e di tutti
riceve l'intiera, e piena approvazione. Mi lusingo
che incontrerà anco quella di V.A.S. e quanto
alsuo prezzo, con moite fatiche, mi è riuscito
contentarlo con fiorini 420 -, potendo accertare
V.A. S., che vale il doppio di vantaggio,
supplicando la benignità di V.A. S. di volermi
ordinare come dovrò mandarglielo, per mare, o
per terra, e se potesse à Dusseldorp esservi
qualche occasione di stange di ritorno, mi
parebbe che fusse la meglio occasione per
accertarsi che capitasse sicuramente, mentre
per l'impaccatura ne hàvro il douto pensiero da
promettermi che gl'arrivi benissimo condizionato."

you the painting by the famous painter Skalken, I
have done my utmost to render you this service
with all possible speed and attention. Now that
the painting is ready I repaired this past week to
The Hague expressly to take delivery of it. It is
entirely in accord with the prescribed dimensions,
and I am honored to inform you that it is perhaps
the most beautiful work he has so far made.
Various gentlemen of The Hague have come to
view it, and here [in Amsterdam] there is a steady
stream of people, all giving it their wholehearted
approval. I flatter myself with the thought that you
too will be pleased. With regard to the price, I
was able, with great difficulty, to keep it to 420
guilders, and I can assure you that the painting
is worth at least double. I respectfully request
your directions as to how I should send it, by sea
or by land. If perchance there should be a return
stange from Düsseldorf to Florence, this might
perhaps be the best means of ensuring its safe
arrival. With regard to the packing, I shall of
course exercise all necessary care, and assure
you that it will arrive in perfect condition."

Mediceo del Principato 5888, lettera 536: granprincipe Ferdinando de'Medici to Lorenzo Biliotti, Firenze, Poggio Imperiale 27 October 1703.
"Ben potevo assicurarmi che la commissione che
per parte mia diede a V.S. il cavaliere Giraldi di
farmiavere un quadro di tutta perfezione del
famoso Pittore Skalken, sarebbe da lei statto
eseguita con attenzione, et amorevolezza; e ne
provo perciò gli effetti sentendola dall'affettuosa
sua lettera adempita in forma tanto vantagiosa,
attesa la di lei premura, et il pensiero che con
tanto studio se n 'è preso. Approvo pienamente
lo stabilito da lei quanto al prezzo, e sentirò
volontieri, com'io deva contenermi per rimetterle li
fiorini 420 pagati al preacennato Pittore coldi più
che per tal causa possa avere speso che perciò
n'attendo con le prime sue l'avviso. Lodo pure la
cautela al modo di spedirmelo; e non potendo in
questo proposito dire a V.S. cosa positiva, sarà
bene che lo tenga tuttavia presso di sè sino a
tanto che vi sia occasione di qualche ritorno da
Dusseldorff, nel qual caso fàro ch'ella resti
avvisata per mandarvelo in tempo."

"I knew full well that you would bring care and
attention to the exercise of the charge given to
you in my name by the honorable Giraldi to
procure for me the finest possible painting from
the famous painter Skalken. As I now learn from
your amiable letter, the careful and dedicated
attention you brought to your task has had a
propitious outcome. I am in full agreement with
the price you have negotiated, and would be
pleased if you would inform me how I can best
reimburse you the 420 guilders paid to the said
painter, as well as any further expenses you may
have incurred. I anticipate your reply by return
[post]. I amalso appreciative of your concern
regarding the manner of shipment. I have
nothing very worthwhile to say on this matter, but
it would seem best that you retain the painting
until a return shipment should leave from
Düsseldorf. In that event I will see to it that you
are informed in due time to dispatch the painting
to that city."

Notes
The author is grateful to the Istituto Universitario Olandese di Storia dell'Arte in Florence for its help in obtaining photographs. Translated from the
Dutch by Jennifer M. Kilian.

1. Gli Ufflzi: catalogo generale, Florence 1979, cat. nos. P 1429-1433, schede by Marco Chiarini.
2. This background information in Anna Maria Crinò, "Note di documentazione su alcuni autoritratti degli Uffizi," in Fatti e figure del Seicento Anglo
Toscano, Florence 1957, and idem, "Documents relating to Some Portraits in the Uffizi and to a Portrait at Knole", The Burlington Magazine 102
(1960), p. 259.
3. G. J. Hoogewerff and H. Gerson, cited by Marco Chiarini in the schede of the works under consideration, see Gli Uffizi, loc. cit. (note 1).
4. G.J. Hoogewerff, De twee reizen van Cosimo de'Medici Prins van Toscane door de Nederlanden (1667- 1669), Amsterdam 1919, p. 274, note
1.
5. Marco Chiarini in his scheda for P 1433.
6. See Chiarini's schede of these works in Gli Uffizi, cit. (note 1). First

Some History and Genre Paintings by Willem van der Vliet
by Christina J.A. Wansink
Nowadays the Delft artist Willem van der Vliet (ca. 1584-1642) is chiefly known as a portrait painter. Yet in 1667 Van Bleyswijck wrote in his
Beschrijvinge der stadt Delft (Description of the City of Delft), that Van der Vliet started as a history painter, and only later took up portrait painting
as well.1 For many years the Detroit candlelight scene of A Smoker and a Man Eating, fully signed and dated 1624 (fig. 1), has been the odd one
out in his surviving oeuvre.

1. Willem van der Vliet, A Smoker and a Man Eating, signed a dated 1624. Panel, 51 x 64 cm. Detroit, Institute of Arts
In 1981 however, Leonard Slatkes, in his review of Nicolson's International Caravaggesque Movement, [2] attributed two compositions of a similar
kind to Willem van der Vliet. The first, depicting Card Players, is known in two versions: one, owned by the Arniston Estate Trustees, had been
published by Nicolson as by "An Unknown Artist Close to the Candlelight Master,"[3] the other one, and to judge from the photographs the prime
version, is in a private collection in Cannes (fig. 2). In my opinion, both pictures are not by Willem van der Vliet, but by Peter Wtewael, the eldest son
of Joachim.

2. Here attributed to Peter Wtewael, Card Players. Canvas, dimensions unknown. Cannes, private collection
As Anne Lowenthal pointed out, [4] Peter combined in his works elements of his father's Mannerist style with "modern" Caravaggesque features.
When we compare the Card Players (fig. 2) with Peter Wtewael's Supper at Emmaus, now in the Nasjonalgalleriet of Oslo (fig. 3), we find in both
paintings bulky figures with plump hands, crammed into a very narrowly confined space. The lighting is also very similar. In both scenes the source
of light, a candle, is hidden from view by a hand. Although Peter borrowed the facial types from his father, and in spite of the Mannerist twisted

poses, the Card Players could well be his most Caravaggesque work, both in subject and style.

3. Peter Wtewael, The Supper at Emmaus. Panel, 78x 113 cm. Oslo, Nasjonalgalleriet, inv. no. 408

4. Willem van der Vliet, A Teacher Instructing his Pupils, signed and dated 1626. Canvas, 124.9 x 111.4 cm. Brodie Castle, Scotland
A picture at Brodie Castle in Scotland of A Teacher Instructing his Pupils (fig. 4), was also attributed to Van der Vliet by Slatkes in 1981. Until then
it had been regarded as a work of Volmarijn, Nicolson calling it Volmarijn with a question mark. [5] Here, though, Slatkes has been proved right.
The painting was later cleaned, and this revealed Van der Vliet's signature and the date 1626.[6]
In 1980 a strange picture emerged in a Phillips sale in London, again as by Volmarijn. It shows a Man Holding a Bag of Bones (fig. 5). Slatkes at
first sought the artist in the environment of Bigot. [7] However, in 1984 this unusual memento mori reappeared in a London sale, this time at
Sotheby's, and in a completely different condition. [8] Only now could the true nature of the work be fully recognized (fig. 6). Cleaning not only
revealed the delicate lighting of Van der Vliet, which emphasizes both head and hands, but it also brought to light traces of the signature and the
date 1629.
Yet the hitherto most spectacular find with regard to Van der Vliet is a large allegorical painting, fully signed and dated 1627, now in a private
collection in New York (fig. 7). Slatkes has suggested that the man sitting at the table could be a playwright, surrounded by the characters he had
created. [9] Albert Blankert, however, has come up with another, and in my opinion more plausible solution to the enigma of this painting. [10] He
considers it to be a depiction of the Steadfast Philosopher, who keeps to his books, the true source of Wisdom, and is not tempted by earthly Love
(the woman in the middle) or Riches (the man on the right carrying a money-bag and a box containing scales). Between these two characters a
masked man in an oriental turban looks directly at the spectator. He is obviously not a real wise man, but a fake one, and as such an indication of
the true nature of the gifts his companions have to offer. In the upper left corner a grinning young man faces the beholder while holding up a mask.
He represents the folly of youth.

5. Willem van der Vliet, Man Holding a Bag of Bones, signed and dated 1629. Panel, 64 x 50 cm. Sale London (Phillips), 24 June 1980, lot no.
181(before cleaning)
The theme of the Steadfast Philosopher is in itself not unique in Dutch painting of this period. Well-known examples are a painting by Honthorst,
dated 1623, in a private collection (fig. 8),[11] and a Stangerus, recently discussed by Guido Jansen,[12] now with Otto Naumann Ltd. in New York.
However, the way Van der Vliet treated the subject is unparalleled. I agree with Slatkes that there is a distinct theatrical quality in the way in which
Van der Vliet has presented the characters. The philosopher does not shrink back from the woman's attention. On the contrary, very patiently and
slightly amused, he appears to be explaining to her why his books are to be preferred to love or material wealth. A literary source as yet unknown to
us (a Rhetorician's play, perhaps ?) might well lie at the root of this unusual depiction of the theme.
In the spring of 1974 a painting of Two Young Girls was exhibited by Brian Koetser in London as a work of Paulus Moreelse (fig. 9).[13]

6. Same picture as fig. 5, after cleaning. Sale London (Sotheby), 4April1984, lot no. 135, now London, private collection

7. Willem van der Viet, The Steadfast Philosopher, signed and dated 1627. Canvas, 112 x 149 cm. New York, private collection

8. Gerard van Honthorst, The Stead fast Philosopher, signed and dated 1623. Canvas, 151.5x207.5cm. Private collection; on loan to the
Centraal Museum, Utrecht

9. Here attributed to Willem van der Vliet, Two Young Girls. Panel, 36.8 x 39.3 cm. London, Brian Koetser Galery, 1974

10. Here attributed to Willem van der Vliet, A Teacher Instructing his Pupils. Panel, 60 x 85 cm. Formerly London, collection Dr W. Katz
In my opinion this painting, which unfortunately seems to have been considerably reduced in size, can be attributed to Willem van der Vliet. There
are distinct similarities between the girl seen in profile and the woman in the Steadfast Philosopher, albeit that the former is more elegant.
Moreover, the pattern of the young girl's scarf is exactly the same as that of the cloth tied around the waist of the woman in the Steadfast
Philosopher. The girl on the right seems to have undergone some changes. The fashionable little knots she wears in her hair (like the one on top of
her companion's head, for that matter) are most probably later additions. The pattern of her scarf is to be found in the Steadfast Philosopher as
well: in the turban of the fake wise man. As in Van der Vliet's other works, the background of this painting is indeterminate and plain.

Jacques de Gheyn II, A Teacher and Two Pupils, signed and dated 1620. Panel, 59x70 cm. Formerly Paris, collection A. Schlosz

Jacques de Gheyn II, A Master Teaching a Pupil, signed and dated 1620. Paper on panel, 57.5x 68.8 cm. Manchester City ArtGallery, inv. no.
1949. 224
Philosophers and teachers seem to have been among Van der Vliet's favorite subjects, as becomes apparent in a painting which I would also like
to add to his oeuvre. [14] It shows yet another Teacher Instructing his Pupils (fig. 10). At the Netherlands Institute for Art History (RKD) in The Hague
this painting was filed under Cornells Holstein, on the suggestion of Frits Lugt. However, when we compare the head and the expressive hands of
the teacher with those of the steadfast philosopher, the resemblances are manifest. Such expressive hands and very similar strongly lit smooth
faces are also to be found in the painting at Brodie Castle, mentioned above. The panel used to be in the collection of Dr W. Katz in London, as by
Jacques de Gheyn. Van Regteren Altena included it in his book on the De Gheyn family in the catalogue of paintings by Jacques de Gheyn III. [15]
Although the attribution is incorrect, there is a connection between this composition and two paintings by Jacques de Gheyn II, both dated 1620
(figs. 11 and 12). The one used to be in the Schlosz collection in Paris, the other is in the Manchester City Art Gallery. In these, as in the panel under
discussion, a teacher is shown in the course of his duties. The connection, however, is most apparent in the use of a Greek text in the upper right
corner. Unfortunately the text on the Manchester picture seems to have been restored by someone to whom it was indeed Greek, with the result that
it is now neither Greek nor anything else. The original text was, and in the other paintings still is, a quotation from Menander's oneverse proverbs,
the so-called Menandri Monostycha. To be exact, it is no. 16 of the Monostycha ex Aldo, and reads "The trophy of virtue is good education," freely
translated: "The aim of good education is virtue. " We can safely assume that Van der Vliet based his composition on De Gheyn's invention.
According to Van Regteren Altena, De Gheyn depicted an actual teacher with his pupils. [16] Van der Vliet however, as in the Steadfast
Philosopher, seems to have used a general type of bearded wise man. Although the three children have more individualized features, they too in
my opinion are not to be regarded as real portraits. The artist probably took children from his neighbourhood as his models. Unfortunately we do
not know whether Van der Vliet had any offspring of his own. If so, he could have used his own children for the presentation of Menander's moral
lesson.

Notes
This article is based on a paper delivered at the symposium "Hendrick ter Brugghen und die Nachfolger Caravaggios in Holland," Braunschweig,
Herzog Anton Ulrich-Museum, March 1987.
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The Levite and his Concubine at the House of the Field Laborer in Gibeah: the
iconography of an Old Testament Theme in Dutch Painting of Rembrandt's Circle.[1]
by Volker Manuth
"The story of the Levite from Ephraim is so horrible and so pitiless that any good- hearted man would quake before it, and only an exceptional spirit
would take it into his head to expand the subject into an epic poem. " With these words, Johann Jakob Bodmer opens the epilogue to his prose
poem Der Levite von Ephraim of 1782.[2] The allusion is to Jean Jacques Rousseau's Le Levite d' Ephraim, published in 1762, and made
accessible to German-speaking readers through Bodmer's own free translation. For this work, Rousseau had chosen an obscure Old Testament
subject from the Bookof Judges which until then had attracted little attention either in literature or the visual arts. An exception, however, is to be
found in a few paintings and drawings by seventeenth-century Dutch history painters. Their depictions of the events described in the nineteenth
chapter of the Book of Judges is the subject of the present essay.
The story is not very well known, so it would be best to begin by retelling it briefly. In the days when Israel had no king, a man from the tribe of the
Levites had taken a concubine from Bethlehem-Judah; but she left her husband and returned to her father's house. The Levite, accompanied by his
servant and two asses, went after her to bring her back. Arriving at the house of the girl's parents, he allowed himself to be persuaded to stay for
several days before embarking on his return journey: ". . . and there were with him two asses saddled, his concubine also was with him" (Judges
19:10). On their way they passed through Jebus (Jerusalem) but the Levite turned down his servant's suggestion that they spend the night there:
"We will not turn aside hither into the city of a stranger, that is not of the children of Israel; we will pass over to Gibeah" (19:12). On arrival there ". . .
he sat him down in a street of the city; for there was no man that took them into his house to lodging" (19:15). Finally an old man, on his way home
from working in the fields, offered the travelers lodging in his house. The inhabitants of Gibeah demanded that the old man hand the Levite over to
them that they might rape him, but the field laborer successfully pleaded for the stranger, offering them instead his virgin daughter and the Levite's
concubine. "But the men would not hearken to him; so the man took [the Levite's] concubine, and brought her forth unto them; and they knew her,
and abused her all night until the morning: and when the day began to spring, they let her go" (19:25). In the morning the Levite found her, defiled, on
the doorstep of the house. "And he said unto her, Up, and let us be going. But none answered. Then the man took her up upon an ass, and the man
rose up, and gat him into his place" (19:28). Back home, the man cut up the body of the woman and sent messengers with the parts into every
corner of the country to alert Israel to this monstrous crime. The united tribes made war against the Benjaminites, who were destroyed almost to a
man.
The Jewish historian Flavius Josephus also tells of the terrible events in Gibeah in his popular Antiquitates Judaicae. His account agrees with the
biblical tradition, except that he mentions only one ass, which the woman rides on the way to Gibeah. [3]

1. Rembrandt, here identified as The Levite Fastening the Body of the Dead Concubine to an Ass, ca. 1648/49. Pen and brown ink with
corrections in white, 197 x 205 mm. Weimar, Staatliche Kunstsammlungen (as: The Good Samaritan with the Wounded Man at the Inn)
At this point the translation of Judges 19:2 in the Protestant editions of the Bible must be examined, for it has some bearing on the interpretation of
the theme. Unlike the text of the Greek and Latin Bible, that of Luther and subsequent translators links the separation of the Levite and his wife with
her moral failings. The Vulgate of Judges (19:2) gives no reason for the woman's return to her father's house,[4] but in Luther's translation the
passage reads as follows: "And as she had whored around she fled from him to her father's house in Bethlehem-Judah. " ("Und da sie hatte neben
ihm gehurt, lief sie von ihm zu ihres Vaters Hause gen Bethlehem-Juda"). Luther, and with him the Dutch Statenvertaling of 1637, thus follows the
Massoretic text of the Hebrew Bible, which also gives the concubine's whoring as the reason for the separation.

In the Staatlichen Kunstsammlungen in Weimar there is a pen drawing by Rembrandt (Benesch 615) from the late 1640s which has hitherto been
unanimously interpreted as a depiction of the good Samaritan with the wounded man at the inn (fig. 1). [5] At first glance, this interpretation seems
perfectly acceptable, for the sheet is formally very close to Rembrandt's 1633 etching of the subject (Bartsch 90), on which he relied for the drawing,
in particular for the figure of the boy holding the reins. However, a more careful examination of the Weimar sheet raises questions as to its
identification with the subject of Luke 10:34. These doubts increase when one considers the traditions of representing this parable from the
sixteenth century onwards.
To begin with, it is unusual in a scene with the good Samaritan at the inn to find a pack animal like this one, which, to judge by its long ears, is an
ass. [6] Admittedly, the biblical text does not mention the exact species of animal, but from the sixteenth century onwards the Samaritan was
increasingly shown with a horse. [7] Rembrandt himself in his 1633 etching (Bartsch 90), and in subsequent versions as well, gives the good
Samaritan a horse: two drawings from the early 1640s (Benesch 518a and 518b) present the subject in this way. Furthermore, for the scenes in
front of the inn, he chose to conflate two moments in the story: while one or more assistants are attending to the wounded man the Samaritan is
paying the publican. Luke 10:35 places the latter event a day later, but the two incidents were often depicted as taking place simultaneously. [8]
According to Luke 10:30, the victim of the robbery was naked when he was found by the Samaritan, for the thieves had stripped him. Clearly,
though, the lifeless figure on the back of the ass in Rembrandt's Weimar drawing is completely clothed except for the feet. Moreover, the very
evident décolletage and the breasts clearly outlined beneath the front-fastened dress identify this figure as a woman. The obvious interpretation,
then, is that this is the Levite preparing for his return home with the dead concubine, as related in Judges 19:28. From the door of his house the
field laborer leans on a staff, watching the Levite fastening the body of his concubine on to the back of the ass with cords before embarking on the
homeward journey with his servant. The presence of the old woman, who is not mentioned in the Bible, may be an invention of Rembrandt's. As far
as I know, there are no other examples of this detail. She could be the laborer's wife, for although she does not figure in either the Bible or Flavius
Josephus, her existence is at least implied by the reference to a daughter.

2. Rombout van Troyen, here identified as The Levite and his Concubine with the Field Laborer in Gibeah, monogrammed, dated 1644. Panel,
28x 42 cm. Paris, Louvre (as: Gehazi and the Shunammite Woman before Elisha)
A monogrammed painting dated 1644, now in the Louvre (fig. 2), by the Amsterdam artist Rombout van Troyen (ca. 1605-1650), shows an earlier
moment in the story. The subject has hitherto been incorrectly identified as a scene from the story of the prophet Elisha and the Shunammite
woman, recounted in the Second Book of Kings. The Louvre catalogue of 1979 refers to the episode from 2 Kings 4:31, where Elisha's servant
Gehazi, after vainly trying to waken the son of the Shunammite woman, returns with her to the prophet. [9] It is quite clear, though, that Van Troyen's
painting has nothing to do with this episode. According to 2 Kings 4:22 and 24, when the Shunammite woman went to seek the prophet's help, she
took only one she-ass on which to ride, and was led by only one servant. She is invariably depicted with just one animal, whether she is departing or
arriving. [10] The old man wearing long trousers in the Paris painting, who is resting his hay fork on his shoulder and is pointing behind him, can
only be interpreted as the field laborer, not as the prophet Elisha. Van Troyen has moved the scene of the meeting to a spot outside the town. The
laborer is pointing with his outstretched arm towards nearby Gibeah and thus to the illusory safety of his house as a shelter for the three travelers:
the Levite (the figure with his back to the viewer talking to the laborer), his servant and his concubine. The motif of the woman riding on one of two
asses shows that Van Troyen was combining the biblical story with the account by Flavius Josephus.
The scenes identified here add to our knowledge of the iconography of an obscure Old Testament subject. In Baroque painting it turns out to be a
marked speciality of Amsterdam artists of the seventeenth century. Rembrandt's treatment of the events recounted in Judges 19 was previously
only known through three pen drawings (Benesch 554, 614 and 997), all generally accepted as autograph. [11] No painted version of the subject by
Rembrandt has survived, nor is there documentary evidence of such a work.

3. Rembrandt, The Levite and his Concubine with the Field Laborer in Gibeah (?), ca. 1644 (with later additions). Pen and brown ink and wash,
180 x 246 mm. London, British Museum

4. Rembrandt, The Levite and his Concubine with the Field Laborer in Gibeah, ca. 1648/49. Pen and brown ink, 169 x 252 mm. Frankfurt,
Städelsches Kunstinstitut
The customary identification of the pen drawing in the British Museum (fig. 3; Benesch 554, there dated 1644) as a depiction of Judges 19:16-20
is, however, doubtful. True that it contains several elements common to the scene: the two men arguing, one of whom is recognizable as a field
laborer by the scythe over his shoulder, his basket and his long trousers, the young woman sitting on the heap of baggage, and the servant tending
to one of the two pack animals in the background. However, the infant on the left, beside the seated man does not belong in the story. Its presence
contradicts the Bible text, nor was it part of the iconographic tradition, although this admittedly was not a rich one. It was because of this detail that
the scene was for a long time identified as the Rest on the Flight into Egypt. [12]
A similar case is presented by the sheet in the Städelsches Kunstinstitut in Frankfurt (Benesch 614), probably from the end of the 1640s, which has
a related composition with only a few variations in detail (fig. 4). It is difficult to identify the object which the seated woman is holding in her arms.
Hofstede de Groot's suggestion that this is the Virgin holding the Christ Child is reasonable, but once again this would lead to the identification of
the scene as the Rest on the Flight into Egypt, [13] despite several elements that recall Judges 19:16-20: the two asses, the servant and the field
laborer. The presence in the London drawing of the infant, which is not mentioned in the biblical text - and comparison with other depictions by
Rembrandt of the journey of the Holy Family into and out of Egypt, make it difficult to propose an unequivocal interpretation of Benesch 554. Only
Matthew tells of the flight of Joseph and his family from Bethlehem to Egypt to escape Herod's henchmen, and of their return after the king's death
(Matthew 2:14- 15, 21-23). According to this source, Joseph, Mary and the child embarked on their journey unaccompanied. Not even the
apocryphal Gospels about Christ's childhood offer any passage that would justify the scene shown here. Nor are the contradictory elements in
Rembrandt's London drawing clarified by the elaboration of the Flight of the Holy Family, known as the "Story of the Cornfield. "[14] Equally, this
cannot be a depiction of Joseph and Mary's search for shelter in Bethlehem, implied in Luke 2:7 for Mary only gave birth after the search had been
abandoned. So there is no textual basis for identifying Rembrandt's drawing (fig. 3) as a journey of the Holy Family, and the significant details seem
to refer to the story in Judges: the two pack animals and the conversing field laborer.

Rembrandt, The Levite Discovers the Body of the Dead Concubine, ca. 1655/56. Pen and brown ink with wash, 174x 124 mm. Berlin, Staatliche
Museen Preussischer Kulturbesitz, Kupferstichkabinett

Willem Bartsius, The Discovery ofthe Dead Concubine, signed and dated 1638. Canvas, 97x 110 cm. Leningrad, Hermitage
A pen and wash drawing by Rembrandt from the mid-1650s (Benesch 997), now in the Printroom at BerlinDahlem, shows a later stage of the
events described in Judges (fig. 5). The woman who has been defiled by the Benjaminites and who has used her last ounce of strength to drag
herself to the laborer's door, lies on the steps of the house. We see the tragic moment where the Levite asks the concubine to get ready to continue
their journey, only to realize she is dead (Judges 19:28). Plaintively he wrings his hands, as his words remain unanswered.
Apart from this drawing, there is only one other known depiction of this moment in Dutch seventeenth-century art - a picture of 1638 by Willem
Bartsius (fig. 6). Originally in a Viennese private collection, it was sold at auction in 1899 as a biblical scene by Jan Victors, [15] and was acquired
by the Hermitage in 1915 from the Semenov-Tianskansky Collection in St Petersburg. [16] Beside the dead woman and the horrified Levite
shrinking back with arms raised, Bartsius shows the field laborer on the doorstep of his house. In its composition and in its rendering of this
particular moment of the story, the painting reveals more differences than similarities to Rembrandt's drawing in Berlin. Nevertheless, it seems
reasonable to assume, in view of the extreme rarity of this scene in Baroque painting, that Rembrandt knew Bartsius's painting, which also
originated in Amsterdam. It is also possible that Rembrandt found inspiration in sixteenth and seventeenth-century Bible illustrations, although even
they very rarely depict the theme. One of the few examples is a woodcut froma volume containing both the Old and New Testaments published in

1530 in Strasbourg by Wolf Köpfl (fig. 7).[17] An unassuming, re-used woodcut froman Italian Bible translated by Niccolo Malermi shows the Levite
and his servant on their way home (fig. 8).[18] Across one of the two asses is the lifeless body of the defiled woman.

7. Heinrich Vogtherr the Elder (?), The Discovery of the Dead Concubine, wood cut from Die gantz Bibel Alt und Neüw Testament. .. ,
Strasbourg (WolfKöpfl)1530

8. Anonymous, The Body of the Dead Concubine is Taken Home, woodcut from Biblia Vulgare Historiata, Venice (for Lucantonio Giunta)1494,
p. 75
In depicting so many different moments from the story, Rembrandt outdid both his pupils, Jan Victors and Gerbrand van den Eeckhout. Between
1644 and roughly 1658 they dealt with it in no fewer than five pictures, some of them on a large scale, but limited themselves to the moment when
the laborer meets the travelers resting in Gibeah.
In a painting dated 1644 (fig. 9), Jan Victors proves to be a narrator who sticks very closely to the text. [19] The Levite and his concubine are sitting
in a square bordered by houses of a northern aspect. Behind them the servant is tending to the ass. Unlike Rembrandt, Victors shows the Levite
sitting as described in Judges 19:15. It has previously escaped notice that the upper part of Victors' half-timbered house in the left background is
directly borrowed fromAlbrecht DOrer's engraving of the Nativity of 1504 (Bartsch 2). The arrangement of the facade of the house, the thatched
roof, the open window and the tiles starting to fall off are all literally taken from DOrer's engraving. [20] The seemingly subsidiary scene in front of
the door of the house will be examined later. The woman looking on from the window at the right may be seen as presaging the events about to
take place - she may very well be the laborer's daughter. Victors also used this motif in his picture of 1649-1650 of the same subject, now in the
National Gallery of Ireland in Dublin. [21]

9. Jan Victors, The Levite and his Concubine with the Field Laborer in Gibeah, signed and dated 1644. Canvas, 104 x 136 cm. Present
whereabouts unknown
Gerbrand van den Eeckhout painted his first version of the subject in 1645 (fig. 10); a preparatory drawing is now in Copenhagen. [22] Eeckhout
follows Victors' arrangement of the figures. His sumptuously dressed protagonists are set against the impressive backdrop of a town on a river,
with temple-like buildings beyond. The front of the house recalls that in Rembrandt's etching of The Dismissal of Hagar of 1637 (Bartsch 30).
Eeckhout's second version of 1658,[23] now in the Pushkin Museum in Moscow, is nearly square in format, with a composition accordingly
compressed, but it introduces no real innovations compared to the works mentioned above. A third picture by Eeckhout, now in a private collection
in New York and probably also datable to the end of the 1650s,[24] is reminiscent of Lastman. It combines and varies motifs from Eeckhout's
earlier versions of the subject and from those of his erstwhile fellow-pupil Victors. The two versions of the subject by Jan van Noordt (ca. 16201676), in a private collection in Belgium and in the SzépmOvészeti Muzeum in Budapest, must have been painted with either or both Eeckhout's
and Victors' paintings in mind. [25]
Finally, mention should be made of a painting by Daniel Jansz. Thievaert (ca. 1613-1657), previously a virtually unknown Amsterdam artist (fig. 11).
In this large-scale presentation of the scene, the artist unexpectedly surpasses his previously known oeuvre. [26] He too harks back to the figural
scheme so widely used in the Rembrandt circle. The Levite and his companions meet the field laborer in a wide landscape setting filled with a
gentle evening light that recalls Italianate scenery. The impressive patriarchal appearance of the old man captures the attention of the travelers, who
are dressed remarkably plainly. Thievaert's familiarity with the works of the Haarlem painters father and son De Bray, and the Utrecht followers of
Caravaggio is evident in the finely harmonized, richly modulated brown basic color of the painting, together with strong local colors, powerful flesh
tones, and a certain interest in Caravaggesque lighting effects.
Rembrandt's pupils all adopted more or less the same figural scheme for the depiction of the episode, one that differs from the grouping of the
protagonists in their teacher's sketches. The doubtful London sketch (Benesch 554) was drawn, at the earliest, at the same time as Victors' first
version of 1644. This leads one to suspect that the origin of the subject should be sought in the circle of Pieter Lastman. [27] This becomes even
more likely when we study the way it was treated by Rembrandt's pupils of the 1630s,[28] Eeckhout and Victors, who in their biblical history
paintings often reveal the influence of the Amsterdam pre-Rembrandtists around Lastman.
From the modern point of view it is difficult to understand the seventeenth-century interest in such a brutal and pitiless story. In searching for a
possible explanation of this interest, it is worth taking a brief look at the history of the scene's reception. The story from Judges plays only a very
small role in the typological imagery of the late middle ages. An exception is the 50- page Biblia Pauperum, now in the Bibliothèque Nationale in
Paris, which contains a depiction of the Levite with his father-in-law (Judges 19:4-9), as a prototype for the Visitation. [29] In the pre-Reformation
period the story also found a place in a popular collection of texts of moralizing exempla. In the years 1371-1372 the French nobleman Geoffroy de
la Tour-Landry compiled the so-called Livre du Chevalier de la Tour for the moral instruction of his daughter. In the German-speaking world the work
became one of the most widely read books of the late middle ages through its translation by Marquart vom Stein. The young Dürer provided a large
part of the woodcuts for the Basel first edition of 1493 of the Ritter vom Turn. In addition to famous examples of the virtuous or depraved way of life
of Old Testament heroes such as Samson, Delilah, Bathsheba, Esther, Susanna and Daniel, it also contains a free paraphrase of the text of
Judges. [30] The naive moral which the author seeks to convey to his daughter by way of this story sees the pitiable concubine as contributing to
her own ghastly end, for if she had not left her husband she would have escaped her fate

Gerbrand van den Eeckhout, The Levite and his Concubine with the Field Laborer in Gibeah, signed and dated 1645. Canvas,135x 168.5 cm.
Berlin, Staatliche Museen, Gemäldegalerie

Daniel Jansz. Thievaert, The Levite and his Concubine with the Field Laborer in Gibeah, signed. Canvas, 162 x 188 cm. Now on loan to the
Metropolitan Museum, New York
The writings of the Protestant authorities offer few clues as to their interpretation of the theme. In a text of 1524, An die Ratherren aller Städte
deutschen Landes, dass sie christliche Schulen aufrichten und erhalten sollen, Luther presents the fate of Gibeah to his audience as a deterrent,
along with Sodom and Gomorrah, for all three cities betrayed God's laws. [31] Similarly, Calvin, in his commentary on Hosea in his Praelectiones in
Duodecim Prophetas Minores, stresses the heinous crime of which the inhabitants of Gibeah had been guilty. [32]
Both church reformers, then, place the prime emphasis on the guilt and ensuing punishment of the godless Benjaminites and the just fate of the city.
This shifts the focus of attention from the individual fate of the Levite and his concubine as the victims of the crime. Luther's translation of Judges
19:2 became largely responsible for a view that established a causal link between the concubine's whoring and her defilement. In the Dutch gloss of
the Statenbijbel the clear disapproval of the woman's behavior by contemporary Protestant theology is also spelt out. At Judges 19:2 it says, with a
censuring undertone: "contrary to the fidelity in marriage that she had promised him, she committed adultery" ("tegen de trouwe des houwelicks die
sy hem belooft hadde bedreef sy overspel"). Since, in the final analysis, adultery was an even greater sin than whoredom, this reproach can only
have increased the guilt of the concubine in the eyes of the faithful. [33] With a reference to Hebrews 13:4, "Marriage is honourable in all, and the
bed undefilted: but whoremongers and adulterers God will judge," the castum cubile was seen as the essential condition of the virtuous marriage,
for God's law had forbidden adultery. [34] Analogous to this, the Protestant exegetes of the Bible saw in the gruesome fate of the concubine the just
punishment for her sinful conduct. Thus the Utrecht theologian Francescus Burmanus (1628-1679) concluded in his exegesis of the Bookof Judges:
". . . and she having sinned with whoring and adultery, God did punish her right unto death."[35]

All of these views seem to demand the interpretatio in malo of the depictions of Judges 19, so it is all the more surprising that, of all elementsin the
story, the Rembrandt circle should prefer the peaceful meeting of the travelers with the field laborer in Gibeah to the shocking and brutal fate of the
woman.
Albert Blankert took the term staetveranderinge (Dutch translation of the Greek peripeteia) from literary theory and introduced it into art history,
proposing that depictions of the meeting in Gibeah be interpreted as examples of this device. [36] However, the relatively undramatic scene where
the old man offers shelter to the Levite and his companions appears insufficiently characterized by staetveranderinge, as this implies the sudden
transformation of a specific mood into its opposite. Unlike most of the other examples cited by Blankert, which are certainly appropriate, the
presentation of the figures in the depictions of The Levite and his Concubine meet the Field Laborer hardly makes it clear to the observer that there
is a change of mood involved. [37]
The choice of this particular moment from the story transforms the laborer into a central figure. In the middle of a town where the inhabitants turn in a
terrible fashion against God's laws - sinning against their obligation to be hospitable to strangers, abducting, raping and killing - the field laborer
leads a life that is modest and pleasing to God. Like Abraham and Lot, he takes in strangers. His generous readiness to help the Levite and his
traveling companions - to whom he offers shelter and food - must have made him a moral exemplar of a man acting according to God's laws. On
behalf of the stranger he carries out an act of charity which, according to Matthew 25:35, will be rewarded at the day of judgment. At this point we
may again return to the subsidiary scene in Victors' painting of 1644 (fig. 9): a poorly-clad, one-legged man stands in front of a house; in the
doorway is a woman holding a jug. The owner of the house appears to be turning the cripple away. Are these unusual details merely genre-like
decoration, without any connection to the main scene? Iconographically this scene belongs to depictions of the Works of Mercy in which pilgrims,
beggars, vagrants and cripples are shown at the side of the donors. Victors must have deliberately included the subsidiary scene as a negative
counterpart to the humane behavior of the field laborer. For while in the background the beggar is kept at a distance by the heartless inhabitants of
Gibeah, the laborer fulfils his pious duty and offers the stranger shelter in his house. He thereby embodies the Christian ideal of love of one's
neighbor, which is thus both shown to and required of the spectator. It is in this spirit that the scene must also have been understood by
Rembrandt's contemporaries.
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Translated from the German by Elizabeth Clegg
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The grisly scene where the Levite, on his return, cuts up the body of the woman is also included (Judges 19:29). It is illustrated in P. Schmidt, Die
Illustration der Lutherbibel, Basel 19772, p. 171, fig. 115. Another example of the finding of the body is seen in a 1657 reprint, edited in Antwerp, of
the so-called Moerentorf Bible (Biblia Sacra. Dat is de geheele Heylighe Schrifture... , Antwerp (Pieter Jacobsz. Paets) 1657). Christoffel van
Sichem (1582-1658) provided the illustrations, in part closely following works by Dürer, M. van Heemskerck and Goltzius.
18. Biblia Vulgare Historiata, Venice (Johannes Rubens for Lucantonio Giunta)1494, p. 75.
19. Present whereabouts unknown. Canvas, 104 x 136 cm, signed and dated 1644; see Eric Zafran, "Jan Victors and the Bible," Israel Museum
News 12 (1977), p. 105, fig. 18; and Debra Miller, Jan Victors (1619-1676), unpublished dissertation, University of Delaware, Newark 1985, cat.
no. 66.
20. A further as yet unnoticed borrowing from Dürer's prints is to be seen in Victors' painting The Prophet Elias and the Widow of Zarpath (on the
London art market in 1981; canvas, 102/?/8 x 111 cm; illustrated in The Burlington Magazine, 123, November 1981, fig. XXX). The group of
buildings around the town moat in the left background exactly repeats the left half of Dürer's townscape in the 1519 engraving of St Anthony
(Bartsch 58). Sumowski, op. cit. (note 12), vol. 1, p. 22, note 28, refers to evidence for Victors' borrowing from Dürer's prints, which will be
addressed in the fourth volume of his series yet to be published.
21. Inv. no. 879, canvas, 104 x 137 cm, see Miller, op. cit. (note 19), cat. no. 65; illustrated in exhib. cat. Rembrandt. The impact of a Genius,
Amsterdam (K. and V. Waterman) 1983, p. 221. The door with round arches and framed by pilasters is clearly taken from Rembrandt's 1633
etching of the Good Samaritan at the Inn (Bartsch 90).
22. Staatliche Museen, Berlin, Gemäldegalerie (inv. no. 1771); canvas, 135 x 168/?/5 cm, signed and dated 1645. The preparatory study for this
painting is in Copenhagen, Kobberstiksamling, illustrated in Sumowski, op. cit. (note 8), vol. 3, p. 1333.
23. Inv. no. 1676, canvas, 225 x 252 cm, illustrated in Sumowski, op. cit. (note 12), vol. 2, p. 789.
24. Emile E. Wolf Collection; see ibid. , 2, no. 425 (with ill. ), dated to the late 1650s.
25. W. Sumowski, "Paintings by Jan van Noordt," Hoogsteder-Naumann Mercury 3 (1986), p. 24, figs. 3 and 4, pp. 25ff, has referred to the close
connection between Van Noordt and Eeckhout.
26. Now on loan to the Metropolitan Museum, New York. See cat. Dutch and Flemish Old Master Paintings, London (Johnny Van Haeften) 1984,
no. 32, with ill. (in the text tentatively interpreted as a depiction of Judges 19:15-20). Very little is known of Thievaert. The few ascertained paintings
(photos in the RKD, The Hague) reveal a heterogeneous oeuvre. Most prevalent are biblical and mythological scenes featuring small figures set in
a vast landscape.
27. W. Stechow, "Some Observations on Rembrandt and Lastman," Oud Holland 84 (1969), p. 151, already assumed that Eeckhout's New York
painting and the one by Victors of 1644 may have been inspired by a now lost version by Lastman (see note 24).
28. Among Rembrandt's later pupils, Lambert Doomer also treats this subject. His drawing now in the Albertina in Vienna reveals knowledge of the
Rembrandt sheet in Frankfurt (Benesch 614), as can be seen in the figures of the field laborer and the Levite; on this point see Sumowski, op. cit.
(note 8), vol. 2, 460x, (with ill. ), with bibliography.
29. See W. Molsdorf, Christliche Symbolik der Mittelalterlichen Kunst, Hiersemanns Handbücher, vol. 10, Leipzig 19262, p. 958.
30. Der Ritter vom Turn/ von den Exempeln der/ gotsforcht und erberkeit... , Basel (Michael Furter) 1493, p. 39.
31. See Weimar edition 15, p. 34 "... , damit zuletzt eyn gantze stad verderbe, wie es denn zu Sodom und Gomorra und Gaba und ettlichen mehr
stedten ergangen ist" ("So that in the end a whole city is destroyed, as it happened with Sodom and Gomorrah and Gibeah and several others").
32. See Opera omnia 14, Corpus Reformatorum 42, col. 396: "Nam illic effraenis licentia omnium scelerum grassata est: et prodigiosae etiam
libidines illic regnarunt, ut nullum esset discrimen boni et mali, nullus esset pudor."
33. See L. F. Groenendijk, De nadere reformatie van het gezin, Dordrecht 1984, pp. 85f.
34. See Calvin's exegesis of the Seventh Commandment in his Institutio Christianae Religionis, II, 8, 41. For examples of a didactic nature in
prints, see Ilja M. Veldman, "Lessen voor vrouwen. Thema's uit de oudheid in de 16de en 17de eeuwse propaganda voor de christelijke
huwelijksmoraal," Kunstlicht 15 (1985), pp. 2-9; and "Lessons for Ladies: a Selection of Sixteenth and Seventeenth- century Dutch Prints," Simiolus
16 (1986), pp. 113-128.
35. ". . . ende haar in hoererie ende overspel misgrepen hebbende/ daar mede gestraft word van God tot der dood toe." Cited from De Rigteren
Israels, ofte uitlegginge ende betragtinge van de Boeken Josua, der Rigteren ende Ruth door Franciscus Burmannus, Utrecht (Cornelis Jacobsz.
Noenaart) 1675, p. 324.
36. See Albert Blankert, Ferdinand Bol (1616-1680) - Rembrandt's Pupil, Doornspijk 1982, pp. 34ff, esp. p. 36.
37. Blankert, op. cit. (note 36), p. 35 (note 15). In the 1983 Amsterdam exhibition catalogue (note 21), p. 220, cf. cat. no. 64, G. Jansen drew
attention to the "fairly reconciled pose, unmoved by great emotion" of the figures in scenes illustrating Judges 19:15-20 and accordingly questioned
Blankert's use of the concept of staetveranderinge with reference to this subject. It is precisely the dramatic moments of the story which would have
enabled the painter to present a sudden change of mood - for example the moment of discovery of the dead woman - that are ignored in favor of
the subject of the peaceful meeting of the field laborer with the travelers.

Gabriel Bucelinus and "The Names of the Most Distinguished European Painters"
by Robert Schillemans
The South German scholar Gabriel Bucelinus (1599-1681) crossed my path while I was researching the Amsterdam history painter Nicolaes
Roosendael (ca. 1635-1686). [1] It was Bucelinus for whom Roosendael and Samuel van Hoogstraeten (1626-1678) painted The Vision of St.
Benedict (fig. 1). [2] Further research revealed that Bucelinus collected paintings, [3] that he was personally acquainted with a number of artists,
and that his writings include some interesting information on art and artists. [4] In the course of my work I came across an unpublished manuscript
by Bucelinus, entitled Pictorum Europae Praecipuorum Nomina, or The Names of the Most Distinguished European Painters; [5] before turning to
this text, it might be helpful first to say a few words about the author himself.

1. Samuel van Hoogstraeten and Nicolaes Roosendael, The Vision of St Benedict. Canvas, lifesize figures. Inscribed right below: "Pinxit
Samuel ab Hochstraden et Nicolaus Rosendael, Belgae"; left below: "Donor illustriss. Cornells de Staremberg SupremiAula Caesarix
Marschassi". Weingarten, Cathedral
Gabriel Bucelinus was the most important scholar in the monastery of Weingarten in Baden-Württemberg in his day. [6] Born in 1599 in
Diessenhofen, a village to the west of the Bodensee in what is now Switzerland, he was educated by the Benedictines first in his native village, later
at a monastic school in Weingarten and finally, from 1617, at the University of Dillingen on the Danube in Bavaria. His training followed the usual
course of those expected to assume a position of responsibility within the order, but he also pursued his interest in drawing, architecture,
cartography and genealogy and was later stimulated by the opportunities his superiors gave him to apply his knowledge.
Bucelinus traveled a great deal, first as the secretary of his abbot in Weingarten, and later independently. He visited Venice, Alsace and, on several
occasions, Vienna. [7] In the course of his travels the learned monk designed ecclesiastical architecture, sketched monasteries, became
acquainted with artists, and conducted research for his many writings, which attracted wide attention, also in the Dutch Republic. [8]
Though most of his publications deal with religious subjects, his genealogical research was also important. It was his skill in genealogy, in fact, that
enabled him to assemble his art collection, for whenever a wealthy family commissioned him to research their ancestry, his favorite formof
remuneration was works of art, especially paintings. Several examples of such fees are well documented, including the same Vision of St Benedict
by Van Hoogstraeten and Roosendael mentioned earlier. Since this picture has never been discussed in the literature on either Dutch master, and
since it effectively illustrates Bucelinus's activities as a collector, we will include it here.
In 1653, Bucelinus met Van Hoogstraeten in Regensburg. The following year, as payment for genealogical research which Bucelinus had
conducted for Count Wilhelm Heinrich von Staremberg, Bucelinus commissioned the painting from Van Hoogstraeten. While in Vienna in 1655,
Bucelinus approved the work before it was transferred to Feldkirch, where he was living at the time. [9]
The painting (fig. 1) depicts the virtually lifesize Benedict with his staff and Rule (the book), attended by two angels. The angel on the heraldic right
supports the book, while the one on the left holds a round plate on which Europe, Africa and Asia are represented. In the left background are two
figures and a building – presumably Maurus and Placidus, the two foremost disciples of Benedict, and Monte Cassino, the monastery founded by
the saint. We also see a richly decorated crown and scepter in the foreground. [10]
The Vision of St Benedict is the two artists' rendering of a vision which the saint experienced of the earth engulfed in a shaft of light. [11] The
traditional iconography almost always framed this vision with a circle, within which attempts were occasionally made to depict God's entire

creation. [12] More often, though, artists chose to represent the vision symbolically, using a 'T' within a circle, symbolizing the three continents. In the
Weingarten painting this tradition assumed a more realistic form, inasmuch as it reproduces the earth in the form of a globe, and depicts the vision
not as an historical event but as an attribute.
The painting was moved to Weingarten not long after the monk's death, along with the rest of his collection, and hung in the Baroque church
constructed not long before. The Vision still hangs there today, whereas many of the other works that once belonged to Bucelinus have vanished
from Weingarten without trace. Yet a fairly precise idea of the size and nature of the collection can be obtained from the inventory of 67 paintings
and four sculptures which Bucelinus himself drew up in or after 1667. [13]
Not surprisingly, the general character of the collection is religious: no fewer than 56 paintings and four sculptures fall into this category. In ten cases
the subject is not specified, whereas number 57 consists of four landscapes. Almost half of the religious works represent saints, Benedict being the
favorite, who appears four times. The Passion and the Virgin are also well represented, but there is not one scene from the Old Testament.
The artists responsible for the paintings are not nearly as homogeneous as the works themselves. Central Europeans form the largest group:
approximately five sixteenth-century and twenty seventeenth-century works were either painted or copied by artists who hailed from what are now
Germany, Switzerland, Austria and Czechoslovakia. In this group we find attributions to and copies after Dürer, Holbein and Cranach.
Netherlandish painters are mentioned sixteen times, and except for Van Hoogstraeten and Roosendael they are all from the south. Gaspar de
Momper is mentioned four times, the rest are attributions to and copies after Rubens, Van Dyck and De Crayer. There are fifteen works by Italian
masters, the majority by the Genoese Giulio Benso and his pupils. Benso, being both a painter and an architect, was a good friend of our monk.
But more famous Italians are also represented, including six attributions to or copies after Caravaggio, Lanfranco, Titian and Reni. The ten
remaining numbers are anonymous. Altogether, then, 33 different painters figure in the inventory of Bucelinus's collection.
This inventory was published in 1909, but it seems the Pictorum Europae Praecipuorum Nomina never has been. [14] The latter was compiled
around 1664,[15] and includes the names of 166 painters. Twenty of the painters in the inventory are also mentioned in the Nomina. In 1664
Bucelinus was already 65 years old, and had been trying for some time to consolidate his scattered notes in calendar form, in a work entitled
Ephemesis. [16] Among the journal entries, letters, architectural projects and so forth, we find the list of painters that concerns us here. This list of
166 names gives some idea of which European artists were of interest (or at least known) to a South German art lover in 1664. It numbers
approximately 60 Netherlandish, 50 Italian, 30 Central European, two French and one Spanish painter. The remaining names, some twenty
altogether, are more difficult, if not impossible to identify, possibly because their reputations never extended beyond their native localities. Yet in
light of these statistics, we can safely conclude that the scholarly monk's taste was international, whatever his interest in regional artists may have
been.
If we compare the names on our list with the artists mentioned by Vasari in 1568,[17] it appears that roughly 40 names are included in both. Of
these, there are 24 Italian, fourteen Netherlandish and two German artists. On the other hand, 55 of the names listed by Bucelinus also figure in Van
Mander's SchilderBoeck, published in 1604;[18] about 40 of these are Netherlandish, nine Italian and seven Central European artists. In other
words, Bucelinus corresponds with Vasari and Van Mander twenty-seven and thirty-eight percent of the time respectively. [19]

2. Manuscriptby Gabriel Bucelinus, Pictorum Europae Praecipuorum Nomina. Stuttgart, INürttembergische Landesbibliothek, no. HB V15a, fol.
494r

Although Bucelinus could in theory have borrowed from both these authors, it seems more likely, if only because of his widely divergent and
idiosyncratic spelling, that he got his information from oral sources. After all, just under half of the identified painters-between 20 and 30–only began
to paint after the publication of the biographies by Vasari and Van Mander, and of that number approximately sixteen were still alive in 1664. Van
Hoogstraeten (127), Benso (130), Canlassi (140), Von Sandrart (143), Schönfeld (149), Stohrer (150), Pock (156) and Onghers (166) knew or
were friends of Bucelinus, and it therefore seems likely that they provided the monk with many of the names on his list.

3. Same manuscript as fig. 2, fol. 494v
A few more general observations on the Pictorum Europae Praecipuorum Nomina can be made. There seems to be no particular logic in the order
in which Bucelinus arranged the names. Yet the following organizational criteria seem to have been applied, albeit rather haphazardly: after number
124 occur primarily seventeenth-century painters; the unidentified names are concentrated between numbers 44 and 55, and between 81 and 107.
– In several cases Bucelinus put a row of dots after a name, apparently indicating that he did not know the full name. "Giorgon... " (50) is not difficult,
and we can also easily guess who "Paulus Lamazo... " (59) was, but "Erben... " (51) remains a mystery.
–A number of artists are mentioned twice, such as "Arcimiboldus" (36) and "Arciboldus" (78); "Corregio" (18 and 56); "Perinus delvaga" (23) and
"Perin Delfago" (100).
– Bucelinus frequently writes "b" instead of "p," as in "Batanir" (22), "Brocacinus" (151) and "Boussin" (160).
– Here and there a word ends with an abbreviation mark resembling a "g," such as "Lambardg de Ambsterdam" (70) or "Henricg Klärbeck" (153),
which stands for the Latin ending "-us. "
The most remarkable entry in the list is "Rimprant, nostrae aetatis miraculum" (148). Bucelinus was acquainted with Rembrandt's student Van
Hoogstraeten, so it is no surprise to find the master's name. What is surprising is that the monk should call him"the miracle of our age" while he was
still alive. The accolade is striking for two reasons: it is the only reference by Bucelinus to an artist's reputation in this list and, as far as we know,
this is the highest praise Rembrandt ever received from a contemporary. [20]
In my transcription each entry from Bucelinus is preceded by a number added for the reader's convenience, [21] and followed in all not immediately
obvious cases by the standard form of the artist's name and lifespan, drawn from the standard reference works. Boldface type is used to
distinguish what Bucelinus himself wrote from the remainder. Additional information is sometimes provided, especially if the artist is unknown or
relatively so, or if Bucelinus himself owned work by the artist.
If a painting has been reproduced, there is a reference, mostly to Spahr's publication, first cited in note 6. Other details derive from the same
author, or from Stump (note 4).
A question mark is used to indicate those artists whom I have not succeeded in identifying; the names that occasionally follow are guesses.

Notes

Translated from the Dutch by Andrew McCormick

1. This resulted in a graduate thesis entitled "Nicolaes Roosendael, 'katholiek historieschilder'," University of Utrecht, May 1985. In the course of
my work P. Dirkse published "Nicolaes Roosendael (1633/5-1686)," Antiek 9 (1984), pp. 86-98, which discusses much of the same material.
2. See the thesis cited in the previous note, pp. 25-28.
3. On the collection of paintings see P. Lindner, Professbuch der Benediktiner-Abtei Weingarten, Kempten &Munich 1909, pp. 101-104.
4. See T.J. Stump, Mit Stift und Zirkel Gabriel Bucelinus, Sigmaringen 1976.
5. The reader should be aware that I have had to rely on photostat copies and did not have the opportunity to see the original manuscript.
6. More on the monastery in Weingarten in G. Spahr, Die Basilika Weingarten, Sigmaringen 1974. I am grateful to Fr. Gebhard Spahr for his
helpfulness during my visit to Weingarten in July 1984.
7. Bucelinus traveled to Vienna in 1643-45, 1647, 1662, 1668 and 1675, Venice and Padua in 1649-50, and Alsace in 1665. See Stump, op. cit.
(note 4), pp. 64-70.
8. Bucelinus's book Germania Sacra is mentioned in H. van Heussen, Oudheden en gestichten van het bisdom van Deventer, translated from the
Latin and annotated by H.V.R. (H. van Rijn), Leiden (S. Luchtmans, et al.)1725, pp. 617 and 620.
9. For further details on the commission and an illustration of the painting, see Stump, op. cit. (note 4), pp. 64 and 70, and Spahr, op. cit. (note 6),
pp. 113-114 and fig. 79. Neither the painting nor its provenance have received serious attention from art historians. W. Sumowski, Gemälde der
RembrandtSchüler, vol. 2, Landau/Pfalz 1983, only mentions it in a note on p. 1291.
10. The texts on the painting read as follows: lower left: "Donor illustriss. Cornelis de Staremberg Supremi Aula Caesarix Marschassi," and lower
right: "Pinxit Samuel ab Hochstraden et Nicolaus Rosendael."
11. The vision is described in the Dialogues of Pope Gregory I (AD 593). The version I used was edited by O. Bardenhewer, et al., Gregor der
Grosse Dialoge, Munich 1933, p. 100.
12. This can be seen, for example, in The Vision of St Benedict, a drawing by Albrecht Dürer (ca. 1500) in the Kupferstichkabinett, Berlin. For St
Benedict, see A. Pigler, Barock-themen: Eine Auswahl von Verzeichnissen zur Ikonographie der 17. und 18. Jahrhunderts, 2 vols., Budapest 1956,
and J. Hall, Dictionary of Subjects and Symbols in Art, London 1974.
13. See note 3 above. Unfortunately it is all but impossible to determine whether Bucelinus's attributions are sound. As to the dating which Lindner
does not discuss, the collector records the arrival of several paintings in his diaries: see Stump, op. cit. (note 4). The last works mentioned in the
inventory arrived in Feldkirch on 7 and 13 June 1667: ibid., pp. 67 and 74.
14. Stuttgart, Württembergische Landesbibliothek, cod. HB V 15a, fol. 494r-v. I am grateful to the Library for permission to publish the text.
15. U. Sieber, W. Irtenkauf and I. Krekler, Die Handschriften der Württembergischen Landesbibliothek Stuttgart, Wiesbaden 1975, Reihe 2, Band
2.2, pp. 28-29.
16. The complete Ephemesis has been preserved in the Stuttgart library: cod. HB V 15, fols. 308r-536v.
17. G. Vasari, Le vite de' più eccellenti pittori scultori ed architettori, Florence 1568.
18. C. van Mander, Het Schilder-Boeck..., Haarlem 1603-04. Bucelinus knew Van Mander's name: see number 35 in the transcription of the
Nomina below.
19. 40 and 55 of the approximately 145 identified painters respectively.
20. I have found no comparable words of praise dating from Rembrandt's lifetime in either C. Hofstede de Groot, Die Urkunden über Rembrandt
(1575-1721), The Hague 1906, or in W. L. Strauss and M. van der Meulen, The Rembrandt Documents, New York 1979.
21. I would like to thank Mr. S.A.C. Dudok van Heel for help in deciphering some of the names, Carel van Tuyll for identifying a number of the Italian
artists, and Philip Valaton for translating the Latin.

Pictorum Europae Praecipuorum Nomina
1. Bassanus Italus Member of the Da Ponte family of painters from Bassano, presumably Jacopo, ca. 1510/18-1592. See also numbers 46, 53
and 145.
2. Langnu Petur Germanus Pieter Aertsen (Lange Pier), 1508-1575.
3. Leonardus de Vinci 1452-1519.
4. Josephus Arpinas Cavaliere d'Arpino, 1568-1640.
5. Marcus de Backer Active in Prague in the sixteenth century.
6. Joannes ab Aach Johann (Hans) von Aachen, 1552-1615.
7. Campinolia ? Possibly the fruit and flower painter Michelangelo di Campidoglio (1610-1670), or Jacob Campana (same as the Jacob
Kempener active in Cologne in the early seventeenth century?) by whom Bucelinus owned three works (Lindner, p. 102).
8. Martinus Hembskirchen Maarten van Heemskerck, 1498-1574.
9. Martinus de Vos ca. 1531/2-1603.
10. Gaudentius ? Gaudenzio Ferrari, ca. 1470/80-1546.
11. Pordanon Giovanni Antonio Pordenone, ca. 1483/4-1539.
12. Raphael de Urbino 1483-1520.
13. Joannes Bellino Giovanni Bellini, ca. 1430-1516.
14. Flores Frans Floris, ca. 1517-1570.
15. Petrus Prügel Senior Pieter Bruegel the Elder, ca. 1525/30-1569.
16. Civeta Herrie met de Bles, ca. 1510-1550.
17. Titianus ca. 1487/90-1576. Bucelinus's collection included a work attributed to Titian (Lindner, p. 103).
18. Corregio Antonio Correggio, 1494?-1534. See also number 56.
19. Messis Three possibilities are Jan Metsys (Massys), d. 1575, Quinten the Elder, documented between ca. 1464/5 and 1530, and Quinten the
Younger, 1543?-1589. See also numbers 39 and 67.
20. Spranger Bartholomeus Spranger, 1546-1611.

21. Rogier Belga Probably Rogier van der Weyden, 1400-1464.
22. Joachim Batanir Joachim Patenier, ca. 1475/80-1524.
23. Perinus delvaga Perino del Vaga, 1501-1547. See also number 100.
24. GoltziusHendrick Goltzius, 1558-1617.
25. Michael Angelo de Caravagio 1569-1610. Bucelinus owned a copy of The Entombment (Lindner, p. 103, reproduced in Spahr, fig. 76; Stump,
pp. 64 and 75).
26. Jeremias Günther Painter from Prague, documented between 1604 and 1629.
27. Albertus Dürer 1471-1528. Bucelinus owned two works attributed to Dürer (Lindner, p. 102).
28. Lucas de Laida Lucas van Leyden, 1494-1533. See also number 121.
29. Josephus Haintzen Johan Ferdinand Haintzen (or Heinzl), 1621-1671, active in Augsburg (Stump, p. 74).
30. Lucas Kranich. sive Kronach Either Lucas Cranach the Elder (1472-1533) or the Younger (1515-1586); Bucelinus owned a copy of a work by
one of them (Lindner, p. 103; Stump, p. 73; Spahr, p. 124 and fig. 89).
31. Saveri RoelantSavery, 1576-1639.
32. Rupertus Heller Ruprecht Heller, ca. 1529.
33. Henricus de Balen Hendrick van Balen, 1575-1632.
34. Joannes ab Hems ? Jan Davidsz. de Heem, 1606-1683/4.
35. Carolus de Mander Karel van Mander, 1548-1606.
36. Arcimiboldus Giuseppe Arcimboldi, 1527-1593. See also number 78.
37. Michael Schneider ? Michael Snijders, active 1588- 1630, engraver in Antwerp.
38. Cornelus Corneli ab Harlem Cornelis Cornelisz. van Haarlem, 1562-1636.
39. Quinten Messis Quinten Metsys, presumably the Elder, documented ca. 1464/5-1530.
40. David Finckenbon David Vinckboons, 1576-1629/32.
41. Hieronymus Boss Hieronymus Bosch, 1450-1516.
42. Egidius Mustert Gillis Mostaert, d. 1598.
43. Tintoreto Venetus 43 Jacopo Tintoretto, 1518-1594.
44. Cornelius Vicarius ?
45. Orlando Viaco Orlando Fiacco (or Flacco), ca. 1530-after 1591, portrait painter fromVerona.
46. Leander Bassans Leandro Bassano, 1557-1622. See also number 1 and 145.
47. Marcus Bardanon ?
48. Schwartz. Ducis Bavaria Probably Christoph Schwarz (Schwartz), ca. 1545-1592, from Munich, court painter to the Duke of Bavaria.
49. Paulus de Verona Paolo Caliari (Veronese), 1528-1588.
50. Giorgon... Giorgione, ca. 1476/8-1510.
51. Erben... ?
52. Georgius Pensel... Undoubtedly George Pencz (or Pens, Penez, Penz), ca. 1500-1550.
53. Paulus Bassan None of the known Bassano painters was named Paul. See also numbers 1, 46 and 145.
54. Franciscus Badden ? Franciscus Badens, 1571-before 1618.
55. Michael Gundelach ? Matthäus Gundelach, ca. 1566-1653.
56. Corregio Antonio Correggio, 1494?-1534. See also number 18.
57. Sauss Bohl... Either Hans Bol (1534-1593) or Hans Sebald Beham (1500-1550). J. von Sandrart (Joachim von SandrartsAcademie der Bau-,
Bild- und Mahlerey-Künste von 1675, ed. A.R. Peltzer, Munich 1925, p. 233) calls him Hans Sebald Böhm.
58. Octavio Venus... Probably Otto van Veen, 1556-1629. See also number 108.
59. Paulus Lamaze... Giovanni Paolo Lomazzo, 1538-1600.
60. Jost de Mompeer Joos de Momper, 1564-1635, father of Gaspar, number 134.
61. Paradis Pordanon ? Paris Bordone, 1500-1571.
62. Jacobus de Baccer Jacob de Backer (ca. 1560-1590/1), or Jacob Adriaensz. Backer (1608-1651).
63. Julius Romanus Giulio Romano, ca. 1492/9-1546. See also number 162.
64. Falckenburg Probably a member of the Valckenborch family of painters.
65. Eliseeus Also spelled Heliseus, active in Bern between 1512 and 1527.
66. Lucas de Jenua Most probably Luca Cambiaso, 1527-1585, who worked in Genoa.
67. Cornelus Messis Cornelis Metsys, before 1508-1560? See also numbers 19 and 39.
68. Joannes Holbain Hans Holbein, ca. 1497/8-1543. Bucelinus owned a Madonna and Child attributed to Holbein (Lindner, p. 102; Stump, p. 73;
Spahr, p. 15).
69. Joannes de Mabeuse vulgo Mabusan Jan Gossaert (Mabuse), ca. 1478-1533/6.
70. Lambardg de Ambsterdam Lambert Sustris, ca. 1515/20- after 1568, father of Federico, number 155.
71. Abrahamde Blomart Abraham Bloemaert, 1564-1651.
72. Franck Various first names are possible; see also numbers 77 and 95.
73. Campo Cremonio Giulio (ca. 1508?-1573), Antonio (ca. 1520/5-1587), Bernardino (1522-1591) or Vincenzo (ca. 1530/5?-1591) Campi of
Cremona.
74. David Danair ?
75. Grimmel The intended surname is probably Grimm or Grimmer, for each of which various first names are possible.
76. Rottenhammer Augustanus Johann Rottenhammer, 1564- 1623, from Augsburg.
77. Jung Franck Most probably Frans Francken II, 1581-1642. See also numbers 72 and 95.
78. Arciboldus Giuseppe Arcimboldi, 1527-1593. See also number 36.
79. Königsloë Gillis van Coninxloo, 1544-1607.
80. Fridericus Barotius Federico Barocci, ca. 1535-1612.

81. Carolus Murs ? See also numbers 86, 92 and 93.
82. Petrus de Burckt ?
83. Carolus Verhafft ?
84. Udalricus Reger ?
85. Egidius Sattler Probably Egidius (Gilles) Sadeler, 1570- 1629.
86. Antonius Moer Anthonis Mor (Moro), ca. 1519-1575.
87. Martinus Kleff ? Marten van Cleve (Cleef), 1527-1581. See also number 90.
88. Ferdinandus van Eissen 89 ?
89. Franciscus Schneider ? Frans Snyders, 1579-1657.
90. Georgius Kleff Surname presumably Cleve, like number 87.
91. Abraham JamsensAbraham Janssens, ca. 1575-1632.
92. Carolus de Moer ? See also numbers 81, 86 and 93.
93. Franciscus de Moer ? See also numbers 81, 86 and 92.
94. Joannes Baldungk Presumably Hans Baidung Grien, ca. 1480-1545. See also number 112.
95. Ambrosius Franck Ambrosius Franck I (1544-1618) or II (after 1581-1632). See also numbers 72 and 77.
96. Dionysius Calavant Denis Calvaert, ca. 1545-1619.
97. Martinus Boss ?
98. Petrus Schaffenbrug ?
99. Josephus Salviati Giuseppe Porta, called Il Salviati, ca. 1520/5-1575?
100. Perin Delfago Perino del Vaga, 1501-1547. See also number 23.
101. Tobias Ferhafft Tobias Verhaecht, 1561-1631. According to Stump, p. 74, on 3 September 1653 Bucelinus received a work by this painter
as a gift. While this is not mentioned by Lindner, the painting may be among the anonymous works he lists.
102. Georgius Panzeln Perhaps Germain Panthot (1602-1675) or, again, George Pencz. See number 52.
103. Rulandus de Voss ?
104. Wilhelm de Voss Possibly Willem de Vos, active between 1593 and 1629.
105. Isabel Peom?
106. Egidius Congiet Gilles Congnet (Coignet), ca. 1535-1599.
107. Joannes de Mecheln ?
108. Octavius Venio Otto van Veen, 1556-1629. See also number 58.
109. Franciscus Milonese Probably Francesco del Cairo, 1607- 1665.
110. Pouerpus Pieter (1523-1584), Frans I (1545-1581) or Frans II (1569-1622) Pourbus.
111. Franciscus Parmassan Francesco Parmigianino, 1503-1540.
112. Joannes Baldung Probably Hans Baidung Grien, ca. 1480-1545. See also number 94.
113. Lambardus Lambardi Lambert Lombard, 1506-1566.
114. Israel Metra Thieme-Becker mentions a Giovanni Metra, active as medailleur in the early sixteenth century, but the identification with this artist
seems unlikely. Could Gabriel Metsu be intended?
115. Adrianus de Fries Adriaen de Vries, ca. 1560?-1626; according to Van Mander both sculptor and painter, who worked in Prague for
Emperor Rudolph II among others.
116. Jobst Burgi 1552-1632; employed at the Court of Emperor Rudolph II as astronomer and builder of instruments and clocks.
117. Henricus de Klerchen ? Hendrick de Klerck, 1570-1629.
118. Palmen Probably Palma Vecchio (ca. 1480-1528) or Palma Giovane (1544-1628).
119. Balen Gaspard (1615-1641), Hendrik (1575-1632) or Jan van Balen (1611-1654).
120. Jacobus Huffnagel Jacob Hoefnagel, 1575-ca. 1630; worked at the Court of Rudolph II and elsewhere.
121. Lucas de Laia Lucas van Leyden, 1492-1533. See also number 28.
122. Andreas del Sarto 1486-1530.
123. Joannes Massi Thieme-Becker mentions several painters and one architect with the name Giovanni Mazzi (Massi, Mazza).
124. Falck Possibly Jeremias Falck, ca. 1609/10-1677, or Martin Falck, first half of the sixteenth century.
125. Jaspar Van Grayer Gaspar de Crayer, 1584-1669. Bucelinus owned a Madonna with rosary attributed to Crayer (Lindner, p. 103; Stump, p.
74).
126. Antonius Van Dyck 1599-1641. Bucelinus owned two works attributed to Van Dyck (Lindner, p. 102; Stump, pp. 72, 75; for one of them see
Spahr, fig. 77 and pp. 111-113).
127. Samuel ab Hochstraden Samuel van Hoogstraeten, 1627-1678. Bucelinus received a Vision of St Benedict by Van Hoogstraeten and N.
Roosendael in December 1655, which is our fig. 1 (Lindner, p. 102; Stump, pp. 64, 69, 70; Spahr, pp. 113-114 and fig. 79).
128. Petrus Paulus Rubenius 1577-1640.
129. Joan Paulus Reecho Giovanni Paolo Recchi, active 1620- 1640.
130. Giulio Benso 1601-1668; the closest of Bucelinus's artist friends, and by whom he owned five paintings (Lindner, pp. 102-103; Stump, pp. 64,
67, 74-75; Spahr, figs. 75, 81, 82).
131. David Pepinus Most probably Marten Pepyn, 1575-1632, to whom a Christ on the Cross in Bucelinus's collection is attributed (Lindner, p.
103; Stump, p. 74, calls him "Pepino").
132. Guido de Bologna alias Guido Rheni 32 (The number "32" indistinct) Guido Reni, 1575-1642. Bucelinus owned two works by him, including a
copy of his Massacre of the Innocents (Lindner, pp. 102-103; Spahr, fig. 78). Bucelinus and Reni corresponded with each other (Stump, pp. 60, 6768, 71).
133. Vincenzo Malo Student of Teniers and Rubens, active in Antwerp and Italy between 1623 and 1645/9. Bucelinus owned a Virgin with Christ
and John the Baptist (1630) by this painter (Lindner, p. 102; Spahr, fig. 80 and p. 113).
134. Gaspar Mompeir Gaspar de Momper, son of Joos de Momper, number 60. The only documented year of his life is 1627. Bucelinus received

four paintings of saints by Gaspar de Momper in 1653 (Lindner, p. 103 and Stump, p. 74).
135. Cavaglier Lanfranco Romang Giovanni Lanfranco, 1582-1647. In his collection Bucelinus had two paintings of Sts Cosmas and Damian,
which were attributed to Lanfranco (Lindner, p. 102; Spahr, p. 84).
136. Gaspar Bodatz Kaspar Bouttats, ca. 1640-1695.
137. Joannes de la Court On p. 103 Lindner mentions two paintings by Rubens and his students "Joannis de la Cort, Corregii Itali, Joa. Hagens et
D. Arthois Bruxellensis." However Rubens is not known to have had any students named De la Cort (or Court).
138. Lambert Van Oert Lambert van Noort (Oort), ca. 1520-1571.
139. Stephano Pollucio ? Poliziano.
140. Guido Cagnacius Guido Canlassi (Cagnacci), 1601-1681, a student of Guido Reni, whom Bucelinus met in 1662 in Vienna (Stump, p. 71).
141. Benvenuto de Carofillo Presumably Benvenuto Tisi da Garofalo, 1481-1559.
142. Georgius Bachmann Bachmann (or Pachmann), ca. 1600-1652, painted religious subjects and portraits in and around Vienna.
143. Jo. Sanderath L. B. Pictor Elect. Bav. Joachim von Sandrart, 1606-1688. Bucelinus knew this painter and owned his Repentance of St Peter
(Lindner, p. 102; Stump, pp. 62, 67).
144. Joan Canocius nel Conacig ?
145. Leandro de Ponte Leandro Bassano, 1557-1622. See also number 46.
146. Matthaus Ponzonus Matteo Ponzone, ca. 1580/90-1664.
147. Alexandar Veretarius Alessandro Varotari, called Il Padovanino, 1588-1648, a Venetian painter influenced by Titian.
148. Rimprant, nostrae aetatis miraculum "Rembrandt, the miracle of our age," 1606-1669.
149. Joan. Schönfeldt Johann Heinrich Schönfeld, 1606-1682. Bucelinus owned a St Anne by this artist (Lindner, p. 103; Stump, p. 70).
150. Christophorus Stohrer... l50 Johan Christoph Stohrer, 1611-1671. Bucelinus knew this painter from Constance well, and owned three works
by him (Lindner, p. 103; Stump, pp. 62, 69; illustrated in Spahr, figs. 73, 74); the City Council of Constance even commissioned the monkto write an
epitaph for him.
151. Brocacinus Mediol Most probably Giulio Cesare Procaccini, 1574-1625.
152. Hondhorst Gerrit van Honthorst, 1590-1656.
153. Henricg Klärbeck?
154. Franciscg Berier Presumably François Perrier, 1590- 1650, a French history painter who was a student of Lanfranco (number 135), follower
of Poussin (number 160) and teacher of Le Brun.
155. Fridericus Sustris ca. 1540-1599, son of Lambert Sustris, number 70.
156. Osenpöck? Possibly either Tobias Pock (Bock), before 1640-after 1680, a Viennese painter, some of whose work Bucelinus owned
(Lindner, p. 103 and Stump, pp. 61, 69, 70), or Jan van Ossenbeeck, ca. 1624-1674, painter and engraver, who worked for a long time at the
Viennese court.
157. Carlo Saraceno Carlo Saraceni, 1579-1620.
158. Spagnoleto Jusepe de Ribera, 1591-1652.
159. Franc. Vanis The Sienese painter Francesco Vanni, ca. 1563/5-1610.
160. Boussin Nicolas Poussin, 1594-1665.
161. Altdorffer Albrecht Altdorfer, ca. 1480-1538.
162. Giulio Romano ca. 1492/9-1546. See also number 63.
163. Petrus Candidus Peter de Witte (Candido), ca. 1548-1628.164. Marting Rota Martino Rota, ca. 1520- 1583, engraver and painter, who
worked at the courts of Vienna and Prague.
164. Jacobus Carracius 165 Most probably one of the Carracci, though there is no known Jacobus (or Jacopo).
165. Oswaldg Unger Mechliensis Senator at Capitanig Herbipol Oswald Onghers, 1628-1706, who started working at the court in Würzburg in
1660.

Index of Names
Bucelinus's spelling has been retained for those artists who have not been securely identified. In all other cases the standard form is used.
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Nicolaes Berchem: a New Drawing and a Suggestion
by Lubomír Konečny
When sifting through anonymous Italian and Spanish seventeenth-century drawings in the Moravian Gallery in Brno, I chanced upon a charming
sheet done in rapid strokes of red chalk showing Hagar and the Angel in a landscape (Genesis 21:15-17; fig. 1). [1] Upon closer inspection this
distinctive but so far anonymous work proves to bear comparison with a group of drawings by Nicolaes Berchem recently put together around 1. a
Mountainous Landscape with Travelers in the Pierpont Morgan Library in New York, [2] 2. a Rocky Landscape with Peasants and Animals in the
Amsterdam Historical Museum, Fodor Collection,[3] 3. a Mountainous Landscape with Three Waterfalls in the Museum Boymans-van Beuningen in
Rotterdam, [4] 4. a Landscape with Diana and her Nymphs in the Amsterdam Rijksprentenkabinet (fig. 2) ,[5] and 5. a Landscape with Diana and
Actaeon in Berlin, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett (fig. 3).[6]
There are, it is true, several obvious differences between these five works and the Landscape with Hagar and the Angel. In addition to being
conspicuously larger, the former are done in an unusual combination of black chalk, and charcoal soaked in linseed oil ("in lijnolie gedrenkte
houtskool"), while the latter was executed in red chalk only. [7] However, all six drawings resemble each other as regards the handling of the chalk,
the distribution of light and shadow, and last but not least their figural canon and compositional scheme. Since the same stylistic features can be
seen in the painting Wooded Landscape with the Disobedient Prophet in the Kunsthalle in Karlsruhe, signed and dated by Berchem in 1664 (fig.
4),[8] the drawings in New York, Amsterdam, Rotterdam, and Berlin have recently been assigned the same dating. [9] I suggest that the Landscape
with Hagar and the Angel in Brno should be dated to the same year.
In fact, the last work resembles the Karlsruhe painting on so many scores that it may be considered to have been conceived by the artist with the
latter in mind, or vice versa. Not only the painting but the drawing, too, can be described as having a marked contrast effect accomplished by
means of "strong contrast between sharply accentuated foreground and hazy background."[10] Furthermore, both works have in common "fidgety
contours, sharp accents of light and an 'unnatural' perspective. "[11] Even the two trees interwoven in the center of the drawing have their twins at
the lefthand side of the painting in Karlsruhe. And last but not least, unlike the other works mentioned above, both the Brno drawing and Karlsruhe
painting represent themes taken from the Old Testament.
It would seem to follow from these observations that the drawing under scrutiny may well have been created by the artist as a preparatory study for a
painting that served as the pendant of the piece now in Karlsruhe. A painting by Nicolaes Berchem depicting Hagar and the Angel was indeed
offered for sale as lot no. 63 at the auction of Jacob Cromhout et al. in Amsterdam on 7 May 1704, [12] but as far as I know it has not come down to
us. [13] However, I do not want to press the point that far, especially since I have been unable to trace either a precedent for or an analogy with such
a typological pairing of Hagar and the Angel (Genesis 21:15-17) and the Disobedient Prophet (1 Kings 13:28).[14] Be that as it may, the drawing in
the Moravian Gallery appears to represent an interesting addition to Nicolaes Berchem's oeuvre.

1. Here attributed to Nicolaes Berchem, Landscape with Hagar and the Angel.
Red chalk, 194 x266 mm. Brno, Moravská Galerie

2. Nicolaes Berchem, Landscape with Diana and her Nymphs. Black chalk, 270 x 408 mm.
Amsterdam, Rijksprentenkabinet, inv. no. 1983: 500

3. Nicolaes Berchem, Landscape with Diana and Actaeon. Black chalk, 273 x 384 mm.
Berlin, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett, inv. no. 318

4. Nicolaes Berchem, Wooded Landscape with the Disobedient Prophet, signed and dated 1664. Canvas, 145 x 170 cm. Karlsruhe, Kunsthalle

Notes
1. Brno, Moravská Galerie, inv. no. B 2570. On a number of difficulties inherent in identifying the iconography of various representations inspired
by the story of Hagar, see in particular H. van de Waal, "'Hagar in de woestijn' door Rembrandt en zijn school," Nederlands Kunsthistorisch
Jaarboek 1(1947), pp. 143-68; an English translation, "Hagar in the Wilderness by Rembrandt and his School," published in idem, Steps towards
Rembrandt: Collected Articles 1937-1972, ed. R.H. Fuchs, Amsterdam & London 1974, pp. 90-112, esp. 91ff.
2. Inv. no. III, 207. See F. Stampfle, exhib. cat. Le siècle de Rubens et de Rembrandt: Dessins flamands et hollandais du XVIIe siècle de la
Pierpont Morgan Library de New York, Paris, Antwerp, London & New York 1979-1980, cat. no. &fig. 100; and M. Schapelhouman, "Nicolaes
Berchems'Landschap met Diana en haar nimfen' in het Rijksprentenkabinet," Bulletin van het Rijksmuseum 32 (1984), p. 204, fig. 3.
3. Inv. no. A 10124. See M. Schapelhouman, "Twee tekeningen van Nicolaes Berchem," Oud Holland 96 (1982), p. 124, fig. 1; and idem, op. cit.
(note 2), p. 204, fig. 2.
4. Inv. no. H-79. See Schapelhouman, op. cit. (note 2), p. 205, fig. 4.
5. Inv. no. 1983: 500. See Schapelhouman, op. cit. (note 2), p. 203, fig. 1.
6. Inv. KdZ 318. See E. Bock and J. Rosenberg, Staatliche Museen zu Berlin. Die Zeichnungen alter Meister im Kupferstichkabinett: Die
niederländischen Meister, Berlin 1930, p. 79 and pl. 65; and Schapelhouman, op. cit. (note 2), p. 205, fig. 5.
7. On this technique see Schapelhouman, op. cit. (note 2), p. 206.
8. Inv. no. 298. See I. von Sick, Nicolaes Berchem. Ein Vorläufer des Rokoko, Berlin 1930, p. 41; E. Schaar, Studien zu Nicolaes Berchem,
Cologne 1958 (dissertation), p. 73; A. Blankert, exhib. cat. Nederlandse 17e eeuwse Italianiserende Landschapschilders, Utrecht 1965 (2nd ed.
Soest 1978), p. 163, cat. no. 86, fig. 89;J. Lauts, Staatliche Kunsthalle Karlsruhe: Katalog alter Meister bis 1800, Karlsruhe 1966, vol. 1, p. 44, and
vol. 2, fig. on p. 317.
9. Schapelhouman, op. cit. (note 2), p. 207.
10. Ibid., pp. 207 and 234 (English summary).
11. Blankert, op. cit. (note 8), ed. 1965 p. 163; ed. 1978 p. 31.
12. As recorded by C. Hofstede de Groot, Beschreibendes und kritisches Verzeichnis der Werke der hervorragendsten holländischen Maler des
XVII. Jahrhunderts, vol. 9, Esslingen & Paris 1926, p. 53, cat. no. 4.
13. A black chalk drawing in Berlin of the same composition, but in reverse, as the Karlsruhe painting (listed by Von Sick, op. cit. [note 8], p. 53,
cat. no. 1), was described as "Abklatsch" by Bock and Rosenberg, op. cit. (note 6), p. 79, inv. no. 322. However, it is worth mentioning that its
measurements, 195 x 275 mm, are nearly identical to those of the Brno drawing.
14. Cf. Van de Waal, op. cit. (note 1), p. 93; and N. Gray, "Agar (Hagar)," Lexikon der christlichen Ikonographie, vol. 1, Rome, Freiburg, Basle &
Vienna 1968, p. 79.

Theological Corrections to Art: Notes on an Unknown Painting by Erasmus II Quellinus
by Gregor J.M. Weber
A painting such as The Holy Family by Joos van Cleve of ca. 1510 -1520 (fig. 1)[1] would certainly not have been rated worthy of imitation in the
period after the Council of Trent (1545 - 1563). The credibility of St Joseph, to whom God had entrusted the responsible role of Christ's fosterfather, would have been damaged by such a comical old fogy with pince-nez and hat. In 1570 Johannes Molanus rebuked pictures in which Joseph
was depicted as an infirm old man or a "simple-minded dotard... who can barely count to five." Instead of this disrespectful caricature, after the
Council of Trent the Jesuits were foremost in propagating a virtuous Joseph in a hitherto unfamiliar role as mediator to Christ, The Holy Family thus

actually entering the iconographical world as a "Jesuitical Trinity." Joseph was supposed to be depicted as a more dignified and youthful man:
Molanus thought twenty-four an appropriate age; others suggested a little over thirty. Gratian's thesis that there was a resemblance between Christ
and Joseph was no less important to artists. [2] The naked child clutching Mary's bared breast in Joos van Cleve's picture did not meet the new
standards either. Molanus required even the infant Jesus to be clothed: in order to harness iconographical power for moral edification, anything
distracting or conducive to base passions was better covered. [3]

1. Joos van Cleve (workshop), The Holy Family. Panel, 53 x 40 cm. Vienna, Gemäldegalerie der A kademie der bildenden

2. Circle of Daniel Seghers, Madonna in a Flower Garland. Panel, 122 x 91 cm. Aachen, Suermondt-Ludwig-Museum. Photo copyright Anne
Gold
Under these changed conditions, one version of Joos van Cleve's Holy Family stood model to a seventeenth-century painter of a Madonna and
Child whom he surrounded with a wreath of flowers (fig. 2).[4] The infant was this time wrapped in a veil and the nudity of Mary's breast mitigated by
concealing the nipple. Her more seemly attire is matched by the less affected depiction of the hands; there is no trace, now, of the senile Joseph.

Such reversions to pre-iconoclastic art were not uncommon in the seventeenth century; deliberately resorting to archaism, artists would use an old
form and at the same time add modern touches. Despite iconoclasm it was clear that the old devotional forms had not lost their validity in art. This
tendency was accompanied by a growing awareness of the importance of one's own artistic tradition. Collectors and artists became interested in
such contemporaries of Van Cleve as Quinten Massys. [5]
Seen in this light differences in iconography may even help in attributing a painting. Take an unpublished Holy Family (fig. 3), hitherto regarded as
"Italian (?), sixteenth century." This painting can now be presented as the work of Rubens's pupil, Erasmus II Quellinus (Antwerp 1607 -Antwerp
1678).[6] The simple, classically balanced composition recalls Raphael and his circle, as well as certain early Netherlandish paintings of the Rest
on the Flight into Egypt by such artists as Gerard David, Adriaen Ysenbrant or Bernart van Orley. At odds with this, though, is the unusually young
Joseph, who in a different iconographical context might well figure as Christ. His serious character and the modestly attired Madonna would
certainly have met with the approval of Johannes Molanus.
Robed in the traditional shades of red and blue, Mary is seated in the middle of the picture; her shaded face, however, diverts the beholder's
attention to the brightly illuminated Child on her lap, who is the real center of the picture in terms of form and content. Only Joseph, on the fringe of
this closed group, regards the beholder: he is our mediator. [7] Halo-like around Mary's head, the sky is visible through the boughs; on the far left
there is a wide view of a hilly landscape in the evening light.
The style, and in particular the physiognomies of the figures in this Holy Family suggest a date close to 1650, when Quellinus's style had developed
into a "classical baroque," to quote Jean-Pierre de Bruyn, in which the influence of the Italians and Van Dyck outweighed that of Rubens. [8] As far
as I know, no painting of this subject cast in such a mould has surfaced as yet, so the Aachen Holy Family shows an unknown aspect of Quellinus's
output. [9]
Stylistically it comes close to a number of religious scenes in the center of flower and fruit garlands by still-life painters, as so often practised during
the period in question and sometimes attributable to Quellinus. Compare, for instance, the faces, seated attitude and the right hand in the Madonna
with Child (fig. 4) in a garland of flowers, dated 1648, by Jan-Philips van Thielen, with the corresponding details in the Aachen painting. [10]
Quellinus generally painted stone-colored sculptures in these garlands, treating them as still lifes, thus enhancing the illusionism of the depicted
flowers and fruit. This marks the meeting place of his painting and the sculptures of his brother, Artus I Quellinus, who was working on the
decoration of the Town Hall in Amsterdam at the time, and who had also developed a style with a classical character. [11]

Erasmus II Quelinus, The Holy Family, signed. Canvas, 64x 43 cm. Aachen, Suermondt-Ludwig-Museum. Photo CopyrightAnne Gold

Jan-Philips van Thielen and Erasmus II Quellinus, Madonna in a Flower Garland, signed and dated 1648 by Van Thielen. Canvas, 148 x 104
cm. Vienna, Kunsthistorisches Museum

Notes
Translated from the German by Ruth Koenig

1. Vienna, Gemäldegalerie der Akademie der Bildenden Künste, inv. no. 556. Max J. Friedländer, Early Netherlandish Painting, vol. 9, pt. 1,
Leiden & Brussels 1972, p. 64, no. 66b, which lists a number of other versions.
2. J. Molanus, De picturis et imaginibus sacris, Louvain 1570, III, 12; E. Mâle, L' Art religieux de la fin du XVIe siècle, du XVIIe siècle ...Etude sur
l'iconographie après le Concile de Trente, Paris (1932), 19512, pp. 312-325 ; E. Kirschbaum (ed.), Lexikon der Christlichen Ikonographie, vol. 7,
Rome, Freiburg, Basel & Vienna 1974, cols. 210-221. As early as 1400 Gerson had pleaded for a more positive image of Joseph, see J.
Huizinga, Herbst des Mittelalters (1919), Stuttgart 19537, pp. 162, 178ff.
3. Molanus op. cit. (note 2), ch. 33. S. D. Freedberg, "Johannes Molanus on Provocative Paintings," Journal of the Warburg and Courtauld
Institutes 34 (1971), pp. 229-245, 238f.; Mâle op. cit. (note 2), pp. 1ff.
4. Aachen, Suermondt-Ludwig-Museum, inv. no. NGK875. E.G. Grimme, Aachener Kunstblätter 33 (1966), pp. 62ff., no. 32, as Daniel Seghers,
model for the Madonna as "Circle of Gerard David". W. Couvreur, "Daniel Seghers' inventaris van de door hem geschilderde bloemstukken,"
Gentse Bijdragen tot de Kunstgeschiedenis en de Oudheidkunde 20 (1967), pp. 87-158, 130, 144, linked it to a note by Seghers: "een panneel
uijtgesneden daer een Maria beeldeken van Quintinus Masijs in stont ( ... ) al van Roosen."
5. Among others, Madonnas after Jan Gossaert (Friedländer, op. cit (note 1), vol. 8, no. 39) in wreaths of flowers can be found as "follower of
Daniel Seghers" and "Jan Brueghel the Elder and Hendrik van Balen" with art dealers, see Weltkunst 54, no. 22 (1984), p. 3526 (with ill.), and
Tableau 8, no. 6 (1986), p. 19 (with ill.). For Rubens's deliberately old-fashioned Madonna see Jan Kelch, Peter Paul Rubens. Kritischer Katalog
der Gemälde im Besitz der Gemäldegalerie Berlin, Berlin-Dahlem 1978, p. 96; for the interest in Massys, J. Briels, "AMATOR PICTORIAE ARTIS.
De Antwerpse kunstverzamelaar Peeter Stevens (1590- 1668) en zijn Constkamer," Jaarboek van het Koninklijk Museum voor Schone Kunsten
Antwerpen 1980, pp. 137-226, 141ff.
6. Aachen, Suermondt-Ludwig-Museum, inv. no. NGK 654, Dr C. B. Lagemann Bequest, 1959. My discovery of the barely legible signature "E.
Quellinius" at bottom right on the rock confirmed my suspicions as to the authorship. The picture is rather worn and dirty, with overpaintings in
Mary's face and robe.
7. Probably not a self-portrait, judging by the portrait of Quellinus in C. de Bie, Het gulden cabinet vande edel vry schilderconst, Antwerp 1661, ill.
p. 261.
8. J.-P. de Bruyn, "Erasmus II Quellinus (1607-1678). Een stijlkritische benadering," Jaarboek van het KoninklijkMuseum voor Schone Kunsten
Antwerpen 1984, pp. 271-329, 275, 277, 287f., 294, 302, 312. Cf., for example, the Artemisia (dated 1652), University of Glasgow, ibid. p. 300 fig.
14. For further literature see p. 271f., notes 1-6 and p. 329.
9. The inventory of his estate lists several Madonnas ("sittende Lievrouken"), unfortunately too inaccurately for identification; see J. Denucé, De
"Antwerpsche Konstkamers." Inventarissen van de kunstverzamelingen te Antwerpen in de 16e en 17e eeuwen, Antwerp 1932, pp. 275, 283, 286,
288. A small Madonna with Child in a Garden, dated 1646, was in the Provincial Museum at Bonn before 1935, cat. 1927, p. 106 no. 219, no ill. A
comparable Virgin and Child occupies a place of honor in the foreground of a lost "kunstkamer" picture by Gillis van Tilborch; see J.-P. de Bruyn,
"Erasmus II Quellinus en de bloemschilder Jan-Philips van Thielen. Catalogus van een samenwerking," Bulletin der Koninklijke Musea voor Schone
Kunsten van België, vol. 1-3 (1974/80), pp. 207-244, 231 (ill.), 235, note 70, "ca. 1640."

10. Vienna, Kunsthistorisches Museum, inv. no. GG 544. As early as 1659 in Leopold Wilhelm's inventory as by E. Quellinus; see De Bruyn, op. cit.
(note 9), p. 239, no. 12.
11. Erasmus's Madonna with Two Boys in a garland of flowers by Van Thielen of 1652 (Mannheim, Stadt. Reiss-Museum, no 282) shows a similar
sculpture by Artus (Copenhagen, Statens Museum for Kunst), see De Bruyn, op. cit. (note 9), p. 242, no. 18; De Bruyn, op. cit. (note 8), pp. 302 (ill.),
312. The Virgin in the Aachen Holy Family resembles this and other sculptures by Artus, see J. Gabriels, Artus Quellien de Oude, "kunstryck
belthouwer," Antwerp 1930, figs. IV, V, VI, 11b.

A Winter Landscape by Salomon Rombouts
by Rob Ruurs
More than ten years have passed since the publication of the first and only monograph devoted to the marine and landscape painter Jan van de
Cappelle (1626-1679). [1] Written by Margarita Russell, it added little to our knowledge of the painter, his work or his ambience. Even the
catalogue raisonné of paintings was no more than a carelessly edited reprint of Hofstede de Groot's catalogue of 1923.[2] Not surprisingly, the
book received little scholarly attention.
And yet it does contain one new idea. The author presents a winter landscape signed "J.v. Cappelle" from a private English collection (fig. 1). [3]
Stylistically the panel is rather different from the known winter landscapes by Van de Cappelle. It would seemto belong to the last decades of the
seventeenth century, rather than to the 1650s or 1660s – the period in which he painted his known winter scenes. Russell believed the panel to be
the only signed work from a final stage in the artist's development. In order to lend more weight to the "very late phase" which she hypothesized, she
grouped several other landscapes around it – works so dissimilar that it is difficult to take the connection seriously.
There would be no reason to pursue the matter any further were it not for the fact that Bob Haak, in his otherwise excellent The Golden Age, accepts
Russell's attribution and casts the English painting as representative of Van de Cappelle's winter landscapes. [4] The matter is of intrinsic
importance. The disastrous events of 1672 are often blamed for having brought the golden age of Duch painting to an end. In or shortly after that
year, a number of painters emigrated, others went bankrupt and still others, for whatever reason, simply stopped painting. Van de Cappelle, who
died in 1679, is sometimes placed within the third group. Since his last dated workwas painted in 1665,[5] it is not impossible that his artistic
output had already dropped or even ceased well before 1672. If, however, he did indeed paint the winter landscape attributed to him by Russell and
Haak, this possibility can be ruled out. All things considered, the panel would seem to merit further study.

1. WinterLandscape. Panel, 56.5x45.7 cm. England, private collection
The earliest evidence concerning the painting that I have been able to find is a photograph in the files of the Netherlands Institute for Art History
(RKD) in The Hague, from an album that once belonged to Hofstede de Groot. According to a note written in March 1929 on the photograph itself,
De Groot attributed the panel to Jan van de Cappelle on behalf of the London art dealer W. E. Duits. At that time the work had apparently not yet
been signed; Hofstede, at least, makes no mention of a signature.

2. Jan van de Cappelle, Winter Landscape, signed and dated 1653. Canvas, 51.8 x61.8 cm. The Hague, Mauritshuis

If we compare the panel with winter scenes definitely painted by Van de Cappelle, the differences are obvious (fig. 2).[6] The English painting
suggests depth by means of a small road and a frozen ditch, whereas in none of Van de Cappelle's ascertained winter landscapes do we find such
a composition. Nor does the prominent group of trees with its very regular branching have any parallel in his work. The steeple is also more pointed
than those of the Amsterdammer. Finally, there is always a sheet of ice in the foreground of Van de Cappelle's winter scenes, cut off by the bottom
edge of the picture, whereas in the foreground of the English painting we find no ice, but a strip of land.
According to the RKD records, this painting reminded the late Sturla Gudlaugsson not of Van de Cappelle but of a Haarlem master, and he
suggested Claes Molenaer. Though we do find church steeples by Molenaer which closely resemble the one in our painting, the human figures in
that artist's work are more prominent than those in fig. 1. In fact, the panel differs as much from Molenaer's winter landscapes as from those of Van
de Cappelle.
Nevertheless Gudlaugsson was right to look for the painter of this panel in Haarlem. In my view the work can be securely attributed to Salomon
Rombouts (ca. 1630-1702). Compare, for instance, the winter landscape signed by Rombouts that was with S. Nystad in The Hague in 1963 (fig.
3).[7] Here, too, is a composition which leads the eye into the painting along a small road and a frozen ditch, with a large tree comparable to the
group in fig. 1, and an identical steeple. Even the clouds are painted in the same manner.
This removes any grounds for believing that Jan van de Cappelle was still painting during the last years of his life. However, we should not conclude
that he stopped painting because he found it impossible to survive on the money he earned as an artist. After all, he owned a large dye-works, and
was never dependent on the income he received from his painting. [8] On the other hand, it may well be that his dye-works fell on hard times as a
result of the wars that broke out between 1665 and 1672, and that he was forced to concentrate all his attention on the business which was the
primary source of his livelihood. If that is in fact the case, then the calamitous events of 1672 were only indirectly responsible for Jan van de
Cappelle laying down his brush.

3. Salomon Rombouts, Winter Landscape, signed. Panel, 50.6 x 42.4 cm. Previously S. Nystad gallery, The Hague
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1. M. Russell, Jan van de Cappelle 1624/6-1679, Leigh-on-Sea 1975.
2. C. Hofstede de Groot, A Catalogue Raisonné of the Works of the Most Eminent Dutch Painters of the Seventeenth Century, vol. 7, London
1923.
3. Private collection, England. Previously in the Cookson collection. Russell, op. cit. (note 1), pp. 32, 41, 90, (no. 20), fig. 30.
4. B. Haak, The Golden Age, Dutch Painters of the Seventeenth Century, New York 1984, p. 477, fig. 1052.
5. National Gallery, London, no. 966. It should be noted that the last digit of the date is very difficult to read.
6. See, for instance, the signed winter landscapes in The Hague, our fig. 2, Enschede (Rijksmuseum Twenthe), Amsterdam (Rijksmuseum) and
Paris (coll. F. Lugt). The canvases in The Hague and Enschede are the nearest to our work.
7. Cf. also the signed winter landscape auctioned in 1964: panel, 43 x 45 cm; sale Stephen Bangarth, Han Wertmtiller, et al., London (Christie's),
26 June 1964, no. 158, with ill.
8. A. Bredius, "De schilder Johannes van de Cappelle," Oud-Holland 10 (1892), pp. 27ff and 133ff.

Drowned or Murdered? A New Interpretation of a Miracle by St Antony of Padua by Gerard
David
by Edwin Buijsen
One of the greatest miracle workers among the medieval saints was the Franciscan Antony of Padua (ca. 1195-1231). Miracles feature
prominently in the numerous hagiographies,[1] and many artists drew on these stories for their depiction of the saint's spectacular life.[2] Some of
the miracles were portrayed so often that they can be identified quite easily, but those that were only rarely chosen for portrayal in works of art can
usually be recognized only after thorough scrutiny of the hagiographic texts, for many of the miracles resemble each other. As a result, quite a
number of images have been incorrectly identified as this or that miracle on the basis of a superficial likeness, as in the case of a panel from the
predella of the St Anne altarpiece by the Bruges painter Gerard David (ca. 1460-1523), which he painted around 1510-1515 (fig. 1).

This large altarpiece was first fully described by K. Justi in 1886, when it was in the collection of the Counts of Montenegro at Raxa, Palma de
Mallorca.[3] In subsequent years its various panels were dispersed over three museums.[4] The center panel of St Anne with the Virgin and Child,
and the two side panels of St Nicholas of Myra and St Antony of Padua, are now in the National Gallery of Art in Washington (fig. 2). The predella
originally comprised six panels: three depicting miracles of St Antony (Toledo, Ohio, Museum of Art; figs. 1, 3-4) and three with scenes from the life
of St Nicholas (Edinburgh, National Gallery of Scotland; fig. 5).
Two of the panels in Toledo show famous and frequently portrayed miracles of St Antony: the mule kneeling before the Host (fig. 3), and St Antony
preaching to the fishes (fig. 4). The scene on the third panel is not so easy to recognize (fig. 1). Antony is kneeling beside a pit, out of which he is
pulling a child wearing a white shirt. On the saint's right stand three figures: a man with a long, slender staff, an elderly man, and a woman; the
hands of the latter two are joined in prayer. The setting seems to be a garden, with a few houses in the background.
This scene was identified by E. von Bodenhausen in 1905 without further explanation as "Rettung des ertrunkenen Knabes" (Saving of the drowned
youth).[5] This title has been adopted in most subsequent publications, also without further clarification.[6] Only M. Laurent and H. Aurenhammer
proposed a different interpretation: they felt that the subject was the miracle of the newborn infant that proves its mother's innocence by pointing to
its true father.[7] This, however, seems highly unlikely, for the child in fig. 1 is no longer a baby. Moreover the little boy is seen stepping out of a pit a detail that cannot relate to the miracle of the newborn child.
Antony's miracles include the resuscitation of several drowned children,[8] and in all cases it was a posthumous miracle. Bodenhausen was
probably referring to the raising of the saint's drowned nephew, a miracle first recorded in the Legenda Prima, the earliest biography of Antony after
his canonization in 1232.[9] Parisius, the five-year-old son of Antony's sister, had drowned during a boat trip. While the father was preparing to bury
the child, the bereaved mother prayed to her dead brother, imploring him to bring her son back to life. She promised that the child would join the
Franciscan order if her prayer was answered, whereupon the boy revived.

2. Gerard David, St Anne Altarpiece, ca. 1510-1515; center: St Anne with the Virgin and Child; left: St Nicholas of Myra; right: St Antony of
Padua. Panel, 236.1 x 97.5 cm; 236.1 x 75.9 cm; 235.4 x 75.9 cm. Washington, National Gallery of Art
Gerard David's panel bears only a superficial resemblance to this miracle. Indeed, on closer inspection the differences prove to be considerable.
According to the text Antony had already died when the miraculous resuscitation took place, and in some of the rare depictions he is portrayed
accordingly, high in the sky.[10] In Gerard David's panel, though, he is depicted as a living person. Now this "error" is in fact found in two
representations of this miracle in Padua: a fresco of 1511 in the Scuola del Santo attributed to F. Vecellio, and a relief by A. Minelli and J.
Sansovino of 1520-1536, in the Cappella del Santo.[11] So Antony's presence as a living person on Gerard David's panel does not automatically
exclude the possibility that this is a depiction of a posthumous miracle. Contrary to the scenes in Padua, where the event takes place either at the
waterside or with the child lying on a fish-net, Gerard David's painting does not contain any hint of the raising of a drowned child. Nor can the
presence of the man with the staff in the center of the scene be explained by the story of the saint's drowned nephew. The question therefore arises
whether Gerard David's subject is not in fact a different miracle. Close scrutiny of the hagiographic texts concerning Antony reveals that that is
indeed the case.
Several hagiographies recount a miracle which fits Gerard David's representation far better.[12 ]According to this story the saint was in Padua
when a bloody feud was raging between two citizens of Lisbon, his birthplace. One of them lived next door to Antony's parental home, and one
evening this man murdered his enemy's son and buried him in his neighbor's garden. When the boy's body was discovered there the next day,
Antony's parents were accused of murder and imprisoned. Although Antony himself was far away in Padua at the time, he miraculously knew of his
parents' arrest. He sped to Lisbon, arriving there (equally miraculously) the following morning. In order to prove his parents' innocence he raised the
boy from the dead. When the saint asked whether he had been murdered by his parents, the child declared he had not, whereupon Antony's
parents were set free and the tireless saint was able to return to Padua.

3. Gerard David, The Mule Kneeling Before the Host, ca. 1510-1515. Panel, 57.3 x 34 cm; part of the predella of the St Anne altarpiece. Toledo
(Ohio), Museum of Art

4. Gerard David, Saint Antony Preaching to the Fishes, ca. 1510-1515. Panel, 55.5 x 32.6 cm; from the predella of the St Anne altarpiece.
Toledo (Ohio), Museum of Art

5. Gerard David, Three Scenes from the Life of St Nicholas of Myra; left: St Nicholas Thanking God on the Day of His Birth; center: St Nicholas
Bestowing a Dowry on the Three Daughters of an Impoverished Nobleman; right: St Nicholas restoring Three Dismembered Children to Life;
ca. 1500-1515. Panel, each 55.9 x 33.7 cm; from the predella of the St Anne altarpiece. Edinburgh, National Gallery of Scotland
Two variants of this miracle of resuscitation exist. According to the Liber Conformitatum of Bartholomeus of Pisa (died 1401) of ca. 1385-1390,
Antony appeared before the magistrate to plead his parents' innocence.[13] When his plea failed, he had the dead boy brought to the courtroom,
where he brought him back to life.[14] In the Vita di S. Antonio, printed by Paul Fridenberger in Verona between 1493 and 1495, the author
recounts that the Lisbon magistrate had already sentenced Antony's parents to death by the time the saint arrived on the scene.[15] However, "after
the miraculous and wise words [spoken by Antony] the magistrate and all the people decided to visit the dead boy's grave together,"[16] and it was
there that the miracle took place.
The latter version is the one depicted by Gerard David. While Antony pulls the resuscitated child from the open grave by its right arm, he gestures
with his other hand to his parents, who are offering up prayers of thanks for the miracle while it occurs. The saint's gesture indicates that he is
asking the child whether these are the people who killed him. The man in the centre is the magistrate, his long, thin staff being his badge of
office.[17] He is shown arm-in-arm with Antony's father, which could certainly not have been intended as a sign of friendship: it means simply that
the saint's father is still under arrest.
Thus all the details in Gerard David's panel correspond to the description of the raising from the dead of the murdered child in Lisbon. It can hardly
be doubted that this is the subject, and not the revival of the saint's drowned nephew, as has been assumed until now. David's portrayal of the
miracle shows striking similarities to a fresco by an unknown Italian master of ca. 1500 in the S. Francesco church of Deruta (fig. 6).[18] Here too
the child emerges from a freshly dug grave, and the event is witnessed by a magistrate who resembles the man with the staff in Gerard David's
panel. However, the saint's mother is missing, and his father is being led by a rope held by a guard. The few other extant representations of this
miracle show the variant from the Liber Conformitatum, with the event taking place in the courtroom.[19]
The miracle in Lisbon was far less widely known than the other Antony miracles depicted by Gerard David in the predella of the same St Anne
altarpiece, but it accords very well with the scenes from the life of St Nicholas of Myra, which are likewise included in the predella (fig. 5). They
emphasize St Nicholas's role as the patron of children, for he is shown bestowing a dowry on the three daughters of an impoverished nobleman
(fig. 5, center), and restoring to life three dismembered children who had been murdered by an evil innkeeper (fig. 5, right). Antony, too, had a
special bond with children, as is attested in his biographies: at his death children loudly lamented in the streets of Padua.[20] The inclusion in the
predella of the scene of the murdered boy in Lisbon provides a convincing pendant to the miracles wrought by St Nicholas, while emphasizing that
Antony, too, was a patron of children. This could mean that Gerard David's entire St Anne altarpiece was dedicated wholly or in part to the
protection or saving of children.

6. Anonymous, The Murdered Boy in Lisbon Raised from the Dead, ca. 1500. Fresco, Deruta, S. Francesco
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1. For further information on the life of Antony and a survey of the most important hagiographies see L. de Kerval, Sancti Antonii de Padua vitae
duae quarum altera hucusque inedita, Paris 1904; D. van Wely, "De bronnen voor het leven van Antonius," Collectanea Franciscana Neerlandica
VII-2 (1949), pp. 3-21; J. Toussaert, Antonius von Padua. Versuch einer kritischen Biographie, Cologne 1967, with extensive bibliography. On
Antony's miracles see H. Felder, Die Antoniuswunder, Paderborn 1933.
2. The most important publications on the iconography of Antony of Padua are C. de Mandach, Saint Antoine de Padoue et l'art italien, Paris
1890, and B. Kleinschmidt, Antonius von Padua in Leben und Kunst, Kult und Volkstum, Dusseldorf 1931. Other works are either more superficial,
such as P. Schlager, Der heilige Antonius von Padua in Kunst und Legende, München Gladbach 1923, and L. Fausti, "L'iconografia di S. Antonio
di Padova," Miscellanea Francescana 32 (1932), pp. 189-200, or restrict themselves to a specific country and period, such as L. Reis Santos,
Santo António na pintura portuguesa do século XVI, (Lisbon 1945). The iconography of Antony in the Netherlands is discussed in E. Buijsen, De
ikonografie van de heilige Antonius van Paduain de Vlaamse schilderkunst voor de Contra-Reformatie (unpublished doctoral thesis), Leiden 1986
(reviewed in Franciscana 42 (1987), p. 199).
3. K. Justi, "Altflandrische Bilder in Spanien und Portugal 3. Gerard David," Zeitschrift für Bildende Kunst 21 (1886), p. 137.
4. The altarpiece came from the collection of Cardinal Antonio Despuig y Dameto (died 1893), Raxa, Palma de Mallorca, and found its way into
the collection of Leon de Somzée in Brussels via the Counts of Montenegro in Raxa. In 1903 the three main panels and the predella were
separated. The main panels passed via the art trade to the collection of P.A.B. Widener, Elkins Park, Pennsylvania, who donated his collection to
The National Gallery of Art in Washington in 1942 (inv.nos. 1942.9.17a-c (613); see J.O. Hand and M. Wolff, Early Netherlandish Painting, The
Collections of the National Gallery of Art, Systematic Catalogue, Washington 1986, pp. 68-74). The predella was sold in 1902 to Lord Wantage,
Lockinge House, Berkshire, and was inherited by C.L. Loyd. In 1959 it was sold in two parts. The panels with the miracles of St Antony went to
Toledo (Ohio), Museum of Art (inv.nos. 81a-c; cat. The Toledo Museum of Art: European Paintings, Toledo (Ohio) 1976, p. 48); the three scenes
from the life of St Nicholas were purchased by The National Gallery of Scotland, Edinburgh (inv.no. 2213; C. Thompson and H. Brigstocke, National
Gallery of Scotland. Shorter Catalogue, Edinburgh 1978, p. 23). The predella may originally have had yet another panel, depicting the Lamentation,
now in The Art Institute in Chicago (see J.D. Farmer, "Gerard David's Lamentation and an Anonymous St. Jerome," Museum Studies. The Art
Institute of Chicago 8 (1976), pp. 38-51).
5. E. von Bodenhausen, Gerard David und seine Schule, Munich 1905, p. 169.
6. The same title can be found in exhib. cat. Flemish Art 1300-1700, London (Royal Academy of Arts) 1953, p. 18, no. 32, II: "The saint restoring to
life a child who had been drowned;" exhib. cat. Vlaamse kunst uit Brits bezit, (Groeninge Museum) Bruges/Brussels 1956, pp. 32-33, nos. 24-25:
"In het middenpaneel ziet men Antonius een verdronken kind redden;" cat. The Toledo Museum of Art 1976, p. 48, nr. 81a: "The drowned child
restored to life." M. Verjans, "Het franciscaans aandeel in de kunst van Gerard David en zijn school," Franciscana 4 (1949), p. 89, describes the
scene as: "The miracle wrought by St Antony when he brought a drowned child back to life." He also comments: "The child can be seen stepping
from the water alive, his hand held by St. Antony." This is incorrect: the child is unmistakably stepping out of a hole in the ground. Schlager, op. cit.,
p. 42, expresses one of the few critical views of this interpretation of the scene: "Zweifelhaft bleibt es, ob der flämische Meister Gerard David in
seinen ansprechend aufgefassten Bilde diese Begebenheit vorführen wollte. Das Kind lebt bereits und geht eilig auf Antonius zu."
7. M. Laurent, "Les Miracles de Saint Antoine de Padoue," Oud-Holland 49 (1932), p. 79, and H. Aurenhammer, Lexikon der Christlichen
Ikonographie, vol. 1, Vienna 1967, p. 169. More about this miracle in Kleinschmidt, op. cit. (note 2), p. 168.
8. Thus the Legenda Rigaldina, the biography of Antony written by Jean Rigauld in the early fourteenth century, and the Liber Miraculorum, a
biography dating from ca. 1374-1379, both mention the raising of a child that had fallen into a tub. See Felder, op. cit. (note 1), p. 135.
9. Legenda Prima, in De Kerval, op. cit. (note 1), pp. 133-135. For a survey of the other references to this miracle see P. Stephan, Die Reliefs der
Cappella del Santo in Padua. Quellenstudien und Untersuchungen zu ihrer Ikonographie, (inaugural dissertation), Munich 1982, pp. 359-362.
10. As in a fifteenth-century triptych from Siena, now in the Musée de l'Ain, Bourg; for an illustration see Stephan, op. cit. (note 9), fig. 19.

11. Fresco reproduced in A. Morassi, Tiziano, gli affreschi della Scuola del Santo a Padova, Milan (1956), pl. 21; the relief is reproduced in
Kleinschmidt, op. cit (note 2), pl. 143. For more information on these depictions see Stephan, op. cit. (note 9), pp. 187-190.
12. See notes 13 and 15 below for the most important biographies with accounts of the miracle. For a survey of those accounts and the literal texts
of the relevant passages see Stephan, op. cit. (note 9), pp. 366-368. An additional source is Den Wijngaert van Sinte Franciscus, Antwerp (Eckert
van Homberch) 1518, fol. CCXIXv.
13. Liber Conformitatum (full title: De conformitate vitae beati Francisci ad vitam Domini Jesu Redemptoris nostri) I, conf. VIII: II. The text relating to
this miracle is printed in De Kerval, op. cit. (note 1), pp. 265-266.
14. De Kerval, op. cit. (note 1), p. 266: "Et mane intrans civitatem ad iustiarium pergeus rogare eum coepit ut innoxios a crimine absolveret et
dimitteret; sed ille cum nulla ratione id vellet peragere, beatus Antonius puerum mortuum sibi deferri mandavit."
15. Vita di S. Antonio, Verona (Paul Fridenberger) 1493/95, printed anew in L. Guidaldi, I fioretti di S. Antonio di Padova, Padua 1935, p. 91ff. The
text relating to this miracle is also printed in Stephan, op. cit. (note 9), p. 367.
16. Stephan, op. cit. (note 9), p. 367: "Allaqual parola mirabile et ragionevole. Lo podesta et tuttol populo consentendo andarono in sieme al
sepolcro del corpo morto."
17. The staff is very similar to the "rod of justice" depicted as a sheriff's attribute in sixteenth-century representations, such as a drawing by or after
Barend Dercksz of 1535, and an engraving after Pieter Breughel (Justicia) of ca. 1560 (both illustrated and discussed in exhib. cat. Woelige tijden.
Amsterdam in de eeuw van de beeldenstorm, Amsterdam (Gemeentearchief) 1986, pp. 65, 77). There is a similar rod in the Amsterdam Historical
Museum (for illustration see ibid., p. 71).
18. For more information on this fresco and the cycle to which it belongs see G. Kaftal, Iconography of the Saints in Central and South Italian
Schools of Painting, Florence 1965, p. 106.
19. As in two representations in Padua: a fresco by an unknown master of ca. 1512 in the Scuola del Santo, and a relief by D. Cattaneo and G.
Campagna of ca. 1571-1577 in the Cappella del Santo. For illustrations and additional information see Stephan, op. cit. (note 9), pp. 206-209, figs.
66 and 67.
20. Recorded in the Legenda Prima, in De Kerval, op. cit. (note 1), p. 58: 18, 1.

The Judgment of Paris, a Newly Discovered Painting by Maarten van Heemskerck
by Ilja M. Veldman
Since the publication in 1980 of Rainald Grosshans's monograph on Maarten van Heemskerck, which lists 101 paintings, some previously
unknown works by the artist have come to light. I am not referring to new attributions to Heemskerck of known paintings, [1] but to three unknown
panels from private collections which have surfaced at auctions in recent years.
None of these works had ever been mentioned in the literature. The first was the Folly of Too Much Worldly Knowledge, auctioned on 6 December
1983 by Phillips of London. In spite of its poor condition the panel was unmistakably a work painted by Heemskerck in the 1550s. [2] Subsequently,
on 17 March 1987, a beautiful Portrait of a Woman was auctioned at Nouveau Drouot in Paris (now at Agnew's, London), and may be regarded as
one of Heemskerck's most pregnant and characteristic portraits. A few weeks later, on 6 April 1987, a Judgment of Paris came up for sale at
Christie's in Monaco (fig. 1). [3]

1. Maarten van Heemskerck, The Judgment of Paris. Panel, 40.3x79 cm. Amsterdam, Miep and Loek Brons Collection
This article focuses on the latter panel, which is now in the collection of Miep and Loek Brons in Amsterdam. For not only is this hitherto unknown
Judgment of Paris one of the earliest representations of the subject in the Netherlands, it is also characteristic of the way in which Heemskerck
composed his mythological scenes. It is not the only painting which Heemskerck devoted to this theme. A Judgment of Paris from the collection of
Seger Tierens, a lawyer in The Hague, was auctioned on 23 July 1743, but has since disappeared. [4] In view of its size (converted from the
Amsterdam Voet, or Foot, it comes to approximately 84 x 149 cm) this version cannot be identical to the painting reproduced here, which is half as
high and wide.

2. Maarten van Heemskerck (?), The Judgment of Paris. Panel, 26.2 x 33.6 cm. New York, Richard L. Feigen Collection
Two other versions of the theme are known, one of which must be either a minor achievement by Heemskerck himself or a product of his workshop,
while the other must certainly be attributed to a follower. The former is a remarkably small Judgment of Paris listed in Grosshans's catalogue (fig.
2), and now in the collection of Richard L. Feigen in New York. Grosshans rightly points out that the numerous overpaintings make it difficult to
ascertain whether the panel, which he dates ca. 1550-1555, is autograph, but that the style of the figures clearly indicates that it must at any rate
come from Heemskerck's immediate circle. [5] All emphasis is focused on the five figures involved in the judgment; the landscape receives very
little attention. The composition of the figure group, however, differs from that of the panel in the Brons collection. The motif of the flying Victory of
Nike wearing a laurel wreath, which is also to be seen in fig. 1, is, like Mercury's position and pose, derived from Marcantonio Raimondi's wellknown engraving after a lost composition by Raphael (fig. 7), which will be discussed below as a source of Heemskerck's depiction of the scene.

3. Follower of Maarten van Heemskerck, The Judgment of Paris. Panel, 46 x52 cm. Lempertz sale, Cologne, 1955
While Heemskerck's hand is still discernible in the small panel with Feigen, this does not apply to the Judgment of Paris (fig. 3) auctioned in 1955
by Lempertz in Cologne, which Friedländer at the time identified as an authentic Heemskerck. Grosshans has since quite rightly relegated this
painting to the group of rejected attributions,[6] although he suspects that it is based on a lost original by Heemskerck.
The newly discovered Judgment of Paris (fig. 1) offers some support for this theory. In spite of the obvious differences in composition, the sculpture
of the river god in fig. 3 who dominates the scene with his cornucopia and pitcher is very characteristic of Heemskerck, and may well have been
influenced by the painting in the Brons collection.

Heemskerck's Judgment of Paris (fig. 1) can therefore be seen as a prototype for these later versions. There can be no doubt as to its authenticity.
Characteristic of Heemskerck is the brush-work and palette: a reddish color for the flesh tones of the men and a paler shade for the women, dark
browns for the screen-like hill and the trees and leaves in the foreground, and greenish blues for the landscape and sky beyond. The composition is
well balanced: the figures are grouped in an oval around and on top of the statue of the river god; the idyllic landscape is fenced off on the right by a
monumental row of classical herms. This motif is also to be seen in Heemskerck's impressive Landscape with the Abduction of Helen of 1536
(Baltimore, Walters Art Gallery) which, like the Judgment of Paris, also includes a goat being milked. [7]

4. Dirck Volkertsz. Coornhert after Maarten van Heemskerck, Nephthali, etching no. 10 from a series of Twelve Patriarchs (1550)
For stylistic reasons the Brons Judgment of Paris would seem to date from the years 1545-1550. The figures are less rounded and squat than
those of Heemskerck's Roman period (1532-1536). The type of goddess is comparable to that in mythological scenes like Venus and Mars
Surprised by Vulcan and Vulcan Giving Achilles' Shield to Thetis (Vienna, Kunsthistorisches Museum) both dated by Grosshans ca. 1540, but
which may have been painted a few years later. [8]
There are also similarities to Heemskerck's Venus and Cupid of 1545 (Cologne, Wallraf-Richartz-Museum) at least when compared with old
photographs taken before Venus's profile was retouched in a Titianesque manner. [9] In any case the Judgment of Paris in the Brons collection
would seem to predate the small- figured mythological landscapes such as the Assembly of the gods of 1556 (Rotterdam, Museum Boymansvan
Beuningen). [10] The execution of the landscape strengthens this hypothesis, as does the small figure walking into the distance on the right dressed
in fluttering robes and carrying a pitcher, who still contains echoes of the secondary figures in the work of Jan van Scorel.

5. Dirck Volkertsz. Coornhertafter Maarten van Heemskerck, Aser, etching no. 9 from a series ofTwelve Patriarchs (1550)
A dating to the second half of the 1540s is confirmed by a comparison with a series of etchings by Dirck Volkertsz. Coornhert of The Twelve
Patriarchs (1550), for which Heemskerck made the drawings in 1549. [11] All twelve etchings contain a classical sculpture in a similarly dominant
position as in Heemskerck's Judgment of Paris. Paris himself is portrayed as a statue holding the golden appel in the etching devoted to the

patriarch Dan; his judgment of the goddesses is depicted in relief on the pedestal of the statue. The patriarch Nephthali (fig. 4) is accompanied by
a statue of Mercury, whose attributes resemble Mercury's in the Judgment of Paris (fig. 1). Heemskerck applied the same device to the statue of
Mercury as he did in the painting to the statue of the river god. Weather-beaten and eroded both show the effects of the passage of time. In fig. 4
Mercury's right foot and arm lie broken off on the pedestal, while in fig. 1 the left foot of the river god lies on the ground and the cornucopia, fallen
from his left hand, has rolled to the lower left corner.

6. Frans Floris, The Judgment ofParis. Panel, 120 x 160 cm. Kassel, Staatliche Kunstsammlungen
Aser (fig. 5) in The Twelve Patriarchs series is portrayed as the provider of food, and is shown milking a goat. Both goat and man, and their
grouping, are very close to the man milking the goat on the right in the painting, although the goat's head is reversed. Moreover, the profile and
gesture of Venus in the painting are similar to those of the Ceres in the upper right of the same etching.

Iconography and influences
The story of the judgment of Paris, which was the immediate cause of the Trojan War and was thus the prelude to the Iliad, is not to be found in
Homer, or in Ovid's Metamorphoses, nor are the preceding events of the popular fable of the wedding feast of Peleus and Thetis. In antiquity the
story was known from an epic named after Venus, the Cypria, which was composed in the post-Homeric period as a prologue to the Iliad. The fable
became widely known through later adaptations, such as Apollodorus's Epitome (iii), Ovid's Heroides (xvi-xvii), Hyginus's Fabulae (92), Lucian's
Dialogues of the Gods (xx) and Apuleius's Metamorphoses (The Golden Ass) (xvii). [12]
The story can be summarized as follows. At the wedding of Peleus and Thetis, the goddess of Strife threw a golden apple inscribed with the
words"To the fairest" into the midst of the company. Since this title was claimed by Venus, Juno and Minerva alike, Jupiter decided that Paris, son
of King Priam of Troy, should be the judge. He sent Mercury with the three goddesses to Mount Ida in Asia Minor, where Paris was then living as a
shepherd in the company of his love, the water nymph Oenone, daughter of the river god Oeneus. Paris insisted that he would not be bribed,
despite Juno's promises of riches and dominion over the whole of Asia, and Minerva's offers of wisdom and victory. Venus, however, promised him
a woman as beautiful as herself: Helen, wife of Menelaus of Sparta. Paris chose Venus with the inevitable consequence of the Trojan War.
For his portrayal of the story Heemskerck chose the scene depicted by almost every artist from antiquity up to the present: Paris handing Venus the
golden apple. Minerva looks on fairly impassively, leaning on her spear, with her plumed helmet lying on the slope in the middle. Juno, recognizable
by the peacock attending her, is seen from behind, making a faintly protesting gesture. Mercury is overseeing the proceedings.
The enormous statue upon which the company has gathered must be the personification of the river god Oeneus mentioned by Ovid (Heroides v,
12-30 and 139) and Apollodorus (iii, 12, 6). Oeneus, father of Paris's lover, the water nymph Oenone, and thus his "father-in-law" until Mercury
appeared on his mission, ruled over the area around Mount Ida. The girl carrying a pitcher and walking into the distance may well be Oenone.

7. Marcantonio Raimondi after Raphael, The JudgmentofParis. Engraving
Heemskerck's models for the statue of the river god must have been the ancient colossi of the "Tiber" and the "Nile," which were on view on the
Capitol in Rome from 1517, and of which he made several drawings. [13] Both river gods are bearded, as is Heemskerck's Oeneus, both hold a
cornucopia in their left hand, and both have draperies covering their legs. "Tiber's" pose resembles that of Heemskerck's god. In Heemskerck's
day "Tiber's" arm probably rested on the remains of a tiger (the Romulus and Remus were added some time after 1550 in order to emphasize the
personification of the Tiber), but Heemskerck replaced this detail with a pitcher to illustrate the function of his statue as a river deity. Heemskerck's
Roman drawings also include several sketches of goats and of herms with bearded heads like those portrayed in his Judgment of Paris. [14]

The Judgment of Paris, line drawing from the Codex Coburgensis ofa Roman sarcophagus relief. Rome, Villa Medici

The Judgment of Paris, line drawing from the Codex Coburgensis ofa Roman sarcophagus relief. Rome, Villa Doria Pamphili
Not only did Heemskerck find inspiration for the details in Italy, he also derived the composition as a whole from Italian sources. At this period there
was no real tradition for the portrayal of this classical theme. The Judgment of Paris had been enacted in the fifteenth century as a tableau vivant
during such royal pageants as the festive entry of Philip the Good into Ghent in 1457, of Charles the Bold into Lille in 1468, and of Philip the
Handsome into Antwerp in 1494. [15 ]However, the few drawings and paintings of the theme by such artists as Cornelis Matsys and the Master of
the Female Half-Lengths do not look at all classical. [16]
The only painter besides Heemskerck to portray the subject several times in the Italian manner was Frans Floris. His earliest version of the
Judgment of Paris (fig. 6; Kassel, Staatliche Kunstsammlungen) dates from about the same period as the panel in the Brons collection: the late
1540s. Floris, too, seems to have borrowed from Marcantonio Raimondi's print after Raphael (fig. 7). Among the motifs that occur in both
print and painting are a crowning Victory, the group of Gods in the sky, and the statue of a river god with a pitcher by a spring. [17]
Heemskerck was certainly inspired by this print, which also served as an important starting point for many Italian versions of the theme. The
arrangement of the landscape, hilly and wooded on the left and extending into the distance on the right, was adopted by Heemskerck from
Raimondi, as were the poses of Paris, Venus and the goddess behind them facing the viewer and the motif of the river god. Also inspired by
Raimondi is the figure of Victory crowning Venus, while the water nymph with pitcher on the left of the print may have been the model for
Heemskerck's "Oenone". A prominent figure in Raimondi's print is the sun god Helios on his chariot, as a counterpart to the figure of Night in the air
on the right who is seen shading himself with a cloth above his head. Heemskerck also included the figure of Helios, albeit on a far smaller scale,
but still unmistakably emerging from the clouds in his chariot. Other details, too, such as Paris's Phrygian cap and Cupid hugging his mother's legs
(a variation on the well-known classical sculpture of Venus felix[18]) appear to be derived from the print.

Aby Warburg pointed out long ago that Raphael's Judgment of Paris was in turn inspired by a relief on a classical sarcophagus. [19] The story was
a popular theme among Greek vase-painters, while in the Roman era it was frequently portrayed in reliefs, mosaics and murals. [20]
Raphael derived the main features of his composition from a Roman sarcophagus dating from the second century AD (fig. 8) which was greatly
admired in his circle. In the early sixteenth century it was part of the Palazzo Valle Capranica collection, which moved to the Villa Medici in 1584.
[21] The motifs of the river gods, the nymphs, the sun god's chariot, Jupiter and Night are all borrowed from this sarcophagus. Heemskerck made
drawings of the classical sculptures in the Valle Capranica collection, and may also have been familiar with the relief, which was already fairly
damaged at the time. [22] Apart from the resemblances to Raimondi's print his scene is enlivened with animals from Paris's flock, which are
lacking in the print but are present on the relief.
In addition to the Medici sarcophagus Heemskerck appears to have known another classical Judgment of Paris which likewise influenced
Raphael's composition: a relief on a Roman sarcophagus in the Villa Doria Pamphili (fig. 9) which was probably kept in Girolamo Frangipane's
house behind the S. Maria in Via in the sixteenth century. [23] Heemskerck's seated Juno seen fromthe rear appears to have been inspired by the
fountain nymph on the left of this relief. Minerva's twisted torso is related to that of the third figure from the left in the relief, another nymph, while
Mercury too, who rests one foot high up on Paris's rock, is closer to the relief than to the print. Moreover a river god with a cornucopia is shown in
the lower right corner of the relief. He may have inspired Heemskerck to give the statue of the river god Oeneus, who only plays a minor role in the
story, such a prominent place in his composition.
Like Heemskerck's other mythological scenes, his Judgment of Paris is an impressive demonstration of the way in which the artist used his
inexhaustible inventiveness to combine style and motifs from both classical sculpture and early sixteenth-century Italian art to create a unified whole.

10. Maarten van Heemskerck, Roman Ruins with Vulcan's Forge and the Discovery of the Adultery of Venus andMars, 1538. Drawing. London,
British Museum
Interpretation of Heemskerck's painting
The Judgment of Paris did not become a truly popular theme in Netherlandish art until the end of the sixteenth century. [24 ]This popularity was
further increased by Karel van Mander's narration and explanation of the wedding of Peleus and Thetis and the ensuing beauty contest in his
Wtleggingh of 1604. The moral of the fable is explained as follows: the golden apple which Strife casts among the wedding guests is a warning
against discord, the cause of all evil; Paris's unwise choice of lust instead of wealth or wisdom stands for the folly of youth. [25]
Van Mander based his explanation largely on Natale Conti's Mythologiae (iv, 14; vi, 24 and x) of 1551, yet the late medieval editions of the Ovide
moralisé had already mentioned a deeper meaning. Strife, who disturbed the wedding feast of Peleus and Thetis, stands for jealous and
quarrelsome people who sow discord among good and noble men, thereby bringing about the downfall of entire kingdoms. Paris's unwise choice
eventually leads to the destruction of Troy, in other words of both body and soul. And by way of a reference to Apuleius a comparison is suggested
between Paris and judges who allow themselves to be blinded by deceit and idle promises. [26]
Although paintings and sculptures served as examples for Heemskerck he must also have had a good knowledge of the story itself. The subject
evidently held a special attraction for him, for he had already painted a detailed picture of the immediate consequences of Paris's judgment - the
abduction of Helen from Sparta - in his large canvas of 1536 (Baltimore, Walters Art Gallery).
It is remarkable that although he did not borrow the group of gods with Jupiter and the Night from Raimondi, he did include the sun god on his
chariot. He may have had a special reason for doing so. In the Odyssey (viii, vs. 266-366) Homer describes how Helios discovered Mars and
Venus's adultery, and how he connived with Vulcan to surprise them in bed together so that the other gods could witness the shameful spectacle.
Ovid, too, recounts the story in his Metamorphoses (iv, vs. 171-189).
In a chiaroscuro drawing by Heemskerck (fig. 10) dating from 1538 (London, British Museum) Heemskerck portrays the sun god on his chariot with
four horses in the sky much as Raimondi had done in his print. In the drawing Helios witnesses the lovemaking of Mars and Venus down below
among some antique ruins. Two later paintings by Heemskerck, Venus and Mars Surprised by Vulcan (Vienna, Kunsthistorisches Museum) and
Venus and Cupid (Cologne, Wallraf-Richartz Museum) of 1545, both contain an unmistakable warning against adultery. [27 ]By borrowing the sun
god from Raimondi's print Heemskerck seems to be saying that by choosing Venus and sensuality, Paris brought punishment not only on himself,
but also on Venus. Just as Paris was unfaithful to his beloved, the nymph Oenone, so Venus deceived her husband Vulcan.

So on closer inspection our Judgment of Paris (fig. 1) may also be seen to contain a warning: both gods and men are easily swayed by selfish
desires. With this allusion to the darker aspects of sexuality Heemskerck was echoing the prevailing trends in Netherlandish art and literature. [28]
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Translated from the Dutch by Ina Rike.
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Ter Brugghen, Elsheimer, Poel and Rubens

by Gregor J.M. Weber
Joachim von Sandrart, in his Teutsche Academie of 1675, confesses that when he started painting night pieces in his youth, he took one of Adam
Elsheimer's candlelight scenes as his inspiration, guide and model. [1] However, Sandrart had studied from 1623 to 1627 in Utrecht with Gerard
van Honthorst, whose reputation he attributed to his "lifesize night pieces similar to the small ones by Elsheimer". It is at first sight surprising that he
mentions Elsheimer instead of Caravaggio in connection with this kind of painting. [2] Yet he was justified in doing so, for unlike Honthorst,
Caravaggio never painted a natural or artificial source of light, while prior to Honthorst Elsheimer had quite a reputation for this speciality. [3] From
1612 onward many of Elsheimer's Roman works were in the Utrecht collection of Hendrick Goudt, who published engravings of them in 1612 and
1613. Among them was the famous Flight into Egypt (fig. 1), which Sandrart had often seen at Goudt's. [4] Evidence of its popularity is offered by
Jan van de Velde, who in his etching Ignis after Willem Buytewech, departed from the latter's drawing and set the scene in a similarly star-studded
nocturnal landscape. [5] Sandrart was apparently not the only one to connect Elsheimer's name with night scenes and firelit effects.
Some motifs from Elsheimer's painting with small figures recur in an Adoration of the Child with large figures engraved by the otherwise unknown A.
Poel (fig. 2).[6] The scene is set immediately prior to the flight into Egypt (Matthew 2:13-23). Prompted by the angel in the middle, Joseph turns
towards the seated Mary, who is worshipping the infant on her lap. The donkey on which she is about to flee can be seen behind her on the right.
The caption refers to this flight from the "coldest time" and "deepest night" as a warning to entire Christianity. [7]
The nocturnal motifs in this print may well account for the invariable attribution of its composition to Elsheimer, a view which is nowadays quite
rightly rejected. [8] Even supposing that the engraver distorted certain features of the original, it is hard to see these un-idealized figures, with their
monumental effect, as the work of Elsheimer.

1. Adam Elsheimer, The Flight into Egypt, signed and dated on the back 1609. Copper, 31 x 41 cm. Munich, Alte Pinakothek. Photo Bildarchiv
Foto Marburg, copyright
A Poel must have been active around 1624, the date of his only other two extant engravings, one of which is an illustration in J. de Brune's
Emblemata. [9] The novelty of large-scale candlelit scenes had been introduced by Honthorst on his return from Italy four years previously. It
therefore seems reasonable to search for the model for Poel's Adoration of the Child in the circle of the Utrecht Caravaggisti, as suggested by
Heinrich Weizsäcker in a hitherto disregarded note. [10]

2. A. Poel, The Adoration of the Child. Engraving, 240 x305 mm. Aachen, Suermondt-Ludwig-Museum
Astounding analogies to the repertoire of Hendrick ter Brugghen's work present themselves. Take Joseph's stoop and physiognomy,[11] and
Mary's face, which resembles that of St Irene in Ter Brugghen's famous picture of St Sebastian of 1625. [12] The ample folds of the wide garments,
Mary's shawl and her peculiar turban, all illuminated by the light of a flame, occur very similarly in Ter Brugghen's Melancholia (fig. 3).[13] Many other
paintings by him show the same unidealized depiction of the figures and similar strikingly wrinkled hands. He often placed comparable monumental
fluted pillars in the background of his pictures[14] - but not this kind of landscape in Elsheimer's style.
The arrangement of the figures and the lighting also recall Ter Brugghen. The composition of his Doubting Thomas (fig. 4) is similarly framed by
figures seen in profile, attired in full-sleeved heavy garments and facing the middle of the picture. [15] An artificial light source placed in the middle
of fig. 2 enhances the effect of encapsulation, as it does in Ter Brugghen's Esau Selling his Birthright, which displays a similar arrangement of the
figures around a light. [16] The Caravaggesque Doubting Thomas (fig. 4) is generally dated 1622/23. No artificially lit works by Ter Brugghen are
known before 1623. [17] A hypothetical dating of the engraving to around 1624 would easily fit the original in Ter Brugghen's work of around
1623/24. In most of his comparable night pieces of a later date the garments are less billowing and illuminated.

3. Hendrick ter Brugghen, Melancholia. Canvas, 67 x 56.5 cm. On loan to Toronto, Art Gallery of Ontario. Photo Bildarchiv Foto Marburg,
copyright
It is quite likely that Poel was in contact with Utrecht artists. Of the other four engravers in De Brune's Emblemata, two - Johannes Gelle and Willem
de Passe - were pupils of Crispyn I de Passe of Utrecht. [18] Willem is responsible for the hitherto only known contemporary engraving of a
religious subject on which Ter Brugghen is named as the author. [19] In that case, too, the original has been lost. So there is sufficient reason for
attributing the design of the figures in Poel's engraving to Ter Brugghen. [20] Elsheimer's popularity and the new vogue for night pieces may have

attributing the design of the figures in Poel's engraving to Ter Brugghen. [20] Elsheimer's popularity and the new vogue for night pieces may have
induced the engraver - like Jan van de Velde - to add the landscape. If the mystery of this engraving can be solved in this way, Poel, like Sandrart,
combined Elsheimer's art with a night piece by an Utrecht Caravaggist.

4. Hendrick ter Brugghen, Doubting Thomas. Canvas, 108.8 x 136.5 cm. Amsterdam, Rijksmuseum
The painting that served Poel as a model undoubtedly possessed the archaic character so typical of Ter Brugghen's work. Sometimes it is difficult
to forget that he did not work in the back of beyond but was perfectly aware of the newest ideas and trends. He probably became acquainted with
Elsheimer and his work on his Italian journey from before 1608 up to 1614. One of the reasons for surmising that Ter Brugghen visited Italy a
second time is the alleged borrowing of a prostrate figure from Guido Reni's Triumph of Samson, probably painted in 1619, in Ter Brugghen's
Mucius Scaevola before Porsenna (both reproduced in Hoogsteder-Naumann Mercury 4, p. 15f., figs. 14, 15).[21 ]Nobody has yet remarked,
however, that Rubens, who returned from Italy in 1608, had already made use of the same figure in the pose of his beheaded John the Baptist (fig.
5).[22] It is more foreshortened than in Reni's painting, suggesting a common source in sculpture. [23] So Ter Brugghen may very well have
borrowed this figure from Rubens. There is also a striking analogy between the grouping of the standing figures and the pose of the executioner in
Ter Brugghen's Beheading of St Catherine[24] of about 1618/19, and Rubens's composition (fig. 5). Rubens's figure of the dead St John later
served as a model for other painters, such as Jacob Jordaens and Ferdinand Bol. [25] However, this weakens the arguments for the hypothesis
that Ter Brugghen revisited Italy after 1619. [26]

5. Peter Paul Rubens, The Beheading ofStJohn the Baptist. Panel, 318 x 115 cm. Malines, St. Janskerk. Photo A.C.L., Brussels, copyright

Notes
Translated from the German by Ruth Koenig.

1. "...daß ich in meiner Jugend selbst, wie ich Nachten zu mahlen angefangen, dieses für eine Ideam, Richtschnur und formular gehalten;" R. A.
Peltzer (ed.), Joachim von Sandrarts Academie der Bau-, Bild- und Mahlerey-Künste von 1675, Munich 1925, p. 161.
2. "... wie Adam Elzheimer in kleinen, also er in Lebens-großen Nachtstucken hoch gestiegen;" ibid., p. 172; in his biography of Caravaggio, on p.
275, Sandrart reports that his manner was followed in "Nieder-Teutschland,"among other places.
3. For the different concepts of light among Caravaggio and his northern followers see W. Schöne, Ãœber das Licht in der Malerei, Berlin (1954)
1979[5], pp. 135-153. For the painting of night pieces prior to Elsheimer cf. K. van Mander, Den Grondt der Edel vrij Schilder-const, edited by H.
Miedema, 2 vols., Utrecht 1973, vol. 1, fols. 31r-33r (p. 190 ff.); Renate Breustedt, Die Entstehung und Entwicklung des Nachtbildes in der
abendländischen Malerei und seine Ausbreitung in den Niederlanden (bis ca. 1520/30) (typescript thesis), Göttingen 1966. In the exhibition
catalogue Nieuw licht op de Gouden Eeuw. Hendrick ter Brugghen en tijdgenoten (Holländische Malerei in neuem Licht. Hendrick ter Brugghen und
seine Zeitgenossen), Utrecht (Centraal Museum) & Braunschweig (Anton Ulrich-Museum)1986-1987, Elsheimer is only mentioned casually on pp.
54, 233, 264. His influence on the Pre-Rembrandtists is far better documented.

4. Munich, Alte Pinakothek, . 216; Keith Andrews, Adam Elsheimer, Werkverzeichnis der Gemälde, Zeichnungen und Radierungen, Munich 1985,
p. 40ff., p. 190, no. 26, which lists nine copies and adaptations as well as five works that display the strong influence of Elsheimer's Flight into
Egypt by e.g. Rubens and Rembrandt. For Goudt's engraving of 1613 see F.H.W. Hollstein, Dutch and Flemish Etchings, Engravings and
Woodcuts ca. 1450-1700, in progress, Amsterdam 1949-, vol. 8, p. 153, no. 3; Peltzer, op. cit. (note 1), p. 162.
5. E. Haverkamp Begemann, Willem Buytewech, Amsterdam 1959, no. CP 35, fig. 137, no. 23, fig. 139; Andrews, op. cit. (note 4), p. 190.
6. Aachen, Suermondt-Ludwig-Museum, Gr. Slg. DK 1872. II. Etat., monogrammed AP, with text, cut slightly smaller than the plate. A copy of the
first state (prior to the inscription) in the Amsterdam Printroom bears a signature in pen: "A Poel scul." Hollstein, op. cit. (note 4), vol. 6, p. 151, no.
37, with the seemingly incorrect note: "Painting in Vienna," duly omitted in vol. 17, p. 138, no. 1(information supplied by Dr. J. P. Filedt Kok on 16
January 1987).
7. The episode usually depicted from this story is the sleeping Joseph with the angel (Iconclass 73 B 62).
8. Handbooks from Nagler to Hollstein invariably name Elsheimer as author of the model. J.D. Passavant, "Adam Elsheimer, Maler aus Frankfurt
am Main," Frankfurts Geschichte und Kunst I, H. 4 (1847), pp. 44- 85, 82 no. 56, quoted an inscription which has never been mentioned since: "A.
Elsheimer p. A. Poel fecit;" yet he also listed the engraving as after Jan van de Velde and rejected the attribution to Elsheimer (p. 61, cf. p. 84). Cf.
A.H. Hind, "Adam Elsheimer. I. His Education and his Engravers," The Print Collectors Quarterly XII, 3 (Oct. 1925), pp. 232-256, 243 (ill.), 250, as
Jan van de Velde, "possibly based on a lost picture" by Elsheimer. W. Drost, Adam Elsheimer und sein Kreis, Potsdam 1933, presents the
engraving on p. 189 as evidence of a lost work by Elsheimer, yet questions the attribution on p. 118. H. Weizsäcker, Adam Elsheimer, der Maler
von Frankfurt, vol. 1, Berlin 1936; vol. 2 (from the unpublished works, edited by H. Möhle), Berlin 1952, p. 147f. no. 62, firmly rejects it (cf. note 10).
The print is not listed at all in Andrews, op. cit. (note 4).
9. Hollstein, op. cit. (note 4), 17, p. 139, no. 2: a portrait of Guilielmus Baudartius, Reformed theologian of Zutphen, in the latter's Memoryen ( ... ),
Arnhem 1624. Hollstein no. 3: after A. v. d. Venne in J. de Brune, Emblemata of Zinnewerk, Amsterdam 1624, p. 277.
10. Weizsäcker, op. cit. (note 8), vol. 2, p. 148: "Das Original unmöglich von Elsheimer, aber vielleicht aus dem Kreis der auch von ihm
beeinflußten Utrechter Caravaggisten."
11. Cf. B. Nicolson, HendrickTerbrugghen, The Hague 1958, cat. nos. A 19, fig. 97 (1624); A 21, fig. 21 (1621); D 90, fig. 2b (1616?); exhib. cat.
Nieuw licht, cit. (note 3) nos. 18, 6 and p. 47f., fig. 42.
12. Nicolson, op. cit. (note 11), cat. A 54, fig. 58-61; exhib. cat., Nieuw licht, cit. (note 3) no. 20.
13. Ca. 1626-1628; on loan to the Art Gallery of Ontario, Toronto. Nicolson, op. cit. (note 11), cat. no. A 58; exhib. cat., Nieuw licht, cit. (note 3), no.
25. It would be worth examining whether the middle part of a wicktrimmer, and not a pair of compasses, is to be seen in this picture. All the motifs in
the painting would thus refer to Magdalena, contemplating Vanitas in no less "melancholy" a fashion.
14. Nicolson, op. cit. (note 11) cat. nos. A 18, fig. 7 (1620), A24, fig. 19 (1621), A45, fig. 29; exhib. cat., Nieuwlicht, cit. (note 3), nos. 3, 9 and p. 48
fig. 43. A star-studded sky does occur in Ter Brugghen's Crucifixion with Mary and St John, Nicolson op. cit. (note 11) cat. no. A 49, fig. 53ff. (ca.
1625); exhib. cat. Nieuw licht, cit. (note 3), no. 21.
15. Amsterdam, Rijksmuseum, no. A 3908. Nicolson, op. cit. (note 11), cat. no. A 2; exhib. cat. Nieuw licht, cit., no. 12.
16. Nicolson, op. cit. (note 11), cat. nos. A 7, A 39, the latter in exhib. cat., Nieuw licht, cit. (note 3), no. 26 (ca. 1627). Cf. also the Concert,
Nicolson, cat. no. A 37; exhib. cat. no. 23 (ca. 1627).
17. Exhib. cat. Nieuw licht, cit., p. 103f., 107.
18. J. Landwehr, Dutch Emblem Books. A Bibliography, Utrecht 1962, p. 9, no. 32. The other engravers are Ch. Le Blon and J. Swelinck. A.J. van
der Aa, Biografisch Woordenboek der Nederlanden, vol. 1ff.,Haarlem 1852ff., vol. 9 (1872), p. 111, remarks on Poel's emblem engraving: "in the
style of Van de Pas", whereas F.G. Waller, Biografisch Woordenboek van Noord Nederlandsche Graveurs (...), The Hague 1938, p. 257, points to
Goudt's influence.
19. Representing St Jerome, see Hollstein, op. cit. (note 4), vol. 16, p. 193; see Nicolson, op. cit., (note 11), cat. no. D 87, fig. 2a; exhib. cat., Nieuw
licht, cit. (note 3) pp. 68, 70, fig. 63.
20. The textual sources unfortunately do not mention any picture of this theme by Ter Brugghen, but this is equally true of other paintings by him.
See the lists in Nicolson, op. cit., (note 11), p. 112-118, and M.J. Bok in exhib. cat., Nieuw licht, op. cit. (note 3), p. 71.
21. Christiaan Schuckman, "Did Hendrik ter Brugghen revisit Italy? Notes from an unknown manuscript by Cornelis de Bie," Hoogsteder-Naumann
Mercury 4 (1986), pp. 7-22, 9f.
22. Malines, St. Janskerk, righthand panel of the altar the Adoration of the Magi. Ordered from Rubens in December 1616; the wings were
delivered in 1617, the central panel in 1619. R. Oldenbourg, P. P. Rubens, Stuttgart & Berlin 1921(Klassiker der Kunst 5), fig. 165. The same pose
is depicted in The Dead Abel, a painting from Rubens's circle in Greenville (S. Car.), Bob Jones University (photograph in the RKD, The Hague).
23. In its lighting and the position of the arms and hands, Rubens's figure bears a closer resemblance to the corpse lying on top of the figure in
question in Reni's work. Reni in fact used this pose twice in the same picture, the second time in reverse. Schuckman, op. cit. (note 21), fig. 16,
reproduces as the possible original source a Hellenistic sculpture of a Dead Persian; see L. Slatkes, review of B. Nicolson, The International
Caravaggesque Movement, Oxford 1979, in Simiolus 12 (1981-1982), pp. 167-83, 183 note 90; the same in exhib. cat. Nieuw licht, cit. (note 3), p.
48f. Rubens's picture was not engraved until much later, by Ph. Spruyt; a reduced copy was at the Menke sale, Cologne, 27 October 1890, no. 79.
24. This picture, too, has been linked with Italian works, see Schuckman, op. cit. (note 21), p. 8, fig. 6ff. Nicolson, op. cit. (note 11), cat. no. A 45,
figs. 29, 31b; cf. also cat. nos. A12, A 28. For its date see L.J. Slatkes in exhib. cat. Nieuw licht, cit. (note 3), p. 48f. For older models see Paul van
Kooij, "Ter Brugghen, Dürer and Lucas van Leyden", Hoogsteder-Naumann Mercury 5 (1987), pp. 11-19, 15ff.
25. Cf. Jordaens's painting St Charles Borromeo as intercessor against the plague of 1655, Antwerp, Sint Jacobskerk; see exhib. cat. Jordaens in
Belgisch bezit, Ministerie van Nederlandse Cultuur, Koninklijk Museum voor Schone Kunsten, Antwerp 1978, p. 88f. no. 32, with ill. For Bol's
version see his Imperia Manliana, 1661-63, Amsterdam, Maritime Museum; see A. Blankert, Ferdinand Bol (1616-1680). Rembrandt's Pupil,
Doornspijk 1982, p. 117, cat. no. 59, plate 50. This provides yet another piece of evidence of the influence of Flemish painting on Bol at this time,
cf. Blankert, p. 48f.
26. Cf. Schuckman, op. cit. (note 21). According to M.J. Bok in exhib. cat. Nieuw licht, cit. (note 3), p. 66, a second visit, if one took place at all,
cannot have lasted longer than from the summer of 1619 to the summer of 1621, which in view of the large number of dated works from this period
would seem implausible.

Jan Davidsz. de Heem's Earliest Paintings, 1626-1628
by Fred G. Meier
Jan Davidsz. de Heem is unquestionably one of the major seventeenth-century Dutch still-life painters, and this no doubt explains why over the
centuries so many paintings have been incorrectly attributed to him, in good faith and in bad, or expressly furnished with his signature. This
extensive "pollution" of De Heem's oeuvre has resulted in an unclear overall view of his output and the high quality of the workof many of his pupils
and imitators has added to the general confusion. Careful study, however, reveals that autograph paintings by Jan Davidsz. de Heem have rarely
been equaled, either in conception or execution. To date there has been no in-depth study of De Heem's work. [1]

1. Jan Lievens, Portrait ofJan Davidsz. de Heem. Black chalk, 265x 202 mm. London, British Museum
Ingvar Bergström, in his standard work on Dutch still lifes (1956) was the first to devote attention to De Heem's earliest paintings, and he came to
the correct conclusion that they display the unmistakable influence of Balthasar van der Ast, who was active in Utrecht, Jan de Heem's presumed
birthplace, [2] from 1619 to 1632.[3] In the meantime, many more paintings from the early years of Jan Davidsz. de Heem's artistic career have
come to light (unfortunately, in most cases only through photographs and reproductions), enabling us to present a clearer picture of that period. The
earliest signed and dated paintings by De Heem stem from 1626. One, reproduced in a new article by Bergström (see p. 37, fig. 1) shows a
basket on which a bird has just alighted, while below a parrot feasts on some fruit. To the right is a boy holding up a finger. Compositionally, there is
hardly any relationship between the still life and the figure. Both "halves" could stand alone as complete studies, although the raised finger does
serve as a unifying element, exhorting the viewer to moderation and cautioning him against the gluttony of the birds. It is tempting to take the boy in
the painting for the artist himself. Born in 1606, Jan de Heem would have been twenty years old in 1626, whereas this boy appears to be slightly
younger. He certainly resembles the young man in the vanitas painting in Oxford (fig. 10), and in the portrait of De Heem by Jan Lievens in the
British Museum (fig. 1). A recently discovered De Heem still life of 1628 contains a small oval portrait of the same man which clearly exhibits the
characteristics of a self-portrait. The expression and bearing of the sitter seem typical of someone portraying himself while looking into a mirror
(see p. 38, fig. 2a). All in all, it is quite conceivable that the artist depicted himself in these early works.

2. Jan Davidsz. de Heem, Still Life, signed and dated 1626. Canvas on panel, 71.1 x92.7 cm. Sale London (Christie's), 1973
There are four paintings by Jan Davidsz. de Heem which are dated 1626-1627. The 1626 still life with self-portrait stands at the beginning of this
group, and is modest in size. In the same year the artist attempted a larger format, this time on canvas (fig. 2), and here the influence of Balthasar
van der Ast is even more apparent. In two horizontal rows, one behind the other, fruit and other victuals lie scattered on a bare table and in dishes.
Behind and to the right is a flagon, which seems to float rather than rest on the table. In this work, too, the composition is not a strong point. The fruit
has more plasticity, although the white grapes seem to be of a glassy substance. It is difficult to make a satisfactory appraisal of this painting, for it
appears to have suffered damage. It does, however, reveal for the first time De Heem's lifelong interest in playing with reflections in metal and
glass. That the effect is not yet very subtle can be excused, as can De Heem's borrowing of reflections in the metal dishes from Van der Ast (fig. 3).
There are two signed and dated still lifes from the following year, 1627. One is a fairly large panel, which has been hidden since 1911 (fig. 4). It is
conceivable that at the time the date on the painting had already been cleaned away or was illegible. [4] Here De Heem composes a crowded still
life using several elements from the two previous paintings (the pear, the pewter dish, and the small peach or apricot). Two pears are arranged in
front of metal and earthenware cooking utensils containing two lobsters. Next to the pears are a knife and a pewter plate, on which stands a coneshaped rummer. To the right is a Cape dish with fruit, in front of which lie some fruit, a small lobster, and a melon.

3. Balthasar van derAst, Still Life with Flowers and Fruit, signed. Panel, 81 x 121.5 cm. London, Richard Green Gallery, 1974
The other work of 1627 (fig. 5) has been published by Edith Greindl. [5] On a ledge are a porcelain bowl with fruit, and a pewter flagon, with a small
rummer hanging from its spout. Pears, apples, grapes, prunes, and citrus fruit are heaped on a second ledge underneath. For the first time in De
Fleem's work we find one single large form placed to one side of the picture and dominating it. In this case it is the pewter pitcher to the left. In the
years 1630 to 1635 this emphasis on one vertical object would lead to a preference for upright formats. [6] Judging from the photograph it would
appear that this 1627 painting (fig. 5) is not in perfect condition, and that the right side, at any rate, has been cropped.
The variety of compositions attests to the young artist's search for his own forms, to which he cautiously adds new elements. Nevertheless, the work
of Balthasar van der Ast remains the source of his inspiration.
After the apparently meager output of 1626 and 1627, 1628 was an extremely productive year for De Heem, yielding at least seven signed and
dated works, two of which are still firmly in the Van der Ast tradition. The first is known only from a faded brown photograph, on which the signature
and date are nonetheless clearly legible (fig. 6). Once again De Heem has employed a two-level composition, analogous to that of fig. 5. This time
a mischievous parrot sits to the left of a still life displayed in an austere architectural setting. A large porcelain bowl filled with bunches of grapes
and vine tendrils stands conspicuously in the middle of the picture, and to the right lies a branch with apricots or peaches. On the ledge beneath are

peaches, pears, and parts of melons and other fruit clustered around a second bowl, in which are piled a porcelain dish, grapes, and peaches. A
comparison with a panel of 1623 by Van der Ast comes to mind (fig. 7).
The second still life of 1628 appeared not long ago at an auction in London, and is now in a private collection in the Netherlands (see the article by
Bergström on p. 38, fig. 2). Again it is composed of two horizontal levels. At top right a pair of compasses lies on a roll of paper, and beside it the
aforementioned oval portait rests against a wall. It was suggested above that this might be a portrait of De Heem himself. The shaft of light which
strikes it so emphatically could possibly betray the artist's own vanity. Compasses, paper, and portrait connect the painting both technically and
thematically with the book still lifes of the same year, and signal De Heem's first steps toward an autonomous conception. However much these
vanitas still lifes are linked to the Leiden tradition, their execution reveals an unmistakable individuality.

4. Jan Davidsz. de Heem, Stil Life with Fruit and Lobsters, signed and dated 1627. Panel, 60 x 85 cm. Sale Amsterdam (Roos), 1911
To the three paintings that are composed on two levels, a fourth can be added. It has thus far been attributed to Van der Ast (fig. 8). The monogram
BVA is probably apocryphal, and it is difficult to make out the last digit of the date on the photograph in the Netherlands Institute for Art History
(RKD). The remaining traces seem to suggest 1623, 1625, or 1628, and if the date is genuine, 1628 would seem to be the most likely. To judge by
the photograph this small panel is also a work of De Heem, belonging to the same period as the paintings which have just been discussed. Once
again a still life is displayed on two horizontal levels; on the lower ledge we see fruit in a random arrangement: apricots (?), an open pomegranate,
a medlar, grapes, citrus fruits, a melon, pears, plums, an apple, and something resembling a pickle. Above left is a basket of fruit, into which a
porcelain plate has been placed. To the right is a bouquet of flowers in a conical rummer. De Heem has again demonstrably taken his cue from
Van der Ast, for the basket of fruit and the fruit at lower right have been freely borrowed from a 1622 still life by the older master (fig. 9). However,
the rendering of the textures and the personal way in which De Heem depicts such elements as grapes and leaves, make the work more than a
copy. Fruits replace the shells which Van der Ast arranged on the lower ledge. From the bouquet of flowers De Heem borrowed only the rose,
leaves, and cuckoo-flowers. Moreover, De Heem's flower still life seems to have been inspired by the even earlier work of Ambrosius Bosschaert
and Jan Brueghel. (It is remarkable, incidentally, that no painting by De Heem with flowers as the central motif can be dated before 1650, with the
exception of one work of 1635 in the Louvre). [7]

5. Jan Davidsz. de Heem, Stil Life, signed and dated 1627. Panel, 60 x 65 cm. Berlin, Frieda Hinze Gallery, 1965

6. Jan Davidsz. de Heem, StillLife with Parrot, signed and dated 1628. Panel, size unknown. Whereabouts unknown

7. Balthasar van der Ast, Still Life with Parrots, signed and dated 1623. Panel, 22 x 30.5 cm. Copenhagen, Statens Museum for Kunst

8. Here attributed to Jan Davidsz. de Heem, Still Life with Fruit and Flowers, monogrammed "BVA" and dated 162(.). Panel, size unknown.
Formerly in a private collection, London

9. Balthasar van der Ast, Still Life with Fruit, Flowers and Shells, signed and dated 1622. Panel, 21.7 x 30.5 cm. Private collection, Fürth-Bayern

10. Jan Davidsz. de Heem, Melancholia, signed and dated 1628. Panel, 60 x 81 cm. Oxford, Ashmolean Museum
In general and in details, the De Heem (fig. 8) resembles the Van der Ast (fig. 9) very closely, yet further scrutiny reveals that the latter has arranged
his objects as a continuous, repetitive narrative. By comparison, De Heem is much more inclined to group objects together in a few large clusters
with open spaces in between. He omits such typical Van der Ast accessories as insects, shells, small flowers, and small fruit. De Heem also aims
at a greater tonal unity, harmoniously attuning the rather muted hues, whereas Van der Ast purposely uses a gamut of brightly contrasting colors.
De Heem's Van der Ast-like compositions most likely precede his still lifes with books, some of which are dated 1628 and 1629. As already
stated, the compasses and roll of paper in the London panel of 1628 seem to be a presage of this. Of these vanitas paintings, the one in Oxford
known as Melancholia is perhaps the earliest (fig. 10). This genre-like work is certainly not one of De Heem's more successful endeavors. The
rather tiny compositional elements in this oversize panel seem to drift apart and the monochrome tone, as well as the fairly thick, opaque paint, give
a heavy-handed impression. In his book and vanitas still lifes De Heem employs this new, more pastose technique in a much subtler and more
convincing way. [9] The anatomical shortcomings of the figure in fig. 10 indicate why De Heem never again ventured into figure painting. [10]
According to the reference books Jan de Heem was a student of his father David. Over the centuries a number of works have been attributed to the
father, yet in most cases they turn out to be the work of his great-grandson David Cornelisz. de Heem. To this day, not a single signed (let alone
dated) work by the elder David is known. As we have seen, the influence of Balthasar van der Ast was paramount to Jan Davidsz. de Heem's
development, at least until 1628. If Van der Ast and De Heem were acquainted, or if a teacher-pupil relationship existed between them, this would
have been before the latter's departure for Leiden in 1626. Yet it is in the work of the following two years that the influence of Van der Ast is most
apparent, and it is Van der Ast's work of some four years earlier that was the main source of inspiration. One wonders if the young artist owned
work by the older master, or if he frequented circles in Leiden where the work of Balthasar van der Ast was collected and appreciated. We can only
hope that archival research will someday reveal the glimmer of an answer to these questions.

Notes

Translated from the Dutch by Eric Newton.

1. In due course I hope to publish as complete a catalogue of Jan Davidsz. de Heem's oeuvre, as possible, and I would welcome information on
the whereabouts of works by De Heem in order that I may personally study them.
2. According to recent archival research, it is possible that Jan Davidsz. de Heem was born in Antwerp, not Utrecht (information kindly supplied by
M.J. Bokof Utrecht, June 1987).
3. Ingvar Bergström, Dutch Still-Life Painting in the Seventeenth Century, London 1956. Since 1899 there has been no trace of the first painting
mentioned by Bergström. It was part of the Schubart Collection in Munich,and was quite clearly reproduced in the auction catalogue when it came
upforsalein 1899. The reproduction reveals that the signature must be apocryphal. This had already been noted by C. Hofstede de Groot when the
painting was exhibited as a Van der Ast at the Tentoonstelling van Oude Schilderijen in Utrecht, 1894, cat. no. 1. As co-author of the catalogue,
Hofstede de Groot would have had ample opportunity to study the painting carefully. In his copy of the catalogue, preserved in the Netherlands
Institute for Art History (RKD) in The Hague, he made the following note in the margin: "Valsch gemerkt'De Heem' Daaronder sporen van echte
handteekening" ("Falsely signed 'De Heem', under it traces of a genuine signature"). Bergström reproduced this painting as no. 164, but was
mistaken in stating that it came from the Braams Collection. The works listed as De Heem in that collection were a vanitas painting with books, and
a fruit still life. The latter was not dated, nor did it correspond in other respects to the description given by Bergström. He subsequently mentions a
fruit still life with animals dated 1624. Judging from the reproduction, I am convinced that the signature is apocryphal and that the origin of this panel
must be sought in the circle of Jan van Kessel, at least thirty years after 1624. Bergström's last example of an early De Heem - a basket of flowers is likewise unacceptable. This painting bears a De Heem"signature," but no date. If the flowers should indeed be attributed to De Heem (which I
very much doubt) they would not date from before 1650. Moreover, it would seem that the picture is a fragment, to which the basket was added, at a
(much) later date. All in all, it would appear that Bergström, on the basis of erroneous information about the attribution of paintings to De Heem,
nevertheless came to the correct conclusion about Van der Ast's influence on him.
4. The painting appeared twice before at auction, both times in 1910: on March 22 in Berlin, under no. 22, and on November 22 in Amsterdam,
under no. 66. Both auction catalogues list the following signature and date: "Johannis de Heem fecit A° 1627." However, the picture was not
reproduced in either catalogue, yet the description and the dimensions given make clear that it was the painting reproduced in our figure 4. A copy
of it hangs in the museum at Bourges,inv. no. 30.102, as anonymous, although formerly attributed to Jan Davidsz. de Heem.
5. Edith Greindl, Les Peintres flamands de la nature morte au XVIIe siècle, Sterrebeek 1984, p. 123, fig. 122 on p. 243, cat. no. 23 on p. 360. I am
indebted to Mrs Greindl for kindly lending me her photograph for our reproduction.
6. See the reproductions of works from these years in Ingvar Bergström's article on pp. 37-50.
7. Paris, Louvre, inv. no. R/F. 1939-10, cat. I, Ecole flamande et hollandaise, 1979, p. 68, with ill., as a work of Jan de Heem II, yet to me the
traditional attribution to Jan Davidsz. de Heem seems correct. The date should be read as 1635 rather than 1685.
8. It must be added that the vanitas painting in the museum in Aachen until the Second World War was probably dated 1629, and not 1625;
Bergström, op. cit. (note 3), fig. 138. The year 1625 was listed in the museum's 1932 catalogue, and was uncritically accepted as such by all
subsequent authors. The date is illegible on the good photograph I know of the painting. C. Hofstede de Groot, who saw the picture himself, read
1629 with certainty (HdG fiche in the RKD). In my opinion, the painting indeed originated in 1629, given its subject matter, technique, and style.
9. On these works see H. Seifertová-Korecká, "Stilleben von Jan Davidsz. de Heem in der Gemäldegalerie der Stadt Liberec (Reichenberg),"
Oud-Holland 77 (1962), pp. 58-60.
10. On this painting see also W. Martin, "Figuurstukken van Jan Davidsz. de Heem," Oud-Holland 42 (1925), pp. 42-45. His attribution to De Heem
of a reading hermit, ibid., fig. 3, strikes me as completely unfounded.

Another Look at De Heem's Early Dutch Period, 1626-1635
by Ingvar Bergström
For Adie Elisabeth
Even the first ten years of Jan Davidsz de Heem's artistic activity are fascinating. His works from this period, from ca. 1625 onwards, when he was
still in Holland, allow us to look into the world of a highly gifted, creative young master in search of his personality as a painter, exploring different
means and devices in the process. In his earliest pictures he was strongly influenced by contemporary still-life painting in his native country.
Jan Davidsz de Heem was born in Utrecht in 1606. He moved, in all likelihood in or shortly before 1626, from there to Leiden, where he stayed till
1636. The latter year marks a watershed. He then settled in Antwerp, where artistic ideals and conditions were quite different from those in Holland.
He had to enter into competition with the leading masters in his field who were following other lodestars.

1. Jan Davidsz de Heem, signed and dated 1626. Panel, 34 x 68.5 cm. Sale Fabricius, Berlin, 1906 and Sale Weinmüller, Munich, 1954

In 1956 the present writer published a study in Oud-Holland, "De Heem's Painting of his First Dutch Period," which at the time was a rather
neglected area within his oeuvre. Some decades have elapsed, and in the meantime a number of previously unknown still lifes, in some cases
passing under incorrect names, have come to light, enriching our image of the young master. This may legitimate the present study. Some of the
earliest paintings, strongly influenced by Balthasar van der Ast, are scrutinized anew by Fred Meijer in the preceding pages. De Heem is so close
to Van der Ast that if some of his early fruit pieces were not signed they could rather easily pass as works by the elder master, of whom he in all
likelihood was a pupil.

2. Jan Davidsz de Heem, signed: Johannes de Heem fecit A° 1628. Panel, 32.5 x 40.5 cm. Formerly Gothenburg, private collection

2a. Detail of fig. 2

3. David Bailly, Self-Portrait, signed and dated 1625. Drawing, 181 x 136 mm. Amsterdam, Printroom

4. David Bailly, Vanitas, signed and dated 16 July 1624. Drawing in Album Amicorum Cornells de Montigny de Clarges. The Hague,
Koninklijke Bibliotheek

5. Jan Davidsz de Heem, signed: Johannes de Heem Fecit 1629. Panel, 38 x 63.5 cm. Formerly Haarlem, Bier Gallery
Some other still lifes by De Heem also show Van der Ast's influence. It is obvious in a fruit piece, which appeared in 1906 in the Fabricius sale,
Berlin (fig. 1).[1] The picture is fully signed Johannes de Heem and dated 1626. To the left on a table stands a basket with fruit, completely à la Van
der Ast. Close to it there is a fluttering bird. In front of the basket sits a parrot eating red berries. In fruit pieces by Van der Ast of 1622 and 1623
parrots also occur, alone or in pairs.[2 ]Furthermore there is a pewter plate with a peach. To the right appears a rather coarsely smiling boy,
wearing a plumed beret and pointing upwards with his right forefinger. The way he is characterized is typical of contemporary Utrecht art. Even if

the picture was painted after De Heem's move to Leiden, the basket with fruit and the boy are still conceived according to the artistic criteria
prevailing in his native town.
To the best of my knowledge the Van der Ast influence is tangibly apparent for the last time in the fruit piece signed "Johannes de Heem fecit A°
1628" (fig. 2). For a long time the picture belonged to a Gothenburg collection, and moved with its owners to Switzerland in the early 1970s. It came
to public notice in a sale at Christie's, London, 10 April 1987 (lot 37, reproduced in color on the cover of the catalogue and p. 54). It is executed with
the greatest sensitivity and is another token of De Heem's admiration for the art of Balthasar van der Ast.
The "scene" is divided into two levels, arranged in steps. The upper one is a wooden slab, under which is a partly extended drawer forming the
lower plane. This device, with two stepped tiers, is quite à la Van der Ast. It can be found in several of his works, but there the material is stone. An
early example is the master's fruit piece with two parrots of 1623 in the Statens Museum for Kunst, Copenhagen (fig. 7).
In the drawer of De Heem's 1628 picture (fig. 2) are grapes, apples, plums, a melon and medlars. The upper level is dominated by a porcelain
Chinese dish with various fruits. Stems with vine leaves create an effective, decorative outline to the dish and its contents. In rendering all this fruit
De Heem fully adopted the masterly technique of Van der Ast. If it had been unsigned this picture could very easily have passed for a work by the
latter artist.

6. Jan Davidsz de Heem, signed: J D (interlaced) de Heem / fecit A° 1632. Panel, 75 x 62 cm. New York, Asbjorn R. Lunde Collection

7. Jan Davidsz de Heem, signed: J D (interlaced) Heem 1632. Panel, 77.5 x 64.5 cm. Birmingham, The Barber Institute of Fine Arts
However, the composition contains another element which would have been quite exceptional for Van der Ast: the small cluster to the right on the
upper level, consisting of an oval, framed minitature portrait leaning against the wall, and representing a young, well-dressed man, with a scroll of
paper and a pair of compasses beneath it. If the conception and rendering of the fruit has a purely Utrecht character, this little group of three objects
is literally a Leiden quotation. The miniature portrait is in all likelihood reproduced after a work by David Bailly which seems to be unknown today.

The entry in the catalogue of the Christie's sale of 10 April 1987 suggests that it is a self-portrait by De Heem. If so, it is very much an imitation of
Bailly. In the Amsterdam Print-room there is a Bailly drawing of 1625 (fig. 3) with a still-life character and the artist's self-portrait which is closely
related to the group of objects in De Heem's fruit piece of 1628 (fig. 2a). The oval miniature of the drawing is also shown leaning against the wall,
as a picture within the picture. In front of it there is a pair of compasses with the draftsman's pen resting on them, and to the right there is a scroll of
paper. The latter is a repetition of the scroll in Bailly's vanitas drawing of 1624 in the Album Amicorum Cornells de Montigny de Clarges (fig. 4),
which bears the inscription QVIS EVADET (Who escapes?). The scroll appears once more, but without any text, in Bailly's capital vanitas of 1651
(painted 27 years later, in other words) which is in Stedelijk Museum De Lakenhal, Leiden. It seems reasonable to assume that this scroll of paper
has a specific meaning, maybe of perishability. Do the compasses, which appear with it in Bailly's self-portrait of 1624 (fig. 3) and in De Heem's
fruit piece of 1628 (fig. 2), also have an intrinsic meaning? Among other things they symbolize creativity and temperance (they are one of the
attributes of Temperantia). Both may be relevant in the cases quoted above.

8. Jan Davidsz de Heem. Panel, 67 x 54 cm. Zürich, Koetser Gallery, 1970
De Heem married in Leiden in 1626 and stayed there for ten more years before he enrolled in the Antwerp guild. During that decade he painted a
series of quite different types of picture, several of which testify to the influence of his change of environment, among them the well-known Interior of
a Chamber with a Student Seated at a Table in the Ashmolean Museum, Oxford, signed and dated 1628 (fig. 10 on our p. 34).[3] On the table are a
number of worn volumes, piled together in a picturesque "disorder". While in Leiden De Heem painted a number of still lifes with books, grouped
together with similar "carelessness", without figures but sometimes with a skull. There may also be an occasional musical instrument or a globe.
These pictures with books betray a true Leiden vanitas spirit. The conception is reminiscent of depictions of books combined with figures, in
particular by Rembrandt, Lievens and Dou. All three were active in Leiden in the relevant period. De Heem's still lifes with books are delicately
"mono- chrome" and the atmosphere is exquisitely rendered.[4]

9. Jan Davidsz de Heem. Canvas, 75.5 x 61.5 cm. New York, Sale Sotheby's, 17 January 1986

10. Jan Davidsz de Heem. Panel, 60.5 x 47 cm. USA, private collection
However, it may also be noted that De Heem had struck out in a very different direction by the end of the 1620s. It was somewhat unexpected
perhaps, after the strong Van der Ast influence visible in some fruit-pieces, and the effect of the Leiden milieu on his book still lifes. He now painted
some breakfast pieces of the Haarlem type. In Oud-Holland 1956 I published his picture in the Staatliche Museen, Gotha, signed "Johannes de
Heem Fecit 1628," which is quite close to Pieter Claesz.

11. Jan Davidsz de Heem, signed and dated 1633. Canvas, 62 x 50 cm. Amsterdam, P. de Boer Gallery, 1962

12. Jan Davidsz de Heem. Canvas, 54.5 x 47 cm. Amsterdam, P. de Boer Gallery, 1963/64
Another still life, signed "Johannes de Heem Fecit 1629" (fig. 5), turned up in the Bier Gallery in Haarlem in the 1960s.[5] On a wooden tabletop are
two shining pewter plates, a half-peeled lemon, some oysters, a piece of a roll, and a turned over rummer partly resting on a Wan-Li bowl, which is
turned upside down. These objects, put together haphazardly and in a certain "disorder," have so to speak all been collected from the store of
Pieter Claesz and Willem Claesz Heda and are once more conceived in a true Haarlem spirit.
In his search for his artistic personality, Jan Davidsz de Heem emancipated himself from models borrowed from masters in Utrecht, Haarlem or
Leiden in the following years.[6] The still life reproduced in fig. 6, belonging to the Asbjorn R. Lunde Collection, New York, is fully signed, and dated
1632.[7] On a table, partly covered by a dark-green cloth, are to be found a turned over silver tankard leaning against a lobster, a pewter plate with
a half-peeled lemon, a peach, and a second lobster leaning against the tankard. There is also a rummer of white wine on a silver salt cellar, and a
vine-stem with grapes, leaves and curling tendrils. The objects are surrounded by a generous amount of space.
To the best of my knowledge there is no contemporary still life by any other master with a composition and conception like this De Heem of 1632
(fig. 6). He has achieved complete independence. In this picture red lobsters appear for the first time in his oeuvre. A few years later he was to
paint this crustacean again (fig. 13; see comments below).
As early as the end of the 1620s Jan Davidsz de Heem was painting toppled and tilted objects, haphazardly arranged. From 1632 onwards he
depicted precious pieces of the goldsmith's art and of shining pewter, confessing his obsession by the rich interplay of reflections, masterly
rendered. Another fine example is offered by his still life in Birmingham, signed and dated 1632 (fig. 7), which is as independent in character as the
New York picture (fig. 6). The impression of "disorder" created by the toppled and leaning objects is counteracted by the use of verticals, and by the
richly mounted nautilus cup and the silver flagon. The same nautilus cup, this time on its side, appears in another still life by Jan Davidsz de Heem,
which is not signed. It may also in all likelihood be dated in 1632. In 1970 it was with the David M. Koetser Gallery, Zürich (fig. 8).
As already noted, the Leiden paintings by Jan Davidsz de Heem have in some cases passed under other names. The still life in fig. 9, which is not
signed, was listed as a Willem Claesz Heda in a Vienna sale in 1927.[8] Nearly sixty years later it reappeared at Sotheby's in New York and I was
asked if the Heda attribution could be confirmed. However, this powerful work displays the same characteristics as a number of paintings of De
Heem's Leiden years: the "disorder" and the intense interplay of reflections in the metal objects. The element of stability is in this case the silver salt
cellar on which stands a rummer of white wine. I only know of one other example of this arrangement in seventeenth-century Dutch still life painting:
De Heem's picture of 1632 in the Asbjorn R. Lunde Collection (fig. 6). The decorative use of the vine corresponds to that found in the two pictures
reproduced here as figs. 6 and 7, both dated 1632, which would also be a likely date for the still life at Sotheby's, New York.
The picture reproduced in fig. 10, which had belonged to a private collection in Boston, turned up in 1984 in London at an exhibition at the Johnny
van Haeften Gallery as a work by Simon Luttichuys.[9] However, it betrays throughout the hand of the youthful Jan Davidsz de Heem in the way
metal, oysters, fruit and the grayish light-green table cloth have been painted. This picture has now been repatriated to the USA, where it has joined
an outstanding private collection of Dutch, Flemish and German still lifes. The identification of De Heem as its creator is supported by a
comparison with a closely related painting, signed and dated 1633, which in 1962 was in the possession of the P. de Boer Gallery, Amsterdam
(fig. 11). That year, 1633, may well be the year of origin too of the picture now in the American collection (fig. 10).
In both still lifes (figs. 10 and 11) we see a slim-bodied pewter tankard, a pewter plate, oysters, pieces of lemon peel and a few other objects.
These two pictures contrast markedly with the more splendid compositions of 1632, reproduced in figs. 6 and 7, and that of fig. 9, which probably
also dates from that year. They show De Heem observing greater simplicity and intimacy in a true "Dutch" manner. A third work of this same type,
neither signed nor dated, but in all likelihood of the same year as the other two, with a similar choice of objects (the slim tankard in this case on its
side) formed part of the 1963/64 Winter Exhibition of the P. de Boer Gallery, Amsterdam (fig. 12). It was correctly listed as a De Heem on the basis
of the signed and dated picture of 1633 (fig. 11), which had belonged to the same gallery in 1962.

13. Jan Davidsz de Heem, signed: J D H (interlaced) eem F A° 1634. Canvas, 61 x 55 cm. Stuttgart, Staatsgemäldegalerie

14. Jan Davidsz de Heem, signed and dated 1635. Panel, 75.5 x 57 cm. Amsterdam, P. de Boer Gallery, 1974
However, in works of the two following years, Jan Davidsz de Heem abandoned the simplicity with which he had experimented in 1633 (fig. 11),
and turned again to more splendid compositions, using precious silver objects as his models. It is significant that for a third and a fourth time he
painted the gorgeous nautilus cup.
In a still life of 1634 (fig. 13) De Heem created a true masterpiece. For the past ten years it has been in the Staatsgemäldegalerie, Stuttgart. The
"disorder" is again present, yet counteracted by the two diagonals intersecting in the upper rim of the silver beaker. The sense of balance and
harmony is strengthened by the verticals of the nautilus cup and the implied architectonic element, the projecting corner of the wall at the extreme
right. High up on that wall De Heem has put his signature and the date 1634. Spatial problems are as convincingly solved as in the still lifes by
Willem Claesz Heda, and that is high praise. Colors are subdued, the interplay of reflections intensely developed. Again there is a boiled lobster,
the crustacean that was to become such a favorite in Antwerp as a bright-red, sparkling element in his compositions. In the 1634 picture, however,
even the color of the lobster is subdued (fig. 13). It has a marvelous tonality of an un-naturalistic soft grayish terracotta.[10]
From the following year, 1635, we have the still life which was with the P. de Boer Gallery, Amsterdam, in 1974 (fig. 14), in which the same nautilus
cup appears for the fourth time in De Heem's early oeuvre.[11] The whole composition radiates great calm. There is no steep diagonal. The stem of
vine, the knife, the fallen silver beaker, the pewter plate with a piece of pomegranate, a piece of lemon and a lemon segment - all these
components cling to the table top. They form the horizontal element of the composition, which is echoed by the silver-shod opening of the shell. The
nautilus cup and the hanging, slightly curling lemon peel serve as verticals. This interplay of horizontal and vertical contributes to the balance and
harmony of the whole.

15. Jan Davidsz de Heem, signed: J D H (interlaced) eem f 1635. Canvas, 93.5 0 x 74.5 cm. Netherlands, private collection
On 29 May 1986 Christie's of Amsterdam sold a number of pictures from the collection of the late Frits del Monte of Brummen (Holland), among
them the still life reproduced here as fig. 15. It was catalogued as a work by Simon Luttichuys.[12] In the upper right corner the picture has a De
Heem signature and a date which had earlier been read as 1638; at the Amsterdam sale it was said to be indistinct. For more than half a century
this still life had unanimously been regarded as a work by Jan Davidsz de Heem (with one exception of which more anon). It had formed part of the
important Exposition de la nature morte hollandaise in the Palais des Beaux-Arts, Brussels 1929 (as belonging to the S. del Monte Collection,
Brussels) and was listed in the catalogue by Mme E. Zarnowska under no. 52 as by Jan Davidsz de Heem, signed by him and dated 1638. The
catalogue of the Amsterdam sale of 29 May 1986 states that the original signature was that of Simon Luttichuys, and had been changed into that of
De Heem.
In his excellent pioneer article, "Jan Jansz. den Uyl," published in 1940 in Oud-Holland, Pieter de Boer made another bid: Willem Gabron. He knew
and reproduced a still life, then in the J. Benninga Collection, Amsterdam, signed by that Flemish master. It shows the same composition as our fig.
15, the only difference being that it has been cut just below the end of the lemon peel, and above, close to the pewter tankard. That changes the
format from a vertical into a horizontal one. Referring to the Benninga still life, Pieter de Boer drew the conclusion that the Del Monte painting (fig.
15) was also a work by Willem Gabron.[13]

16. Jan Jansz den Uyl, dated (on the handle of the pewter flagon): 1632. Panel, 80 x 68 cm. Prague, Národní Galerie
The Del Monte still life, however, is an original creation and does not fit in the known oeuvre of either Willem Gabron or Simon Luttichuys. It clearly
betrays the hand of Jan Davidsz de Heem in the way the pewter, the oysters and the lemons are painted.
Since May 1986 the Del Monte picture (fig. 15) has been successfully cleaned. As might have been expected, the De Heem signature high up in
the right corner, has remained, even when tested with pure alcohol. The date, previously read as 1638, appears to be 1635, and that makes sense.

It is not likely that De Heem would have painted such a thoroughly Dutch work two years after he had moved to Antwerp, an art center where, as
already noted, quite different ideals predominated. The otherwise unusual placing of the signature, high up in the left or right corner of the panel or
canvas, can be found in other works by Jan Davidsz de Heem of this early period, for instance in those reproduced in figs. 6, 11, 13 and 14 and
also in pictures dating from his Antwerp years.
Pieter de Boer's reason for including the Benninga still life, signed by Willem Gabron, in his article of 1940 was nevertheless a good one. He quite
rightly observed that both it and the Del Monte are strongly influenced by the works of Jan Jansz den Uyl. The Benninga still life is thus to be
regarded as a copy of the Del Monte De Heem.
The Den Uyl influence on Jan Davidsz De Heem becomes obvious when we look at the former's masterly still life in the National Gallery, Prague,
dated 1632 on the handle of the pewter flagon (fig. 16).[14] Both paintings display a generous amount of space around the objects on the table, and
radiate true monumentality. The atmospheric element is even more tangible in De Heem's picture, where for instance the outlines of the pewter
tankard are softened, "eaten" by air and light. With its fine and sensitive tonality it stands out as an important, mature work within the master's
oeuvre of the Leiden years and within Dutch still-life painting of the 17th century. That the art of Jan Jansz den Uyl impressed him greatly is quite
understandable. During the 1630s that master also inspired Pieter Claesz and Willem Claesz Heda.[15]
In his earliest works (figs. 1, 2, 5) Jan Davidsz de Heem is like a chameleon. He so to speak adopted the "coloring" of his temporary artistic
environment.[16] During the last half-dozen years in Leiden he was engaged in a struggle for emancipation from the masters whom he had formerly
imitated, and he created a series of original works (fig. 6-15), in which he appears in his own right, as one of the most prominent figures within
Dutch art of the period.
If Jan Davidsz de Heem had stayed in Holland instead of moving to Antwerp his painting would very probably have continued to exhibit a pure
Dutch character. In his new environment he instead "married" Dutch and Flemish, and created what I have termed the De Heem style. In doing so
he exerted an immense influence on numerous still life painters in both regions.
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Notes
1. Later on in the Weinmüller Sale, Munich, 6-7 October 1954. Present whereabouts unknown. Another fruit piece, signed and also dated 1626 by
De Heem, was sold at Christie's, London, on 30 November 1973, lot 117 (see p. 30, fig. 2).
2. In Cambridge, Fitzwilliam Museum, and Copenhagen, Statens Museum for Kunst (fig. 7 on p. 33).
3. In late 1976 and early 1977 the remarkable exhibition Geschildert tot Leyden anno 1626 (Painted in Leiden in the year 1626) was held in the
Museum De Lakenhal. It brilliantly demonstrated how amazingly rich the artistic activity was in the town in that year. Among the many masters were
Rembrandt and De Heem, both born in 1606 and thus just twenty years old. The reader is recommended to study the excellent catalogue of the
exhibition, published by Dr Maarten L. Wurfbain, for it offers a splendid panorama. As to the part played by David Bailly see the basic discussion in
Bruyn 1951; on De Heem and Bailly, p. 225.
4. Bergström 1947, pp. 170-172; Bergström 1956:1, pp. 162-165. Attention may also be drawn to the fine, monochrome little interior of a shed,
signed and dated by De Heem in 1631 and now in the Museum De Lakenhal, Leiden. It is conceived completely à la Pieter Symonsz Potter. See
the latter's picture of the same motif and of the same year in the Muzeum Narodowe, Warsaw. Both discussed in Bergström 1956:2, pp. 176-178
(figs. 4 and 5).
5. Sold at Sotheby Mak van Waay, Amsterdam, on 23 April 1979, lot 57. Reproduced in colors on the cover of the catalogue.
6. In this connection it is worth mentioning an interesting, rather special still life in the sale at Mak van Waay, Amsterdam, 8 April 1973, lot 12, as a
work by Maerten Boelema de Stomme (reproduced in colors on the cover of the catalogue). It displays a three-legged stool upon which are two
pewter dishes, oysters, pieces of lemon peel, an orange and a loaf of bread. It betrays the hand of Jan Davidsz de Heem and is to be dated in his
Leiden period. In 1980, when I identified this picture as a work by De Heem, it was with the Douwes Gallery, London.
7. Sale Sotheby's, London, 5 July 1967, lot 9, as by Cornelis (sic!) de Heem; sale Christie's, London, 9 July 1982, lot 57, correctly as by Jan
Davidsz de Heem.
8. Auction house C.J. Wawra, Vienna, sale 9 and 10 March 1927, lot 153.
9. With reference to Vroom 1980, vol. 2, p. 92, cat. no. 459, where the picture is illustrated and listed as by Simon Luttichuys, and wrongly said to
be "signed with a monogram." The still life in our fig. 7 is discussed in Vroom 1980, vol. 1, pp. 190-192, fig. 263, and cat. no. 460, and attributed to
Luttichuys.

10. Further analysis of the Stuttgart still life in Bergström 1956:1, pp. 194-195, where it is reproduced in colors, pl. V. It was then in the Philip
Lindstedt Collection, Göteborg.
11. This picture came up for auction on 21 May 1970 as lot 102 at Lempertz, Cologne, then as by "Niederländischer Meister des 17.
Jahrhunderts." It was acquired by the David M. Koetser Gallery, Zürich. Mr Koetser suggested Jan Davidsz de Heem as its author, referring to
Bergström 1956:1 and Bergström 1956:2. In a letter to him I confirmed this attribution, on the basis of reproductions. P. de Boer later read the
signature and the date.
12. Lot 160, catalogue entry with references to exhibition and literature.
13. De Boer 1940, p. 60.
14. In early 1986 I had the privilege of re-examining and discussing Den Uyl's picture in Prague with Dr Hana Seifertová of the Národní Galerie. I
am also much indebted to her for kindly supplying me with information about it. This still life, originally passing under the name of W.C. Heda,
previously belonged to the Count Wallis Collection, from which it entered the famous Novák Collection in 1884, whence it was acquired in 1948 by
the Národní Galerie, Prague. See Von Frimmel 1899, cat. no. 3.
15. Bergström 1947, p. 158; Bergström 1956:1, pp. 152-153.
16. As to the strong Haarlem influence, as it appears in De Heem's still life of 1629 for instance (fig. 5), it is quite likely that he occasionally visited
that city, situated at a distance of less than 20 kilometers from Leiden.

Between Caravaggism and Classicism: Bathsheba by Jan Gerritsz. and Johannes van
Bronchorst
by Thomas Döring
This article concentrates on two pictures with two things in common: both are currently attributed to the same artist, Jan Gerritsz. van Bronchorst,
and the theme of both is "Bathsheba Bathing." Although both paintings are in public collections, they are not at all well known. The version in the
Helsinki City Museum (fig. 1) is as yet unpublished,[1] and the other picture to be discussed here, in the Palazzo Barberini in Rome (figs. 6-8), is
only familiar to the initiated. It would therefore be useful to introduce the two works before tracing their stylistic and iconographic differences and
similarities.
The upright format in Helsinki shows the three-quarter length figure of a semi-nude woman. She is seated close to the beholder at a slant to the
picture plane, in front of a dark, wooded background in which palatial architecture can be distinguished on the left. Apart from a band of yellowish
twilight on the horizon, the sky is covered with gray-brown clouds. The seated figure is attired in a red cloak and a white undergarment, both of
which descend from one shoulder onto her lap; the left side of the upper part of her body is bare.
A bright blue shawl with gold stripes is draped around her shoulder and hip. Her right arm rests on a stone ledge on which are a string of pearls, a
glass jar of ointment and a sponge. Below these attributes of bathing is the artist's signature: "J. v. Bronchorst f.". The figure is turning her head to
look over her bare shoulder with mild curiosity. Her attention has been caught by the approaching figure of an old woman hooded in a robe of
earthen hue and carrying a letter. From the left a shaft of light falls onto the seated woman, whose form thus stands out against the surrounding
gloom, whereas the messenger's face is shaded.
The identification of the subject poses no problems: there are ample grounds for identifying the scantily clad lady as Bathsheba on the point of
receiving David's love-letter. According to 2 Samuel 11:2-4:

"And it came to pass in an eveningtide, that David arose from off his bed, and walked upon the roof of the king's house: and fromthe roof he saw
a woman washing herself; and the woman was very beautiful to look upon. And David sent and enquired after the woman. And one said, is not
this Bath-sheba, the daughter of Eliam, the wife of Uriah the Hittite? And David sent messengers, and took her..."

1. Jan Gerritsz. van Bronchorst, Bathsheba Receiving David's Letter, signed. Canvas, 115 x 90.7 cm. Helsinki City Museum (Helsingin
Kaupunginmuseo)
The painting arrived at its present location by way of tortuous paths which are nonetheless easy to trace. In 1883 it was donated to the City of
Helsinki by O.W. Furuhjelm, a Finnish field officer in the Russian army, and obtained its permanent place in 1911 in the recently founded municipal
collection. [2] The archives of this collection contain a handwritten list of Furuhjelm's art possessions and disclose that he had acquired the painting,
together with several others, from the estate of Martynoff, a St Petersburg collector. In his book on Netherlandish pictures in St Petersburg,
however, Semenov makes no mention of a Bathsheba belonging to Martynoff, but he does write of a Magdalen by Van Bronchorst. [3] It is not
known how the picture got to Russia. Towards the end of the eighteenth century, at any rate, it was still in Amsterdam, where the illustrious collection
of Johannes Lodewijk Strantwijk, regent of the Amsterdam house of correction, was auctioned on 10 May 1780. [4] The sale catalogue lists a
Bathsheba by Van Bronchorst, described in such precise terms as to make identification of our picture fairly certain.

2.Jan Gerritsz. van Bronchorst, Concert, signed and dated 1646. Canvas, 148.4x 191.4 cm. Utrecht, Centraal Museum

3. Peter Paul Rubens, Bathsheba Receiving David's Letter. Panel, 175x 126 cm. Dresden, Gemäldegalerie Alte Meister

"Een zittende Batseba hebbende zig gereinigt,
voor haar op een Steen legt een Snoer Paarlen,
een Flesje, en eenige andere Gereedschappen,
zy kykt om naar een Vrouw die kort bij haar is,
en een Briefin haar Hand heeft, die zy haar laat
zien, dit stukis schoon geschildert, en op een
Italiaansche manier behandelt."

A seated Bathsheba having washed herself, in
front of her on a stone are a string of pearls, a
phial and other utensils, she turns to look at a
woman close by, who is showing her a letter in
her hand, this piece is finely painted and treated
in an Italian manner.

The measurements given in the catalogue, "hoog 45, breed 35 duim," correspond exactly to those of the Helsinki picture. [5] At the sale the painting
was purchased by Jan Yver, one of the auctioneers, for 15.10 guilders. As early as 4 May 1706 "een Batseba van J. v. Bronchorst" had been listed
as no. 10 at an Amsterdam auction. Since the catalogue of this sale supplies no further information, we cannot tell whether it was one of the
paintings discussed here or a third version of the same subject.

4. Willem Drost, Bathsheba with David's Letter, signed and dated 1654. Canvas, 103x 87cm. Paris, Louvre

5. Ferdinand Bol, Vertumnusand Pomona. Canvas, 124x 134 cm. Sale Cologne 1963, presentlocation unknown
The 1780 description praises the picture for being "schoon geschildert, en op een Italiaansche manier behandelt" (finely painted, and treated in an
Italian manner). Of course, art historians should not overrate such sales-boosting epithets, but in this case they clearly refer to the most obvious
stylistic features of the painting: the large three-quarter length figure, the treatment of the nude, and the emphatic chiaroscuro. This handling of light
and shade is rooted in the style of the Utrecht Caravaggisti, which may be described with some justification as "Italian manner". The Utrecht painter
Jan Gerritsz. van Bronchorst grew up in this tradition, although in the heyday of the Caravaggisti he was not a painter in oils but a glass painter.
According to his biographer Cornelis de Bie, Van Bronchorst, who was born in 1603, did not start painting until 1639, under the influence of
Cornelis van Poelenburch. [6]
Wolfgang Schöne has written of the figures in Caravaggio's pictures that they are unaware of the light that illuminates them. [7] The opposite seems
to be the case with Van Bronchorst's Bathsheba. She turns her face to the source of light outside the picture deliberately, almost coquettishly.
Rarely did Van Bronchorst, in whose paintings the luminosity is usually distributed more evenly, produce such marked contrasts of light and shade.
The elegant pose, on the other hand, has a more Flemish touch, [8] also apparent in the fluent brushwork and the almost Rubenesque opulence of
the principal figure. The graceful head forms a contrast to this plumpness, and together with the aforementioned characteristics suggests a date in
Van Bronchorst's Amsterdam period. The execution is close to that of the paintings which Van Bronchorst made on the shutters of the organ in the
Nieuwe Kerk, dated 1655,[9] and of his Jupiter Commanding Mercury to Kill Argus (Utrecht, Centraal Museum), for which the autumn of 1656 may
be established as a terminus ante quern. [10] The painter was granted Amsterdam citizenship in 1652 and rapidly acquired a reputation due to his
monumental works in Jacob van Campen's Town Hall and in the Nieuwe Kerk. As early as 1654 Jan Vos named him as one of the city's foremost
painters in a poem to mark the founding of a fraternity of poets and painters. [11] However, in a document of 8 November 1661 he is described as
"sieck te bedde leggende" (abed and ailing),[12] and he succumbed to his illness before the year was up.
When comparing the Bathsheba in the Helsinki painting with the chubby figures in the works of his Utrecht period, such as the Concert with LutePlayer dated 1646, in the Centraal Museum, Utrecht (fig. 2), one is struck by Jan Gerritsz. van Bronchorst's undeniable swing towards elegance
while he was in Amsterdam. Even if he did not undergo a dramatic artistic transformation, he did adapt to the prevailing vogue in the metropolis,
which favoured the Classicism of such painters as Govert Flinck or Erasmus Quellinus. Our Bathsheba's chalky flesh tones and the lights which
zigzag across her draped garments and provide the picture with its painterly charm, may be regarded as a result of this development. This manner
is equally apparent in Van Bronchorst's approximately contemporaneous Jupiter Commanding Mercury to Kill Argus (Utrecht, Centraal Museum).
[13] This device, which transcends the pure description of silky substance and takes the virtuosity of painting itself as its theme, is indubitably
derived from Van Dyck. Flemish reminiscences are not only apparent in Van Bronchorst's brushwork. A survey of the Baroque Bathsheba
iconography clearly demonstrates that Van Bronchorst's composition adheres to a pattern which Rubens had perfected in his version of the theme
of 1635 (fig. 3). Like the female in Rubens's Dresden picture, Van Bronchorst's Bathsheba is sitting at a slant to the picture plane, her right arm
resting casually on the edge of the fountain. And like Rubens's figure she is looking over her left shoulder to receive David's missive. Yet here the
similarities end: Van Bronchorst concentrates on the presence of the semi-nude figure and eliminates the host of narrative elements that
characterize the Dresden picture. [14] True, a palatial building is visible in the background of Van Bronchorst's picture, but the figure of the peeking
David is not clearly discernible. This does not imply that perhaps this is not Bathsheba at all, for several portrayals of the theme omit the figure of
David entirely. [15] An even further reduction of the narrative apparatus is to be found in a Bathsheba by Rembrandt's pupil Willem Drost, dated
1654 (fig. 4). Like Van Bronchorst's picture of about the same time, it shows Uriah's wife three-quarter length in a relaxed pose close to the
beholder. In both cases one shoulder, one breast and the lap are concealed by a loosely draped robe. It is interesting to note that attention has
often been drawn to the Caravaggesque character of the composition and lighting of Drost's picture. [16] Perhaps Van Bronchorst's hitherto
unknown Bathsheba is the missing link between Rembrandt's and Drost's depictions of the biblical theme. The moment of the Bathsheba story
portrayed by Drost, however, is not the same as Van Bronchorst's. In the picture by Rembrandt's pupil, Bathsheba has already received the letter
and is contemplating its fateful contents. We may assume that Drost's choice of scene was directly influenced by Rembrandt's Bathsheba of the
same year (fig. 11). [17 ]This also accounts for the basic difference with Van Bronchorst's three-quarter length Bathsheba: by "isolating" his figure
Drost wanted to focus on the immediate human impact of the Old Testament story, whereas Van Bronchorst was more concerned with appearance
and pose than with revealing mental processes. In that respect his picture resembles a large number of other Bathshebas painted in Amsterdam:
indeed, the subject enjoyed a real boom in the mid-1650s.[18]
Let us dwell a little longer on the iconography of Van Bronchorst's painting. Neither the Statenbijbel nor Flavius Josephus's Antiquitates Judaicae
relate that David conveyed his invitation in the form of a letter, let alone by way of an old woman, yet the missive is firmly lodged in Baroque

representations of this scene. Philips Angel, in his Lof der Schilder-Konst of 1642, regarded Jan Lievens as the inventor of the device. Even if
historically incorrect, the attribution is interesting as a piece of information about contemporary reception of the theme. Angel praised Lievens's
perspicacity in noticing "dat sulck een Bode zy geweest een oude, ende wel-ervaren Vrouwe in de Minnekunst, ofte een Koppeleresse, soo men
die noemt" (that the messenger must have been an old woman, experienced in amorous matters or, as such women are called, a procuress), who
certainly would have passed her message to Bathsheba in the form of a letter. [19] Angel seems to have let his pride in his famous former fellow
townsman (both he and Lievens were citizens of Leiden) get the upper hand, since the passing of the letter was depicted as early as the fourteenth
century in the Bible Moralisée,[20] and the characterization of the messenger as an old crone is first encountered in a sixteenth-century drawing.
[21] Willem Buytewech, in an etching dated 1615 and identified by its inscription as Bathsheba, interpreted the theme as an intimate scene
featuring only two figures. [22] In painting too the scene had been portrayed in this fashion prior to Van Bronchorst, by the Haarlem painter Pieter de
Grebber for instance. [23] In this type of picture the Old Testament narrative recedes and the real content of the picture is the marked contrast
between the beautiful young woman and the wrinkled old crone. Prime evidence of this shift or expansion of meaning is the inscription "VANITAS"
which Buytewech added to one of his etchings of the theme. [24] E.J. Sluijter has recently pointed out that the iconographic pattern of pure Vanitas
representations and such themes as"Vertumnus and Pomona," "Ruth and Naomi," "Esther at her Toilet" and, indeed, "Bathsheba Bathing" began
to resemble each other in an astonishing way, especially among "academicians" and "Classicists" of the mid-seventeenth century. [25] This
applies in particular to Van Bronchorst's Bathsheba, the artist being generally more concerned with decorative effect than with iconographic
unambiguity. The physical thrust of the messenger might be compared to Vertumnus, disguised as an old woman, wooing the virginal Pomona. [26]
The composition of a Vertumnus and Pomona painted about 1658 by Ferdinand Bol (fig. 5) displays obvious parallels with our Bathsheba. [27]
There is a marked resemblance between Pomona's and Bathsheba's pose and attire, as well as the motif of the old woman approaching from the
left background, her face hooded. In both cases the female protagonist reacts to this approach by glancing coolly over her bare shoulder. The
young woman's figure stands out in both compositions against massive tree trunks, the woodland setting receding towards the left. There is little
doubt that Ferdinand Bol was acquainted with Van Bronchorst's Bathsheba. He may have seen the picture while the two artists were carrying out
their commissions for the Amsterdam town hall. [28] However, the priority of Van Bronchorst's picture is not only established by the postulated
anteriority: the upright format into which he compresses the episode is more convincing and his "peinture" has a greater appeal. Whereas Van
Bronchorst sought to combine Caravaggesque light effects with vigorously elegant brushwork, Rembrandt's former pupil Bol aimed at a brighter
color scheme and painstaking draftsmanship not devoid of pedantic academicism.

6. Johannes van Bronchorst, Bathsheba with David's Letter, signed. Canvas, 118x 157 cm. Rome, Galleria Nazionale d'Arte Antica, Palazzo
Barberini
Apart from the vanitas topos, the two themes possess a strongly erotic, even voyeuristic element. After all, Bathsheba and Pomona were young
women upon whom men past their prime had cast a lustful eye. This aspect closely links the Bathsheba iconography with the story of Susanna and
the Two Elders in the Apocrypha. These themes had lost their original typological and moralistic content long before Van Bronchorst's day; the
focus was now on the "érotisme sénile" inherent in the two scenes. [29] Of course, the choice of such a theme speculates on similar urges in the
beholder, who is thus given a chance to sublimate them. And when, as in Van Bronchorst's picture, the "voyeur on the scene" (David) is eliminated,
his role can only be assumed by the beholder. [30] It was actually this (possible) function of paintings that prompted moralists from Erasmus to
Jacob Cats to warn continually against representations of the story of David and Bathsheba. [31]

7. Detail of fig. 6: Bathsheba

8. Detail of fig. 6: the letter and the messenger
Another Bathsheba painting which is linked with the name of Jan Gerritsz. Van Bronchorst is in the Galleria Nazionale d'Arte Antica in the Palazzo
Barberini, Rome (figs. 6-8).[32] There are several retouchings in the picture - some of them, unfortunately, in the main figure. A strip of canvas on
the right, measuring about eight centimetres is probably a later addition. The style and iconography of this oblong painting differ markedly from the
version in Helsinki. Bathsheba is depicted full-length, resting on a wall parallel to the picture plane. She is already holding the letter from David, who
is depicted as a tiny figure on the roof of a palace in the background. With bent head and serious mien she is musing on the king's message. Close
behind her, evidently standing at the foot of the wall, the female messenger is looking up at her and pointing at the sender of the letter. Absorbed in
her thoughts, however, Uriah's wife is seemingly oblivious of the excited gesture. On the right of the picture a fountain spouts from a large
convoluted urn, decorated with a mascaron from whose mouth a jet of water flows into the bowl. Behind the old woman is another wall on which

stands an orange tree in a pot. In the park on the other side of the wall David's palace rises in the distance, its facade adorned with monumental
sculptures in tall niches. Behind Bathsheba, Uriah's house is indicated by a pillar and rustic masonry. Her unusually colored garments stand out
against the cool grays of the architecture and sky: her orange-red skirt forms an odd contrast to her cloak, which is shot with dusty pink and mauve.
The orange tone is echoed in the plant pot and the fruit growing on the tree in the middle distance.
Although the picture bears a distinct signature at bottom right - "IVBronchorst Fecit" can be made out, the I, V and B ligatured - the artist's identity
has evidently been uncertain hitherto. Regarded in 1958 as a work of Gerard van Bronchorst, [33] the "cartellino" currently (August 1986) under the
painting attributes it to Jan Gerritsz. van Bronchorst. [34] However, comparison of the piece with the Helsinki picture prompts the conclusion that it
could scarcely have been painted by the same artist. On the other hand it bears a striking resemblance to paintings like the Young Woman in the
Centraal Museum, Utrecht (fig. 9). Both works are highly finished in a technique quite different from that of Jan Gerritsz. van Bronchorst, the
signatures are identical, and so, apparently, is the model. Readers acquainted with the latest research will know that Jan Gerritsz. van Bronchorst's
oldest son has been established as the painter of the Utrecht picture. [35 ]There cannot be the slightest doubt that the Bathsheba in the Palazzo
Barberini is his work too.
Baptized in 1627 as "Jan," his father's name, he later called himself "Johan," contemporary documents referring to him as "Johannes. "[36] He was
introduced into art history by G.J. Hoogewerff as "Jan Jansz. van Bronchorst," a name which sources fail to mention. [37] In the interests of historical
accuracy, such free nomenclature should be discarded, and the verifiably authentic name of "Johannes van Bronchorst" restored to our artist.
Records mention the highly talented Van Bronchorst scion as having been in Rome in 1648 and 1650, and in Venice at the turn of 1650/51.[38]
Documents establish his presence in Amsterdam in 1655, although he may have returned there some years earlier. He seems to have shared a
studio with his father, who was probably his teacher. The father survived the son, however; Johannes van Bronchorst died in the autumn of 1656,
only 29 years old. His premature death, sparse oeuvre and the similarity of the father's and son's names all contributed to his rapid lapse into
oblivion and to the attribution of his work to his father.
Like his father's painting in Helsinki, the picture in the Palazzo Barberini (fig. 6) can be traced back to the late eighteenth century. It must have been
in the Doria Pamphili collection in the Palazzo on the Corso in Rome before 1794, the year of publication of the first printed guide to the collection,
which mentions the picture. [39] The author, Salvatore Tonci, deemed our Bathsheba, which was in the Terzo Braccio of the gallery at the time,
worthy of detailed comment. According to him, the picture of the bathing figure "è del Bronchuest, come si vede scritto nelle pietre, sulle quali ella si
assiede" (is by Bronchuest, as is written on the stones on which she is seated). He then goes on to slate the picture, observing that the painter
should
be reproached for the lack of brightness of his colors and for the overly heavy, insufficiently graduated shadows. A doctrinaire academician like
Tonci was bound to regard such Caravaggesque devices as highly dubious. Nor was he convinced by the disposition of the scene. David, he
writes, is so far away that the tiny figure might almost be taken for a bird. "Therefore," Tonci laconically concludes, "it is highly unlikely that he could
have fallen in love with Bathsheba from such a great distance."[40] The painter was first correctly identified as "Giovanni Bronkhorst" in 1851, and
the picture seems to have disappeared from the collection soon afterwards. [41] In 1958 the Galleria Nazionale d'Arte Antica acquired it for
1,000,000 lire from the Luigia Gizzi-Parignani Collection. [42]
Unlike the father's painting, the son's leaves us in no doubt whatsoever as to the theme. Both the brushwork and the iconographic apparatus are
more refined. David, for instance, is not peering from a window or a terrace as he is usually depicted, but, just as the Old Testament relates, is
standing on the roof of his palace behind a balustrade. [43] It is even possible to make out Hebrew characters on his "billet-doux" (fig. 8), although
they do not make any sense. [44] A detail serving to indicate Bathsheba's emotions and intended to have an immediate impact on the viewer is the
unmistakable blush suffusing her shaded face as she reads the love-letter. This is not described in the biblical text, but Philips Angel tells us that
this motif had already been employed by Jan Lievens in his aforementioned version of the theme, who introduced it to heighten the expression.
Lievens, says Angel, showed that David's invitation "een soete blos van eerbare schaemte in haer liet ontsteecken, door't lesen vanden Brief"
(caused a sweet blush of virtuous shame to rise in her, on reading the letter). [45]
That Johannes van Bronchorst also tended to this interpretation may be related to his introvert, melancholy artistic temperament - a mood also
conveyed by the Young Woman in Utrecht. It is hard to imagine a greater difference between this and his father's more casual, self-conscious
Bathsheba.
Nonetheless, there is also an obvious continuity: the idea, for instance, of depicting the episode from a low vantage point and behind a parapet is
the trademark of Van Bronchorst senior. [46] Comparison of the picture in the Palazzo Barberini with a Concert by the father (fig. 2) clearly shows
that motifs like the trompe-l'oeil-like device of the robe draped over the wall were directly inspired by the father's works. It is interesting to note that
Jan Gerritsz. only employed this decorative scheme for genre scenes and never for a history painting. Johannes does not seem to have been
satisfied with a mere "imitatio" of his father's example. What he aimed at was "aemulatio," meaning a creative "processing" of the prototype with
the ultimate aim of surpassing it. [47] The composition of his Bathsheba is more firmly structured than the balcony scenes of his father, who
preferred a friezelike arrangement of the figures. The scene in fig. 6 is closed off at the bottom and on both sides by architectural elements, and the
two figures facing each other are inscribed into this solid structure in the form of a broad-based triangle. Such strict principles of composition can
only be termed Classicist, and prompt the question of whether a painting like Poussin's Holy Family on the Steps (Washington, National Gallery)
might not have been its model. Poussin's picture was painted in Rome in 1648, during Johannes's sojourn there. [48] Yet in many respects
Johannes seems to have been guided by earlier models. The restrained Caravaggesque lighting, the strict contours and the suppression of all
traces of brushwork in the flesh tones recall Orazio Gentileschi. Most of all it is the peaceful, lyrical mood that suggests that comparison. [49] The
"poetic tradition in Caravaggesque painting" (R. Ward Bissell) founded by Gentileschi quite obviously possessed a considerable appeal for the
younger Van Bronchorst. The unusual rendering of the material of our Bathsheba's clothing contrasts with her porcelain-smooth skin. Her skirt is
covered with small wavy white highlights which are not evocative of a particular material but seemto be more important for their purely painterly
nature. The cloak draped over Bathsheba's lap, on the other hand, exhibits the deep black, long oval folds so deplored by Tonci. They give the
drapery an unnaturally furrowed appearance. Van Bronchorst also seems so have borrowed this emphatic chiaroscuro in the rendering of material
from non-contemporary works. This manner is characteristic of Guercino, especially in his Roman period (1621-1623), an example being his

Lucretia's Suicide (fig. 10). [50] It is in keeping with Johannes van Bronchorst's artistic position that he eliminated the turbulence of the Italian's
"Gran Macchia" and cast it in rigid, disciplined moulds.
That Johannes van Bronchorst also tended to this interpretation may be related to his introvert, melancholy artistic temperament - a mood also
conveyed by the Young Woman in Utrecht. It is hard to imagine a greater difference between this and his father's more casual, self-conscious
Bathsheba. Nonetheless, there is also an obvious continuity: the idea, for instance, of depicting the episode from a low vantage point
and behind a parapet is the trademark of Van Bronchorst senior. [46] Comparison of the picture in the Palazzo Barberini with a Concert by the
father (fig. 2) clearly shows that motifs like the trompe-l'oeil-like device of the robe draped over the wall were directly inspired by the father's works.
It is interesting to note that Jan Gerritsz. only employed this decorative scheme for genre scenes and never for a history painting. Johannes does
not seem to have been satisfied with a mere "imitatio" of his father's example. What he aimed at was "aemulatio," meaning a creative "processing"
of the prototype with the ultimate aim of surpassing it. [47] The composition of his Bathsheba is more firmly structured than the balcony scenes of
his father, who preferred a friezelike arrangement of the figures. The scene in fig. 6 is closed off at the bottom and on both sides by architectural
elements, and the two figures facing each other are inscribed into this solid structure in the form of a broad-based triangle. Such strict principles of
composition can only be termed Classicist, and prompt the question of whether a painting like Poussin's Holy Family on the Steps (Washington,
National Gallery) might not have been its model. Poussin's picture was painted in Rome in 1648, during Johannes's sojourn there. [48] Yet in many
respects Johannes seems to have been guided by earlier models. The restrained Caravaggesque lighting, the strict contours and the suppression
of all traces of brushwork in the flesh tones recall Orazio Gentileschi. Most of all it is the peaceful, lyrical mood that suggests that comparison. [49]
The "poetic tradition in Caravaggesque painting" (R. Ward Bissell) founded by Gentileschi quite obviously possessed a considerable appeal for
the younger Van Bronchorst. The unusual rendering of the material of our Bathsheba's clothing contrasts with her porcelain-smooth skin. Her skirt is
covered with small wavy white highlights which are not evocative of a particular material but seemto be more important for their purely painterly
nature. The cloak draped over Bathsheba's lap, on the other hand, exhibits the deep black, long oval folds so deplored by Tonci. They give the
drapery an unnaturally furrowed appearance. Van Bronchorst also seems so have borrowed this emphatic chiaroscuro in the rendering of material
from non-contemporary works. This manner is characteristic of Guercino, especially in his Roman period (1621-1623), an example being his
Lucretia's Suicide (fig. 10). [50] It is in keeping with Johannes van Bronchorst's artistic position that he eliminated the turbulence of the Italian's
"Gran Macchia" and cast it in rigid, disciplined moulds.

9. Johannes van Bronchorst, Young Woman, signed. Canvas, 82 x 67.3 cm. Utrecht, Centraal Museum
It would of course be very interesting to know whether Johannes van Bronchorst painted the picture in Italy. A career as short as his makes it
practically impossible to answer this question on the basis of stylistic criticism. Unfortunately the provenance of the piece cannot be traced back to
the seventeenth century, and we can therefore only guess as to whether it was imported from Holland or whether Van Bronchorst painted it for a
patron of the Pamphili family - perhaps Pope Innocent X or his nephew Camillo Pamphili. Despite the obviously Italian overtones, and the relatively
coarse canvas on which our picture is painted, there are arguments in favor of its having been painted in Holland. In Johannes van Bronchorst's
masterly Aurora (Hartford, Wadsworth Atheneum) we discern a female companion of Dawn who bears a close resemblance to the Bathsheba in
fig. 6 in both style and motif. [51] The Aurora picture was in Amsterdam before 1687,[52] and it seems unlikely that Van Bronchorst would have
brought back such a large canvas (164 x 132.5 cm) from Italy. If he did paint his Bathsheba in Amsterdam, he did so in the closest physical and
temporal proximity to the painting by his father (fig. 1). However, the most important Bathsheba to have been painted in Amsterdam during this
period was undoubtedly Rembrandt's workof 1654 (fig. 11), which is the opposite of the art of Johannes van Bronchorst in almost every respect. Yet
we should not overlook the parallels in motif and mood that certainly do exist between the two works. Both Rembrandt and Johannes van
Bronchorst show Bathsheba as a pensive woman whose hand, holding the letter, has dropped onto her knee. In both compositions the principal
figure is presented in a strictly parallel position to the foremost picture plane - a classicizing feature for which there may even be an antique model
in Rembrandt's case. [53] So maybe, despite the fundamental differences in the manner of painting, it was nonetheless this work of Rembrandt's,
with its special magic, that prompted Johannes van Bronchorst to create his own version of the theme.

10. Giovanni Francesco Barbieri, called II Guercino, Death of Cleopatra. Canvas,116 x 92.5 cm. Pasadena, California, The Norton Simon
Foundation

11. Rembrandt, Bathsheba with David's Letter, signed and dated 1654. Canvas, 142 x 142 cm. Paris, Louvre

Notes
Translated from the German by Ruth Koenig.
I am indebted to Prof. Dr. J. Müller Hofstede for reading the text and suggesting improvements. I should also like to thank K. Wessman and E.M.
Kavaler, who supplied important information. This study is connected with my thesis on the Bronchorst family of painters which I am currently
preparing at the University of Bonn.

1. Only E. Bénézit, Dictionnaire critique et documentaire des peintres, sculpteurs, dessinateurs et graveurs, vol. 2, Paris 1949, p. 149, provides a
note ("Helsingfors: Bethsabée au bain").
2. I am indebted to K. Wessman of the Helsinki City Museum for information as to the whereabouts of the painting in the nineteenth and twentieth
centuries.
3. P.P. Semenov-Tian-Shansky, Etjoedy po istorij Niderlanskoj zjiwopisi na osnowanij jeja obraztow nachodjasjtsjichsja w poeblitsjnych; tsastnych
sobranijach Peterborga, vol. 1, St Petersburg 1885, p. 246, no. 6. Cf. also the same author's Etudes sur les peintres des écoles hollandaise,
flamande et néerlandaise qu'on trouve dans la collection Semenov et les autres collections publiques et privées de St-Pétersbourg, St Petersburg
1906, p. XXXVIII, note 1: "C'est d'abord l'utrechtois Jan v. Bronchorst (1603-1678), dont un tableau représentant une Madeleine se trouvait dans la
collection Martynoff." This Magdalen picture cannot be traced anymore. It is not very likely that Semenov or Martynoff made the mistake of
interpreting Van Bronchorst's Bathsheba, with her loosened garments, pot of ointment and discarded pearls, as Mary Magdalen, although this
possibility cannot be entirely ruled out. For Flemish Magdalens that display a certain motivic resemblance to our picture see J. Müller Hofstede, "O
felix Poenitentia - Die Büßerin Maria Magdalena als Motiv der Gegenreformation bei Peter Paul Rubens," in: Imagination und Imago, Festschrift

Kurt Rossacher, Salzburg 1983, pp. 203-227.
4. Catalogus van een Uitmuntend en Heerlijk Kabinet Konstige Schilderijen, door de voornaamste Nederlandsche en eenige andere Meesters.
Sale Johannes Lodewijk Strantwijk, Amsterdam (Hendrik de Winter, Hendrik van den Berg, Jan Yver), 10 May 1780, no. 32. Strantwijk's collection
contained a considerable number of first-rate pictures, such as Vermeer's Music Lesson, currently in Boston (Isabella Stewart Gardner Museum),
cf. A. Blankert, Vermeer of Delft, Complete Edition of the Paintings, with Contributions by R. Ruurs and W.L. van de Watering, Oxford 1978, p. 162.
5. An Amsterdam "duim" is roughly an inch, or 2.57 cm (according to W.C.H. Staring, De binnen- en buitenlandsche maten, gewichten en munten
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A Pair by Van Bijlert
by Peter C. Sutton
In 1974 the Museum of Fine Arts in Houston purchased a painting of Venus Chastising Amoretti attributed to Gerrit van Honthorst (fig. 2). Although
the picture bears the putative signature of the artist and had been repeatedly published as his work, [1] it had been sold in 1951 with what was
undoubtedly the authentic signature of Jan van Bijlert. [2] Subsequently, G.J. Hoogewerff, Benedict Nicolson and Paul Janssen all correctly
catalogued this picture as by Van Bijlert. [3] What has previously gone unrecognized is the fact that the picture is certainly the pendant to Van
Bijlert's Mars Bound by Amoretti (fig. 1) in the Chrysler Museum in Norfolk. [4] The two paintings are complementary in style, design and, as we
shall see, theme. Their pendantship was probably overlooked because the two works differ in dimensions; a 3112 in. (8.9 cm) strip of canvas was
added, probably in 1866, to the top of the Mars, and has now wisely been framed out. [5] Thus before its nineteenth-century treatment, the Mars's
dimensions were very close to those of the Venus, the minor 1112-inch discrepancy in the horizontal measurements being readily explained by
trimming.

1. Jan van Bijlert, Mars Bound by Amoretti, signed at lower right. Canvas. 136.6x142 cm. Norfolk, Virginia, Chrysler Museum, acc. no. 71.457
A pupil of Abraham Bloemaert, Jan van Bijlert traveled from his native Utrecht via France to Italy by 1621. Returning to Utrecht before 15 May 1625,
he painted in the local Caravaggesque manner and apparently enjoyed considerable renown. Not only was he repeatedly named an officer of the
guild, but he received a visit from Rubens in 1627, and two of his paintings of shepherdesses had already entered the Stadtholder's collection by
1632.[6] De Bie, Sandrart, and Houbraken all attest to Van Bijlert's fame and success. [7]
Unlike its signature, the date of 1628 on the Houston painting is plausible both for the Venus and the Mars. While the three-quarter length, life-size
format that so clearly reflects Caravaggio's legacy had already appeared in Van Bijlert's earliest dated painting, the St Sebastian Nursed by St
Irene of 1624 (Rohrau, Graf Harrach'sche Familiensammlungen), [8] the studied animation of the pendants and their strong contrasts of light and
shade point to a somewhat later date. [9] Current scholarship tends to date the majority and best of Van Bijlert's works to the end of the 1620s and
the 1630s. [10]

2. Jan van Bijlert, Venus Chastising Amoretti, "signed" at lower right "G. Honthorst" and dated 1628. Oil on canvas. 128x146 cm. Houston,
Museum of Fine Arts, acc. no. 75.41
Even more than other Utrecht painters, such as Bloemaert, Paulus Moreelse, and Hendrick ter Brugghen, Jan van Bijlert exhibited a taste for
pendants, whether the companion pieces were portraits, genre scenes, allegories or, as in the present case, subjects chosen from mythology. In
response to the new popularity of pastoral themes, he made a specialty of pendants juxtaposing shepherds and shepherdesses; one of these pairs
is in the Gemäldegalerie Schloss der Grafen von Schönborn (figs. 3, 4). [11] The couple typically seem to establish a dialogue, turning toward and
complementing one another with a lively exchange of glances and mischievously off-color gestures. Two prints by Van Bijlert depicting a shepherd
and shepherdess with the fashionable names Coridon and Silvia (figs. 5, 6) underscore the visual dialogue between the images with Latin
inscriptions stressing the amorous relationship of two lovers. Coridon exclaims: "My radiant Flora with your eyes bright like the sun, You cheer icy
hearts with the warmth of your flames;" to which Silvia replies: "I who have been so loved in the city for my flames am not such a rustic that Coridon's
passion does not move me."[12]

3. Jan van Bijlert, Shepherd. Canvas, 77.5 x 63.5 cm. Pommersfelden, Gemäldegalerie, Schloss der Grafen von Schönborn

4. Jan van Bijlert, Shepherdess. Canvas, 80.5 x 58 cm. Pommersfelden, Gemäldegalerie, Schloss der Grafen von Schönborn
Van Bijlert's two prints were published in Crispijn de Passe IPs drawing or model book entitled Della luce del dipingere et disegnare (Amsterdam
1643). [13] This same book also included a second pair of prints by Van Bijlert uniting Mars and Venus, each attended by the figure of a winged
Eros (figs. 7, 8).[14] (While the painting on which the print of Venus was based has survived: see fig. 9,[15] the Mars apparently is
lost). [16] Once again the figures in the prints are depicted half length, turned toward each other, and establish a dialogue by their amorous glances
and attendant inscriptions. The Latin verses are difficult to translate, especially because the engraver seems to have introduced several errors into
the text. The two hexameters beneath Mars state:
Mars paterAeneadumnatae conjuncte Piones [Diones],/Cur ferri oblitus
contraria suscipis arma.

Mars, you father of the Aeneads [= Romans: Mars is the father of Romulus
and Remus], who are united with the daughter of Dione [= Venus], why do you
forget the iron sword and take up arms of an opposite nature?

Venus's elegiac distich replies:
Continua mortale genus ne caede perirei,/Arma dedi dulci lineta [tincta]
liquore VENUS.

In order that mankind will not be ruined by a continual massacre, I VENUS
have provided weapons for the struggle that are well equipped with sweet
liquid. [17]

5. Jan van Bijlert, Coridon. Engraving

6. Jan van Bijlert, Silvia. Engraving
The story of the adulterous relationship between Mars, the god of war, and Venus, goddess of love and wife of Vulcan, was told by Homer and
Ovid. [18] During her husband's absence, Mars seduced Venus, but the couple was caught in the act by Vulcan with a bronze net. The sight of the
humiliated lovers was the cause of the proverbial "Homeric laughter" of the gods. An illicit extramarital affair, the union was often regarded in Ovide
moralisé as a symbol of physical love or luxuria. [19] Dutch Mannerist artists like the Utrecht painter Joachim Wtewael favored the theme of Mars,
Venus and Cupid, stressing the sensual aspect of the couple's love, rather than the more elevated liefde. [20] Karel van Mander offered a Christian
moral on the story of Venus and Mars exposed in Vulcan's net: "Surely men can conceal their evildoings from their fellows but not from God, who
sees clearly into the depths of our heart and knows our innermost thoughts and propensities.... This tale of Mars, who left Jupiter's service and the
company of all the gods to be with Venus illustrates for us how they come to shame who abandon God to follow lustful ways."[21] However Van
Mander allowed that there were "various different interpretations" ("verscheyden uytleggingen") of the story of Venus and Mars. Indeed their union
was not always viewed in malo, as an exemplum of sensual love, but was interpreted by classical as well as seventeenth-century authors in broader

metaphorical terms. [22] Lucretius, for example, interpreted Mars and Venus as an allegory of peace-the discordia Concors (concordant discord)
through which the gentle power of the goddess of love quells the rage of the god of war. [23]

7. Jan van Bijlert, Mars and Cupid. Engraving

8. Jan van Bijlert, Venus and Cupid. Engraving
Seventeenth-century paintings of Venus and Mars by Rubens, Cornelis van Haarlem and Ferdinand Bol convey the idea of love's mitigating power
to overcome war and create peace with images of the seductive goddess and playful amoretti disarming and disrobing Mars, who in Bol's picture
has even fallen asleep. [24] The captions of Van Bijlert's prints suggest a similar but more complex idea, with Venus playing the dual role of the
seductress and the nurturant (lactating) mother who distracts and pacifies the ferocious Mars.
The pendants in Houston and Norfolk convey allied notions. Just as the prints' captions stress the paradox of the man of the sword taking up "arms
of an opposite nature" (that is, lovemaking), in the Mars the ferocious god of war is overcome by small children who are the servants of love rather
than violence. Similarly, in the Venus the goddess of love also paradoxically takes up "arms of an opposite nature," since rather than acting with her
usual tenderness she practices physical violence. To understand Van Bijlert's further variations on the symbolic program requires a fuller

consideration of the traditions of interpreting the Venus and Mars story.

9. Jan van Bijlert, Venus and Cupid. Canvas, New York, J. Weitzner Collection,1956
In the middle ages and Renaissance, the gods' union had prompted astrological and cosmological interpretations, with the planet Venus
dominating Mars in various conjunctions. [25] Lucretius also seems to be the ultimate source for the tradition of interpreting Mars and Venus as an
allegory of marriage. Following Renaissance neo-Platonists, who regarded the gods' alliance as legitimate and fruitful, Sandro Botticelli and Piero
de Cosimo depicted Mars and Venus on marriage cassoni, and Titian revived the Roman customof portraying married couples in the guise of the
two deities. [26] As Erik de Jong noted in his excellent account of the history of the story of Venus and Mars, the persistence of its marital
associations in the north is documented in sculpture, including a pair of terracotta marriage portraits attributed to Rombout Verhulst (Amsterdam,
Rijksmuseum, cat. 1973, no. 319 a and b) and the sculpted figures of Mars and Venus standing on either side of the portal at Amsterdam's
Raadhuis leading to the marriage registry. [27] Thomas Willeboirts seems also to have painted Friedrich Wilhelm, the Elector of Brandenburg, and
his first wife, Louisa Henrietta, Countess of Nassau, in the guise of Mars receiving weapons from Venus (Amsterdam, Rijksmuseum, inv. no.
C400). The figures in the Houston and Norfolk pictures do not bear portrait features, but it must be said that Van Bijlert's style scarcely lent itself to
individualized portraiture. [28] So perhaps we should not be too quick to rule out the possibility that the pendants form a sort of painted
epithalamium.
The central motif in both of Van Bijlert's pendants is a playful act of subjection: Mars is subdued by Eros, and Eros is chastised by Venus.
Allegorical themes of subjection enjoyed popularity among the Italian followers of Caravaggio. Giovanni Baglione's Divine Love Conquering
Profane Love of 1602-1603 (fig. 10) and Bartholomeo Manfredi's Mars Punishing Amor (fig. 11) both depict images of vanquishment, the latter
including Venus attempting to restrain the chastising Mars as her two doves fly away. [29] These two paintings may owe their similarity to a lost
painting of Divine Love conquering Profane Love which Baglione claimed Caravaggio painted early in his career in Rome for Cardinal del Monte.
[30] Van Bijlert could have seen the lost Caravaggio, as well as the Baglione and Manfredi, on his sojourn in Rome.
However he made the acquaintance of such motifs, he exhibited a penchant for playfully roughhousing themes of subjection, such as in his Nymph
and Eros with a Captured Satyr (fig. 12).

10. Giovanni Baglione, Divine Love Conquering Profane Love, 1602-1603. Canvas, 179x 118 cm. WestBerlin, Gemäldegalerie, Staatliche
Museen Preussischer Kulturbesitz, no. 381

11. Bartolomeo Manfredi, Mars Punishing Amor, ca. 1605-1610. Canvas, 175x 130 cm. Chicago, The Art Institute, no. 47.58
The two amoretti in the Norfolk Van Bijlert have been assumed to represent "'blind' Love [chastised by Venus] while'seeing' Love runs away ... a
restatement of the theme of Eros and Anteros."[31] Eros and Anteros, or Love and Counter-Love, were the children of Mars and Venus, with
Anteros acting originally in Greek myths as the ally of Eros, and later in Renaissance literature as the god who extinguishes or subdues love;
"sighted" or angelical love, as opposed to "blind" or terrestrial love, were subsequently juxtaposed. [32] But despite the fact that one of the amoretti
in the Venus closes his eyes while the other's are open, the two are not clearly juxtaposed, nor do they conform to the visual or literary traditions
associated with the representation of these gods. As Van Mander observed, Eros and Anteros are usually depicted struggling over a palm branch,
[33] or, as portrayed by Andrea Alciati in his emblem book and by later artists such as Guido Reni, Anteros is sometimes shown tying up (the
occasionally blindfolded) Eros. [34] It seems more likely that the two sprightly little figures in Van Bijlert's pendants are anonymous amoretti or

erotes, the younger brothers as it were of Cupid or Eros. Similar erotes often appear in images of Venus and Mars; see, for example, Bol's
painting mentioned above.

12. Jan van Bijlert, Nymph and Amor with a Captured Satyr. Canvas, 95x 122 cm. Collection Captain Anthony, 1956

13. Jan van Bronchorst?, Venus and Amor. Canvas, 101 x 122 cm. England, private collection

14. Jan van Bijlert, Toilet ofVenus. Canvas, 110 x 121 cm. Troyes, Musée

Themes of the disarmament, chastisement and domestication of Cupid all alluding variously to the taming of sensuality and lasciviousness were
fairly common in Italian and French art, [35] but scarce in the north. One rare exception, Reinier van der Laeck's Venus Chastising Cupid in a
Landscape, dated 1640 (fig. 15), [36] postdates the Van Bijlert but takes as its source an Italian print with verses warning against physical passion.
[37] A painting of Venus and the disarmed Cupid (note that the goddess holds his arrow), attributed to Caesar van Everdingen and occasionally to
Jan van Bijlert but closer to the style of Jan van Bronchorst (fig. 13), resembles the Houston Van Bijlert's three-quarter length composition more
closely. It underscores the disarmament theme's admonition by having Venus gesture toward a small tempietto in the distance. Though possibly the
temple of Venus, this building more closely resembles depictions of the sanctuary of Vesta, the goddess of the hearth and of domestic chastity. [38]
No temple appears in the Houston Venus. But details like the vine wrapped around the tree, which serves as the counterpart of the oak leaves in
the Mars, a traditional symbol of strength but also of pride, recall time-honored ideas embodied in Alciati's emblems and related to biblical
passages (Psalm 128: "Thy wife shall be as a fruitful vine by the sides of thine house") alluding to the bonds and steadfastness of marital love. [39]
The existence of a portrait-historié by Paulus Moreelse (dated 1630, Leningrad, Hermitage, no. 870) depicting a mother and child in the guise of
Venus and Cupid (consider also Rembrandt's painting of ca. 1662 of Hendrikje as Venus with Cupid, of which a copy is preserved in the Louvre,
Paris, inv. no. 1743) also serves to remind us of the virtuous associations of their love.

15. Reinier van der Laeck, Venus Chastising Cupid in a Landscape, signed and dated 1640. Panel, 39 x 56 cm. West Berlin, Gemäldegalerie,
Staatliche Museen Preussischer Kulturbesitz, no. 984
It scarcely seems surprising, then, that Venus sets to her disciplinary task with an expression of maternal earnestness. She is a far cry from her
younger luxuriating counterpart in Van Bijlert's Toilet of Venus, recently acquired by the Musée de Troyes (fig. 14). [40] However, as Van Mander
reminds us while citing the authority of Plato, "There are two types of Venus, ... the one older, without mother, the daughter of Heaven, whom we call
celestial, pure, chaste, ... the other is the youngest daughter of Jupiter and Dione, who is called common, carnal, and lustful."[41]
I know of no precedent in northern art for amoretti binding Mars, nor for the coupling of this theme with Venus chastising amoretti. [42] A. P. de
Mirimonde, who exhaustively investigated the theme of music as an allegory of love, speculated that Van Bijlert's Mars alluded to the idea of "man
as a prisoner of love, lust and lasciviousness," noting that even in this debased form love is still accompanied by music, since the drum in the lower
right is the attribute of military music. [43 ]Unaware of the painting's pendant, De Mirimonde arrived at an excessively narrow interpretation.
However he correctly intuited that Mars conveys the idea of the mitigating self-control needed to overcome passion, be it sexual or bellicose. Thus
Van Bijlert's pendants offer an innovative variation on one of the traditional meanings of the Mars and Venus story, namely the message aptly, if
apocryphally, captured in the Sixties' rallying cry, "Make love, not war."[44] Van Bijlert's chastising Venus provides an additional admonition, namely
that the love you make should best be chaste.
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Peter Lely, Dutch History Painter
by Jacques Foucart
In the important and memorable exhibition Gods, Saints and Heroes: Dutch Painting in the Age of Rembrandt, held in Washington, Detroit and
Amsterdam in 1980/1981, [1] which once and for all reinstated Dutch history painting to its rightful place, one name was missing which deserved at
least to be cited, that of Peter Lely (1618-1680). What made this particularly surprising was that as recently as 1978 the monographic exhibition at
the National Portrait Gallery in London had drawn attention to this Dutch painter of distant Flemish origins. [2] Before moving to England in 1641
(or, according to some sources, 1643)[3] to lead his celebrated and successful career as a neo-Van Dyckian portraitist and aristocrat, he had
trained in Haarlem in the entourage of Frans Pieter de Grebber, father of the better-known Pieter de Grebber (at any rate his presence there is
attested in 1637). In those early years of his career he created some very beautiful mythological evocations which, in their poetic balance between
figure and wooded landscape and in the luminous plasticity of the nudes, can compete very well with the works of an artist such as Jacob van Loo.
Painted slightly after Lely's English debut the Sleeping Nymphs by a Fountain in Dulwich College, which Oliver Millar dates to the very beginning of
the 1650s, is undoubtedly one of the most beautiful history paintings of the period (fig. 1). [4]

1. Peter Lely, Sleeping Nymphs by a Fountain. Canvas, 128 x 144.5 cm. London, Dulwich College
Its bright tonality and the volumes lovingly modeled by the light are clearly derived from Haarlem Classicism as exemplified by such artists as Pieter
de Grebber and Salomon de Braij, as well as Jacob van Campen, Hendrick Pot and Cornelis Holsteyn. Yet this Classicism made its presence felt
in other milieus as well: the concept of school or local center is a relative one and there are other possible links, such as Amsterdam (with Jacob

van Loo and Jan van Noordt), Alkmaar (with Caesar van Everdingen, an artist moreover with strong Haarlem connections), and of course Utrecht
(with Paulus Bor, followed by the second wave of Caravaggisti, from Bronchorst to Verschoor). In order to underscore Lely's importance, we need
only recall, together with Willem van de Watering and Albert Blankert, that the Finding of Moses which twice appears in the background of paintings
by Vermeer, the Lady Writing a Letter in the Beit Collection and the Astronomer in the Louvre, was in all likelihood a work by Lely (figs. 2, 3).[5
]Vermeer, who dabbled in art dealing, may well have owned this work. His admiration for Lely could not have remained without influence on the
evolution of his own painting, and seems to be confirmed by his own Rest of Diana in the Mauritshuis.

A ttributed to Peter Lely, The Finding of Moses, as depicted in Johannes Vermeer's Lady Writing a Letter. Blessington, Ireland, Beit Collection

Attributed to Peter Lely, The Finding of Moses, as depicted in Johannes Vermeer's Astronomer. Paris, Musée du Louvre
If Lely was absent from the exhibition Gods, Saints and Heroes, it was perhaps because the only accredited work from his Haarlem period,
Nymphs Bathing in the museum in Nantes, is badly worn and hardly in a condition to be shown at a major exhibition (fig. 4).[6] The background has
lost much of its delicate surface, yet still bestows a great deal of arcadian poetry (reminiscent of Van der Lisse in the rocks and of Cornelis Vroom
in the sylvan foliage) on the interplay of the figures, which are attractively set off by the light. Yet the date 1640, although sometimes contested
(according to Millar, it can be read equally as 1646), is still legible and has always been given as such in the old catalogues. The signature with the
letters P and L in ligature, however, was for a long time inexplicably interpreted as that of Guillaume Panneeis (it was read as P ... els), a wellknown Antwerp engraver of Rubens's works. There was apparently an inclination to recognize Panneels in the subject of nude women modeled by
light as Rubens might have painted them. Because of its presumed Flemish touch, Millar mentioned other artists in connection with the picture:
Frans Wouters and Van Dyck. [7] Both were in England shortly before Lely, but their impact does not seem relevant in spite of certain
resemblances which on closer inspection turn out to be superficial.

4. Peter Lely, Nymphs Bathing, signed and dated in the middle on a rock: PL (in ligature) A. 1640. Canvas, 82 x 99 cm. Nantes, Musée des
Beaux-Arts

5. Peter Lely, The Finding of Moses. Canvas, 54 x 63 cm. Rennes, Musée des Beaux-Arts

6. Peter Lely, The Infant Bacchus at Play, signed P L. Canvas, 62x 77.5 cm. Collection of Lord Tollemache
The picture in Nantes being too poorly preserved, the French museums could have proposed two other, extremely convincing history paintings by
Peter Lely, although they were only published as such a few months before the opening of the exhibition. As they have rarely been reproduced since
their acquisition (in 1979 and 1980 respectively), it is worth illustrating them here (figs. 5,7). Both conform perfectly to the "Landschapes [with] small
Figures" and "Historical Compositions" which Richard Graham recognized as early as 1695 as being the dual components of Lely's genius at the
time of his arrival in England. According to Graham, Lely continued to practice these subjects for some time before turning to "painting from life,"
and portraiture in particular. [8]
In December 1979, Michel Laclotte, Chief Curator of Paintings at the Louvre, spotted a charming little picture of the Finding of Moses at a sale, [9]
and correctly attributed it to Lely by comparing it with the painting in Nantes. At his suggestion, it was purchased by the museum in Rennes (fig. 5).
Its subject is the same as that reproduced by Vermeer in the background of two of his paintings. Vermeer's Lely, however, was larger, and
differently composed (figs. 2,3). The luster of the fabrics, the chubbiness of the flesh, the smallish proportions and rounded contours of the figures,
which give the Rennes painting its charm, are quite typical of Lely's manner and are reminiscent of his Infant Bacchus at Play signed P L, in the
collection of Lord Tollemache (fig. 6). [10] The landscape with its foliage picturesquely silhouetted against the sky (see Cornelis Vroom and the late
Keirincx or, better still, Dirck Dalens!) unmistakably betrays its Dutch roots. The figures are somewhat reminiscent of the "pre-Rembrandtist" school
and of Willem de Poorter (see for example the old woman wearing a turban, and the kneeling servant). The motif of dead branches, to the left,
immediately recalls a similar detail near the center of the painting in Nantes, where it is visible just below the huntress holding dogs on a leash
(Diana or one of her companions). In each picture Lely shows himself to be a pictorial magician full of charm and poetic delicacy.

7. Peter Lely, Amorous Couple in a Landscape. Canvas, 96x88 cm. Valenciennes, Museum (formerly Galery Hoogsteder B.V., The Hague)
Shortly thereafter, at the end of 1980, the museum in Valenciennes bought a masterpiece by Lely the history and landscape painter (fig. 7). [11] It
was purchased from Hoogsteder in The Hague, where it was recognized as a Lely by L. van de Watering. In 1929 this painting had been absurdly
ascribed to Panneels in a sale at Giroux in Brussels, undoubtedly because of a comparison with the painting in Nantes: a most revealing error! [12]
Though Lely preferred a horizontal format for his history paintings, this one is vertical, and of generous dimensions. It shows an amorous couple in a
wild landscape, made picturesque by rocks and trees with twisted trunks. The figures may represent Paris and Oenone or Cimon and Iphigenia, but
in any case the subject belongs to the world of legend, for behind this very pastoral and arcadian couple a nude Cupid turns towards two bearded
fauns. The young man lying down in a relaxed pose, resembling a figure by Jacob Backer, has a face admirably defined with all the spontaneous
expressivity required by the Baroque aesthetic. This physiognomy is, moreover, very typical of the spirited and at the same time realistic
imagination which is Lely's hallmark in portraiture. A similar lively play of the lips is often found in the faces of his figures, as in the Luteplayer in the
McDonald Collection,[13] or in the admirable Boy Holding a Flute in Dulwich College. [14] The young woman presents a lovely example of a "profil
perdu" which, again, must be counted among the interesting and fruitful explorations of expressivity and liveliness which were dear to Lely. This use
of the profile is already observable in the painting in Nantes (fig. 4), is found again in the Nymphs at Dulwich (fig. 1) and reappears in the picture in
Rennes (fig. 5). Lely understood that the "profil perdu" has the power of suggestion, through partial concealment, and of poetry by its very lack of
definition, a power that had been put to such impressive use by the Venetians, those great artistic ancestors of Van Dyck and Lely himself.

8. Here attributed to Peter Lely, The Finding of Moses. Canvas, 93 x 134 cm. Sale Cavens, Brussels, 23 May 1935, as by Benjamin Cuyp
If we were to judge only from the supple and easy style of the figures with their very characteristic charm (a sort of enchanting neo-Titianism), the
painting at Valenciennes (fig. 7) would appear to be as consonant with Lely's English period, after 1641, as with his early Haarlem years. The
landscape, however, leaves no room for the slightest hesitation as to its Dutch ancestry. It would be surprising to find such lyrical and decorative
qualities anywhere else but in Haarlem. The beautifully curved mass of the rocks that isolates the couple and sets them off to their best advantage
derives from the work of Poelenburch (that is to say his capricious, almost anthropomorphic rocks of the 1620s) and of Van der Lisse. The twisted
and emphatic graphic quality of the branches and the trunks, already clearly visible in the painting in Nantes (and thus another reason for
reattributing the "Panneels" sold at Giroux in Brussels), is reminiscent of Wtenbroeck, Keirincx, and certainly of Vroom, even of Van Geel, all of
them artists who firmly adhered to a typically northern Netherlandish manner of depicting woods. The round building, a sort of antique temple, also
recalls Poelenburch. All this seems to indicate that the painting in Valenciennes dates from before 1641.

9. Here attributed to Peter Lely, A Lady Singing Accompanied by Angels (St Cecilia?). Canvas, 223 x 213 cm. Rennes, Muscle des Beaux Arts
To these few little-known history paintings by Lely we would like to add another work that turns out to be very characteristic of his oeuvre when seen
in the light of the above remarks on landscape and the charming play of slightly rounded figures caressed by a lovely light. Yet this attribution could
hardly be expected, because the painting used to bear a ridiculous attribution to Benjamin Cuyp. It too was sold in Brussels before the war: in the
sale of the comte de Cavens of May 1935, [15] and it also depicts bathing women in a scene with the Finding of Moses as the principal theme (fig.
8). All of Peter Lely's poetic finesse is evident here, and confirms the eminent place he deserves alongside artists like Jacob van Loo and Jan van
Noordt in his last period. A dating to the years 1637-1641, if not to the beginning of the painter's English period, seems appropriate.
It is puzzling that such examples of history paintings by Lely are not more numerous (even if research has only just begun), and that in his English
years this artist with such a talent for history painting and who was seemingly supported by the literary taste of his time, was not more productive in
this genre. We can only cite the Sleeping Nymphs by a Fountain in Dulwich, a most admirable painting, and the Infant Bacchus in Lord
Tollemache's collection, both already mentioned above (figs. 1,6); the no less remarkable Concert (or Idyll?) in the Courtauld Institute in London
(formerly Lee Collection), [16] which is also a conversation piece, an animated landscape and a figure painting with literary and poetic tendencies
(the nude woman seen from the back seems to be a nymph of some kind); and a Vertumnus and Pomona in Detroit. [17] Finally, there is a
marvelous Idyll formerly in the collection of Edmund Davis, [18] surely dating from Lely's English period and quite typical of this phase of his neoVenetian explorations, which also clearly recalls the Fleming Frans Wouters. Oliver Millar, moreover, observes that the majority of Lely's history
paintings should be dated to his first years in England, in other words in the 1640s. [19]
Was it Lely the collector of beautiful old paintings (Titian among others) who discouraged Lely the painter from continuing to invent history paintings
and beautiful poetry? Or rather, did his commercial engagement in the field of aristocratic portraiture suffocate his first vocation? The fact remains
that the wonderful painter and draftsman that Lely was (as a draftsman of the elegant nude he reminds one irresistibly of Backer, Flinck and Van
Noordt) leaves us with a certain feeling of regret and nostalgia. After such astonishing and promising beginnings we wonder if maybe his vocation
was not thwarted. Art history, which in 1980-1981 forgot to elect Lely to its pantheon of Gods, Saints and Heroes, has the duty to inscribe him in its
annals. His great promise may not have been fully realized, but it still captivates by its great suggestive power. [20]

Notes
Translated from the French by Jennifer Kilian.

1. Exhib. cat. Gods, Saints and Heroes, Dutch Painting in the Age of Rembrandt (God en de goden. Verbalen uit de bijbelse en klassieke oudheid
door Rembrandt en zijn tijdgenoten), Washington (National Gallery of Art), Detroit (The Detroit Institute of Arts) &Amsterdam (Rijksmuseum)19801981.
2. Oliver Millar, exhib. cat. Sir Peter Lely, 1618-80, London (National Portrait Gallery) 1978-1979 (116 items described, including drawings).
3. Cf. Millar, op. cit. (note 2), p. 9: Houbraken (1719), and then Weyerman (1729) give the date 1643 in their well¬known works on the lives of
Dutch artists, whereas Richard Graham, to whom we owe the earliest printed account of Lely's career (1695), mentions 1641, the date preferred by
Millar.
4. See the entry by Millar, op. cit. (note 2), no. 25, pp. 48-49, illustrated in color pl. ii, p. 13. According to Millar, the date of 1670 given in old
catalogues of the Dulwich museum is nonexistent.
5. Albert Blankert et al., Vermeer, Paris 1986, p. 190. Blankert cites here the opinion of W. van de Watering with which he agrees completely,
although he was still hesitant on this subject in his Vermeer, Utrecht &Antwerp 1975, p. 156. There he preferred, for the Finding of Moses visible in
the painting by Vermeer, an attribution to the Delft artist Christiaen van Couwenbergh, correctly dismissing the name of Jacob van Loo. Oliver Millar
had already accepted Lely's authorship, op. cit. (note 2), p. 10 and p. 12, fig. 4 (detail of the painting by Vermeer in the Beit Foundation).
6. Cf. Luc Benoist, Ville de Nantes: Musée de Beaux-Arts, catalogue et guide, 1953, no. 425, p. 136, and cited p. 15; Millar, op. cit. (note 2), p. 9
and reproduced p. 10 (fig. 1); see also Foucart, op. cit. (note 9), p. 369, note 21. The painting entered the museum with the immense Cacault

Collection, purchased by the city of Nantes in 1808.
7. Cf. Millar, op. cit. (note 2), p. 10.
8. Ibid., p. 9.
9. Acquired at the sale of 7 December 1979 in Paris, Hôtel Drouot-Orsay, no. 126bis (not in the catalogue). Cf. exhib. cat. Acquisitions 19791983, Musée des Beaux-Arts de Rennes, February-April 1983, no. 4, with ill., as well as the Bulletin des Amis du Musée de Rennes 4 (1980), p.
68; and Jacques Foucart, "Tableaux des Ecoles du Nord: un bilan d'acquisitions," in La Revue du Louvre et des Musées de France 5-6 (1983), pp.
359-370, esp. p. 362 and note 20.
10. No. 15 in Millar, op. cit. (note 2), reproduced on p. 42. Millar mentions Wouters as a precedent with regard to this painting, in my opinion unduly,
since Wouters is infinitely more Giorgionesque than Lely and his forms are much more slenderly attenuated. The influence of Van Dyck is far more
evident in Lely's portraits than in his history paintings, in spite of the fact, of which Millar reminds us, that for a while Lely owned the great Flemish
master's wonderful Cupid and Psyche.
11. "Les principales acquisitions des musées de province," in La Revue du Louvre et des Musées de France 2 (1981), p. 144, fig. 5, under the title
Couple in a Landscape; "Principales acquisitions des musées en 1981," Gazette des Beaux-Arts, March 1982, Supplément La Chronique des
Arts, p. 6, fig. 32. I briefly mentioned the Valenciennes painting in the article in La Revue du Louvre cit. (note 9), p. 369 and note 21.
12. Sale Brussels, Georges Giroux, 11 March 1929, no. 72, as by Guillaume Panneeis, with ill.
13. No. 12 in Millar, op. cit. (note 2), p. 41.
14. No. 28 in ibid., p. 51, and color plate III, p. 16.
15. Sale Cavens, Brussels, 23 May 1935, no. 50, repr. in the cat. as by Benjamin Cuyp. The painting bore an obviously false signature B. Cuyp, to
the left near the bottom. I have already cited this painting as a work by Lely in my article in La Revue du Louvre, cit. (note 9), p. 369, note 21. W.L.
van de Watering too attributed it to Lely (note at the RKD).
16. Canvas, 122 x 234 cm. No. 11 in Millar, op. cit. (note 2), p. 40, with color ill. on the cover. A short but useful iconographic analysis is given by
Pierre Georgel and Anne-Marie Lecoq in their exhib. cat. La Peinture dans la peinture, Dijon 1982-1983, p. 193.
17. Canvas, 106 x 85 cm. Gift of Mr and Mrs Trent McNath, 1953. Reproduced in the album of the museum, 1966, p. 227, under the title The Letter
(Vertumnus and Pomona).
18. Canvas, 113 x 199 cm. Reproduced in the Burlington Magazine 22 (January 1938), pl. va: "Idyll." The connection with Wouters is here much
more evident than in the Tollemache Bacchus.
19. Millar, op. cit. (note 2), p. 9.
20. Yet another painting owned by the French museums (an allegorical portrait rather than a history painting) may be attributed to Lely in his later
English period (fig. 9). It was deposited in the museum in Rennes in 1934 by the museum of the Château de Versailles (mentioned in the
"Inventaire récapitulatif des collections de peintures des musées nationaux - Louvre - Versailles" of ca. 1850, inv. no. 1280, as school of Peter
Lely). It represents a lady of quality singing (in the guise of St Cecilia?), accompanied by an angel playing the organ. It is mentioned in my article of
1983 (see note 9), p. 369, note 21, and reproduced in the book by A. P. de Mirimonde, Sainte Cécile, Geneva 1974, pl. 89, p. 114. In the inventory
of the Louvre, drawn up around 1848, no precise provenance is given: "Ancienne Collection. " In the nineteenth century it was thought to represent
Mme de Montespan, later Mme de la Vallière, with her children. Such interpretations are typical of the historical fantasies of which that century was
so fond.

A Clio by Godfried Schalcken for Ferdinando de' Medici, Prince of Tuscany
by Elisabeth Epe
The correspondence of Prince Ferdinando de' Medici (1663-1713) includes several letters that show him to have purchased a picture from the
painter Godfried Schalcken (1643-1706) of Leiden. Two of them, which were published by Henk T. van Veen in Hoogsteder-Naumann Mercury 5
(pp. 49-52), show that Ferdinando had ordered a painting from Schalcken through Lorenzo Biliotti, the Tuscan agent in Amsterdam. Towards the
end of September 1703, Biliotti informed Ferdinando that the painting had been completed. [1] He praised it in the warmest terms, adding that it
had attracted a steady stream of viewers, in The Hague no less than in Amsterdam. It was entirely in accord with Ferdinando's directions (in tutto
conforme alle misure), and perhaps the most beautiful work Schalc ken had ever made. By praising it so highly Biliotti may well have been trying to
prepare Ferdinando for the picture's price: it would cost 420 guilders, which was a large sum even for such a highly paid artist as Schalcken.
Ferdinando, however, seemed well satisfied and agreed to the price. [2]
In his letter to Ferdinando, Biliotti asked for instructions as to how the picture was to be sent to Florence: by land, by sea or by way of Düsseldorf,
where Ferdinando's sister, Anna Maria Luisa, was married to the Elector Palatine Johann Wilhelm. In his reply Ferdinando asked Biliotti to keep
the painting until such time as a favorable opportunity of sending it through Düsseldorf arose. Misgivings about the picture's safety in transit were
fully justified, as demonstrated by the further course of the affair, which is documented in four letters: the ship carrying the painting was seized by the
French (Document 1). It took the intervention of the Tuscan envoy to the French court to recover the crate with the painting (Document 2). On 1
October 1704, Francesco Terriesi reported from Livorno that the crate had arrived there (Document 3). Exactly one month later, Ferdinando
informed Biliotti that he had finally received the painting and that he was highly satisfied with it (Document 4).
The correspondence in question documents as fully as one could wish that the painting which Ferdinando had ordered from Schalcken actually
came into his possession. Unfortunately, though, there is no mention of its subject. So which of the paintings in Florence is the one Ferdinando
ordered from Schalcken?
Van Veen's suggestion that it was the Lamentation of Christin the estate of Anna Maria Luisa does not strike me as very convincing. [3] The
assumption that Anna Maria Luisa inherited this picture after her brother's death seems far too contrived, inspired primarily by the desire to assign
to the dated letters a painting of the same date. Chiarini's assumption that the Lamentation was executed while Schalcken was court painter in
Düsseldorf seems much more justifiable. [4]
Instead we should look for a painting that is known to have been in Ferdinando's possession. Now the 1713 inventory of his estate does not list any

paintings by Schalcken,[5] although he was represented in Ferdinando's cabinet in the Villa Poggio a Caiano by a Young Girl with a Burning
Candle. Strocchi's view that the letters refer to this painting seems plausible,[6] but as the latter had demonstrably been in the Medicis' possession
as early as 1698 it cannot possibly be identified with a work which only originated five years later. [7]

1. Godfried Schalcken, The Muse Clio, signed. Panel, 68x59 cm. Florence, Uffizi
During my research on Ferdinando de' Medici's collection of paintings, I came across an inventory in the State Archives of Florence which lists only
pictures and which can be identified as the inventory of the paintings in Ferdinando's possession. [8] It was compiled during Ferdinando's lifetime
and reflects the progress of his collection. It mentions just one painting by Schalcken and describes it in great detail (Document 5). The inventory
number 582 indicates that it was acquired between 1704 and 1705. This picture therefore meets two of the criteria derived from the letters: first, it
belonged to Ferdinando, and secondly it was added to the collection at a time that agrees with the dates given in the letters.
The detailed description of the painting (Document 5) makes it clear that it can be identified with absolute certainty as the painting reproduced
here, which is now in the Uffizi (fig. 1). Its small format (68 x 59 cm) suggests that it was intended for the cabinet in Poggia a Caiano. If this
assumption is correct, the painting must later have been exchanged, for reasons unknown, for the Young Girl with a Burning Candle.
To the best of my knowledge this picture has attracted little attention in literature. Hofstede de Groot lists it as a genre painting under the title "Lady
Playing a Trumpet: by Torchlight."[9 ]The Uffizi catalogue describes it as Fama. [10] This interpretation, although close to the truth, is not wholly
correct. The painting is of Clio, the Muse of history, who inter alia represents Fame. According to Cesare Ripa, "Clio, who presides over history
and over such things that preserve the fame (fama) and the knowledge of the great deeds of antiquity (vetustas), holds a book in one hand and a
tuba in the other."[11] Ripa specifies the attribute "book" by mentioning its inscription "Thucydides," the name of the famous Greek historian, and
also indicates that the Muse wears a laurel wreath. [12] The figure depicted by Schalcken therefore has all the essential attributes of Clio.
The identification of the figure as Clio tells us something about Ferdinando as a patron. Biliotti had written that the painting "in tutto [è] conforme alle
misure." Now misure in this context means "directions" and must refer to Ferdinando's stipulations regarding the painting. Since there is no known
written record of those requirements, they must be deduced from the painting itself.
Ferdinando undoubtedly specified the format. Schalcken was a specialist in half-length figures in artificial lighting, so that is what Ferdinando
probably asked for. We may also take it that he chose the subject of the painting, though it is impossible to tell how much of a say he had in the
details. Ferdinando undoubtedly asked Schalcken for a sample of his mastery, and the artist must have been only too eager to oblige. The light of
the candle on Clio's bare skin, the dull luster of the pearls, the fine folds of the undergarment, the fastening of the cloak and the background
landscape bathed in moonlight, all attest to Schalcken's accomplishments as a Leiden fijnschilder. Ferdinando's commission enabled him to paint
a Clio that displayed the entire gamut of his skills.
The question remains why Ferdinando should have chosen this particular subject. His interest in historiography is on record. The portrait of Clio
might have been a hint of his future as a Grand Duke, whose deeds would be recorded by history. In that case, the painting must be seen as
evidence of Ferdinando's desire for future glory and lasting fame.
Document 1: Archivio di Stato, Florence (ASF), Mediceo del Principato 5909, fol. 513r. Francesco Terriesi, on 27 February 1704 at Livorno, to the
Marchese Gerini, Ferdinando's secretary, in Florence:
Illustrissimo Signore mio Signor Padrone Colendissimo Con l'arrivo che fece
quiieri una Nave diguerra francese, sintese, che da essa, e da altri Navi da
guerra e Corsari, pure Francesi, fusse stato preso un Checcio Inglese, che di
qui passava a Tripoli; la Nave Livornese del Capitano Cominotti, che veniva
qui d'Inghilterra; E due Navi Genovesi, che venivano per qui, e Genova

Most Illustrious Sir, Most Respected Lord and Patron, From a French warship
which arrived here yesterday it was learned that she and other warships and
privateers, all of them French, had seized an English ketch traveling from
here to Tripoli, the Livornese vessel of Captain Cominotti which was on its
way here from England; and two Genoese ships that were on their way here
and to Genoa from Holland. Amongst the Genoese ships was the SS.ma

d'Olanda. Tra le quali Navi Genovesi vi era la SS.ma Concezione del
Capitano Niccolò Valarino, che conduceva per il Serenissimo Principe Nostro
Signore una Cassetta con un quadro, che per S.A. R. mi mandava
d'AmsterdamilSignore Lorenzo Biliotti; Onde prego V.S. Ill.ma di portarne la
notizia all'A.S., acciò che, volendo S.A. procurarne la recuperazione, possa
effettuarlo; E se, per ciò fare, fusse necessaria la polizia di carico, serva a
V.S.Il. ma, che esiste nele mie mani. E per notizia ancora ulteriore di S.A.R.,
servali il rapporto che corre, che abbino condotto la detta Nave in Cagliari,
atteso l'acqua, che faceva. Erassegnando a V.S.Il.ma il mio devoto ossequio,
resto con somma venerazione Di V.S.Il.ma

and to Genoa from Holland. Amongst the Genoese ships was the SS.ma
Concezione of Captain Niccolò Vallarino, which was carrying a crate with a
picture for His Most Serene Prince Our Master which Signor Lorenzo Biliotti
had forwarded to me from Amsterdamfor H.R.H.; I accordingly pray you to
inform His Highness so that, should His Highness desire its recovery, I might
set the matter in hand. If, to that end, it were necessary to produce a bill of
lading, you may make use of the one in my possession. And as a final report
for His Royal Highness I would convey the current rumor that the said ship
was taken to Cagliari because it had sprung a leak. Assuring Your Excellency
of my most respectful devotion, I remain with deep veneration Your
Excellency's

Livorno 27 Febr. 1703/04

Livorno, 27 February 1703/4

Umilissimo Servitore Obligatissimo

Most humble and devoted servant

Francesco Terriesi

Francesco Terriesi

Document 2: ASF, Mediceo del Principato 5909, fol. 514. Francesco Terriesi, on 3 March 1704 at Livorno, to the Marchese Gerini, Ferdinando's
secretary, in Florence:
Ill.mo S.re mio S.r Pron.
Col.mo Godo estremamente nell'intendere da favori di V.S.Ill.ma del primo d
'aver incontrata la mente del Serenissimo Principe Nostro Signore, in ordine
ala Cassetta, che tiene S.A.R. nela Nave delCapitano Valarino, con la
missione che feci al S. rAbate Gondi dela Copia autentica della Polizia di
Carico, da trasmetter a Parigi, acciò che dal S. r Inviato Salviati ne sia a quela
Corte procurata la recuperazione, insieme con la Cassa, che nell'istessa
Nave tiene l'A. R. del Gran Duca Nostro Signore, essendomi parso
l'attentato più opportuno, che potesse praticarsi per la sua recuperazione.
Prego dunque V.S.Ill.ma di portare alla notizia di S.A.R. il mio operato, e di
mettermi reverentissimo a piedi dell'A. S., mentre con l'ossequio più umile mi
rassegno Di V.S.Ill.ma

Most Illustrious Sir, Most Respected Lord and Master, I am delighted to learn
from Your Excellency's favor of the first [of this month] that I have met the
wishes of the Most Serene Prince Our Master, in respect of the crate intended
for H.R.H. on board the ship of Captain Vallarino, by submitting to Abbot
Gondi an authenticated copy of the bill of lading, for dispatch to Paris, so that
Signor Salviati, Envoy to the Court there, can ensure the recovery of the
crate for H.R.H. the Grand Duke from the said ship, which I believe to be the
most suitable means of recovering it. I accordingly pray Your Excellency to
bring to the notice of H.R.H. the steps I have taken and to convey to him my
most obedient respects while I remain with the most humble
recommendations, Your Excellency's

Livorno 3 Marzo 1703/04

Livorno 3 March 1703/4

Umilissimo Servitore Obligatissimo

Most humble and devoted servant

Francesco Terriesi

Francesco Terriesi

Document 3: ASF, Mediceo del Principato 5909, fol. 518. Francesco Terriesi, on 1 October 1704 at Livorno, to the Marchese Gerini, Ferdinando's
secretary, in Florence:
Most Illustrious Sir, Most Respected Lord and Master, I would beg Your
Excellency to convey to His Most Serene Highness Our Prince that Signor
Bartoli from Marseilles has sent me in the ship of Padron Baudeuf which
arrived here yesterday containing (among other things for His Most Serene
Highness, Our Lord the Grand Duke) a crate with a painting which, as soon
as I can take possession of it, I shall forward directly to Abbot Gondi, seeing
that His Serene Highness is still likely to be in Pratolino. I pray Your Excellency
will forgive my importuning you with matters I could not avoid bringing up
under the circumstances, while I remain with my deepest respects Your
Livorno primo Ott.bre 1704 Excellency's

Ill.mo S.re mio S.r Prone Col.mo Prego V.S.Ill.ma di far sapere alSerenissimo
Principe Nostro Signore, che ilS.re Bartoli di Marsilia mià mandato con la
Barca di Padron Baudeuf, arrivata ieri, (e con altre cose per ilSeren.mo
G.Duca N. S.) per l'A. S. R. ancora una Cassa, contenente un Quadro, che
subito che potrò ricevere manderò costì, diretta alS.re Abate Gondi, giacché
presento esser l'A. S. tuttavia a Pratolino. Perdoni V.S.Ill.ma tanta molestia,
che per simil causa non ò potuto evitarli,mentre con il più reverent'ossequio
mi rassegno Di V.S.Ill.ma

Umilissimo Servitore Obligatissimo

Livorno, 1 October 1704

Francesco Terriesi

Most humble and devoted servant
Francesco Terriesi

Document 4: ASF, Mediceo del Principato 5890, fol. 339. Ferdinando de' Medici, on 1 November 1704 at Poggio Imperiale, to Lorenzo Biliotti,
Amsterdam (draft of letter):
Sig. r Lorenzo, Essendosi recuperato il Quadro dello Skalken, che nel venirmi
da V.S. fu predato daiFrancesi, m'è quigiunto ultimamente: et avendoloIo
trovato dimia pienissima sodisfazione ho voluto darne quest'avviso a lei per
sua quiete, e per nuova caparra della gratitudine, che le conservo, e della
stima, che fò sempre più del Professore; Mentre tutto propenso per le
convenienze di lei, e di sua casa, resto augurando loro ogni Bene.

Document 5: ASF, Guardaroba 1158, vol. 4, p. 1365:

Signor Lorenzo, Having recovered the painting by Schalcken, which was
seized by the French on its way from you to me and which arrived here
recently; and having found it to be to my entire satisfaction, I desired to notify
you of this fact for your peace of mind and also as a fresh token of my
gratitude to you and of the ever greater esteem I have for the artist; ever
concerned for your welfare and that of your house, I remain with best wishes
to you.

582 Un quadro di G. Schalcken, entravi una mezza figura di femina a sedere,
vestita con panno rosso a uso di manto, con un mascheroncino in petto, che
serve di fermezza di detto manto, quale li cade dalla spala sinistra, che resta
coperta dala camicia con certa increspatura, che li dà finimento; tiene nella
mano destra una tromba, avvoltovi certo panno pavonazzo, peril quale vi sono
sparse alcune stelle d'oro, e nela mano sinistra tiene un libro serrato
scrittoviJHVCYdides [sic]; ha il capo adorno con un filo di perle, che li cade su
la fronte, e sopra i capelili cade giù per le spalle intrecciato con nastro
giallognolo; ha li orecchini di perle, e sta in atto diguardare ilCielo, essendovi
su la destra un [illegible] d'aria di notte, con veduta dipaese et albero; dalla
sinistra vi è una candela accesa, dala quale piglia illume tutta la sud.a femina,
e la candela viene retta da una mano e braccio, che si perde fra certe nuvole,
e dietro a detta donne vi è
una colonna avvolta, con puttini di basso rilievo, et una finestra, alta B.a uno e
solditre e mezzo,
largo B. o uno con suo adornamento nero liscio con filetti dorati e dalla parte
destra in fondo vi è il nome del Pittore scritto g. schalcken.

582 A half-length painting by G. Schalcken of a seated woman, dressed in a
red cloth worn like a cloak, with a small mask over her breast serving as a
fastener for the said cloak which drops from the left shoulder, covered by a
slightly puckered shirt; in the right hand she holds a trumpet wrapped in a
peacock-blue cloth covered with golden stars, and in the left she holds a
closed book with the inscription
JHVCYides [sic]; her head is adorned with a string of pearls falling over her
forehead and, intertwined with a yellow ribbon, onto her shoulder; she is
wearing pearl earrings and is looking at the sky; to her right is [illegible] a
nocturnal scene with a view of a landscape and tree; to her left is a burning
candle whose light illuminates the whole of the aforesaid woman, the candle
being held by a hand and an arm lost in the clouds, and behind the woman
appears a draped column, a bas-relief of small putti and a window; height one
braccio and three-and-ahalf soldi; length one braccio, in a smooth black
frame with gilded fillets, and on the bottom right, in writing, appears the name
of the Painter, G. Schalcken .

Notes
Translated from the German by Arnold Pommerans. This article grew out of a study of the history and development of Ferdinando's collection for my
thesis entitled "The Collections of Paintings of Ferdinando de' Medici, Prince of Tuscany (1663-1713)." It was accepted in 1987 by the Department
of Modern German Literature and Art History, Philipps University, Marburg, and will be published as Die Gemäldesammlungen des Ferdinando de'
Medici, Erbprinz von Toskana (1663-1713), Marburg 1989 (Jonas-Verlag).
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Johannes Vermeer, who depicted a Clio with the same attributes in his Allegory of Painting (Vienna, Kunsthistorisches Museum).

Improving and Finishing Old Master Drawings: an Art in Itself
by Ben Broos
On the back of Jacob van Ruisdael's drawing, The Courtyard of the Archery Range in Amsterdam (fig. 1), I came across an inscription which reads,
in translation: "The man in the window was drawn by Jeronimus Tonneman. "[1] This marginal but nonetheless intriguing note was written by
Cornelis Ploos van Amstel around 1790, when the sheet was in his collection, but there is no mention of it in the literature on Ruisdael's drawings.
[2] The drawing is first recorded in the catalogue of the De Wacker van Zon sale of 1761, but the description says nothing about a figure
supposedly added by the collector Tonneman, who died in 1754.[3] Moreover, it seems that it is not the figure leaning out of the window that is the
later addition, but the man walking through the courtyard at lower left with a basket in his hand, for the edge of the pavement can be seen through
his back. Ploos van Amstel apparently knew that the drawing had been tinkered with, but had only a vague idea of what had been done to it.
Nevertheless, his note is worth following up.

1. Jacob van Ruisdael, The Courtyard of the Archery Range in Amsterdam. Chalk and wash, 22.6 x 21.6 cm. Hamburg, Kunsthalle
The history of collecting remains incomplete if we do not know how drawings were preserved in the past. Research on the way in which collectors
dealt with their works of art has been haphazard at best. We know that they "restored" old master drawings by trimming them, pasting them on
cardboard and adding decorative borders. Sheets were often given authentic-looking signatures and collectors' marks, some of the latter being
quite flamboyant, and were annotated with snippets of information about the artist or the drawing itself, as Ploos van Amstel did. The true amateur
tends to regard an old drawing that lacks all this paraphernalia as somehow incomplete, but of course no one likes the idea of figures added to an
original work. Yet the case mentioned by Ploos van Amstel is in no way an isolated incident. It happened more often than one might imagine that
drawings were colored by or for collectors, or furnished with figures and given a "finishing touch." Such sheets were often offered for sale as
"opgemaakt" (finished) or "verbeterd" (improved), as the practice was referred to in eighteenth-century auction catalogues. Over the centuries
these embellishments have become increasingly unrecognizable as later additions, and figures like Tonneman's man with the basket are
nowadays hardly ever identified as "Fremdkörper."
Only a few such traces which successive collectors left on the works of art in their possession have been studied. They include some "signatures"
which are not by the artist himself but are nonetheless interesting as documentary evidence. The apocryphal signature "Rembrant van Rijn" on the
latest major acquisition by the Rijksmuseum Printroom, Sketch for the Etching of a Cottage with a White Paling (B. 232) has been identified as a
kind of "marque de collection" of an anonymous collector of the third or fourth quarter of the seventeenth century. [4] The pseudosignature "J:
Ruijsdael" on quite a few small sketches by Jacob van Ruisdael was added by a wellinformed collector or dealer some time before 1690, and
probably after 1682, the year of the artist's death. [5] Such datable inscriptions may often be a guarantee of the age of a drawing.
Although these"signatures" may be apocryphal they are not necessarily incorrect. That, though, is definitely the case with the inscription "J. Steen"
on Two Peasants Dancing (fig. 2),[6] which although it predates 1730 is certainly not from the hand of the kluchtschilder himself. This and three
similar drawings with identical"signatures" can be given to Cornelis Dusart, who produced them in free or direct imitation of Adriaen van Ostade.
By 1730 two of these sheets were in the collection of Valerius Röver as works by Jan Steen, and they presumably came from Dusart's estate,
which was auctioned in 1708.[7] A collector in the first quarter of the eighteenth century evidently felt justified in adding the "J. Steen" inscriptions.

2. Cornelis Dusart, Two Peasants Dancing. Pen and wash, 11.7x7.5cm. Haarlem, Teylers Museum
Such "signatures" are not necessarily forgeries, because there was probably no intention to deceive. However, the boundary between correction
and forgery is sometimes a little too vague. Cornelis Ploos van Amstel, collector and expert par excellence, provides a revealing, if unintentional,
example of this. In 1767 he published the "vyfde berigt" (fifth announcement) concerning his invention of "print drawings" (prenttekeningen), which
were engraved reproductions of drawings. In it he refers to a famous drawing by Gerard Dou, The Artist's Mother (Paris, Louvre), [8] which the
collector Sybrand II Feitama bought at the Tonneman auction of 1754 for the tidy sum of 205 guilders (excluding the auctioneer's commission and
premium, according to his own notes). [9] Four years later Ploos van Amstel failed to secure this expensive drawing (for the second time perhaps?)
at the sale of the Feitama collection. Hardly concealing his disappointment he wrote: "The merits and rarity of the drawings by G. Douw have raised
them to a very considerable price, and just recently in Amsterdam, in the year 1758, at the public auction of the collection left by the late Mr S.
Feitama, the sum of 299 guilders was paid for the depiction of the mother of our artist, Anno 1638."[10] Ploos van Amstel then claimed that "for
many years now" he had been in possession of a Dou drawing which was far superior to Feitama's. From this chalk drawing of A Girl Singing, now
in the Amsterdam Historical Museum,[11] he made one of his print drawings (fig. 3),[12] of which he had this to say. "And since the most eminent
connoisseurs prefer the original fromwhich this print was done to the aforementioned drawing, amateurs will be gratified to note that the inventor [of
the new
technique] endeavors to select drawings [for reproduction] which are as artistic as they are rare, and of uncommon value. "[13] In the same
announcement Ploos van Amstel extolled "the expression of cheerfulness in the eyes" of his drawing, calling it "one of the most perfect drawings by
this widely celebrated painter." To clinch his argument he reproduced in facsimile a monogram and the date 1660. [14] He evidently did not feel it
necessary to point out that they were his own invention, for he had had the gall to take them from the genuine signature on the Feitama drawing
which he had just spoken of so condescendingly. What we do not know, of course, is whether Ploos van Amstel was really so ignorant of the fact
that his own drawing was not by Gerard Dou at all, but by Jan de Braij. By the time C. Josi reissued Ploos's prints in 1821 the attribution had been
corrected. [15]

3. Ploos van Amstel and/or J. Körnlein after Jan de Braij, The Harpsichord Player. Print, 17.4x 14.6 cm. Amsterdam, Rijksprentenkabinet
Not content with adding a signature to the print of A Girl Singing, Ploos van Amstel (or his assistant J. Körnlein) also took liberties with the subject.
The girl's skirt was sketched in and a harpsichord materialized under her hands, adding a narrative element to the scene. [16] This is a good
illustration of what was expected of the ideal drawing at this time. Above all it had to be "finished." "Incomplete," sketchy or unwashed drawings fell
out of favor with collectors in the eighteenth century, and if need be a "sketch" was simply transformed into a "drawing," as we shall see.
In Ploos van Amstel's favor it must be said that he did not make his alterations to the original drawing. Although it may come as news to many, this
was a common practice which has never yet been systematically researched. Collector Sybrand II Feitama's autograph annotations include the
surprising information that Dirck Maas had added foregrounds and backgrounds to Jacob van Ruisdael's sheets during the latter's lifetime. Dirck
Dalens later prepared the contents of Ruisdael's studio estate for sale by providing the drawings with borders, retouchings and "JvR" monograms.
In addition, after 1700 Feitama commissioned both Isaac de Moucheron and Johannes Verkolje to add figure Staffage and other embellishments
to the sheets. [17] As late as the early nineteenth century these retouched Ruisdaels were the ones most in demand. A true connoisseur like Josi
stated in 1821 that "his sketches in his large and spiritual manner make from 10 to 15 louis d'or apiece; and those that are finished with Indian ink
fetch two or three times that amount."[18]
Ruisdael was not the only artist whose drawings were tampered with. In 1685 Cornelis Dusart, who was Adriaen van Ostade's last pupil, inherited
the contents of his master's workshop, which included a mass of unfinished paintings and drawings as well as numerous pages from the
sketchbooks of Adriaen's younger brother Isack, who had died back in 1649. [19] Dusart treated his legacy in a way that tells us a lot about
seventeenth-century notions of the integrity of art works. A good example is the Adoration of the Shepherds (fig. 4),[20] an Isack van Ostade
drawing from the second half of the 1640s which was left unfinished on his untimely death. His original design, in lead point with a few pen lines for
the outlines of the figures, was touched up by Dusart after 1685 with washes that set up a subtle interplay of light and shadow. [21] Isack's
unfinished drawing probably resembled the sketch on the back of the sheet (fig. 5).[22 ]Schnackenburg roundly approved of Dusart's
embellishment: "What Dusart made of it ranks as one of the masterpieces of creative finishing. "[23]

4. Isack van Ostade and Cornelis Dusart, Adoration of the Shepherds. Pen and pencil and wash, 15.8x 21.2 cm. Paris, Fondation Custodia
Old auction catalogues occasionally contain a note saying that a particular sketchlike drawing was washed by Dusart. An unidentified sheet in the
Schaak sale of 1748 is listed as "1 ditto [excellent drawing] by the same [Dusart], after Ostade, or a sketch by Ostade finished by Dusart. "[24]
Cornelis Dusart sometimes signed these sheets, not of course with his own name but with the signature or monogram of Adriaen or Isack van
Ostade. He evidently felt that he was acting for them.

5. Isack van Ostade, Two Seated Figures. Verso offig. 4
A previously unnoticed example of a touched-up sketch, Peasants Fighting in an Inn (fig. 6),[25] gives the impression that master and pupil differed
as to what constituted a finished work of art. The main group, in graphite point and dark brown ink, was done by Adriaen van Ostade in 1640-1645,
while the entire background, with its light blue and gray-blue washes, was added by Dusart after 1685. The border, which is also a later addition (by
Dusart again?), cuts through the "AVo" monogram in dark brown ink at bottom right. This looks very much like a genuine Van Ostade signature,
and if it is it shows that he, at any rate, considered the original to be a finished drawing.

6. Adriaen van Ostade and Cornelis Dusart, Peasants Fighting in an Inn. Pen and wash, 14.9 x 25.9 cm. Düsseldorf, C.G. Boerner Gallery,
1987

7. Isack van Ostade and CornelisDusart, Seated Pipe-Smoker. Pen and wash, 8.1 x 6 cm. Amsterdam Historical Museum
Although one may view the "collaboration" in these drawings with mixed feelings, Dusart can only be condemned for tampering which resulted in a
sheet's destruction or obliteration. Another of his habits when "preparing" drawings for sale was to cut them up or cover themwith heavy brown
washes, or both. That was the fate of a number of small sketches which presumably passed directly from Dusart's estate in 1708 to Sir Anthony
Westcombe (d. 1752), one of the early English collectors of old master drawings. [26] One of them is a Seated Pipe-Smoker which is now in the
Amsterdam Historical Museum (fig. 7).[27] The way the legs and the chair have been cut off shows that this is a fragment from a larger sheet of
figure sketches by Isack van Ostade. Only a handful of these sheets have survived intact. [28] In this particular case the purpose of the thick brown
wash was to maska profile head sketched at upper left, although the operation was only partly successful.
All the same, we can assume that Dusart, and Dalens, acted in good faith, and even with piety towards their masters, however much we may
deplore their actions today. Old drawings have often been "improved," following the example set by that first great collector, Giorgio Vasari. [29
]Rubens, for instance, not only restored Il Salviati's Circumcision (Paris, Fondation Custodia), [30 ]but also added new figures and retouched it so
heavily that it became in effect a Rubens drawing. Rembrandt likewise turned a landscape attributable to Domenico Campagnola into his own
creation (fig. 8).[31] The original pen drawing by the sixteenth-century Venetian, with its fine lines and parallel hatching, was "improved" by his
fellow-artist in Amsterdam 100 years later with capricious, almost passionate pen-strokes in the contours and the trees. As a rule Rembrandt only
reworked a sheet so radically when he was correcting his pupils' drawings.

8. Domenico Campagnola and Rembrandt, Mountainous Landscape. Pen and wash,16.2x27.7cm. Budapest, Szépmüveszéti Museum, inv. no.
1579

9. RoelantSavery and Isaac de Moucheron, Wooded Landscape. Pen and watercolor, 44.3 x 72.8 cm. Weimar, Staatliche Kunstsammlungen

10a. Jan Glauber and Isaac de Moucheron, Landscape with a Sacrificial Scene. Chalk and wash, 23.5x 37 cm. Amsterdam,
Rijksprentenkabinet

10b. Verso offig. 10a
Despite its flamboyancy, Rembrandt's retouching of Campagnola's drawing was only spotted fairly recently. The respectable "finishers" discussed
above were of course far more cautious than Rembrandt, whose intervention was also a form of artistic commentary. Even so, they are not always
anonymous, for now and then one comes across their names written on a passe¬partout or listed in an inventory or auction catalogue. A few
random samples reveal that there were several artists who specialized in finishing old drawings. One whose name crops up from time to time was
Isaac de Moucheron (1667-1744). It was he, for instance, who turned a capital Wooded Landscape by Roelant Savery into a watercolor (fig. 9).[32]
His work was recorded for posterity in an inscription on the back of the sheet which may have been written by De Moucheron himself or by his
patron. It was certainly done by someone in the know, for it tells us that the drawing "was done in outline by Savrij / finished by Moucheron
1740."[33] In the 1754 catalogue of the collection left by Jeronimus Tonneman the sheet is described as a "View in the Tirol, with high mountains
and woods sketched by R. Savery and extensively colored by I. Moucheron, height 181/2, breadth 27 inches. "[34] In other words it was considered
to be merely a sketch which De Moucheron touched up "extensively" in order to turn it into a drawing.
Fortunately Isaac de Moucheron did make a note of his embellishments now and again, presumably when he was satisfied with the result. One such
inscription on the back of a Landscape with a Sacrificial Scene states that it was "Begun by Glauber, finished by Moucheron 1739" (figs. 10a and

b). [35] The composition closely resembles an etching from a series of 12 early eighteenth-century landscapes by Johannes Glauber (16461726).[36] It is not in reverse, and the details are so different that there seems to be only one way to interpret the inscription, namely that a Glauber
drawing in red chalk which was intended as a study for the etching furnished an Abklatsch which was the first state of our fig. 10a. In 1739, long
after Glauber's death, Isaac de Moucheron completed the Abklatsch to his own taste by adding a variety of new details. [37]
Interestingly enough, material from De Moucheron's own studio was also rescued from oblivion in the same way. This can be deduced from an
inscription on the back of a sheet which was in the Wouters collection in Delft in 1967, stating that it had been "finished from the sketch of I.
Moucheron, 1745" (figs. 11a and b). [38] The date indicates that the "finishing" must have been done by a so far unidentified artist soon after De
Moucheron's death in 1744. The composition turns out to be the reverse of a drawing, Landscape with Horseman and Countryfolk, which is signed
and dated "I. Moucheron Fecit. 1716" (fig. 12). [39] Ergo, the unfinished state of this sheet was also an Abklatsch, of the drawing of 1716. De
Moucheron had presumably not yet inserted the horseman who is asking the way of the two resting countrymen. The genesis of the overall
composition is even more intriguing. It looks exactly like a drawing by Jacob van Ruisdael called The Two Trees (fig. 13) which was once in the
Feitama and C. Fairfax Murray collections. [40] De Moucheron, in his version, wanted to accentuate the two gnarled woodland giants by allowing
them to fill the entire surface and by curtailing the left and right background, but at the same time he deliberately stayed close to his model. He must
have studied the Ruisdael in the Feitama collection, where it was listed as one of "two views in the Hague Wood, of about 1670, wherein the
foreground was finished by I. de Moucheron in the year 1700; in the earliest entry of around 1690 estimated at Dfl. 14."[41] Around 1700 the owners
themselves ordered this and other Ruisdael drawings to be embellished with a detailed foreground and, apparently, with a stag and a hind. Such a
"creative" approach to the treasures of the past was considered perfectly normal at the time.

11a. Isaac de Moucheron and an anonymousartist, Edge ofa Wood with Two Large Trees. Pen and wash, 25.7x 36.6 cm. Delft, collection of
W.B. Wouters, 1967

11b. Verso offig. 11a
Isaac de Moucheron is the artist most frequently mentioned as the finisher and watercolorist of drawings by contemporaries and various old
masters, and he evidently took pleasure in his work. Leafing through the sale catalogues of the Gerrit Schaak (1748), Jeronimus Tonneman (1754)
and Simon Fokke (1784) collections we come across him as the artist who finished or furnished figures for works by Nicolaes Berchem,
Bartholomeus Breenbergh, Albert Meyeringh, Willemvan de Velde the Elder, Jan van derVinne and others. [42] He must have gained himself a
special reputation in this field. A colored sheet by or to be attributed to Jan de Bisschop can now be identified from its appearance in the Fokke

sale: "A view of The Hague seen across the low dunes, in the foreground the figure of a seated man drawing while another man gives him
directions; very fine, in pen washed with Indian ink, by Jan de Bisschop, and lightly colored by Iz. de Moucheron."[43]. This drawing is undoubtedly
the View of The Hague now in the Albertina (fig. 14). [44] One might even ask whether De Moucheron was responsible for the figures as well as the
coloring, for he added Staffage to this kind of drawing on several occasions. One sheet in particular, by Pieter Saenredam, is known to belong to
this category.

12. Isaac de Moucheron, Landscape with Horseman and Countryfolk. Pen and wash, 23.7x 34.3 cm. Paris, Louvre

13. Jacob van Ruisdael, The Two Trees. Chalk and wash, 21 x 32 cm. Almelo, collection of H.E. ten Kate, 1929
In 1748 Sybrand II Feitama bought a large colored drawing by Saenredam from the Schaak collection, The Tower of the Church of St Cunera and
the Royal Palace at Rhenen, dated 30 June 1644 (fig. 15). [45] In
Feitama's notes we read that the "foreground [was] finished by J. de Moucheron," and in the catalogue of the Schaakauction, "with figures by J. de
Moucheron." The latter, though, would seemto be an understatement. [46] Isaac de Moucheron worked with so much gusto that it is impossible to
say where Saenredam left off and the finisher began. It appears that De Moucheron supplied not only the foreground figures but also the wall behind
them, and possibly other washed sections as well, such as the sky.

14. Jan de Bisschop and Isaac de Moucheron, View ofThe Hague. Pen and wash, 24.5x 40.1 cm. Vienna, Albertina

15. Pieter Saenredam and Isaac de Moucheron, The Tower of the Church of StCunera and the Royal Palace at Rhenen. Pen and wash, 51 x
39.3 cm. Amsterdam, Rijksprentenkabinet

16. Jacob van Ruisdael and Isaac de Moucheron, Three Old Oaks on the Edge ofa Wood. Chalk and wash, 20 x 31.5 cm. Haarlem, Teylers
Museum
The additions are more clearly discernible in Jacob van Ruisdael's Three Old Oaks on the Edge of a Wood (fig. 16). [47] The provenance of this
sheet can be traced back uninterruptedly to the Feitamas through the collections of Goll van Franckenstein (auctioned in 1833) and Gerard Hoet

(auctioned in 1760). Grandfather Sybrand I Feitama bought it in or before 1690, together with the sheet previously in the Fairfax Murray collection to
which De Moucheron added the foreground and the deer (fig. 13). Around 1700 he also had this Ruisdael sheet embellished in the manner of the
drawings which Maas and Dalens had previously touched up for him. The additions appear to be the bushes and tree-trunks in the foreground and
the pool with the men on the right. [48]
Collectors of the period considered drawings without a foreground to be incomplete or unattractive. Sybrand II Feitama owned "two views of the
Rhine without foregrounds" by Jan van der Meer the Younger, one of which entered his collection in 1695, followed by the second ("among others
that were better") in 1744. [49] A lack of foregrounds was aminor problem and easily remedied. In 1704 Isaac Feitama acquired two landscapes
dated 1702 by the same Van der Meer. In his son Sybrand's notes they are described as"two large colored views of the Rhine, signed anno 1702:
according to the earliest entry of around 1704 to be estimated at Dfl. 20, but improved for Dfl. 20 by Ab. de Haen in 1740."[50] The Feitama sale
catalogue gives the measurements of these sheets, enabling us to identify one of them with near certainty as a Rhine Landscape in Brussels dated
1702 (fig. 17). [51] The improvements by Abraham de Haen (1707-1749) are clearly discernible in the touched-up foreground, which is specifically
mentioned in the Feitama catalogue: "A view of the Rhine with a flockof sheep in the foreground," although without any mention of De Haen's
contribution. [52]
The addition of washes, foregrounds, backgrounds and figures was the most common kind of improvement. The provision of figure Staffage
originated quite naturally fromthe existing tradition of collaborative work on paintings. Indeed, many seventeenth-century artists made a specialty of
it. Paintings by Jan van der Heyden, for example, were more highly prized if they had figures by Adriaen van de Velde. [53] It seems likely, then, that
the addition of Staffage for a long time enjoyed a greater prestige than we now realize. Nowadays it has become so obsolete that we often forget to
look for it.

17. Jan van der Meer and Abraham de Haen, Rhine Landscape. Colored pen drawing, 24.6 x 36.9 cm. Brussels, Koninklijke Musea voor
Schone Kunsten

18. Jan Abrahamsz. Beerstraten and Nicolaas Verkolje, The Town Hall of Kampen. Chalk and wash, 28 x 39.5 cm. Leiden, University Library
A good example of this is Jan Abrahamsz. Beerstraten's Town Hall of Kampen (fig. 18). [54] But for the fact that it is documented no one would
believe that the figures were inserted by Nicolaas Verkolje, three-quarters of a century after the drawing itself, on the instructions of the owner,
Sybrand II Feitama. Fortunately Sybrand made a careful note of the fact: "The Town Hall of Kampen, drawn around 1665; dealer, Abr. Rademaker,
furnished with figures anno 1744 by N. Verkolje."[55]

19. Pieter Neefs and Simon Fokke, The Interior ofBonn Minster. Pen and wash, 29x34.5 cm. Paris, Fondation Custodia
Without such chance pieces of information the contribution by "foreign hands" to such drawings would have gone unnoticed forever. Carlos van
Hasselt gave me a striking illustration of this. In the Lugt Collection in Paris there is a drawing by Pieter Neefs of The Interior of Bonn Minster which
is fully signed and dated 1618 (fig. 19). [56] Mr van Hasselt catalogued it in 1972 for an exhibition in Bern, Brussels, London and Paris of a
selection from the Flemish drawings in the Lugt Collection, but had no idea that the figures were not by Neefs himself. He only discovered it recently
when consulting the catalogue of the "cabinet" of Simon Fokke, "a famous engraver in his lifetime" ("In Leven beroemd KUNSTGRAVEERDER").
There the Paris drawing is listed as"the nave of a Roman Catholic chapel, with the pulpit to one side and ahead the steps up to the chancel; all
drawn with great precision in Indian ink, by P. Neefs 1618, and with figures furnished by S. Fokke."[57]
Simon Fokke (1712-1784) also added figures in other seventeenth-century church interiors in his collection, for example in sheets attributed to
Hendrick van Steenwijck and by Pieter Saenredam. The latter is easily identifiable. In Fokke's catalogue it is described as "the interior of St Mary's
Church in Utrecht, done with pen on blue paper and colored here and there, by P. Saenredam 1636, with figures by S. Fokke. "[58] The only one of
Saenredam's extant interiors of St Mary's dated 1636 is on blue paper, and it has figures. Today it is in the Museum Boymans-Van Beuningen in
Rotterdam (fig. 20). [59] It has always been assumed that the Staffage was done by Saenredam himself, in fact Swillens even called it the
exception to the rule that Saenredam never provided his drawings with figures. [60]
Unlike such embellishers as Isaac de Moucheron, Nicolaas Verkolje or Simon Fokke, other retouchers worked much more surreptitiously. Jeroen
Giltay and the present author have elsewhere discussed landscape drawings by Jacob van Ruisdael which were first "improved" by Dirck Maas
and Dirck Dalens and later, in the eighteenth century, acquired foregrounds, backgrounds and figures. [61] Statements in sale catalogues about
touched-up sheets have always been regarded as rumors and not to be taken seriously. The notes kept by the Feitamas tell a different story,
because they identify members of their family as the instigators of this correcting and finishing. Nor were they the only ones to indulge in this
practice. There are also sheets which, as far as one can make out, were never in their collection but are traditionally said to have been embellished
by Dalens. One is An Old Country Lane with a Large Oak Tree (Leiden, Prentenkabinet der Rijksuniversiteit),[62] which is inscribed on the old
mount: "door Isaac Ruisdael &Dalens opgemaakt" ("done by Jacob Isaacsz. Ruisdael and finished by Dalens"). A Triple Watermill, Possibly at
Schüttorf (Leningrad, Hermitage), has a similar inscription: "Isaac Ruysdael d. Dalens Opgemaakt" ("done by Jacob Isaacsz. Ruisdael, finished by
Dalens"). [63]

20. Pieter Saenredam and Simon Fokke, The Church of StMary in Utrecht. Pen with color added, 31.5x 22.6 cm. Rotterdam, Museum
Boymans-van Beuningen
Giltay suspects that there are many more embellished sheets by Jacob van Ruisdael than the eight recorded in the manuscript of Sybrand II
Feitama. He wrote of the drawing Kostverloren House on the River Amstel (fig. 21):[64] "the trees to the left, especially, have minimal brushstrokes,
which may have been added later by Dalens as a finish. "[65] Those retouchings are far more conspicuous than those in another view of the same
subject (fig. 22),[66] which is nonetheless described in Feitama's notes as "Kostverloren House, begun by Ruisdael around 1670 but retouched by
Dirk Dalens around 1687, from the collection of S. Schijnvoet around 1715."[67] This was apparently second-hand or hearsay information, and may
not be very reliable. However, the other data on embellished sheets date from before 1690, when grandfather Sybrand I Feitama noted them down,
presumably on the evidence of Dalens himself. [68]
At the end of the eighteenth century there was a reaction against embellished drawings, and this was reflected in the sale catalogues, where
additions are mentioned increasingly rarely. Ploos van Amstel's activities show that this was deliberate. It turns out that this over-zealous collector
systematically glossed over the data on retouchings so faithfully recorded by the Feitamas. One example is a drawing from their collection which
they described as "Jacob Ruisdael, a landscape with a peasant's cottage, around 1660, drawn over by J. de Moucheron around 1710 and with
figures added by N. Verkolje around 1742; in the earliest entry of around 1690 estimated at Dfl. 6. "[69] In other words, Sybrand I Feitama had
bought a landscape drawing by Ruisdael before 1690, his grandson considered it unfinished and had Isaac de Moucheron retouch it, and more
than 30 years later asked his friend Nicolaas Verkolje to add some figures to embellish it even further.

21. Jacob van Ruisdael (and Dirck Dalens?), Kostverloren House on the River Amstel. Chalk and wash, 18.7x 30.2 cm. Paris, Fondation
Custodia

22. Jacob van Ruisdael (and Dirck Dalens?), Kostverloren House on the River Amstel. Chalk and wash, 20.3x 29.1 cm. Haarlem, Teylers
Museum
At the Feitama sale in 1758 the sheet was acquired by Jan van Dijk, acting on the instructions of Ploos van Amstel, as a retouched work: "By
Jacob Ruisdael. A landscape, finished by Izaak de Moucheron and with figures by N. Verkolje."[70] However, in the sale catalogue of Ploos van
Amstel's collection, which was compied in 1800 from his own notes, the drawing was presented in a rather different light: "A landscape with tall
trees, peasant dwellings and figures, in Indian ink, by J. Ruisdael and J. de Moucheron. "[71] This suggests that the two artists followed the good
seventeenth-century custom of working on the drawing together. Ploos appears to have deliberately suppressed the fact that the figures were by
Verkolje. The embellishments, admittedly, are very unobtrusive. Despite the rather indistinct "peasant dwellings" (note that Feitama himself spoke
only of "a peasant's cottage"), I suspect that this sheet is indeed the one recently acquired by the Rijksmuseum Printroom (fig. 23). [72] Contrary to
the opinion of the printroom staff, the figures are clearly a later addition. [73]

23. Jacob van Ruisdael and Isaac de Moucheron, Wooded Landscape. Chalk and wash, 19.8 x 31 cm. Amsterdam, Rijksprentenkabinet
Ploos van Amstel's evident aversion to "completed" sheets was in line with the taste of not only his own but later generations, when the question of
authenticity became crucial. This may explain why the descriptions of some famous sheets from the Feitama collection underwent a minor but
fundamental metamorphosis at his hand. They were The High Bridge by the Boompoort in Alkmaar (Amsterdam Historical Museum), [74], The
Excise House in Alkmaar (Budapest, Szépmüveszéti Muzeum), [75] and the Kostverloren House discussed above (fig. 22). [76] All three were sold
at the Feitama auction as having been "finished" and "retouched" by Dalens. Ploos van Amstel bought one of them himself, and the other two
through Jan van Dijk again. [77] The retouchings had already been recorded in the seventeenth century by Sybrand I Feitama: "A bridge, near
Alkmaar, begun by Ruisdael around 1670, completed by Dirk Dalens around 1687;" "A bridge by the Excise House at Alkmaar, begun around
1670 and retouched by D. Dalens anno 1687;" and "Kostverloren House, begun around 1670 by [v]Ruisdael, but touched up by D. Dalens around
1687. "[78] It cannot have been out of negligence that the statements that drawings had been "completed by D. Dalens" were omitted from the
auction catalogue of Ploos van Amstel's collection. [79] It was simply that no one wanted to know any more.
Since 1800 these cityscapes have been regarded as fully autograph Ruisdaels, and even as characteristic of his style of drawing. [80] We are
clearly cherishing a retouched image, and who knows, perhaps the same is true to some extent of the colored sheets by Jan de Bisschop and
Roelant Savery. Whether similar additions were also made to paintings is a question that is rarely posed, and no attempt will be made to answer it
here. The one thing we can be sure of is that there are more eighteenth-century figures wandering around in seventeenth-century landscape
drawings than we presently imagine. It seems that we have learned to live with odd characters like Jeronimus Tonneman's "man in the window."
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I am grateful to Carlos van Hasselt for his helpful advice and also thankAn Zwollo for
very useful references. The article was translated from the Dutch by Donald Gardner.
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The Date of Abraham Bloemaert's Birth
by Rob Ruurs
A few years ago Marten Jan Bok published a short article in this journal on "The Date of Cornelis van Poelenburch's Birth".[1] The following remarks
concern the birth of Van Poelenburch's teacher, Abraham Bloemaert, almost invariably given as 1564 in the modern literature.[2] I hope to
demonstrate that the correct year is 1566.
The point of departure is a text by Karel van Mander, Bloemaert's earliest biographer. According to Van Mander, "he was born in 1567, around
Christmas Day."[3] At first sight this is unusually precise information, but two pages further on Van Mander writes: "Bloemaert is now, in 1604, 37
years old, and will be 38 next Christmas."[4] Counting backwards we arrive at 1566, not 1567, so Van Mander appears to be contradicting himself.
However, it should be borne in mind that 1 January was not officially established as the first day of the year until after 1575.[5] Prior to that, the year
started somewhere between Christmas and Easter. My assumption, then, is that Van Mander placed Bloemaert's birthday around Christmas as the
first day of the new year, 1567, in other words around Christmas Day of the waning 1566. This would eliminate the inconsistency in his text.
However, in a document dated 2 May 1592, Abraham Bloemaert gave his age as "about 27 years old."[6] This would mean that he was born in
1564 or 1565. That document, though, was drawn up for Bloemaert's marriage to Judith van Schonenburch, who was almost 20 years his senior.[7]
Under these circumstances it is quite understandable for a young man to amend his age by a few years.
"Aetatis suae. 42. Anno 1609", the inscription on a portrait of Bloemaert by Paulus Moreelse now in the Centraal Museum, Utrecht (fig. 1), bears
out Van Mander's statement.[8] If we accept that Bloemaert was born around Christmas and that the portrait was painted in 1609, we again arrive
at a date of birth when the year 1566 was drawing to its close.[9] In 1610 J. Matham made a print after the portrait with the inscription "Aetat. XLIII.
1610".[10] The following year saw the publication of an engraved portrait of Bloemaert by Willem van Swanenburg, which states that the sitter was
44 years old.[11] By then there was apparently no need to make Bloemaert, who had since remarried, any older than he really was.
A portrait of Bloemaert published by Nicolaas Visscher bears the inscription "Aetatis LXXXII. A° 1648". This suggests the end of 1565 as
Bloemaert's date of birth, unless the print was issued around Christmas, which would again bring us to late 1566.[12]
The first explicit mention of 1564 as Bloemaert's year of birth occurs in 1649, when J. Meyssens in Antwerp published a collection of portrait prints
under the title Image de divers hommes d'esprit sublime. The caption to Abraham Bloemaert's portrait notes that he was born in 'Tan 1564".[13]
Twelve years later, Meyssens's portrait collection was used to illustrate Cornelis de Bie's Het Gulden Cabinet (Antwerp 1661).[14] Again, the
caption to Bloemaert's portrait gives "l'an 1564" as his year of birth, which De Bie also records in his biography of Bloemaert, although otherwise
keeping closely to Van Mander's text.[15]

1. Paulus Moreelse, Portrait of Abraham Bloemaert, monogrammed, dated and inscribed "Aetatis suae. 42. Anno 1609 PM [?]". Panel, 63.5 x
50 cm. Utrecht, Centraal Museum
In the eighteenth century, Houbraken adopted De Bie's date (1564), as does Moes in Thieme-Becker, and 1564 has been commonly given as the
year of Bloemaert's birth ever since.[16] Erroneously, as should be clear by now.
The date of Bloemaert's birth is a fairly easy matter to settle compared to the information directly following it in Van Mander's account. He writes:
"His father, who was called Cornells Bloemaert, was a skilled sculptor, architect and engineer, born in Dordrecht, whence he fled (because he
would not swear a certain oath) and, in order to escape the imminent disturbances in the country, arrived, not without mishap, in Gorinchem."[17] It

is not clear what oath Van Mander is referring to. In the autumn of 1566, citizens of Nijmegen who were out of town when the Protestant authorities
were replaced by Catholics had to swear an oath of allegiance to the Catholic Church before being allowed to re-enter the town.[18] However, it is
not known that anything similar ever happened in Dordrecht. In January 1567, Regent Margaret of Parma ordered all knights of the Golden Fleece,
public officials and soldiers to swear a new oath of allegiance to King Philip II. In March and April, the guilds and militias of Antwerp, Ypres and Lier
had to pledge allegiance to church and king. There are no indications, though, that such an oath was contemplated in Dordrecht. What caused
Cornelis Bloemaert to flee Dordrecht, and why did he think he would be safe in the nearby town of Gorinchem? There was no iconoclasm in
Dordrecht in 1566, only fears that there might be one.[19] I would be grateful if any reader could shed light on this matter.
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Translated from the Dutch by Ruth Koenig.
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Ter Brugghen Borrows from Bonasone
by Paul van Kooij
In the background of Hendrick ter Brugghen's Crowning with Thorns in Copenhagen, part of a relief of classical appearance is visible above the
heads of the men arguing on the right (figs. 1, 2). It can be shown that this relief was not invented by the painter himself, for its drawing is virtually
identical to that of a print by the Italian engraver Giulio Bonasone, who lived from ca. 1510 to after 1576, and was active in Bologna and Rome (fig.
3).[1] It is not known when the print was published, but it is thought to have been in the early 1530s.[2]

1. Hendrick ter Brugghen, Crowning with Thorns, signed and dated 1620. Canvas, 207 x 240 cm. Copenhagen, Statens Museum for Kunst

2. Detail offig. 1
Bartsch supposed that Bonasone had used an ancient relief as the model for the engraving.[3] However, Professor F.L. Bastet of Leiden kindly
informs me that this cannot have been the case, and has drawn my attention to related motifs in decorative paintings by Raphael and his school.[4]
In 1971 Popham had already noted that Bonasone based his engraving on a (now lost) sixteenth-century drawing, most probably by Parmigianino,
which we know only from a copy in Paris (Louvre, Cabinet des Dessins).[5] According to Popham, the lost drawing probably reproduced an
otherwise unknown painted frieze on the facade of a Roman house by Baldassare Peruzzi.[6] If that frieze did indeed exist, Ter Brugghen could
have seen it during his sojourn in Rome. It is clear, though, that he had Bonasone's print in front of him when he painted the relief in the Crowning
with Thorns, for both the engraved and the painted reliefs are mirror images of the drawing in the Louvre, and thus also of the hypothetical prototype
by Parmigianino. Moreover, Ter Brugghen reproduces the same part of the frieze as the engraver, a section taken from what was - or was made to
seem - a larger whole.

3. Giulio Bonasone, Decorative Frieze with Winged Centaur. Engraving (B.353), 13.1 x 29.3 cm. Amsterdam, Rijksprentenkabinet
This is not to say that Ter Brugghen was faithful to his model in every respect: he adapted it. In the engraving (fig. 3), the relief is illuminated from the
upper right, in the painting (fig. 2) from the upper left, in accordance with the light in the foreground. And Ter Brugghen has an archway cut off the
right part of the relief. The Utrecht master may have been mainly interested in the intriguing and intricate play of lines in the left half of the relief,
whereas the winged mythological figure - half-lion, half-man - igniting a sacrifice on the right would have seemed out of place in a Crowning with
Thorns.
It has already been established that Ter Brugghen borrowed motifs literally from sixteenth-century northern prints, also in his Copenhagen Crowning

with Thorns.[7] We now know that on at least one occasion he made similar use of a sixteenth-century Italian print.
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Peter and Paul by Jacob Cuyp: Rare Seventeenth-Century Dutch Pendants
by Alan Chong
In 1986 the Dordrechts Museum acquired a painting of the apostle Paul seated at his desk (fig. 1) by Jacob Gerritsz Cuyp (1594-1652).[1]
Previously unrecorded and unknown, it undoubtedly forms the pendant to a painting of Peter repentant (fig. 2), on loan to the museum since 1935,
and represents an aspect of Jacob Cuyp's art which has not been fully appreciated or discussed.[2] In the recent exhibition in Utrecht and
Braunschweig dedicated to the work of Hendrick ter Brugghen and his fellow Dutch Caravaggisti, the name of Jacob Cuyp does not appear, nor is
he discussed at length in other surveys of Caravaggio's following.[3] Yet the Dordrechts Museum's new work reveals Cuyp to be an early and
important respondent to Ter Brugghen and the larger Caravaggio movement.

1. Jacob Cuyp, St Paul at His Desk, signed and dated 1627. Canvas, 72.5 x 100 cm. Dordrecht, Dordrechts Museum
The newly acquired painting (fig. 1), which is signed and dated 1627 just below the shelf in the upper middle, shows Paul writing at a desk, turned
to look directly at the viewer. Beside him is the handle of a sword, the instrument of his martyrdom. On the desk are an ink pot, a sealing stamp and
several bound books.[4] The words on the folded letter, meant to suggest Hebrew characters, are in fact indecipherable.[5] Such a representation
of Paul as the writer of the Epistles can be found in sculpture and painting from the early Christian period onward, although it became less common
in later Netherlandish painting. Cuyp's characterization of Paul has an intense, portrait-like specificity which underscores the meditative and
contemplative aspect of his activity. Indeed, the presentation of the saint is directly derived from depictions of St Jerome or other hermit saints
which occur in the work of Caravaggio (Rome, Galleria Borghese) and Dutch artists such as Abraham Bloemaert and Ter Brugghen.
Interestingly, in the same year as Cuyp executed his work, Rembrandt also painted the apostle Paul in a contemplative vein, working in a book (fig.
3). Rembrandt's figure has the same distant gaze as Cuyp's, although Rembrandt makes something quite different of the subject, not least by way
of the prison setting. A few years later, he reworked the image further in a drawing (now in the Louvre, Benesch 15) and an etching (Bartsch 149),
focusing more intently on Paul's expression.

Peter and Paul
When fig. 1 was first attributed to Jacob Cuyp, the signature and date having been long obscured, it measured 83 x 100 cm. However, close

examination revealed that the canvas had been expanded at top and bottom; without the later additions, the picture measures 72.5 x 100 cm,
almost precisely the same as Dordrecht's St Peter Repentant, which is 71.2 x 99.4 cm. Visually the two paintings are complements: both contain
half-figures turned in three-quarters towards the viewer and each other, with accessories arranged on one side of the composition. However, in
painting Paul, Cuyp more fully utilized his powers as a portraitist. The figure is an intense, personal characterization of an individual, whereas
Peter's is a far more generalized, almost stereotypically maudlin visage. The compositions of the pendants indicate that Paul belongs on the left,
reversing their usual iconographic positions.[6] It is also unusual for Peter to be shown repentant in pairs of the two saints.

2. Jacob Cuyp, St Peter Repentant, signed and dated 1627. Canvas, 71.2 x 99.4 cm. Dordrecht, Dordrechts Museum
On 18 April 1798 two paintings of Peter and Paul by "Cuyp" (no first name mentioned) were sold as pendants in London (Phillips) as lots 71 and
72: "Portrait of St. Paul, very fine: Ditto St. Peter." These may well be the two Dordrecht paintings. The Paul was recently found in a small English
private collection; the Peter was first recorded with certainty in a Kampen family in 1894.

3. Rembrandt, St Paul in Prison, signed and dated 1627. Panel, 72.8 x 60.3 cm. Stuttgart, Staatsgalerie
Representations of Peter and Paul together were extremely common, not to say ubiquitous, in Christian art from the very earliest epochs. Regarded
as the joint founders of the church because of their presence together in Rome, the two saints represented the universal, catholic aspects of
Christianity: Peter as apostle of the Jews, Paul of the Gentiles; Peter as an original apostle with direct knowledge of Christ himself, Paul as a new
convert. The pairing of the two in sculpture and painting was especially important for the ideological foundations of the Roman Catholic Church. In
early northern Netherlandish art, the two saints commonly appeared in painting, as for example on the outer shutters of Lucas van Leyden's Last
Judgment altarpiece of 1526-27 (Leiden, Lakenhal),[7] and in a work assigned to Cornelis Willemsz (Utrecht, Catharijneconvent).[8]
It is striking that in the seventeenth century, pendants showing Peter and Paul become rare in Dutch painting. The iconoclasm of the late sixteenth
century had of course discouraged religious images generally, and Catholic ones in particular. The Peter and Paul combination, so intimately
connected with the Roman Catholic Church's claims to supremacy, was necessarily unfavored in Protestant countries. It is no mere coincidence
that Vondel wrote his play Peter and Pauwels in 1641 after his conversion to Catholicism, or that Erasmus and Protestant commentators on the

New Testament (Calvin, among others) do not dwell on Peter as receiver of the keys or even treat Peter and Paul as joint custodians of the church.
Thus, while artists, especially those at the beginning of the century like Abraham Bloemaert, Hendrick Goltzius and Hendrick ter Brugghen, often
depicted the four evangelists, or made prints of all of the apostles (sometimes with Paul added as well),[9] only one other Dutch seventeenthcentury pair of paintings of Peter and Paul is known to survive. These are by the little-known Willem Bartsius (ca. 1612-after 1639), painted ca.
1636-39 for the Catholic Mozes en Aäronkerk in Amsterdam, and are clearly inspired by Rembrandt's work (figs. 4 and 5). In addition, Cornelia
Moiso-Diekamp lists a handful of Dutch pendants of Peter and Paul known only from seventeenth-century documents.[10] Two prints of full-length
figures of Peter and Paul in landscapes, made after designs by Goltzius in 1589 (Bartsch 7, 8) and, from the same circle, two bust-length prints by
Gerrit Gauw after Jacob Matham (Bartsch 1, 2) are the only other pendants of the two saints so far identifiable. Hendrik Bloemaert depicted the
disputation of Peter and Paul in a single picture (Braunschweig, Herzog Anton Ulrich-Museum, inv. no. 173),[11] and Christian Tümpel has
suggested that Rembrandt's painting in Melbourne shows the same subject.[12]

4. Willem Bartsius, St Paul. Panel. Utrecht, Provincialaat Franciscanen

5. Willem Bartsius, St Peter. Panel. Utrecht, Provincialaat Franciscanen
Such a scarcity in Holland, given the extreme frequency of the theme in earlier art as well as in contemporary Flanders and Italy, raises the
possibility that the patron for the two Cuyps may have been a Catholic. In any case it was a rare theme for Dutch pendants, apparently favored
mostly by Catholic patrons abroad and perhaps in Holland as well, to judge from the Mozes en Aäronkerk pictures (figs. 4, 5).[13]

Cuyp and the Caravaggisti
These two paintings of 1627 show Jacob Cuyp under the influence of Utrecht painters, especially Hendrick ter Brugghen. This is not at all
unexpected, since Cuyp's wife, Aertken van Cooten, was from Utrecht, and he had studied with Abraham Bloemaert, patriarch of the Utrecht
school, who himself went through a Caravaggist phase. Cuyp also depicted at least one of the evangelists in a style very similar to the depiction of
Paul, but infused even more heavily with the inky chiaroscuro of Ter Brugghen. A painting of St Luke sharpening his quill pen (fig. 6) shows the
same interest in a strongly characterized, penetrating face.[14] A Man with a Jug (fig. 7) of about the same period is strongly lit from the side, and

shows the clear influence of Gerrit van Honthorst (compare, for example, the latter's Old Woman Studying a Coin in a private Dutch collection).[15]
These works, like figs. 1 and 2, are true genre paintings in their utilization of "low-life" characters and details. Many of these same genre elements
can be found in a picture in the Hermitage, Leningrad, depicting two soldiers at a table, a common arrangement in Caravaggist painting (fig. 8).

6. Jacob Cuyp, St Luke Sharpening His Pen, signed. Panel, 66 x 51 cm. Karlsruhe, Staatliche Kunsthalle

7. Jacob Cuyp, Man with a Jug, signed. Panel, 67 x 50 cm. Stockholm, National museum
The ultimate source for Cuyp's depictions of Peter and Paul lies in Hendrick ter Brugghen's representations of various single saints which have a
pronounced low-life atmosphere. There is, moreover, in both artists a special attention to the individual personality of the depicted figure. In this
respect Cuyp's Paul is very similar to Ter Brugghen's St Luke of 1621, one of a series of the four evangelists (fig. 9). The horizontal format and the
figure at a desk in a room subsumed in shadow, which allows attention to focus on the face of the saint, derive from Ter Brugghen. The treatment of
the figures, and even the faces with their furrowed brows of heavy white impasto, are also directly influenced by Ter Brugghen, perhaps with
Hendrik Bloemaert as an intermediary; the latter's St Jerome, dated 1624, in the Bayerische Staatsgemäldesammlungen in Munich contains
details similar to Cuyp's painting.[16]

8. Jacob Cuyp, Two Soldiers at a Table, signed. Panel, 106 x 136 cm. Leningrad, Hermitage

9. Hendrick ter Brugghen. St Luke, 1621. Canvas, 75.5 x 102 cm. Deventer, Stadhuis
Single representations of the apostle Paul at a desk are common in the mid-1620s among what may be called the greater Dutch Caravaggist
circle, based in, but not confined to, Utrecht. Hendrik Bloemaert, who resembles Cuyp in several respects, also painted a St Paul (Karlsruhe,
Staatliche Kunsthalle, inv. no. 444). The Frisian painter Lambert Jacobsz, who like Cuyp studied with Bloemaert but was also influenced by
Lastman and Moeyaert, painted a Paul in 1629 which is closely related to Utrecht models (Leeuwarden, Fries Museum). Rembrandt's St Paul of
1627 (fig. 3) may also be connected to Utrecht painting, while several works by Jan Lievens of about the same date show an even greater debt to
Caravaggism. Three pictures executed by Lievens between 1626 and 1629 show Paul at his books. One, in the Bader Collection, Milwaukee (fig.
10), presents him looking straight ahead in deep meditation.[17] These examples clearly demonstrate the power of Caravaggist imagery
emanating from Utrecht in the 1620s.

10. Jan Lievens, St Paul. Panel, 94 x 78 cm. Milwaukee, Dr Alfred Bader Collection
Cuyp's St Peter also resembles Ter Brugghen's depiction of the same saint (known through a copy in the Centraal Museum, Utrecht), but its
expression is as strongly influenced by Honthorst.[18] The theme of the repentance of Peter as recounted in Matthew 26:75, Mark 14:72 and Luke
22:61-62, was considerably more common than that of Paul writing the epistles. Several Mannerist artists had depicted the subject, including
Goltzius and Abraham Bloemaert (print by Willem van Swanenburgh, Hollstein 7).
The period around 1627 was a remarkably varied one in Jacob Cuyp's career. At the same time as he executed the Peter and Paul in Dordrecht,
he was producing several other, totally different types of painting: landscapes with shepherds (Amsterdam, Rijksmuseum) and a fish market scene
(Dordrechts Museum),[19] both directly inspired by Abraham Bloemaert, as well as numerous portraits in his much more sober style.[20] Perhaps
more than almost any other Dutch artist, Jacob Gerritsz. Cuyp was capable of working in several widely different modes at the same time.
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three paintings briefly.
4. Depictions of books in portrayals of St Paul are discussed by Sabine Schwarz, Das Bücherstilleben in der Malerei des 17. Jahrhunderts,
Wiesbaden 1986 pp. 55-56. She links Rembrandt's painting of Paul (fig. 3) to the tradition of vanitas still lifes.
5. Many paintings contain transliterations from Dutch to Hebrew of biblical passages; see E.G.L. Schrijver and J.W. Wesselins, "Het prinsenraam
in Gouda en de positie van het Hebreeuws in Noord-Nederland in de 16de eeuw," Studio Rosenthaliana 21 (1987), pp. 1-13.
6. On these positions and on representations of Paul as writer of the Epistles, see Lexikon der christlichen Ikonographie, vol. 8, Freiburg 1976, pp.
133, 137-138. On Peter and Paul in art see also Emile Mâle, "Les apôtres Pierre et Paul," Revue des Deux Mondes 4 (1955), pp. 193-208, 385397.
7. Lucas van Leyden also made two prints of Peter and Paul: Hollstein 105 (1517) and 106 (1527).

8. See J. Bruyn, "De Abdij van Egmond als opdrachtgeefster," Oud Holland 81 (1966), p. 211, figs. 11, 12. See also A. Benson's altarpiece in the
Philadelphia Museum of Art (inv. no. 1677).
9. Peter and Paul appear in a print series of biblical sinners by Willem van Swanenburgh after Bloemaert (Hollstein 7-12). Aprint series by Goltzius
from 1589 contains Christ, the twelve apostles, and Paul (Bartsch 43-56).
10. Cornelia Moiso-Diekamp, Das Pendant in der holländischen Maleret des 17. Jahrhunderts, Frankfurt 1987, pp. 120-121, 518. They include
pendants attributed to Anthony Mor (or is this a single painting?), after Michiel van Miereveld, two anonymous pairs, "Koninck" (Salomon or
Philips?), Jan Lievens, Govaert Flinck (from the 1754 Flinck family sale) and Pieter de Grebber, who was Roman Catholic. Mor is a sixteenthcentury artist, while the unattributed works may also have been earlier or non-Dutch. As none of these survive, it is difficult to judge the attributions,
although the pendants listed as Koninck, Flinck and De Grebber are likely candidates for authenticity. An inventory of 1669 mentions: "Nos. 33, 34,
35, 36, Peter and Paul by Joachim Wttewael and the same copied, together four paintings" (see A.W. Lowenthal, Joachim Wtewael and Dutch
Mannerism, Doornspijk 1986, p. 189). In Dordrecht's Kloveniers Doelen were anonymous, presumably sixteenth-century watercolor canvases of
Sts Peter and Paul. They hung in the same room as Jacob Cuyp's now lost militia group portrait (M. Balen, Beschrijvinge der stad Dordrecht,
Dordrecht 1677, p. 666: "eenige Water-Verwe Doeken, als een S. Peter, een S. Pouwels, een Marien-Beeld, een S. Niklaas").
11. Moiso-Diekamp, op. cit. (note 10); p. 305, implies that the Braunschweig picture is a copy after two separate paintings of Peter and Paul by
Abraham Bloemaert, which seems unlikely given the composition. Rüdiger Kiessmann convincingly reattributes the work to Hendrik Bloemaert (R.
Kiessmann, Die holländischen Gemälde, Braunschweig (Herzog Anton Ulrich-Museum) 1983, p. 29).
12. Chr. Tümpel, "Studien zur Ikonographie der Historien Rembrandts," Nederlands Kunsthistorisch Jaarboek 20 (1969), pp. 182-187; accepted
as autograph by J. Bruyn et al., A Corpus of Rembrandt Paintings, vol. 2, Amsterdam 1986, no. A13, with ill. Tümpel's suggestion seems
unconvincing, given the lack of the figures' attributes coupled with the unexplained presence of a globe. Bruyn et al., p. 167, fig. 9, illustrate a
painting attributed to Wouter Crabeth in Lincoln, Nebraska, showing the two saints.
13. The difference between Catholic and Protestant subject matter in seventeenth-century Holland has been discussed almost exclusively in
relationship to Rembrandt and his circle; see J. Bruyn, Rembrandts keuze van Bijbelse onderwerpen, Utrecht 1959; Chr. Tümpel, "The Iconography
of the Pre-Rembrandtists," in A. and C. Tümpel, The Pre-Rembrandtists, Sacramento (E.B. Crocker Art Gallery) 1974. Despite the claims of these
authors that there is no real difference between Catholic and Protestant painters' subject matter, no doubt certain types of subject (whatever the
religion of the artist himself), such as devotional images and depictions of certain saints and events, were destined for a Catholic market. J.
Michael Montias has also demonstrated in a survey of Amsterdam and Delft inventories that certain themes, including the conversion of Saul, were
owned predominantly by Catholic collectors (unpublished survey). The conversion of Saul was a Jesuit theme, which emphasized the personal
experience of God's miraculous power; Calvin on the other hand, drew only a lesson about the need for tolerance from the episode.
14. Another painting of an evangelist, Mark, attributed to Jacob Cuyp by Cornelis Hofstede de Groot and accepted by Heyligers, op. cit. (note 1),
no. 16, was in the Forcart-Bachofen Collection, Basel. Reportedly signed at upper right but apparently in poor condition, the painting cannot be
judged from a bad photograph (illustrated in Heyligers; panel, 65 x 51 cm).
15. See Nieuw licht, cit. (note 3), fig. 50.
16. Ibid., no. 46. Another work similar in composition to Jacob Cuyp's painting was sold at Christie's, 29 January 1954 (lot 54) as Orazio
Gentilleschi (not in R.W. Bissell, Orazio Gentilleschi, University Park (Penn.) 1981). In my view it may be by a northern Caravaggist.
17. The other two are in Wånas, Count Wachtmeister Collection, and Bremen, Kunsthalle. See W. Sumowski, Gemälde der Rembrandt-Schüler,
vol. 3, Landau 1983, no. 1234 (with ill., as ca. 1627) and no. 1240 (with ill. as ca. 1629) respectively. Sumowski (no. 1229) dates Bader's painting
ca. 1626-27.
18. The Utrecht painting is probably a copy after Ter Brugghen, see Nicolson, op. cit. (note 3), no. D90, and L. Slatkes in Nieuw licht, cit. (note 3), p.
48, fig. 42, as "Ter Brugghen?". Several paintings by Honthorst and his circle show equally emotive saints (see the picture in Vienna, formerly
Belvedere, inv. no. 1243).
19. See exhib. cat. Aelbert Cuyp, cit. (note 1), nos. 2 and 3.
20. From 1626 are a pair of portraits with the arms of the De Jongh van Keerbergen family (sale Brussels, 7 June 1906). Dated 1628 is a painting
of a grape cutter in a vineyard, done in a style very close to Bloemaert's (Leningrad, Hermitage, inv. no. 5598).

An Unknown Painting by Moeyaert and Its Reconstruction
by Mary Ann Scott †
A fine history painting by the Amsterdam "Pre-Rembrandtist" Claes Cornelisz. Moeyaert (ca. 1590/91-1655), has surfaced in Denver. Now on loan
to the Denver Art Museum from a private Colorado collection, the work has recently undergone a dramatic restoration (figs. 1 and 2) which will be
discussed in this article.[1]

(Article Scott)
1. Claes Moeyaert, Iphigenia and Orestes and Pylades in Tauris, signed and dated 1641. Canvas, 183 x 231 cm. Denver Art Museum, on loan
from private collection, Colorado, after restoration

2. The same picture as fig. 1, before cleaning
The theme of the painting comes from Euripides' play Iphigenia in Tauris (414-410 BC), and depicts the psychologically powerful interchange
between the inseparable friends Orestes and Pylades, shipwrecked upon Tauris. They quarrel over who will serve as sacrifice to the goddess
Artemis, each attempting to save the other. Their presence has, according to the Taurians, desecrated the goddess's cult statue visible at upper
right before her temple. The painting represents a scene of revelation as well as of heroic self-sacrifice. Between the two youths and the altar
garlanded by maidens stands the regal figure of Orestes' beloved sister, Iphigenia, enforced priestess who must officiate at the gruesome
sacrifice. Long held on Tauris, she does not recognize her brother, who, in turn, has presumed her dead. Iphigenia takes advantage of the
strangers' arrival by deciding to spare the life of one of the youths so that he may serve as messenger of a letter (held in her right hand) to her other
brother, in Athens. Subsequently, she reads the letter aloud, Orestes reveals himself, and the three eventually escape with the cult statue. Other
identifiable members of the cast include the aged, bearded high priest who stands to the right of the altar and, next to him holding a club, the
herdsman who had initially reported the Greek strangers' presence by the sea. The fawn depicted at lower right is Iphigenia's attribute, referring to
the surrogate with which she herself had been replaced by Artemis when she was on the verge of being sacrificed in Aulis. The silver and gold
trophies in the foreground represent spoils taken from other foreigners slaughtered for the goddess.
The figures are arranged across the picture plane as if it were a theatrical stage set with a backdrop of imaginary ancient buildings. Characteristic
of Moeyaert are the fine modeling, gentle chiaroscuro treatment, zigzag figurai movement, inexplicable glances, and exaggerated architectural
perspective. Also notable are the tonal treatment with the emphasis on primary colors, and the careful articulation of the jewelry, especially on the
draperies of the principal figures. In addition to these hallmarks of Moeyaert, his name and the date 1641 can be read on the second step.[2] Some
of the figures appear in other works by Moeyaert, notably the model (or possibly type for) Iphigenia, who is also seen as the principal foreground
figure in Joseph Selling Corn in Egypt (1644, Stockholm, with B. Rapp, in 1956),[3] and as the gesturing woman in The Raising of Lazarus (ca.
1653 in Warsaw, Muzeum Narodowe).[4]

The Denver painting belongs to Moeyaert's productive period of the 1640s, when he also completed such important commissions as the portraits
of the regents and regentesses of the Old Men's and Women's Home of Amsterdam (Amsterdam Historical Museum, dated 1640) and the
decoration of Kronberg Castle for King Christian IV of Denmark (1643). In the same period, in 1640 and 1641, he was also a director of the
Amsterdam theater, where he helped select dramas. That that milieu inspired him, or, conversely, that his theatrical histories on canvas influenced
the theater, is suggested by the numerous stage performances in 1641 of Old Testament subjects like Joseph in Egypt, which he also painted
several times. Records of the Toneel Museum indicate that a play on the subject of Iphigenia by Samuel Coster, who was one of his colleagues on
the theater board, was performed in 1630.[5] Coster's play could well have influenced Moeyaert's interpretation of the subject in the Denver
painting.
Uncommon in Netherlandish art, even within the literary- minded circle of Moeyaert and the other Pre-Rembrandtists, the story of Iphigenia in Tauris
reflects Moeyaert's fondness for themes of revelation and sacrifice. Most artists who did represent the classical heroine preferred Euripides' other
drama, Iphigenia in Aulis, which describes her own near-sacrifice by her father Agamemnon. The subject was treated by Rembrandt in a drawing
and by Jacob de Wet I, Willem van Nieulandt, Jan Steen and Pieter Codde in paintings. Besides Moeyaert, others who depicted the subject of
Orestes and Pylades in Tauris were Nicolaes Verkolje (Amsterdam Historical Museum) and Arnold Houbraken (a painting formerly in the Van
Heemskerk Collection, The Hague).[6] The main inspiration for Moeyaert's painting came from the 1614 version of the theme by Amsterdam's preeminent history painter, Pieter Lastman (1583-1633, fig. 3), whose influence on Moeyaert has been well documented by Astrid Tümpel in her
important series of articles on the latter.[7] Moeyaert not only borrowed the subject from Lastman, but also the motif of the maidens draping the altar
with roses and the figure of the shirtless herdsman with the club (at the far left in Lastman's painting and below the cult statue in the top right of
Moeyaert's). Where Lastman made the altar very prominent, separating Orestes and Pylades from Iphigenia, Moeyaert has de-emphasized it and
brought the principal figures together, placing Iphigenia at the very center of the composition.

3. Pieter Lastman, Iphigenia and Orestes and Pylades in Tauris, signed and dated 1614. Panel, 83 x 126 cm. Amsterdam, Rijksmuseum

4. Claes Moeyaert, Iphigenia and Orestes and Pylades in Tauris. Drawing, 26.7 x 40.6 cm. Berlin, Kupferstichkabinett, Staatliche Museen
Preussischer Kulturbesitz
Moeyaert also depicted the subject in an undated but apparently earlier sketch now in Berlin (fig. 4),[8] and in a later painting which was last noted
on the American art market (fig. 5).[9] In the drawing he first outlined the arrangement of figures and buildings as they appear in the Denver
painting. Rather than slavishly repeating his drawing in paint, he altered details in an apparent attempt to improve on himself and give a better

rendering of the classical source. For example, in the painting he replaced the sacrificial goat at right with Iphigenia's fawn. He also reduced the
age of Orestes who, as Iphigenia's younger brother, speaks of his youthfulness just before he and Pylades try to steal the statue: "Have we not
youth? Youth, with its fill of strength, turning away from any task should be ashamed."[10] In the painting Moeyaert added a Moor behind Pylades'
shoulder to suggest the exotic locale, and (following Lastman) added the herdsman, positioned between two torches at right. He was the one who
instigated the entire episode by reporting the foreigners' presence in Tauris.[11]

5. Claes Moeyaert, Iphigenia and Orestes and Pylades in Tauris, monogrammed and dated 1647. Canvas, 115 x 163 cm. Formerly Los
Angeles, Joseph M.B. Guttman Galleries
Unfortunately cropped at the top, the Berlin drawing does not inform us about the artist's original intention as regards the figure on top of the
column, although the cone form still visible may be the lower part of the draperies of a standing figure.
The painting's history before its purchase by a Colorado collector around 1970 from a gallery in Mexico City is unknown. At the time, the signature
was misread as "Moya;" maybe the piece was acquired as a Spanish work.[12] The painting may be identical to one described in the H. Hoogers
sale, Nijmegen, on 7 June 1816, no. 72: "Iphigenia, on the point of sacrificing her brother Orestes, recognizes him; this piece is richly and
beautifully composed, full of expression and well painted, 72 x 108 inches" (= 183 x 274 cm).[13] The latter was the same height as the Denver
picture, but was 40 centimeters wider. Could it later have been cropped at the left, where the figures have a truncated appearance?
Easier to trace than its provenance are the changes in the painting's condition. Technical evidence reveals that the background and sky have
suffered multiple reconstructions, while the foreground figures have remained much as the artist painted them. Disfigurement of old paintings by
restorers, dealers or collectors challenges modern conservators to find ethically acceptable solutions. The vexing question faced by Denver
conservator Carl Grimm of the Western Center for the Conservation of Fine Arts, with the present author acting as informal adviser, was how to
reconstruct the damaged areas without violating Moeyaert's intentions. When the painting featured in the Denver Art Museum exhibition, Colorado
Collects, in 1985,[14] and subsequently entered the conservation laboratory, it wore a thick, opaque layer of blue-green overpaint in the sky and
there was no hint of a column (fig. 2). When Grimm relined and cleaned the painting in 1986, a large, column-shaped space was revealed in front of
the circular buildings in the center of the composition (figs. 6, 7). Atop it could be seen the contours of a figure and/or animal of a seemingly
horizontal form, like the crocodile and river god in Lastman's Joseph Selling Corn in Egypt in Dublin (fig. 8), and the eagle and Jupiter in the left of
Moeyaert's own Paul and Barnabas in Lystra of 1645 (fig. 9).[15]

6. The same picture as fig. 1, after cleaning

7. Detail of fig. 6
The ghostly remaining contours suggested that Moeyaert might have painted two forms there, possibly first a foreshortened, bird-like creature with
outstretched wings, which he then overpainted with a seated form, reminiscent of Pallas Athena. Although both she and Jupiter (Zeus) are
mentioned in Euripides' drama, neither would seem appropriate here, since references to them occur in contexts other than the one depicted.[16]
However, we know from other works by Moeyaert and his Dutch contemporaries, who often, like him, never visited the exotic locales they painted,
that their settings were commonly more fanciful than "accurate". That the Pre-Rembrandtists chose to disregard what little knowledge of ancient
architecture they may have had is demonstrated, for example, in Lastman's Paul and Barnabas in Lystra of 1614 (Warsaw, Nationalmuseum).
There the action takes place before an Egyptian obelisk, although the artist must have known that the ancient city of Lycaonia is located in southern
Asia Minor (present-day Turkey). Following Lastman, Moeyaert's version of the subject now in Imbshausen (1645, Schloss) also sets the scene
before an obelisk.[17] Notable too, in this regard is Lastman's inclusion of Michelangelo's cupola of St Peter's in Rome in his painting of the Old
Testament David and Uriah of 1619 (Groningen Museum), as well as in his glass window representing The Babylonian King Cyrus Returning the
Holy Vessel to the Jews.[18] This unarchaeological use of ancient structures can also be seen in Moeyaert's Meeting of Jacob and Joseph in Egypt
of ca. 1636 (Brunswick, Maine, Bowdoin College Museum),[19] where the setting consists of Roman ruins and only the presence of camels shows
that we are in Egypt. Also iconographically "inexact" on the painting in Denver are the stone cult statue (Euripides described it as wooden) and the
depiction of the altar before instead of inside the temple.[20] The latter anomalies may result from a conflation of various sources. Maybe Moeyaert
combined Euripides' text, which could have been familiar to him or to an erudite patron, with Karel van Mander's abbreviated account of the story, in
which Thoas assumes an important role.[21] Adam Coster's abovementioned lost play may have been a third source of inspiration for Moeyaert and possibly also for the strange form atop the column. One may even suspect that the commission came from the Amsterdam Theater.

8. Pieter Lastman, Joseph Selling Corn in Egypt, signed and dated 1612. Panel, 57.6 x 88.2 cm. Dublin, National Gallery of Ireland
The motif of the tall free-standing column, with or without a figure on top, amidst other buildings, was used by many artists as a background in
classical scenes. Painters who employed it in a similar way were Jacob van der Ulft,[22] Bartholomeus Breenberg, Gerrit Bleker, Nicolaes Knüpfer,
Isaac Isaacsz., Thijs Nieudorp, Adriaan van Nieulandt, Cornelis Saftleven, Rombout van Troyen, Jan Miel and Hendrick van Minderhout.[23] The
Pre-Rembrandtists and the Italianate landscape painters, who were equally fond of the south, all depicted allegorical figures and quadrupeds of
various species atop columns as an exotic backdrop to all kinds of histories, including scenes of hell. We encounter a figure of Justice, as well as
sacrificial animals like sheep, pigs and cows (fig. 5). Rembrandt's forlorn idol atop a column in his early history painting in Leiden is less easily
explained than Lastman's inventive depiction of the river-god on a crocodile in his Dublin Joseph Selling Corn in Egypt (fig. 8).[24] Other examples
are Moeyaert's idol in the form of a bull in Jeroboam's Sacrifice of 1640 in Vienna (private collection) and in the variant of Iphigenia in Tauris (fig.
5).[25]

9. Claes Moeyaert, Paul and Barnabas in Lystra, monogrammed and dated 1645. Canvas, 194 x 234 cm. Imbshausen, Schloss
Grimm's examination of the Denver painting, which included radiography and cross-sectional study of the pigments in the area of the major loss,
revealed that several restorers of various abilities had worked on the picture. The oldest reconstruction was performed by an anonymous individual,
here referred to as "Hand A," who scraped away the already hardened area of the column and figure, leaving the ground intact; it forms a
continuous paint layer with the surrounding original pigment. This unusual operation, perhaps performed to satisfy a patron who did not like the
column, and even less the exotic form on top, most probably occurred after Moeyaert's time. "Hand A" concealed his intervention by adding the
missing parts of the circular buildings which had originally been hidden behind the pillar. In a manner unlike Moeyaert's, he completed the
colonnade of the lower building with irregularly spaced columns in orangish paint (fig. 10). This incompetently rendered detail provides strong
evidence that Moeyaert did not remove the column himself. "Hand A" also apparently changed the appearance of the sky with gray paints, perhaps
to repair actual damage. Two or more individuals ("Hands B/C") later made minor retouchings to the principal figures in materials different from
those employed by "Hand A" and by Moeyaert. Very recently another restorer ("Hand D") treated the painting to the heavy, dense, blue-gray sky
and to an additional heavy lining, attached with Elmer's glue. Fortunately this careless operation was accomplished leaving intact two prior glue
linings and could be removed with little difficulty.

10. Detail of fig. 2
Grimm himself may be called "Hand E." His reconstruction of the column as a suggestion of the Trajanic type is based on still visible remnants by
Moeyaert in the Denver painting, on the Berlin drawing (fig. 4), and on other columns with spiral reliefs in the artist's works. To replace the missing
figure, Grimm painted in what remained of that unreadable form (or forms) without further reconstructing it. We felt this to be a viable, ethically
justifiable compromise, preferable to alternatives varying from leaving the column completely empty to inventing a "plausible" figure. Like all
thoughtful conservators, Grimm's goal was the conservative restoration of the painting to a condition that best represents the intent of the artist
himself, without creating distracting or misleading elements.
Now that we know that the damaged column belonged to Moeyaert's original painting, we should also consider its iconographical function. It could
have been intended as a reminder of the free-standing column that Iphigenia saw in her "deathly dream" as the only remnant of Agamemnon's
palace after its destruction in a storm. She likened it to her long-lost brother Orestes, whom she presumed dead:

Only one column left upright in all
My father's house. But that one stood alive,
A man with bright brown hair and breathing lips.
And then against my will my hand went out,
As it does toward strangers here condemned to die,
And touched his forehead with this fatal water And with water of my tears, because I knew
The dream was of Orestes and his end.
The pillar of a family is the son.[26]
The column's prominent position in between Orestes and Iphigenia becomes all the more impressive if we assume that Moeyaert intended it to
allude to Orestes and at same time to stand as a seal of the powerful bond between the mythological siblings. Thus the column would symbolically
"duplicate" Orestes, just as the fawn at the right is an equally prominent reference to Iphigenia.
Still to be solved is the question of the original appearance of the mysterious, unreadable figure on top of the column, behind which Moeyaert tidily
separated the clouds. That the trimming of his preliminary sketch in Berlin (fig. 4) destroyed our best clue to the identification of this figure is a
misfortune. The discovery of an early copy or print after the Denver painting, with the column and figure intact, could inspire a "final" restoration of
this beautiful and ill-treated work. Hopefully some day a reader of this journal will make that discovery.

Notes
† The editors were shocked to learn that the author, Assistant Professor at the University of Denver, Colorado, died after a short illness at the age
of 44, soon after completing this article.
I am grateful to Carl Grimm, Astrid Tümpel, Ernst van de Wetering and Victor Castellani for their wise suggestions during the preparation of this
account.
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"CL [in monogram] Moeyaert fe. 1641."
Astrid Tümpel, "Claes Cornelisz. Moeyaert," Oud Holland 88 (1974), p. 1-163 and 245-290 (Catalogue), cat. no. 49.
Tümpel, op. cit. (note 3), cat. no. 112.
Records of Amsterdam's Toneel Museum indicate that plays based on the subject of Joseph in Egypt were performed on 28, 29, and 31
January, 4, 5, and 7 February, 5 March and 23 July 1641 (as well as on 26 March, 11 May and 29 September 1643). Samuel Coster's play on the
subject of Iphigenia apparently ran for only one performance on 18 December 1630, but may also have been performed in 1617, 1621 and 1626.
See E. Dey-de Vita and M. Geesink, Academie en Schouwburg: Amsterdams toneelrepertoire 1617-1665 naar de bronnen bewerkt en ingeleid

(with contributions by B. Albach and R. Beuse), Amsterdam 1983, pp. 36, 47.
See Gary Schwartz, "Pieter Lastman: Jephthah's Daughter; Jan Lievens: The Four Elements, Christ Chained to the Column," brochure of S. Nystad
Oude Kunst, The Hague 1983, 3rd and 4th unpaginated pages, for comments regarding the likelihood that a stage production of Iphigenia's
sacrifice inspired painted dramas by artists like Lastman.
A discussion on the connection between Dutch painting and the theater is given in Kurt Bauch, Der frühe Rembrandt und seine Zeit: Studien zur
geschichtlichen Bedeutung seines Frühstils, Berlin 1960, pp. 68-73; Sturla J. Gudlauggson, Ikonographische Studien über die holländische Malerei
und das Theater des 17. Jahrhunderts, Wurzburg 1938; and Alison M. Kettering, The Dutch Arcadia: Pastoral Art and Its Audience in the Golden
Age, Montclair(N.J.) 1983, pp. 101-119.

6. Iphigenia in Aulis by Rembrandt: Paris, A. Normand Collection; by De Wet: Vienna, Mautner-Markhof Collection, ca. 1945; by Van Nieulandt:
London art market, 1938; by Steen: Amsterdam, Rijksmuseum; by Codde: London art market, 1957. The Verkolje Orestes and Pylades in Tauris is
no. 471 in A. Blankert (with R. Ruurs), Amsterdams Historisch Museum: Schilderijen daterend van voor 1800, voorlopige catalogus, Amsterdam
1975-1979. The painting by Houbraken is mentioned in Johan van Gool, De nieuwe schouburg der nederlantsche kunstschilders en schilderessen,
vol. 1, The Hague 1750. p. 137. For discussions on the use of biblical and ancient literary sources in seventeenth-century Dutch painting see A. and
C. Tümpel, The Pre-Rembrandtists, Sacramento (E.B. Crocker Art Gallery) 1974, pp. 27-152, esp. p. 131, and exhib. cat. Gods, Saints and
Heroes, Dutch Painting in the Age of Rembrandt, Washington (National Gallery of Art), Detroit (The Detroit Institute of Arts) & Amsterdam
(Rijksmuseum) 1980-1981.
7. Tümpel, op. cit. (note 3), the definitive study on Moeyaert. Further: Pieter J.J. van Thiel, "Moeyaert and Bredero: a Curious Case of Dutch
Theatre as Depicted in Art," Simiolus 6 (1972/73), pp. 29-49, esp. pp. 44-45; and A. Tümpel in Gods, Saints and Heroes, cit. (note 6), pp. 123125, 134-135. Lastman's influence on Moeyaert's second Iphigenia in Tauris (fig. 5) is discussed in Tümpel, op. cit. (note 6), p. 26, and idem, op.
cit. (note 3), cat. no. 170.
8. Elfried Bock and Jakob Rosenberg, Staatliche Museen zu Berlin. Die niederländischen Meister, vol. 1, Berlin 1930, p. 190, no. 2605, as
"Opferszene;" illustrated in Tümpel, op. cit. (note 3), p. 266, fig. 255.
9. The painting in Denver is a more successful composition than the variant of 1647 formerly in New York (with Oscar and Jan Klein, Central
Picture Galleries, Tümpel, op. cit. [note 3], cat. no. 170, and idem, op. cit. [note 6], pp. 86-87) and Los Angeles (with Joseph M.B. Guttmann
Galleries, see Apollo, September 1977, vol. 106, p. 89). In the latter the drama is observed by a bull on a column in an awkward arrangement that
prompted Astrid Tümpel's remark: "Moeyaert here breaks away from Lastman's example, demonstrating once again that he cannot independently
work out the fundamentals of history painting." Indeed, the crowded figurai arrangement before an unlikely backdrop of classical buildings
compares unfavorably with the successful integration of figures and structures in the Denver painting.
10. D. Grene and R. Lattimore (eds.), The Complete Greek Tragedies, vol. 4, Chicago 1969, lines 121-122; see also pp. 131, 127 and lines 233234.
11. Other examples of Moeyaert improving on ideas in drawings are the Calling of St Matthew: painting of 16[3]9 in Braunschweig, Herzog Anton
Ulrich-Museum, and drawing in London, Windsor Castle. On both see Tümpel, op. cit. (note 3), cat. no. 114. From the drawing he repeated the
basics of the architecture, of the figures and the chiaroscuro, yet he freely altered details such as the background at right and refined and
eliminated figures. Compare also his two painted versions of the Lord Revealing Himself to Abraham (before 1624, Amsterdam, Willem Russell
Collection, and ca. 1624 in Stockholm, Hogskolas), and the drawing also in the Russell Collection (Tümpel, op. cit. (note 3), cat. nos. 3, 4 and 210
respectively).
12. When offered for sale in Mexico City by Francisco Gonzalez de La Fuente of Galerias "La Granja," the artist and the subject were unknown.
Robert Stroessner of the Denver Art Museum correctly identified both in 1984.
13. Tümpel, op. cit. (note 3), cat. no. 171 (with inaccurate dimensions 185 x 262 cm): "Ifiginia, die, gereed staande haren Broeder Orestes te
offeren, hem herkent; dit stuk is rijk en schoon van ordinantie, vol van uitdrukking, en fraai geschilderd; hoog 72 x breed 108 duim."
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Johan Baeck, Painter and Soldier of Utrecht
by Paul Huys Janssen
The "Golden Age of Dutch painting" begot a large number of artists whose extant works are rare. The question arises as to whether the majority of
these painters were "amateurs" rather than professionals with a livelihood to earn. Johan Baeck may well have been one such "amateur." His
works are scarce, and the little that is known about him seems to indicate that he took up painting late in life. He has frequently been confused with
another Utrecht artist called Hattigh - a mix-up which must have originated in the mention of a painting presented to St Job's Hospital in Utrecht in
1642 by one "Johan Baak Hattigh."[1] St Job's was the hospital for syphilitics.
The eighteenth-century city historian, Adrianus Hoevenaer, who had seen the painting and to whom we owe this report, described it as "a
landscape furnished with small figures in the manner of Poelenburch."[2] This description fits very well with surviving paintings by another obscure
Utrecht master, Petrus van Hattich (ca. 1620-after 1667), of which the Rijksmuseum in Amsterdam has a good example (fig. 1).[3]
It seems reasonable to assume that the painting in St Job's was by this Petrus van Hattich. Unfortunately the hospital's entire collection was sold in
1811, so it seems impossible to identify the picture with any of Hattich's extant works. Another possibility is that it was a joint effort by Baeck and
Hattich.

1. Petrus van Hattich, Nymph in a Grotto with Antique Ruins, signed and dated 164. Copper, 42 x 58 cm. Amsterdam, Rijksmuseum
Before turning to Johan Baeck the artist, let us examine the data on his life, the greater part of which is unpublished. In all probability he was born in
Utrecht, where his father, Herman Baeck, was "geweldiche provoost," i.e. a military guardian of the peace in the "gestichte" (jurisdiction) of Utrecht,
a distinguished position which Herman's father, Joriaen Baeck, had held before him.[4] Johan Baeck is first mentioned in the Utrecht archives in
1631 in a deed of suretyship in favor of his mother, Elisabeth van Loor. Recently widowed, her financial situation was precarious. The deed, which
was drawn up by notary Willem van Galen, is most illuminating, for it tells us that in 1631 Johan Baeck, "appointed to the company of the former
Captain Blomendael, pursuant to the appointment of the honorable lords of the States of Utrecht, dated the eighth of December 1625, is levier and
beneficiary."[5] Our Johan, like his father and grandfather, had evidently embarked on a military career, for which he received pay. The
abovementioned "appointment" of 8 December 1625 has been preserved,[6] and reveals that a large number of soldiers enlisted that day.
Unfortunately, though, it gives only the names of the most prominent new recruits. Although Baeck's name is not among them, he was probably one
of the many unnamed lieutenants or ensigns who received their commissions on this date.

2. Johan Baeck, Merry Company, signed and dated 1637. Canvas, 122.5 x 184 cm. Vienna, Kunsthistorisches Museum, inv. no. 7024
According to the 1631 document, Johan Baeck was to be paid "12 guilders monthly from next 25 March," i.e. 25 March 1631.[7] This sum was
claimed by his mother to pay off her debts. In 1633 the same procedure was notarized again in a deed drawn up by Lodewijck van Leeuwen, which
helps to explain Johan Baeck's peculiar change of name.[8] Both the 1631 and 1633 deeds refer to him as Hans Juriaen Baeck, although the
Christian name of his only known brother was also Juriaen. At first sight it appears to be a case of mistaken identity. The 1631 deed is signed "Jan
Juriaen Baeck." In 1633 the same individual signed as "Jan Baeck," his brother Juriaen this time acting as co-signatory. The existence of both a
Hans Juriaen and a Juriaen Baeck is thus proven. Double-barrelled forenames such as Hans Juriaen seem to have been a German military
custom, and it cannot be excluded that the Baecks were of German origin.

3. Jan van Bijlert, Company of Musicians, signed. Panel, 102 x 130 cm. USA, private collection
The Utrecht archives contain further interesting details about the Baeck family, but here we shall confine ourselves to the life and artistic activities of
Johan Baeck. One more incident has to be mentioned. After his mother's death in 1634, Johan Baeck signed one more document as "Jan Juriaen
Baeck," ceding his rights to her estate.[9] This suggests that she left debts for which he did not wish to be held liable on the grounds of the bonds
he had signed in 1631 and 1633. After the deed of 1634 he ceased to use the name Hans Juriaen Baeck. He henceforth signed paintings and
documents as "Johan baeck," invariably using a minuscule for the first letter of his surname.

4. Johan Baeck, Portrait of Frederik van Zuylen van Nyevelt, signed. Panel, 70 x 60 cm. Private collection
Not until 1637 does Johan Baeck's name reappear in Utrecht documents. On 5 February he requested and was granted permission from the
Utrecht authorities to marry later that month, on 26 February, in Zeist.[10] His bride, Geertruyt Schijff, lived in the jurisdiction of "buiten [beyond]
Tolsteeg," where her father Adriaen and later her brother Cornelis resided as district sheriff ("schout"). In 1637 Johan Baeck gave his address as
Mariaplaats in Utrecht. He and his family later moved to "buiten Tolsteeg."[11] The Baecks had at least eight children.[12] Their eldest son,
Herman, was eventually appointed to his grandfather's job of sheriff of "buiten Tolsteeg."[13] It is unclear whether the monthly stipend of 12 guilders
which Johan Baeck had received from the States of Utrecht since 1631 was sufficient to support himself and his family. In view of the sparsity of his
oeuvre, which will be described below, it seems highly unlikely that he was one of those artists who depended on painting for their livelihood.
Unfortunately, we know nothing about Baeck's artistic training. The surviving records of the Utrecht guild of painters do not mention his name,[14]
which seems to confirm that he regarded painting less as a profession than as a hobby or supplementary source of income.
The earliest extant painting by Johan Baeck is also his most interesting. It is a lifesize, three-quarter length Merry Company in the Caravaggesque
manner, signed and dated 1637, in the Kunsthistorisches Museum in Vienna (fig. 2).[15] In subject matter, style and composition, it has much in
common with a painting by Jan van Bijlert of a Company of Musicians (fig. 3).[16] The close resemblance suggests that Baeck may have been a
pupil of Van Bijlert, who should be regarded as one of Utrecht's major painters in the 1630s.
Baeck's composition is less well-balanced than Van Bijlert's. The latter displays a fully convincing unity of content and composition, with all of his
figures actually engaged in music-making: playing the lute, flute and bass viol, and singing. In Van Bijlert's arrangement, the two musicians with
conspicuous stringed instruments are performing in the foreground, while the flute-player and singer occupy the darker background. In contrast,
Baeck's composition (fig. 2) is divided into two halves. On the right is a group dominated by the woman playing the bass viol. She is casting an
envious eye at the couple on the left, where a man is fondling the bare breast of the woman on his lap. Baeck's painting fits within the age-old
tradition of the theme of the Prodigal Son in the brothel.[17] The composition and execution display a few awkward features and incongruities, such
as the clumsily drawn table and the odd little dog at bottom center, which seems to form a makeshift link between the right and left halves of the
composition. The two figures behind the viol-player are depicted more vaguely and in less detail than the other three. The positioning of the viol and
the chair on which the man is seated are also not entirely convincing.

5. Johan Baeck, Woman with a Rooster, signed and dated 1654. Canvas, 80.6 x 65.7 cm. Utrecht, Centraal Museum, inv. no. 7558

6. Johan Baeck, Old Man with a Hen, signed (authentic?). Canvas, 81 x 65 cm. Schiedam, Schwagerman Gallery, 1935
Apart from this lifesize figure piece, Johan Baeck painted a few portraits. The only extant one is of Frederik van Zuylen van Nyevelt, Lord of
Bergambacht and 's-Heeraartsbergen, Achterbroek and Crayestein (fig. 4).[18] This nobleman belonged to one of the most distinguished Utrecht
families, and had represented the States of Utrecht at the Synod of Dordrecht in 1618.[19] Since he died in 1646, the portrait was most probably
painted prior to that date. Judging by the sitter's costume, it was probably executed in the early 1640s.
It is known that Baeck painted other portraits. A document drawn up on 22 January 1647 establishes that he portrayed the wine-merchant Willem
van Beeck and his wife: "The party Johan Baeck declared under oath that in addition to fifty guilders for painting the likenesses of Willem van
Beeck and his wife, he [Van Beeck] had promised him three jugs of Rhenish brandy or the equivalent."[20] Baeck may have been an amateur artist,
yet apparently he could sometimes demand a professional fee for his work!
The Merry Company (fig. 2) and the portrait of Frederik van Zuylen (fig. 4) correspond closely in style and iconography with other Utrecht works of
the period. The same applies to two genre pendants painted in 1654. The left one, a Woman with a Rooster, has been in the Centraal Museum,
Utrecht, since 1935 (fig. 5).[21] Its pendant to the right is an Old Man with a Hen (fig. 6).[22] Similar half-length compositions of what were known as
"hennetasters" (literally: hen-feelers) were not uncommon in Utrecht. Joachim Wtewael painted a Peasant with a Hen, now in Karlsruhe.[23]
Aversion by Abraham Bloemaert is in the Hermitage, Leningrad.[24] His son Hendrick Bloemaert also tackled the theme (Stockholm,
Nationalmuseum).[25] Jan van Bijlert, who may have had more than a passing influence on Johan Baeck, also painted an Old Man with a Hen (fig.

7),[26] and like Baeck's version, it too must originally have had a pendant.

7. Jan van Bijlert, Old Man with a Hen, signed. Canvas, 86 x 74 cm. Private collection
Like the Merry Company in Vienna (fig. 2), the "hennetasters" of 1654 contain an erotic element. With her left hand the woman grasps the cock by
its legs, while the index and little fingers of her right hand are raised in the archetypal gesture of cuckoldry: she is deceiving her husband by
committing adultery. Her apparently much older spouse, though, gets his own back: with a toothless grin on his face, he proffers an egg. The
inscriptions on two sixteenth-century companion prints by the Monogrammist ISD may elucidate the actions of this couple (figs. 8, 9). To the best of
my knowledge they have never been related to paintings of the subject. The left one (fig. 8) depicts a "hennetaster," and is captioned:
"En vuilt mijn hinneken niet te seer genaeken
Het soude lichtelyck aen de sprou geraeken."

"Do not come too near my chicken, She could
easily catch a bout of roup."

The caption on the companion print (fig. 9) of a woman with a straw bonnet, reads:
“Noch vint men daeghelycx sulcken gasten Die
de hinnekens nae haer eyeren tasten"

"Every day you find people Who fondle the
chickens at their eggs."[27]

8. Monogrammist ISD, Peasant with a Hen, engraving. Amsterdam, Rijksprentenkabinet

9. Monogrammist ISD, Woman in a Straw Hat, engraving. Amsterdam, Rijksprentenkabinet
It is neither possible nor even desirable to establish what exactly is meant by "eggs" here. This clearly is not about courtly love, but about the
profanest of the profane.[28]
Another painting can now be added to Johan Baeck's sparse oeuvre. Auctioned in Amsterdam in 1935 with an attribution to Hendrick ter
Brugghen, it is a Girl with a Hen and a Boy (fig. 10).[29] In subject and style it closely resembles the 1654 companion pieces (figs. 5, 6), and may
well be dated to the same period. The iconography is close to that of the other "hennetasters."The bare-breasted girl is displaying a chicken. This
is probably not an allusion to adultery, which would be better represented by a cock. In my view the chicken indicates that the girl is a prostitute who
is offering her "hen" while being robbed by the grinning boy behind her, who is grabbing coins from her well-filled purse.

10. Here attributed to Johan Baeck, Girl with a Hen and a Boy. Panel, 75 x 53 cm. Sale Amsterdam 1935 as by Hendrick ter Brugghen
No more than these six paintings by Johan Baeck are known.[30] He died before 2 July 1655, the day on which Geertruyt Schijff, as Johan Baeck's
widow and heiress ("weduwe ende boedelharster"), had a document drawn up relating to the sale of a house.[31] No document offers any clue as
to Johan Baeck's year of birth,[32] but all the circumstantial evidence seems to suggest that he was born around 1600.
In 1656, Baeck's widow, Geertruyt Schijff, was recorded as innkeeper of the Hulck, outside Utrecht ("weerdinne inde Hulck buyten Utrecht").[33]
She may have run this inn together with her husband before his death, in which case he would have combined innkeeping with painting. This would
explain his relationship with the wine-merchant Willem van Beeck, whose portrait he painted around 1647.[34] It has to be added, however, that
during his lifetime and subsequently, archive documents refer to Johan Baeck as a painter, but never as an innkeeper.[35] So perhaps, after her
husband's death, Baeck's widow started an inn to support herself and her children.[36] After he died Johan Baeck was swallowed up in the
multitude of minor to minuscule masters, most of whom are forgotten and whose fate it is to dwell in the shadow of the great masters until they are
rediscovered.
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With acknowledgements to Marten Jan Bok, Guido Jansen and Dr Wolfgang Prohaska. Translated from the Dutch by Ruth Koenig.

1. Marten Jan Bok, Vijfendertig Utrechtse kunstenaars en hun werk voor het Sint Jobs Gasthuis 1622-1642, Utrecht 1984, pp. 23-24. The best,
albeit summary information about Baeck was compiled by C.H. de Jonge in the Catalogus der Schilderijen, Centraal Museum. Utrecht 1952, p. 6.
2. Adrianus Hoevenaer, Redenvoering ter gelegenheid van de Inwijding van het Teken-Collegie, op de nieuw gebouwde zaal, boven het zegelhuis
der stad Utrecht, Utrecht 1778, p. 32: "…een landschap, met beeldjes gestoffeerd, in de manier van Poelenburg." This information was later
incorporated in R. van Eynden and A. van der Willigen, Geschiedenis der vaderlandse schilderkunst, vol. 1, Haarlem 1816, p. 40 (reprint
Amsterdam 1979).
3. See P.J.J. van Thiel et al., All the Paintings of the Rijksmuseum in Amsterdam, Amsterdam & Maarssen 1976, inv. no. c 452. A painter called
Sebastiaen Hattigh or Hattingh, possibly Petrus's father, was a pupil of Hendrick ter Brugghen's in Utrecht; see Marten Jan Bok in exhib. cat. Nieuw
licht op de Gouden Eeuw: Hendrick ter Brugghen en tijdgenoten, Utrecht (Centraal Museum) & Braunschweig (Herzog Anton Ulrich-Museum) 19861987, p. 68.
4. See Gemeentearchief Utrecht (Utrecht City Archives, hereafter abbreviated as GAU), notary Jacob van Herwaerden u003a017, 23 April 1607,
fol. 107: "Joriaen Baeck geweldliche provoost des gestichte van Utrecht;" and GAU, notary Willem van Galen u012a012, 12 February 1631, fol. 28:
"Herman Baeck, geweldige provoost van de Gestichte Utrecht." On the title "geweldige provoost" see P.G.J. van Sterkenburg, Een glossarium van
zeventiende-eeuws Nederlands, Groningen 1977[2], p. 76.
5. Document of 12 February 1631, cit. (note 4): "…als geappointeerde onder the compagnie van de gewesen capitain Blomendael, in crachte
vande appointemente der Edel. Mogende heren staten 't lants van Utrecht gedateert den achtsten december 1625 heffende ende genietende is."
6. Rijksarchief Utrecht, "Resoluties" of the States of Utrecht, no. 231-15, 7 December 1625, fol. LX.
7. Document of 12 February 1631, cit. (note 4): "twaelf gulden maentelicks tractements … den XXV[en] marty naestcomende."
8. GAU, notary Lodewijk van Leeuwen u005a004, 7 June 1633.
9. GAU, notary Lodewijk van Leeuwen u005a004, 30 March 1634. This deed was co-signed by a Lutheran preacher. This may imply that Elizabeth
van Loor was a Lutheran, which would tie in with the presumed German connection.
10. GAU, Dutch Reformed marriages, 5 February 1637. Already mentioned by De Jonge, op. cit. (note 1).
11. The move probably took place in 1643, after the death of Baeck's father-in-law, sheriff Adriaen Schijff, and the division of his estate; GAU,
Stadsarchief II, no. 3492, 1650, fols. 101-102. Prior to 1643, the fast-expanding Baeck family lived at various Utrecht addresses; GAU, Dutch
Reformed baptisms, 2 May 1641 "St. Jansstraat;" 14 September 1642 "bij de Viebrugh;" 22 June 1645 "buyten Tolsteegh."

12. GAU, Dutch Reformed baptisms: 13 January 1639, Elisabeth; 2 May 1641, Adriana; 14 September 1642, Anne; 2 April 1644, Adriaen; 22
June 1645, Cornelis. The dates of birth of two children, Herman (the eldest son) and Johanna Maria, are not known. The Baeck offspring are
mentioned several times in various documents, the most important of which record two loans, in 1666 and 1671; GAU, notary Simon van den
Aelpoel u054a002, 30 November 1666; GAU, notary Dirck Woertman u065a001, 18 February 1671, fol. 304. The death of another child, its name
unknown, was registered on 11 June 1649; GAU, Register of deaths, 11 June 1649: "Baeck, een kind van Johannes."
On 23 February 1644 the Baecks appointed guardians for their children in the event of their decease: GAU, notary Gerard Vastert u021a011, 23
February 1644: "Johan Baeck ende Geertruyt Schijff echteluyden … verclaerden … gestelt te hebben tot mombers over de onmundige kinderen …
Cornelis Schijff en Hendrick Westervelt beijden des comparanten broeders."
13. See, for example, GAU, notary Wolfhard Zwaerdecroon the Younger u080a001, 23 February 1668, fol. 2: "Herman Baeck Schout van Buyten
de Tollesteechpoort." He was also a supervisor for the district water board ("waterschap"), see GAU, Stadsarchief n, no. 3656, "Request van den
exploicteur Harm. Baeck aan Watergraaf en Deputaten tot den schouw van de Vecht en de Rijnen," ca. 1670.
14. Baeck does not feature in S. Muller Fz., Schilders-Vereenigingen te Utrecht, Utrecht 1880. The earliest mention of Baeck as a painter is in the
Amsterdam physician Jan Sysmus's list of painters of around 1670; see A. Bredius, "Het schildersregister van Jan Sysmus, Stads Doctor van
Amsterdam," Oud-Holland 8 (1890), p. 4: Sysmus merely gives the name "BAECK," without any specification.
15. Verzeichnis der Gemälde, Kunsthistorisches Museum, Vienna 1973, p. 11, pl. 35; see also Benedict Nicolson, The International
Caravaggesque Movement, Oxford 1979, p. 20, and Walther Bernt, Die niederländischen Maler und Zeichner des 17. Jahrhunderts, vol. 1, Munich
1979, no. 51, with ill. I am sure the painting has been reduced on the left and at the top by about 15 centimeters.
The Vienna painting is probably not identical with "Een musiceerend Gezelschap van Heeren en Dames, verders eenige liefkoozende, end verder
bywerk, delicaat en uitvoerig gepenceeld, op Doek, hoog 39, breed 46 duim" ("A company of gentlemen and ladies making music, others
engaged in amorous dalliance, with other accessories, delicately painted and in detail, on canvas, height 39, width 46 'duim' [approx. 100 x 116
centimetres]"), which was auctioned in 1806 in Amsterdam as a Baeck; D. Mansveld sale, Amsterdam, 13 August 1806, no. 27, sold for 6 guilders
and 10 stuivers to Nieuwenhuisen. The painting in Vienna (fig. 2), which is probably very similar, is a great deal larger, even in its present cropped
state.

16. Exhib. cat. Caravaggio en de Nederlanden, Utrecht (Centraal Museum) & Antwerp (Koninklijk Museum voor Schone Kunsten) 1952, no. 28.
The present author is currently preparing a monograph on Jan van Bijlert.
17. This tradition, which harks back to the sixteenth century, is discussed by Konrad Renger, Lockere Gesellschaft: zur Ikonographie des
verlorenen Sohnes und von Wirtshausszenen in der niederländischen Malerei, Berlin 1970.
18. Another, anonymous, portrait of Frederik van Zuylen van Nyevelt, and its companion piece, a portrait of his wife Anna Wtenwengh (d. 1625), are
in Hardenbroek Castle; information from the Iconographisch Bureau, The Hague, nos. 83036 and 83607.
19. Jhr Mr E.B.F.F. Wittert van Hoogland, Bijdragen tot de Geschiedenis der Utrechtse Ridderhofsteden en Heerlijkheden, The Hague 1909, vol. 1,
p. 379.
20. GAU, Stadsarchief II, no. 3256, "Minuten van alderley akten," 22 January 1647: "Compareerde Johan Baeck ende verclaerde bij eede dat
Willem van Beeck hem boven de vijftich gulden voor 't uytschilderen off conterfeyten van hem ende sijn huysfrouw noch belooft heeft drie kannen
rijnsche brandewijn off de weerdye van dien."
21. Catalogus van schilderijen der Utrechtse school, Utrecht 1941, no. 4; Catalogus der Schilderijen, Centraal Museum, Utrecht 1952, no. 9, fig.
93; Kurt J. Müllenmeister, Meer und Land im Licht des 17. Jahrhunderts, Bremen 1981, vol. 3, p. 114, fig. 588.
22. Both pictures were sold together in the G.C. Uppleby sale, London (Christie's) 16 April 1934, no. 1. They were acquired by art dealer
Schwagerman of Schiedam, who sold one to the Centraal Museum in 1935 and kept the other.
The signature on the Old Man with a Hen does not appear to be original.

23. Panel, 59 x 42.5 cm, Karlsruhe, Staatliche Kunsthalle; Anne W. Lowenthal, Joachim Wtewael and Dutch Mannerism, Doornspijk 1986, no. A72.

24. 24. Canvas, 72 x 65 cm, Leningrad, Hermitage, inv. no. 9807, Yury Kuznetsov and Irene Linnik, Dutch Painting in Soviet Museums, Amsterdam
& Leningrad 1982, no. 66, with ill.
25. 25. 72 x 60 cm, cat. Äldre utländska målningar och skulpturer, Stockholm 1958, no. 331. Cornelis Bloemaert made a print after this picture, see
F.W.H. Hollstein, Dutch and Flemish Etchings, Engravings and Woodcuts, in progress, Amsterdam 1949-, vol. 2, (n.d.), p. 81, no. 290. J. Bruyn
recently suggested that the picture's pendant may have been Hendrick Bloemaert's Old Woman Selling Eggs, Amsterdam, Rijksmuseum, inv. no. C
106, signed and dated 1632, canvas, 76 x 58 cm; see Josua Bruyn, "Jung und alt: ikonographische Bemerkungen zur frame," in Rüdiger
Kiessmann (ed.), Hendrick ter Brugghen und die Nachfolger Caravaggios in Holland: Beiträge eines Symposions Herzog Anton Ulrich-Museum
Braunschweig, Braunschweig 1988, pp. 67-76, figs. 86-87. This seems quite plausible, and agrees with the iconographic interpretation of Baeck's
pendants presented below.
26. G.J. Hoogewerff, "Jan van Bijlert, schilder van Utrecht (1589-1671)," Oud Holland 80 (1965), no. 69.
27. Hollstein, op. cit. (note 25), vol. 13, (n.d.), p. 61, nos. 75-76. Roup ("sprou") is a poultry disease which manifests itself as purulent catarrh.
28. Another meaning of "hennetaster" is a man who occupies himself with trivial household tasks, mainly out of avarice, see Jan Grauls, Volkstaal
en volksleven in het werk van Pieter Bruegel, Antwerp & Amsterdam 1957, pp. 141-147; cf. E. de Jongh, "Erotica in vogelperspectief," Simiolus 3
(1968/69), pp. 22-74. Recently: L. Wuyts, "Eierverkoopster of verliefde boer? Een bijdrage tot de studie van de hennetaster," Jaarboek van het
Koninklijk Museum voor Schone Kunsten, Antwerp 1987, pp. 207-217.
29. Sale Amsterdam (Mak), 17 December 1935, no. 68, as Ter Brugghen.
30. Some summarily described works may also be by Baeck: "Een stuckgen [a small piece] van Back," GAU, notary Hermannus Zwaerdecroon
u044b001, 12 February 1650, the estate of Judith van Bijlert (a sister of the painter Jan van Bijlert); and "Twee Zeestukjes [two small marines] van
Baak," sale Amsterdam, 27 October 1760, no. 150 (note of C. Hofstede de Groot, Netherlands Institute for Art History [RKD], The Hague).
31. GAU, Stadsarchief II, no. 3492, "Register op transporten en plechten" (conveyances and pledges), Tolsteeg 1650-1658, fol. 173, 2 July 1655.
Also mentioned by De Jonge, op. cit. (note 1).
32. On several occasions he witnessed notarial documents or was authorized to collect money; GAU, notary Gerrit Houtman u022a012, 27 April

1640, fol. 45; GAU, notary Frederick Wttenbongaerdt u033a001, 16 and 23 November 1644; GAU, notary Willem van Galen u012a026, 5 January
1650; GAU, notary Thomas Masius u037a001, 6 October 1653; GAU, notary Jan van Vechoven u017a008, 8 January 1654, fol. 14; GAU,
Stadsarchief II, no. 3253, "Register van schuldbekentenissen en borgtochten" (debts and sureties), 16 December 1644, 12 and 26 September
1645.
33. GAU, notary Jan van Vechoven u017a009, 20 June 1656, fol. 76. "Hulck" was a common name for inns, see for example Marten Jan Bok in
exhib. cat. Nieuw licht, cit. (note 3), p. 173, on the "Hulck" inn in Wijk bij Duurstede owned by the grandfather of the painter Dirck van Baburen. In
Utrecht there was a "De Hulck" tavern on the Oudkerkhof; G.A. Evers, "Philips van Marnix van Sint Aldegonde in Utrecht," Maandblad van OudUtrecht 15 (1940), 42. As early as 1653 Baeck is mentioned as living in a house called "De Hulck;" this does not necessarily mean that it was an
inn at that time; GAU, notary Johan van Steenre, 25 May 1653, "Johan Baeck inde Hulck."
34. Compare the case of the painter Roetert Portengen, who in 1653 was referred to as "schilder en coopman in franse wijnen" ("painter and
dealer in French wines"); GAU, notary Bernt Terbeeck van Coesfelt u035a003, 3 January 1653.
35. See the archive documents cited above.
36. She died on 30 April 1672, leaving debts, so special permission had to be granted for the payment of her burial; see GAU, Anthonis Houtman,
u075a001, 5 May 1672, fol. 264v.

How "Modern" is Minimalist Art? The Case of Pol Bury's Sphere Upon a Cube (1971)
by John F. Moffitt
"What has been is what will be, and what has been done is what will be done; and there is nothing new under the Sun." Ecclesiastes 1:9
By now it would appear that so-called "Minimalist" art has run its course and expired, the victim of its own self-imposed limitations. Nevertheless,
during its heyday (late 60s and early 70s), the advent of Minimalism was hailed with almost messianic fervor as, for instance, "an obvious step on
the path toward a more rigid spatial structualization within art as well as by art," representing "a sculptural pattern that expands the abstract, nonemotional and non-expressionistic discoveries of the ancient Greeks" (sic!).[1] Minimalism is (was) an esoteric movement which addressed such
theoretical issues as the "essence" of the art-object. Particularly eulogized was the reductionist principle of "thingness": man-made objects were
above all praised for their total avoidance of "external referentiality." As Carla Gottlieb formulated it: "The Minimalists, who base themselves on the
Gestalt theory, accept form as a given premise for the simple geometric shapes they use. ... In recent object-type art, the invention of new forms is
not an issue. A morphology of geometric, predominantly rectangular forms has been accepted as a given premise. ... Based upon the continuing
weight placed on the formal element in art [by Modernism], abstraction could do away with subject-matter altogether - that is, subject-matter as it is
defined in traditional terms."[2]
Nevertheless, pace the claims of certain art critics who dislike the idea of modern art being "traditional," in some cases it may be possible to
demonstrate that even the most "modern" looking art works are precisely those which can, upon reflection, be shown to have easily decipherable
and very traditional kinds of subject matter. By taking this position, the art historian, acting as advocatus diaboli, would hold that many
contemporary artists have not, after all, relinquished the prerequisites of their traditional role: that is, to provoke the mind of the viewer by inciting
him to reflect upon the existential issues of life, struggle and death.[3] A single case in point, serving hopefully to spur further research along these
interpretive lines,[4] is the work of a Belgian artist, Pol Bury's Sphere Upon a Cube (1971) (fig. 1).
This is a small sculpture (measuring only 40 by 20 by 20 cm) made of pristine stainless steel in two parts. A highly polished sphere with a weight
hidden within its body rests upon a gleaming black cube, inside which there are electromagnets. Concealed within the sphere is a metallic weight
which is attracted by the forces of the electromagnets. Because the force-field of the magnet works on this weight differently from its action upon the
sphere, the invisible weight shifts about in the body of the ball placed on top of the cube, instigating and affecting its erratic motions. The nature of
the hidden force that holds the wobbling sphere a prisoner upon the restricted upper plane of the cube is unfathomable, and thus exerts a
mysterious effect upon the bemused viewer who is intrigued by the apparent conflict between the active precariousness of the ball which is
strikingly contrasted with the passive stability of its immobile, cubic base. The outsize ball revolves in a random, accident-prone orbit on the top of
the cube, while its gliding, polished surfaces reflect the shifting images of the environment surrounding the viewer.

1. Pol Bury, Sphere Upon a Cube, 1971. Stainless steel (with hidden electromagnets), height 40 cm. New York, private collection

2. J.W. von Goethe, Altar to the Goddess Fortuna (Agathe Tyche), 1777. Granite. Weimar, Goethe Park
Bury was fascinated by those opposing "pseudo-Minimalist" shapes - "la boule et le cube" - and, in a statement published in 1967, revealed that he
saw these primary forms as essentially having a symbolic value for him. Given the tenor of his commentary, one could go so far as to define their
metaphorical roles in terms of the conventionalized representations of the "psychomachia" so beloved of the pious medieval sculptors who
repeatedly placed them on the façades of the great cathedrals.[5] As Bury stated: "It would appear that one [the sphere] is equivalent to our soul its aspirations, its eddies, its rolling around in the depth of the torrents. The other [the cube], with its ridges and its angles, could be the image of our
knowledge, at least that degree of knowledge which, grosso modo, we have established for ourselves. But it is also less and more than that: a
posterior on a chair, an apple on a table."[6]
Even without Bury's rather poetic statement (which confirms what one senses to be the inevitable symbolic meaning of the confrontation of these
two opposing primordial forms), the connotations of the ensemble of sphere and cube could easily be guessed, especially given the ubiquity of this
conjoined motif in old emblem books. In fact, several prints found in emblematic literature reveal that the clever, electromagnetically induced
movements in Bury's sculpture are additions merely to the basically "illustrative" nature of his work. Moreover, one sees that the element of formal
"originality" of Bury's work - when this piece is considered purely as a sculptural ensemble - does not exist at all. Like so many other things in the
history of art, it had "already been done," and the foremost pioneer of this kind of sculptural configuration was the great German philosopher and
playwright of the Age of Enlightenment, Johann Wolfgang von Goethe.

3. Otto Vaenius, "Mobile Fit Fixum - The Mobile Element Stabilized." Illustration in Emblemata, sive Symbola, Brussels 1624
In the course of a single day - 25 December 1776 - there materialized in Goethe's mind an idea for a monument to be placed in his garden in
Weimar, an altar to the goddess Fortuna (Agathe Tyche) (fig. 2). This monument-cum-altar consisted - just like Bury's kinetic sculpture - of nothing
more than an unyielding massive stone cube with a smaller stone sphere perched upon it. As William S. Heckscher has revealed in a carefully
documented study of Goethe's fascination with emblematic imagery,[7] Goethe himself saw his very being as a ball or sphere which restlessly
skipped along with glancing rebounds; as the poet-philosopher described himself, "ich bin wie eine Kugel die rikochet aufschlägt" ("I am like a
ricocheting, bouncing ball"), saying also that Dame Fortune, or Agathe Tyche, was "that element of perpetual mutation which rotates along with us and within us" ("ein Wandelndes, das mit und um uns wandelt").[8] As Heckscher states, in a manner apparently now as applicable to Bury's
diminutive, curiously "wandelndes," tabletop sculpture as it was to the great German philosopher's "proto-Minimalist" Altar to Fortune: "Goethe's
monument was a confessional revelation of his own frame of mind, speaking of his greatest depths of despondency as well as of his loftiest
expectations and that, at the same time, it was his tribute to what one might call conventional Renaissance imagery. ... Here [he] revived an ancient
emblematic conceit that through the ages had been quoted and requoted in a rich and varied number of contexts and metiers."[9]
A woodcut from a 1624 emblem book by Otto Vaenius, Emblemata, sive symbola a principibus, viris ecclesiasticis, ac militaribus, aliique
usurpanda, shows the classical formulation of the ensemble which was to be recycled some three and a half centuries later by Pol Bury (fig. 3).
Here the terrestrial sphere rests upon a block (appropriately inscribed QUIES - "at rest") which represents "the mobile element which has been
stabilized" ("Mobile fit fixum," according to the title of the print).[10] In short, and according to convention, the sphere was "the round seat of
Fortune" ("sedes Fortunae rotunda"), a motif which embodies the idea of the fleeting and fickle Dame Fortune, standing for fate or destiny, while at
the same time the steadfast cube signified its traditionally opposing, stabilized counterpart, the "Seat of Virtue" ("sedes Virtutis").

4. Andrea Alciati, "Ars Naturam Adjuvans - Art in the Aid of Nature." Illustration in Emblemata, Antwerp 1564

This emblematic motif, in a slightly different guise, was first pictured in Andrea Alciati's pioneering Libellus emblemata. In the 1564 edition of this
highly influential and often reprinted collection of emblems we see, under the motto ARS NATURAM ADJUVANS, the conjunction of the cube and
the sphere (fig. 4).[11] Here Mercury, the patron of the arts and the intellect, sits upon the stable cube while Blind Fate balances precariously upon a
diminutive, spinning ball. Behind her a ship sinks under the weight of a raging tempest, representing one of Miss Fortune's misfortunes. Erwin
Panofsky has neatly summed up the meaning behind all such cube-sphere symbolism. "The sphere frequently stands for instability ... and the
countless images of the fickle goddess Fortune [were] sometimes contrasted with the personification of [cubic] Virtue with the explanation: 'sedes
Fortunae rotunda; sedes Virtutis quadrata.' But this sphere is characterized as a terrestrial globe, and thus connotes the situation of the human
mind, placed as it is between the fallacious and unreal life on earth and the celestial realm whence the awakening inspiration descends to dispel
the evil dreams."[12]
To conclude, from this we now easily see how "conventional" was Pol Bury's designation of his precariously orbiting sphere as an "equivalent to our
soul - its aspirations, its eddies, its rolling around in the depths," a poignant motif to which he had contrasted the fixed cube, that other primordial
motif which the artist, again most conventionally, had chosen to call "the image of knowledge."[13] In this manner it can be demonstrated that,
consciously or otherwise, willingly or not, Pol Bury does indeed conform to the traditional role of the artist, precisely because he made himself - and
now us - intellectually reflect upon the primordial existential issues of life and struggle.

Notes
1. G. Battcock (ed.), Minimal Art: a Critical Anthology, New York 1968, pp. 20, 25; emphasis added.
2. C. Gottlieb, Beyond Modern Art, New York 1976, p. 329.
3. The traditional role of the artist (essentially as a humanistic "illustrator") remained clear until the advent of Romanticism. For the didactic
purposes and content of "traditional" art works, see the classic definition by R.W. Lee, Ut Pictura Poesis: the Humanistic Theory of Painting, New
York 1967.
4. For another such interpretive approach to Minimalist art (i.e., stressing underlying conventional symbolic content over the external values of
"pure form"), see J.F. Moffitt, "Barnett Newman, Pierio Valeriano, Martin Luther King Jr., a Pyramid and 'The Broken Obelisk'," Apelles: The
Georgia Arts Journal, 2 (1981), pp. 24-27. For another, purely "provocateur" approach to Minimalist/Conceptualist doctrine and practice, see J.F.
Moffitt, "Les Nexus-Systématiques visuelles-textuelles," Contrastes: Revue de [Association pour le Développement des Etudes Contrastives, "hors
serie A5," June 1985, pp. 43-67.
5. For the doctrinal mechanics of representations of the "Psychomachia" see A. Katzenellenbogen, Allegories of the Virtues and Vices in
Medieval Art, London 1939.
6. P. Bury, La Boule et le cube, Brussels (Galerie Françoise Mayer) 1967 (unpaginated).
7. For what follows see W.S. Heckscher, "Goethe im Banne der Sinnbilder," in Emblem und Emblematikrezeption, Darmstadt 1978, pp. 355-385.
8. Goethe, as quoted in ibid., p. 380. For more on Goethe's creative vicissitudes during this critical period in his life as an artist, see J.F. Moffitt,
"The Poet and the Painter: J.H.W. Tischbein's 'Perfect Portrait' of Goethe in der Campagna," Art Bulletin 65 (1983), pp. 440-455.
9. W.S. Heckscher, Goethe and Weimar, Durham (North Carolina) 1962, p. 6.
10. See Heckscher, op. cit. (note 7), pp. 359-360.
11. See ibid., pp. 360-361.
12. E. Panofsky, Studies in Iconology: Humanistic Themes in the Art of the Renaissance, New York 1962, p. 225.
13. See also Heckscher, op. cit. (note 7), pp. 364-365, where he discusses the entries in Pierio Valeriano's Hieroglyphica describing "Circulus"
and "De quadrato," the latter being called a conventional sign for "SAPIENTIA;" see also ibid., p. 367f., for a number of other conventional-symbolic
and cube-sphere conjunctions which need not be repeated here.

An Allegorical Composition by Joachim Patinier
by M. Severi
Was Joachim Patinier[1] a figure painter? Indeed he was, but to what extent? In his Joachim Patinir, Robert A. Koch tries to minimize Patinier's
achievements in this field. Nor is he convinced that the large figures of the Virgin and of St Christopher in the well-known Rest on the Flight into
Egypt, now in the Prado, and on the famous panel in the Escorial respectively, are from Patinier's hand (figs. 1 and 2). "It is difficult to decide
whether Patinir himself, Quentin Massys with the help of an assistant, or Massys alone painted these figures."[2]
Moreover, Koch proposes excluding from Patinier's oeuvre two important paintings in which figures predominate and which M.J. Friedländer
confidently attributed to the master, namely the half-length Madonna, formerly in the Heseltine Collection, London, and the Crucifixion now in the Art
Museum in Portland, Oregon (figs. 3 and 4). Koch is not only skeptical about the attribution of these two paintings to Patinier, but does not even
reproduce them in his monograph.[3]

1. Joachim Patinier. Detail of The Rest on the Flight into Egypt. Panel, the whole picture 121 x 177 cm. Madrid, Museo del Prado
A view almost diametrically opposed to Koch's is held by Giorgio T. Faggin. Let him speak for himself: "By contrast, in the Temptation of St
Anthony, also in Madrid, we have the only known landscape in which the figures can be said with certainty to be from the hand of another painter
[our fig. 5] : in this case of Quinten Metsys, who had ties of close friendship with Patinier. [...] Hitherto scant attention has been paid to Patinier as a
figure painter, on the mistaken assumption that he preferred to leave the 'staffage' to collaborators. "[4] According to Faggin, Friedländer was right
to attribute the Heseltine Madonna and the Portland Crucifixion to Patinier (figs. 3 and 4). Moreover, Faggin stresses the importance of the
Descent into Limbo in the National Gallery of Ireland, Dublin, which he believes might be a faithful studio copy of a Patinier original, now lost, but
mentioned in Spanish sources (fig. 6).[5] This painting is of Boschian inspiration, its slender figures being characteristic of an archaizing style.
Faggin also believes that a little-known triptych of the Crucifixion, formerly in the Kaufmann Collection in Berlin, originated in Patinier's studio (fig.
7).[6]

2. Joachim Patinier. Detail of St Christopher in a Landscape. Panel, the whole picture ca. 100 x 150 cm. Madrid, El Escorial

3. Joachim Patinier. Madonna and Child. Panel, 34 x 24.5 cm. Formerly London, Heseltine Collection [Frdl 227]

4. Joachim Patinier. Crucifixion. Panel, 71 x 59 cm. Portland, Oregon, Museum of Art
It seems likely that other Patinier paintings in which figures predominate will come to light in the future. In this connection, I would like to draw
attention to an allegorical composition which exists in two versions. Both used to be attributed to Patinier himself, but in my opinion they are
products of the master's studio (figs. 8 and 9). A close and attentive comparison with the above-mentioned works by Patinier, above all the St
Christopher in Madrid (fig. 2) makes it clear that we are presented with the same unmistakable Patinierian morphology, recognizable in the
structure of the bodies as well as in the folds of the drapery and the types of head. Both pictures are of great iconographic interest as figurative
documents of Netherlandish humanism in the age of Erasmus, and could well be titled Allegory of Human Justice.

5. Joachim Patinier (landscape) and Quinten Metsys (the figures). The Temptation of St Anthony in a Landscape, signed by Patinier. Panel,
155 x 173 cm. Madrid, Museo del Prado

6. Studio of Joachim Patinier, Christ's Descent into Limbo. Panel, 36 x 62 cm. Dublin, National Gallery of Ireland

7. Studio of Joachim Patinier, Triptych with Crucifixion. Panel, 78 x 56 cm. (central panel), 80 x 24 cm. (wings). Le Puy, Musée Crozatier
Let me first describe the version that entered M. Singer's collection from the J.H. Streep Gallery in New York (fig. 8). Its meaning is revealed by an
inscription at the top: Met recht soudic gerne doer de werelt come [n] . Ic bender doer maer ic moet crommen - which might loosely be rendered as
"An upright life to lead I yearn, yet am forced to twist and turn." The picture is an obvious allegory of worldly justice. Man enters the world holding a
scroll (the Law) in his left hand and a straight, long rod in his right hand, but leaves the world completely changed: the straight rod has made way for

a curved stick, and the scroll of the Law for a sword (power, violence, wilfulness) and a moneybag - two "bent" objects. The colors, too, have
changed: the red stockings have become dark blue, the garments turned from blue-green to rose-pink, etc.

8. Studio of Joachim Patinier, Allegory of Human Justice. Panel, 30 x 46 cm. M. Singer Collection, 1987
The second version of this composition is a panel in the collection of Fürst zu Salm-Salm in Anholt (fig. 9).[7] The landscape contained within its
globe is different from and much richer in detail than that of the version in the Singer Collection: its Patinierian character is manifest. In this
landscape, a clearly depicted scaffold is an obvious allusion to the death sentence pronounced by the servants of human justice.
As to the quality of these two paintings, the beauty and subtlety of their invention do not seem to match the pictorial execution. This suggests that
both panels may be faithful studio copies after two lost originals by Patinier. We know that his studio produced fine replicas of other, more and less
important, original pictures. The St John the Baptist Preaching in the Philadelphia Museum of Art is a good studio reproduction of the original
painting now in the Royal Museum of Fine Arts in Brussels. On this point, both Koch and Faggin are in full agreement.[8] Similarly, the St Jerome in
the Venice Ca' d'Oro is an accurate studio copy of Patinier's masterpiece now in the Louvre. Both these copies bear the coat of arms of one of
Patinier's clients: the Augsburg merchant Lucas Rem, who also commissioned the Assumption of the Virgin, now in the John G. Johnson Collection
in Philadelphia. In the latter case, Patinier, handed Rem a fully autograph work.
The allegorical character of figs. 8 and 9 reflects the well-established fact that Patinier belonged to the cultural elite of Antwerp. We may well
wonder whether their theme was suggested to him by the humanist Pieter Gillis (Aegidius), a man portrayed in a famous painting by Quinten
Metsys. Interest in philosophical truths and learned maxims was very keen in Erasmian circles. Erasmus himself collected an immense number of
pithy sayings from classical authors in his Adagia (1500, 1508). The fact, however, that the inscriptions on both of these works are in Dutch, not
Latin, reminds one of other examples of "national" humanism and ethics. In the realm of painting Patinier's composition can be related to many
works by Hieronymus Bosch which were inspired by popular Netherlandish proverbs and wisdom.

9. Studio of Joachim Patinier, Allegory of Human Justice. Panel, 28 x 43.5 cm. Anholt, West Germany, Fürst zu Salm-Salm

10. Attributed to Joos van Cleve, Portrait of Joachim Patinier. Panel, 88 x 69 cm. New York, sale Lederer et al. (Parke-Bernet), 28 November
1962

11. Cornelis Cort, Portrait of Joachim Patinier. Engraving. From Iconologia, Pictorum aliquot celebrium Germaniae inferioris effigies, Antwerp
(Hieronymus Cock) 1572
We know that Joachim Patinier had close ties not only with Quinten Metsys but also with Joos van Cleve. It would seem that the latter also painted a
portrait of Patinier, namely a panel which was auctioned at sale Lederer et al. at Parke-Bernet in New York on 28 November 1962 (cat. no. 10, with
ill., "Joos van Cleve") (fig. 10).[9] This portrait bears the features of Patinier as we know them from the print by Cornelis Cort included in the famous
Iconologia, Pictorum aliquot celebrium Germaniae inferioris effigies with its Latin verses by Dominicus Lampsonius and published in Antwerp by
Hieronymus Cock in 1572 (fig. 11). The identity of the sitter in these two portraits, already noticed by Faggin,[10] seems to be beyond all
reasonable doubt.

Notes
Translated from the Italian by Arnold Pomerans.

1. The artist's early works, like his St Jerome in Karlsruhe and Flight into Egypt in Antwerp, bear the signature "PATINIR", while the paintings from
his mature period are signed "PATINIER" (Baptism of Christ, Vienna; St Jerome, Madrid; The Temptation of St Anthony, Madrid). This change of
spelling was undoubtedly intentional. The artist came from a Walloon (French-speaking) province, but after settling in Antwerp apparently decided
to write his surname in correct Flemish, a language which spells the sound of the French vowel "i" in the form of the two letters "ie". In the Antwerp
"Liggeren" of 1515 his name is spelled "Patenier". The spelling "Patinier" is to be preferred, because it is the definitive form chosen by the artist
himself. It should be noted that other famous Walloon artists of the period working in the "dietsche Nederlanden" (Dutch-speaking part of the Low
Countries) also got a Netherlandish surname (Jan Gossaert, Jan Provoost).
2. Robert A. Koch, Joachim Patinir, Princeton 1968, p. 50.
3. M.J. Friedländer, Early Netherlandish Painting, vol. 9, pt. 2, Leiden & Brussels 1973, nos. 227, 224, pls. 219, 217; Koch, op. cit. (note 2), pp.
50-51, no. 5.
4. G.T. Faggin, La pittura ad Anversa nel Cinquecento, Florence 1969, pp. 28, 38.
5. Ibid., p. 38, fig. 55. The picture is discussed in full with references to earlier literature by C. Vogelaar, Netherlandish Fifteenth and Sixteenth
Century Paintings in the National Gallery of Ireland: a Complete Catalogue, Dublin 1987, p. 8-9, n. 1296, as by a follower of Hieronymus Bosch.
Faggin's attribution to Patinier was based on the mention of a Christ in Limbo by the artist in the collection of King Philip II of Spain (Faggin, ibid.,
with a reference to El Conde de la Viñaza, Adiciones al dicc. histór ... de D.J.A. Cean de Bermùdez, vol. 3, Madrid 1894, p. 22).
6. Ibid., p. 39. Sale Kaufmann, Berlin, 4 December 1917, later Récupération Française, Paris, Louvre, nr. MNR 386, deposited in Le Puy in 1966.
7. This picture has been discussed by A.W. Vliegenthart, Bildersammlung des Fürsten zu Salm-Salm, Anholt 1981, p. 99 and by R.L. Falkenburg,
Joachim Patinir: Landscape as an Image of the Pilgrimage of Life, Amsterdam & Philadelphia, 1988, p. 89-90, pl. 45. My interpretation differs from
theirs in various respects.
8. Koch, op. cit. (note 2), pl. II; Faggin, op. cit. (note 4), p. 28.
9. Later again sold at New York (Sotheby Parke Bernet), 12 January 1979, n. 133, with ill., as "circle of Joos van Cleve."
10. Faggin, op. cit. (note 4), p. 18, no. 1. A better version of the print was formerly attributed to Dürer (Bartsch 108, photo at the Netherlands
Institute for Art History, RKD, The Hague).

Karel van Mander as a Fresco Painter
by E.K.J. Reznicek
The following article is a preliminary publication of frescoes by Karel van Mander.[1] The key to their discovery lies in a passage written by his
biographer at the end of the second, 1618 edition of the Schilder-boeck, fol. R3vb, which reads as follows:
Hy heeft somwylen van daer aen zyn ouders
geschreven, wesende daer in't jaer 1575 dat het
Iubile gehouden wiert, daer hy veel
vreemdichheyden sach, hy was daer over de drie
iaren, by d'een en d'ander zyn kunst
oeffenende, voor eerst heeft Karel te Terni, een
stedeken in Italien, voor een Graef ghemaeckt
eenige groote stucken, zynde de geschiedenisse
van de moort van Parijs, daer den Admirael uyt
de venster geworpen wert. Hy hadde tot een
gesel, genaemt Sr. Caspar uyt Puglia, discipel
van Iacomo de Gratisco. Karel hielt hem altydt
in't gheselschap vanden Italiaen makende
grootessen, daer in seer wel ervaren zynde,
heeft hy voor verscheyde Cardinalen in Fresco
gheschildert veel Lantschappen.

He occasionally wrote to his parents from there
[Rome] , where he spent the Holy Year of 1575.
Seeing much that was curious, he remained for
over three years, practicing his art in one place
and another. First Karel made several large
pieces for a count in Terni, a small town in Italy,
illustrating the history of the Paris massacre, with
the admiral being cast from the window [italics
added] . He had a companion by the name of Sr.
Caspar of Apulia, a pupil of Iacomo de Gratisco.
Karel was always in the company of the Italian,
making grotesques, and he painted many
landscapes in fresco for various cardinals, for it
was an art in which he was well versed.

These notes can now be related to three frescoes in the salone principale of the piano nobile in the Palazzo Spada at Terni (Umbria). The palace,
which today serves as the town hall, was begun in 1550 by Michelangelo Spada. He received the title of count from Pope Julius III del Monte (15501555), and it was he who must have commissioned Van Mander to paint the frescoes. They show The Wounded Admiral Gaspard de Coligny
Being Carried Home Following the Unsuccessful Attempt on His Life of 22 August 1572 (fig. 1), The Massacre of the Huguenots on St
Bartholomew's Eve, with the Defenestration of De Coligny in the Background (fig. 2) and King Charles IX of France Sanctioning De Coligny's
Assassination (fig. 3). The frescoes, which are in the coving on the side adjacent to the cortile, measure 1.9 x 3.3 metres each. They form part of
the larger decorative scheme of the salone, and are framed by linear painted borders surrounded by grotteschi. They also have Latin inscriptions
referring to the subjects depicted.
The frescoes were first published and illustrated by Piero Adorno in L'Arte in Terni: mostra fotografica (Terni 1974). Adorno, however, did not
associate them with Van Mander, but adhered to the conventional, unfounded attribution to the Zuccari brothers. To the best of my knowledge, the
literature on Van Mander contains no reference to the Terni frescoes.

1. Karel van Mander, The Wounded Admiral Gaspard de Coligny Being Carried Home Following the Unsuccessful Attempt on His Life Of 22
August 1572. Fresco, 190 x 330 cm. Terni, Palazzo Spada (now the Town Hall)

2. Karel van Mander, The Massacre of the Huguenots on St Bartholomew's Eve. Fresco, 190 x 330 cm. Terni, Palazzo Spada (now the Town
Hall)
The frescoes are difficult to appraise in their present condition. In about 1970, Guido Mirimao, an elderly artist and pittore-restauratore of the old
school, who is at present still living in Terni, painted them over - undoubtedly with the best intentions - to make them "presentable." According to
L'Umbria, manuali per il territorio Terni, vol. 1 (Rome 1980, p. 252), Mirimao has "falsato l'aspetto originale delle pitture" ("falsified the original
appearance of the paintings"), which is unfortunately all too true. This publication likewise makes no mention of Van Mander.

3. Karel van Mander, King Charles IX of France Sanctioning De Coligny's Assassination. Fresco, 190 x 330 cm. Terni, Palazzo Spada (now the
Town Hall)

A sample of what is waiting to be revealed under the relatively recent work by the inspired Signore Miramao is visible in a few small trial areas
where the overpaint has been removed (fig. 4).
The frescoes, which can be dated around 1575 or shortly before and are Van Mander's only extant work in this medium, are iconographically
related to three paintings by Vasari in the Sala Regia at the Vatican, which depict the same Counter-Reformationary subject. These were
completed in early 1573, shortly after the St Bartholomew Massacre of 24 August 1572. The subject did not as yet have an iconographic tradition,
and Vasari's work could well be described as proto-journalistic or journalism avant la lettre.

4. Detail of fig. 1, after cleaning
The frescoes deserve further research, but for the time being the following may suffice. Apart from two drawings, The Flight into Egypt, dated 1576,
in Dresden, and the Putto after Raphael in Leiden, nothing has hitherto been known about the work Van Mander produced in Italy. In Terni he
adopted the style and iconography of Vasari and his followers rather than those of the Zuccari brothers, though the work he produced later, in
Courtrai, Haarlem and Amsterdam, displays a facility for adapting to any prevailing style. There is no sign, either in his paintings or his drawings, of
a morphological stylistic progression or the development of a personal style.
In Terni he is likely to have worked together with a group of painters belonging to a bottega. Caspar of Apulia, who was Van Mander's companion,
according to the latter's biographer, may also have worked in Terni, although there is no evidence to support this. He was probably Gaspar Heuvick
of Oudenaarde, who worked in Bari and various other places. Whether Van Mander also painted the grotesques at the Palazzo Spada, in which
genre, his biographer says, he was greatly skilled, still has to be determined. The municipal archives of Terni should also be explored for further
information on Van Mander.
One further point of interest concerns Van Mander's depiction of The Wounded De Coligny Being Carried Home (fig. 10), in which the twisted
postures of the officers anticipate Goltzius's parade officers of more than ten years later.
All we can do now is wait for Mirimao's overpainting to be removed. The Italia Nostra association has been urging the authorities to restore the
Palazzo Spada frescoes to their original condition, but so far, unfortunately, its efforts have been in vain.

Notes
Translated from the Dutch by Yvette Rosenberg.

1. Dottore Paolo Rinaldi, curator of the Pinacoteca Comunale in Terni, drew my attention to the frescoes in response to my inquiries. I am also
grateful to my colleagues, Hessel Miedema and Bert Meijer, for their assistance. The photographs of the frescoes were taken by Signore Maurizio
Vanucci, Terni.

Drawings by David Vinckboons as Models for Ornamenting Bible Maps
by Shirley K. Bennett
Maps published in the Low Countries in the seventeenth century are known to be important sources of information for modern geographers
researching land discoveries and voyages of the period. It is less well appreciated that these maps are also valuable resources for art historians

interested in the graphic arts. A profusion of decorative motifs added to the maps transformed them from utilitarian objects into works that were and
are appreciated for their aesthetic qualities.
The appearance of extensively decorated maps in seventeenth-century Netherlands is not surprising, considering that this period has been called
both the "Golden Age of Art" and the "Golden Age of Cartography."[1] Interest in cartography went hand in hand with the discovery of new lands and
the importance of sea trade in the Dutch economy. The high rate of literacy and rising prosperity in the Dutch middle class created a market for
maps that were both functional and decorative. The maps produced were in many forms: large wall maps, maps to be bound into atlases and
Bibles, and maps to be sold to connoisseurs, who catalogued them as part of their print collections.
Irrespective of their purpose, these engraved maps were often elaborately and beautifully decorated. Resplendent watercolor was frequently added
to enhance their value. On many maps, the pictorial art was of such abundance and elegance that it dominated the work. Land and sea areas were
adorned with ships, mermaids or sea monsters. Cartouches that enclosed pertinent information were imaginatively ornamented. Borders of
decorative prints adorned many of the larger maps. These borders might depict favorite landmarks, historical events or allegorical themes relevant
to the city or country portrayed. On maps destined for Bibles, the visual presentation of biblical stories reminded the viewer of his Christian duties,
and also facilitated an understanding of biblical texts.
Despite the extensive attention paid to the cartographic aspects of seventeenth-century Dutch maps, the focus has rarely been upon their
importance as works of art. In particular, very little research has been done to determine the artists responsible for the decoration.[2] Little or no
documentation exists. In most instances the decorative elements were not signed, with the result that it is only possible to identify the artist by
comparing images on the maps to drawings or individually published prints with firm attributions. Once a connection is made between an image on
a map and a print or drawing, the question arises as to whether the work was done expressly for the map or whether the map print was copied from
an existing work by the artist.
Previous publications have shown that some acclaimed seventeenth-century Dutch painters contributed designs for map ornamentation. E. Schaar
noted in 1956 that a set of allegorical drawings by the celebrated painter Nicolaes Berchem were used as designs for decorative vignettes on
maps published by Nicolaes Visscher.[3] In 1974 a print on a 1605 Willem Blaeu map was connected to a drawing attributed to David
Vinckboons.[4]

1. Petrus Plancius, Tabula Geographica, in qua Paradisus. ... Published by Jan Evertsz. Cloppenborch. Signed by the engraver, Baptista
Doetecum. Copperplate engraving with watercolor, 29 x 49.4 cm. Bound with a Bible in The Hague, Koninklijke Bibliotheek

2. Petrus Plancius, Tabula Geographica in qua regiones Cananaeae. ... Published by Jan Evertsz. Cloppenborch. Signed by the engraver,
Baptista Doetecum. Copperplate engraving with watercolor, 29.2 x 49.3 cm. Bound with a Bible in The Hague, Koninklijke Bibliotheek
My research on maps published in the early years of the seventeenth century indicates that David Vinckboons (1576-1632?), painter, draftsman
and printmaker, was more involved with providing drawings as models for map decoration than has been thought.[5] Designs by Vinckboons were

used to embellish three engraved maps which were bound with Dutch Bibles in the first two decades of the seventeenth century (figs. 1-3).[6] The
three maps that show Vinckboons's designs are part of a series of six double-page watercolored maps, all of which share a similar decorative
program. They were published by Jan Evertsz. Cloppenborch, an Amsterdam printer, publisher and bookseller. Although virtually unknown today,
Cloppenborch was highly respected in the seventeenth century.[7] The portions of the maps showing the land and sea areas were drawn by the
illustrious theologian and cartographer, Pieter Platevoet, better known by his latinized name, Petrus Plancius.[8]
The series of Plancius/Cloppenborch maps includes five of the Holy Lands and a ground plan of Jerusalem.[9] Each map has an explanatory title
along the top near the center of the map. A border, composed of 15 illustrations of stories from the Bible, frames the cartographic portion of each of
the Holy Land maps. These vignettes are accompanied by the appropriate text from which the story was taken, as for example, Luke 24 or Exodus
2. The engraver of the maps is given on two of them as Baptista Doetecum ("Baptista Doetechomius sculpsit." and "Baptista Doetechomius
Sculp.").[10] Only one map contains a reference to the artist who designed the scenes: David Vinckboons's monogram, DVB, appears on one of
the prints decorating the map that is bound with the book of Genesis.[11] Stylistically, all five maps in this set appear to have been decorated by the
same artist. I have been able to find drawings for designs on three of them. The other two maps will not be discussed further.

3. Petrus Plancius, Tabula Geographica in qua omnes regiones. ... Published by Jan Evertsz. Cloppenborch. Copperplate engraving with
watercolor, 29 x 49.2 cm. Bound with a Bible in The Hague, Koninklijke Bibliotheek
The map with the monogrammed print is entitled "Tabula Geographica, in qua Paradisus, nec non regiones, urbes, oppida, et loca describuntur;
quorum in Genesi mentio fit: Auct. Pet. Planc." (Geographic map showing Paradise as well as the regions, cities, towns and places mentioned in
Genesis. Pieter Platevoet, author) (fig. 1). Two large prints of equal size occupy the central portion of the work. The one on the right is a
cartographic depiction of the Holy Land. The one on the left is a landscape portraying Adam and Eve in Paradise before the Fall. Adam, seated on
the ground beneath a large leafy tree, extends his left arm to a standing, voluptuous Eve. Around them in this verdant Paradise are various animals,
some with symbolic value and some evincing the Dutch interest in new and mythical lands. Birds fly about in the sky, waterfowl swim in the pond
and a fully rounded sun brilliantly illuminates the peaceful scene. The inscription "DVB inven." appears at the border, right beneath Eve's feet.
The model for the Adam and Eve in Paradise print is a drawing monogrammed DVB in the British Museum in London (fig. 4).[12] Drawn with pen
in brown ink and brushed with brown, gray and blue wash, it approximates in size (17.5 x 16.8 cm) and is a mirror image of the printed illustration;
the drawing and print are alike in all discernible respects. Since the drawing has been indented for transfer,[13] it seems likely that it was the actual
model for the map print.
Around the central core containing the two large prints is a decorative border with 15 vignettes illustrating episodes from Genesis. One can read
the Genesis story by progressing clockwise around the map, beginning at the top left with the Creation of Adam and Eve and ending with the Death
of Jacob. Although the border vignettes are unsigned, their style is consistent with that of the Adam and Eve in Paradise, and they also must be
based on models by Vinckboons. None of these, however, has yet been identified.
The second Bible map that includes prints after drawings by Vinckboons is entitled "Tabula Geographica in qua regiones Cananaeae, et locorum
situs prout ea tempore Christi, et Apostolorum fuerunt de integro describuntur, ac suis limitibus distinguntur Auctore Petro Plancio" (Geographic
map in which the regions of Canaan and the sites of places as they were in the time of Christ and the Apostles are drawn anew, and are separated
off by their boundaries. Peter Platevoet, author) (fig. 2). This map was inserted in the Bible at the beginning of the New Testament. The 15 vignettes
in the border illustrate important episodes from the life of Christ. To read the story of Jesus's life one must progress around the map counterclockwise. One begins at the top left center with the Visitation and ends with the top right center portrayal of the Descent of the Holy Ghost (in the
foreground) and the Ascension of Christ (in the background). The map vignettes are unsigned except for one, The Feast of Herod, below in the
middle, that gives the name of the map engraver, "Baptista Doetechomius Sculp."

4. David Vinckboons, Adam and Eve in Paradise, signed in monogram DVB. Pen and brown ink with brown, gray and blue wash. 17.5 x 16.8
cm. London, British Museum, Bequest of F.W. Smith, Esq.
Drawn models for three of the 15 map vignettes are extant today: The Marriage at Cana, The Multiplication of the Loaves and The Descent of the
Holy Ghost (figs. 5-7). These drawings are in Berlin and are part of a set of four depicting New Testament scenes which had already been
attributed to David Vinckboons.[14]
The fourth Berlin drawing, The Last Judgment (fig. 8), was not drawn as a model for the map discussed above. It was designed to ornament a map
entitled "Tabula Geographica in qua omnes regiones, urbes, oppida, et loca describuntur, quorum mentio fit in Actis et Epistolis Apostolorum, et
Apocalypsi; de integro multis in locis emendata, ac regionum limitibus destincta. auct. Pet. Planc." (Geographic map in which all the regions, cities,
towns and places mentioned in Acts and the Epistles of the Apostles and Revelation are drawn; [the map] has been corrected anew in many places
and regions are separated by boundaries. Pieter Platevoet, author) (fig. 3). This map belongs to the same set of Plancius/Cloppenborch Bible
maps, and was inserted into the Bible after St John's gospel. It depicts episodes from Acts and Revelation, beginning with The Bestowing of the
Holy Spirit Upon the Disciples and concluding with The Last Judgment. The 15 scenes are displayed in a border around the cartographic portrayal
of the lands traveled by the early Christians: Peter, John, Stephen, Philip and Paul. As with the other maps published in this series by
Cloppenborch, the vignettes are inscribed within ovals. The Last Judgment appears in the top border of this map, to the right of center (fig. 3). The
print is the reverse of the Berlin drawing.

5. Here attributed to David Vinckboons, Marriage at Cana, Pen and brown ink, gray wash. 5.7 x 11.0 cm. Berlin-Dahlem, Staatliche Museen
Preussischer Kulturbesitz, Kupferstichkabinett

6. Here attributed to David Vinckboons, Multiplication of the Loaves, pen and brown ink with gray wash. 5.7 x 11.0 cm. Berlin-Dahlem,
Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett

7. Here attributed to David Vinckboons, Descent of the Holy Ghost, pen and brown ink with gray and blue-gray wash. 5.7 x 11.0 cm. BerlinDahlem, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett

8. Here attributed to David Vinckboons, The Last Judgment, pen and brown ink with blue-gray wash. 5.7 x 11.0 cm. Berlin, Berlin-Dahlem,
Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett
Although Wegner and Pee were uncertain about the attribution of the Berlin sheets, their relationship to prints made for maps prepared at the same
time and for the same purpose as Vinckboons's monogrammed Paradise model now confirms their attribution to Vinckboons. The technique and
the drawing materials are the same for both the London drawing and those in Berlin: pen with brown ink and gray, blue or blue-gray wash. A
comparison of the map prints and the drawn models in Berlin shows that the drawings are in reverse and are fully worked up compositions, even to
detailed backgrounds. The engraver simply had to transfer the drawing to the plate, without making additions, as can be seen in the London
drawing and its resultant print.
For the art historian interested in dating these Vinckboons drawings, it is unfortunate that no date of publication is given on the maps. Stylistically,
as Wegner and Pee pointed out, the small decorative and angular figures of the Berlin drawings are consistent with those that Vinckboons inserted
into his early drawings and paintings of ca. 1601,[15] a date 13 years earlier than that of the Bible in which the maps illustrated here were found.
However, Wegner and Pee's approximate dating can now be substantiated. Information on the activities of Cloppenborch and Plancius proves that
these maps were originally prepared as illustrations for a Dutch Bible which was edited by Plancius and first published by Cloppenborch in
1604.[16]
The Plancius/Cloppenborch maps were revisions of maps that Plancius had drawn in 1590 for a Bible published by the Amsterdam bookseller,
Laurens Jacobszoon. Because this 1590 Bible was edited by Plancius, it is today known as the Plancius Bible.[17] Laurens Jacobszoon had
received a privilege for six years for its publication. Numerous reprints appeared between 1590 and 1601, but the text and maps remained the
same; the decoration consisted of two vignettes per map, not in the style of David Vinckboons.
By 1602 Plancius saw the need for a new edition of the Bible with revisions to the text and newly drawn maps that would be more accurate and
more beautiful. Confirmation of this is found in a resolution of the States-General of 1602. A patent for eight years was granted to Herman Alartsz.,
bookseller in Amsterdam, for a new edition of the "Dutch Bible... adorned with several representations of countries and towns mentioned in the
word of God, revised by D. Petrus Plancius."[18] To my knowledge no edition of the Dutch Bible or maps by Plancius cites Alartsz. as publisher. It
is likely that Cloppenborch was entrusted by Alartsz. with this task. The two had already collaborated in 1601 on the publication of a large print of a
sea battle.[19 ] Moreover, since 1598, Cloppenborch had been a partner of Laurens Jacobszoon, publisher of the 1590 edition of the Plancius
Bible.[20] Although Jacobszoon did not die until 1603, he relinquished the business to Cloppenborch before his death, soon after the publication of
the 1601 edition of the Plancius Bible on which both his and Cloppenborch's trademark appears.[21]
Plancius's decision to make revisions to the text of the Dutch Bible was cause for concern to the members of the special Synod of Enkhuizen. The
Dutch church at this time had no authorized version of the Bible, but it did have a committee of translators who were trying to agree upon a definitive
text. Until such a version found a consensus among the Church officials, the Dutch Synods had agreed that no new translations were to be

undertaken. For this reason, Plancius was urged, in a 1603 letter from the Synod at Enkhuizen, not to make textual changes in his new edition of the
Bible.[22] An envoy from the Synod was sent to Amsterdam to discuss this matter with him and the printer. An agreement must have been reached,
because the 1604 Cloppenborch/Plancius Bible was published without changes in the text,[23] but with newly redrawn and redecorated maps.[24]
An attempt to locate copies of this 1604 Bible netted only two. An incomplete copy containing one and a half tattered maps was found in New
York.[25] The maps in this copy were printed for Cloppenborch by Joost Hartgers. An examination of them shows that they are completely revised
and updated versions of those in the previous editions of the Plancius Bible. The cartographic parts of these 1604 maps are identical to those of
the ones discussed in this article. Enough of the maps in this 1604 Bible remains to show that the vignettes in the top and bottom borders are
identical to those found on the corresponding maps bound with the Bible of 1614, reproduced in our figs. 1-3. The framing of the scenes shows a
slight difference, a variance that provided, on the 1604 maps, space for explanatory titles at the top and the bottom of the illustrations. These small
changes were probably the result of the engraver's or printer's preference.
The second copy of the 1604 Plancius/Cloppenborch Bible is in the Bibliothèque Nationale, Paris,[26] and is in excellent condition. It contains a
title page that indicates the date of publication as 1604, as well as a notice of the publication "privilege" for eight years. The Paris copy includes all
five of the Plancius/Cloppenborch maps of the Holy Lands. Their decoration is in all respects identical with that on the maps bound with the 1614
Bible, three of which are illustrated in figs. 1-3. This confirms that Vinckboons made the preparatory drawings for the map prints sometime between
1602, when a revised publication of the Plancius Bible was authorized by the States-General, and 1604, when publication took place.
The above shows that David Vinckboons designed five drawings to ornament maps of the Holy Lands. One monogrammed drawing in London and
four drawings in Berlin attributed to Vinckboons can be matched to prints on three maps published in a 1604 Bible. This finding contributes a
purpose and date for the drawings, and firmly establishes a relationship between this artist and the map publishing industry.

Notes
This article is based on a paper delivered at the Fourth Biennial Interdisciplinary Conference on Netherlandish Studies, University of Minnesota,
Minneapolis, 15-18 June 1988. The research was undertaken and is included as a part of one chapter of my Ph.D. dissertation-in-progress, The
Role of Art and the Artist in the Decoration of Netherlandish Maps 1585-1685, University of Maryland, College Park, Maryland. I would like to thank
Dr Arthur Wheelock for directing this research and for his useful comments on the paper. I would also like to thank Father J. Byrne, Department of
Classics, Georgetown Preparatory School, Bethesda, Maryland, for translating the Latin titles on the maps.
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Rubens or Van Dyck? "Mucius Scaevola before Lars Porsenna" and Some Problematic
Drawings
by Jeremy Wood
In 1628 Rubens arrived in Madrid, having been summoned so peremptorily that he commented to Peiresc: "I cannot fathom the secrets of
princes."[1] He was able to bring with him a group of eight pictures which had been commissioned for the Spanish court several years earlier,[2]
and this no doubt provided convenient cover, if any were needed, for the diplomatic reasons behind his visit. Among the eight canvases was a
Mucius Scaevola before Lars Porsenna, now lost, but known through a studio version in Budapest (fig. 1).[3] Up to now it has been thought that it
was Rubens's only attempt to depict this exemplary subject from Roman history, but by looking at a neglected, indeed almost forgotten, drawing it
appears that he may well have returned to an earlier model when he designed the picture for Madrid. Rubens's habit of re-using his drawings,
including his juvenilia, and even repainting his own work over an extended period of time, is well known.[4] The case presented here adds an
extreme, but not untypical, example of his economy in reworking his own ideas.
The story of Mucius Scaevola is a famously edifying one found in Livy (II, 12), Plutarch (Publicola, 17, 1), and Valerius Maximus (III, 3, 1), with some
variation between them. They describe how, during the siege of Rome by the Etruscans, a young Roman soldier (Gaius Mucius) attempted to kill
the Etruscan king, Lars Porsenna. Plutarch and Livy suggest that he killed the wrong man by mistake, and that, when captured and threatened with
torture, he demonstrated his fortitude by holding his right hand in the fire of an altar prepared for sacrifice.

1. Copy after Peter Paul Rubens, Mucius Scaevola before Lars Porsenna. Canvas, 187 x 156 cm. Budapest, Szépmüvészeti Múzeum
A little-known drawing of this subject in the British Museum (fig. 2) follows the account of the story provided by Livy and Plutarch, rather than the one
in Valerius Maximus, as did the lost work painted by Rubens for Madrid (cf. fig. 1), but unlike it this drawing shows Scaevola holding his sword in
the flames. In the lost picture, as known from the version in Budapest as well as other early copies, Rubens interpreted the story in a way that
suggests a careful reading of the Latin sources, showing Scaevola's clenched fist as empty and his sword visible in the corpse. He seems to have
followed Plutarch in particular, because it is this author who implies that Scaevola left his sword in the body (visible in the foreground of the painting
for Madrid, cf. fig. 1), since he relates that Porsenna only returned the weapon to Scaevola after his demonstration of strength of mind.[5] The main
elements in the British Museum drawing could derive from the pictorial tradition behind this subject,[6] but both the drawing and the painting share
an unusual and strikingly Netherlandish detail: some figures who vividly recoil from the smell of Scaevola's burning flesh by holding their noses. As
this feature cannot be found in other interpretations of the subject before the mid-1620s, it suggests that there may be some connection between
the two works.

2. Here attributed to Peter Paul Rubens, Mucius Scaevola before Lars Porsenna. Pen and wash with some black chalk, diameter 22 cm.
London, British Museum (Photo: Warburg Institute)

The drawing (fig. 2) was catalogued by Hind as a Van Dyck.[7] It is not included in Horst Vey's study of his drawings,[8] but this need not
necessarily rule out the possibility that it is by him, though the fact that Van Dyck scholars have ignored it does suggest that there are problems in
finding analogies between the drawing and his undisputed work. It has been considered a Van Dyck from at least as early as the eighteenth
century, and in Woodburn's 1835 exhibition of drawings formerly owned by Sir Thomas Lawrence, it was described as follows:
[Van Dyck] No. 25 THE CONSTANCY OF MUTIUS SCAEVOLA - a bold and spirited design. Free pen, of the first quality. Circular, 8½ inches.
From the Collection of Mariette, who exchanged it, with a celebrated amateur of Amsterdam, from whose possession it passed into the Collection
of M. Verstegh, and was purchased for Sir Thomas Lawrence from this last Cabinet.[9]
If it is by Van Dyck, it would have to date from the period when he was most influenced by Rubens's early drawing style, and would need to be close
in date to the Antwerp sketchbook at Chatsworth (although that attribution has recently been challenged), which may have been compiled as early
as 1615.[10] It would certainly have to date from before Rubens's painted version for Madrid, which has been unconvincingly dated ca. 1618-1620
by Held, following a number of earlier Rubens scholars,[11] and more persuasively ca. 1626 by Müller Hofstede.[12]
It seems unlikely that the British Museum drawing could be derived from Rubens's picture for the Spanish court, because the latter has a far more
fluent composition. Awkward details in the drawing, such as the way Porsenna's right hand seems to touch the head of the young man who should
in fact be some distance behind him, suggest that it was made by a relatively inexperienced artist who did not have a model to work from. There
are also too many revisions and corrections on the sheet to make it likely that it is a copy from another artist's work. If one were to accept the idea
that the drawing in London is by Van Dyck, or indeed any other artist active in Rubens's studio, it is hard to understand why Rubens should base
one of his own works, as seems to be the case, on an immature composition by a pupil or assistant.
One of the most persuasive reasons for linking the London drawing with Rubens's later treatment of the same subject, can be found by comparing
the former with a preparatory sketch in Berlin for the lost painting (fig. 3),[13] which shows the composition as if hanging beneath one of the other
subjects destined for Madrid, the Reconciliation of Jacob and Esau.[14] This drawing is not a record of the paintings as has been suggested,[15]
but (as argued by Müller Hofstede) a study from the mid-1620s which contains many variations from these two works as executed.[16] As both the
pictures sketched here were intended to hang in specific places on the walls of a room in the Alcázar, Rubens must have been provided with the
sizes of the canvases, and it is most unlikely that he would have included any earlier "unsold" works in this group.[17] All the evidence suggests that
the Berlin drawing belongs to the inception of the project but cannot date from before about 1622 at the earliest. The most striking similarity
between the London drawing of Scaevola (fig. 2) and the corresponding sketch on the sheet in Berlin (fig. 3) is in the pose of the figure of
Porsenna, who is changed completely in the final version (cf. fig. 1). It is also interesting that Scaevola is shown bearded in the London drawing,
and in the Berlin sheet the serrated line of his jaw also suggests a beard, but in the painting he is cleanshaven. Livy and Plutarch suggest that
Scaevola was a young man, and it was perhaps at this early stage in the development of the composition that Rubens turned to the classical
authors for a more exact understanding of the story. In the Berlin sketch, Rubens was still thinking of balancing Scaevola with two figures on either
side of him (even though the poses are changed from the London drawing), and he retained the idea that Scaevola holds his left hand behind his
back. Rubens had already decided at this stage not to show a sword in Scaevola's right hand, but the absence of the corpse from the foreground of
the sketch suggests that this part of the composition was going to be completely redesigned, and that Rubens may not have clarified the narrative
in his mind at this stage. The major changes in the Berlin sketch - which point towards the painting as executed - can be found in the inclusion of the
figure seen from the back on the right hand side, and in the shape of the altar. This leaves little doubt that the Berlin sketch re-used ideas from the
drawing in London, and was intermediary between the latter and the composition which was painted for the salón nuevo in the Alcázar.

3. Peter Paul Rubens, Sketches of the Reconciliation of Jacob and Esau, and Mucius Scaevola before Lars Porsenna. Pen and ink, 31.6 x
20.5 cm. Berlin-Dahlem, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett
The question of who made the drawing now in the British Museum (fig. 2) therefore becomes an extremely interesting one. In terms of the treatment
of pose and gesture, as well as the graphic style of this sheet, close parallels are to be found within a group of early Rubens drawings datable
around 1600. Two of the most dramatically effective figures in the London drawing are adapted from a page surviving in Berlin from Rubens's lost
pocket-book (fig. 4), which contains various copies after Holbein and Raphael.[18] The figure of the seated king, Lars Porsenna, echoes Raphael's
proconsul from the Blinding of Elymas, who is placed in the center left of the Berlin sheet and drawn in the same direction as the original
cartoon.[19] The position of the legs of this figure, suggesting the shock of surprise felt at seeing the drama before him, is transposed from
Raphael's proconsul to the seated Porsenna, but as the lower part of the figure is barely indicated on the page from the pocket-book, the British
Museum drawing must have been made by someone who had studied the Raphael composition intently and knew it inside out. The other link
between the pocket-book sheet (fig. 4) and the Scaevola drawing in London (fig. 2) can be found in the figure of the helmeted soldier who raises
the palm of his right hand in surprise. On the page from the pocket-book he has been copied from an engraving by Marcantonio Raimondi after
Raphael's Alexander the Great Placing Homer's Books in the Tomb of Achilles (Bartsch XIV. 168. 207), and this figure reappears in a slightly
adapted form immediately to the left of Scaevola, registering his astonishment at the hero's demonstration of fortitude. While the presence of either
of these figures might just seem a coincidence, their combination suggests that the pocket-book sheet and the London Scaevola should be related
to each other, but as the pocket-book was accessible to Van Dyck during the period when he worked in Rubens's studio, this would not rule him out
as author of the London drawing.

4. Peter Paul Rubens, Sketchbook sheet with figures copied after Raphael and Holbein and notes taken from Quintus Curtius Rufus's "History
of Alexander the Great". Pen and ink, 20.2 x 15.9 cm. Berlin-Dahlem, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett

5. Peter Paul Rubens, The Discovery of Callisto. Pen and ink, 18.3 x 14.1 cm. Berlin-Dahlem, Staatliche Museen Preussischer Kulturbesitz,
Kupferstichkabinett

6. Attributed to Peter Paul Rubens after Raphael, Studies of the heads of two priests from the "Sacrifice at Lystra". Pen and ink, 13.2 x 4.9 cm.
Copenhagen, Kobberstiksamling

7. Attributed to Peter Paul Rubens after Raphael, Studies of male heads from the "Sacrifice at Lystra". Pen and ink, 21.5 x 18.2 cm. London,
private collection
The drawing style of the British Museum sheet (fig. 2) supports the idea that it could be by Rubens and is close in date to the page from the pocketbook in Berlin (fig. 4). The fact that Rubens used prints as models for the copies on the latter has encouraged Held to date it before 1600, when
Rubens left for Italy, rather than in his early years there, as has been more usual.[20 ] The copy of Raphael's Judgment of Solomon on the verso of
the Berlin sheet is not likely to have been based on a print, because the fresco does not seem to have been engraved before this date.[21] There
is, however, no reason to suppose that both sides of the drawing were made at exactly the same time, as has been assumed, because it was not
an independent sheet but part of a notebook. The graphic similarity between the British Museum drawing and the page from the pocket-book is
most striking in the comma-like twist of the pen used to draw the eye of Porsenna (fig. 2), which is very like the notation for the eye of the proconsul
copied after Raphael (fig. 4). There are also parallels with the way that one of the heads on the verso of the Berlin sheet is drawn.[22] The London
drawing gives, of course, a generally darker and more heavily worked impression than the pocket-book studies, but this is understandable since
the two served a very different purpose. A more helpful comparison may be with Rubens's early drawing of the Discovery of Callisto, also in Berlin
(fig. 5);[23] it appears more forceful and has small patches of cross-hatching which can be paralleled with the London Scaevola drawing.
Surprisingly, this technique seems to have been seldom, if ever, imitated by Van Dyck, who preferred to leave his pen outlines unadorned, adding
wash to suggest greater relief.[24] The Callisto has been dated before 1600, and if it is right to assume that at least the recto of the pocket-book
sheet was executed in Antwerp, a similarly early dating would follow logically for the Scaevola drawing.
The strong, rather heavily accentuated pen style of the Mucius Scaevola in London (fig. 2) can also be compared with some copies after antique
coins in the British Museum,[25] and Chatsworth,[26] which are a mixture of drawings by Rubens and copies after him. There are also striking
parallels between the frowning character of many of the faces in the Scaevola drawing, and a series of pen copies after heads in Raphael's
Blinding of Elymas and Sacrifice at Lystra, to be found in the Kobberstiksamling, Copenhagen (fig. 6),[27] and a private collection in London (fig.
7).[28] These have been variously attributed either to Rubens, working from the Raphael cartoons in Genoa,[29] or the young Van Dyck, supposedly
working from painted copies after Raphael's cartoons which are recorded in Rubens's collection.[30] A further suggestion that they date from Van
Dyck's visit to Genoa in the 1620s can be entirely discounted.[31] The detail in these copies of individual heads suggests that they were based on
the cartoons themselves, or large-scale copies of them, and it is out of the question that they could have been made from the engravings then
available. It is not at all clear, though, when Rubens obtained his copies after the cartoons,[32] and Van Dyck could not have seen the originals until
his visit to Italy in the 1620s. However, it does appear that Van Dyck knew something of Raphael's Sacrifice at Lystra (which does not seem to
have been engraved in the sixteenth century) soon after he gained access to Rubens's studio, as is shown by some figures copied from it on fols.
26v and 27r of the Antwerp sketchbook at Chatsworth (fig. 8).[33] Some of the same heads occur on these pages and among the Raphael copies
in Copenhagen, mentioned above (fig. 6), but unlike them the studies from the sketchbook are drawn with considerable simplification. This, as well
as the way that the material is selected and organized,[34] suggests that Van Dyck was copying from Rubens's notations in the lost pocket-book,
which is known to have provided the models for many pages of the Antwerp sketchbook.[35] Two of the heads on fol. 27r (fig. 8) have color
notations (which have previously been misinterpreted),[36] and if these originated in Rubens's pocket-book, this strengthens the case that Rubens
studied the cartoons themselves in Italy. On balance, the evidence that Van Dyck could have made the copies of individual heads in the cartoons
(figs. 6, 7) seems slender. The fact that some of these belong to a large group of drawings (now in Copenhagen) which originally came from
Rubens's cantoor, makes it more probable that they are either expert facsimiles of lost sheets by Rubens, or even works by Rubens himself, than
that they are independent copies made by Van Dyck, or anyone else, working in Rubens's studio. It therefore seems logical to group these copies
after Raphael (figs. 6, 7) with the other early Rubens drawings discussed here, including the Mucius Scaevola in the British Museum (fig. 2), but in
this case they must date from shortly after Rubens's arrival in Italy.

8. Attributed to Anthony van Dyck after Raphael, Studies of figures from the "Sacrifice at Lystra", fols. 26v-27r from the Antwerp sketchbook.
Pen and ink, 20.4 x 16.8 cm. Chatsworth, Devonshire Collection. (Reproduced by permission of the Trustees of the Chatsworth Settlement)

9. Peter Paul Rubens after Konrad Meit, Standing Female Nude. Pen and ink and black chalk, 32 x 19.1 cm. Berlin-Dahlem, Staatliche
Museen Preussischer Kulturbesitz, Kupferstichkabinett

10. Peter Paul Rubens, A Man in Armor on Horseback. Pen and wash over black chalk, 30 x 21.5 cm. Paris, Musée du Louvre, Cabinet des
Dessins
Rubens's early drawing style can also be studied in the Standing Female Nude (fig. 9), which has been considered as autograph ever since it was
discovered.[37] Mielke and Winner have analyzed the technique of very close hatching made up of short, thin pen strokes, organized in small
patches of shading that model form. This way of drawing can also be seen in the treatment of the helmeted soldier on the left of the Scaevola
drawing (fig. 2). The manner in which the backs of this figure and of the Standing Female Nude are modeled is so close, and the convention used
for drawing the slightly curling toes of both figures is so similar, that it seems reasonable to claim both sheets are made by the same hand.
There are further points concerning figure style, rather than drawing style, which link the British Museum composition to Rubens's work around
1600. The first is that the figure of Scaevola, with his strikingly foreshortened hand and arm, can be compared very precisely with the similar detail
in the Man in Armor on Horseback in the Louvre (fig. 10),[38] which is related to the portrait of the Duke of Lerma, painted by Rubens in 1603 and
now in the Prado. The similarity between the treatment of the head of Scaevola and that of the bearded man (later substituted for Lerma) in the
Louvre drawing is also striking, although in other respects the Lerma drawing is far more precise and I believe follows rather than invents a
composition.
The other parallel with an early work by Rubens can be found in the painting of Aeneas Preparing to Lead the Trojans into Exile in the Musée
National de Fontainebleau (fig. 11),[39 ] generally thought to have been painted for Duke Vincenzo Gonzaga in 1602. The pose of the man whom
Scaevola had killed by mistake, shown lying in the foreground of the British Museum drawing (fig. 2), is repeated almost literally in the figure of a
wounded man to be seen in the right foreground of the picture at Fontainebleau. Although a variant of this figure based on Enea Vico's engraving of
the Lamentation (Bartsch XV. 284. 8) can be found in the Antwerp sketchbook,[40] the fact that the exact pose found in the Scaevola drawing and
the Aeneas painting does not appear among similar studies anthologized by Van Dyck in the sketchbook, suggests that Rubens's painting was not
known to him, and indeed Rubens almost certainly left the painting behind in Italy. The proportions of the figures in both works, with rather large
heads and hands, are unlike Van Dyck's work at any stage in his career. The composition of the London drawing is dense and even overcrowded,
although the narrative remains clear; in this respect it is also close to the Aeneas painting, and it is not at all easy to relate to Van Dyck's work
around 1616.
The one aspect of the Mucius Scaevola in London (fig. 2) which has not been discussed so far is its function. The shape of the drawing is
surprising, and the analogy of a circular drawing by Rubens of the Holy Family also in the British Museum, intended as a model for engraving,[41 ]
suggests that the Scaevola drawing may have had the same purpose. The fact that Scaevola holds his right hand in the flames indicates that the
design does not take reversal into account. The name Scaevola itself tells us that he became left-handed as a result of his ordeal, and it is therefore
a detail of prime importance, but engravers were highly skilled at the problem of reversal. Circular treatments of the story of Mucius Scaevola do
occur in northern engravings of the sixteenth century, and Rubens may well have known the one by Hans Sebald Beham (Bartsch VIII. 149. 81). The
shape of the drawing indicates that it is unlikely to have been made in preparation for a painting, but it is possible that it was based on a lost work,
and intended for reproduction in a circular format.

11. Peter Paul Rubens, Aeneas Preparing to Lead the Trojans into Exile (detail). Canvas, 146 x 227 cm. Fontainebleau, Musée National du
Château; dépôt du Musée du Louvre
I have shown that there are good reasons for linking the drawing of Mucius Scaevola (fig. 2) with a page from the lost pocket-book in Berlin (fig. 4).
Recent discussions of the Berlin sheet have explored the way in which quotations from classical texts are written on it (in this case from Quintus
Curtius Rufus's History of Alexander the Great), and are combined with figures (copied from sixteenth-century artists) whose gestures appear to
demonstrate emotions that relate to the inscribed quotations.[42] It may well be that the Mucius Scaevola drawing shows the logical development of
these ideas of dramatic expression, applied in this case to the depiction of an exemplary story from Roman history.
The drawing in the British Museum merited the admiration of Mariette and Lawrence, who owned it, and I have attempted to investigate whether the
traditional attribution is the right one. The question is basically whether the drawing is an early work by Rubens, or by the young Van Dyck from the
point in his career when he was most influenced by Rubens, in which case it could either be an independent composition based on ideas taken
from Rubens or, just possibly, a copy after a lost work by Rubens. As there is no evidence of a lost early painting of this subject by him I am reluctant
to invoke one which Van Dyck might, hypothetically, have copied. There are a number of reasons to link the design of this composition to Rubens's
early work: figures in it are derived from the lost pocket-book (fig. 4), and there are striking similarities to details in the Lerma portrait (fig. 10), and
the Aeneas (fig. 11) which Rubens almost certainly left in Italy, and so was not accessible to the young Van Dyck. These connections are
strengthened by the stylistic closeness of the London drawing to early sheets by Rubens, such as the page from the pocket-book (fig. 4), the
Discovery of Callisto (fig. 5), and the copies after Raphael's cartoons (figs. 6, 7) which are here returned to Rubens. Not least, the use of elements
from the London drawing in Rubens's preparatory sketch (fig. 3) for the version of the subject which he sent to Madrid, argues forcefully that he was
revising his own work. There seem, therefore, to be strong reasons for attributing the British Museum drawing to Rubens, and placing it in what
remains the most confusing period of his career, from which surprisingly little work survives.[43 ] This article will have served its purpose if it opens
up some of the difficulties in attributing Rubens's and Van Dyck's early drawings, and if it throws some light onto how Rubens evolved one of his
major interpretations of a subject from Roman history in the mid-1620s, now unfortunately known only from early copies, by returning to a work that
he had designed more than twenty years before.

Notes
I am grateful to Elizabeth McGrath for her interest in this study and her generosity in sharing her own research with me. Kristin Belkin and Clare
Tilbury read early versions of the text and improved it in many ways. Justus Müller Hofstede made helpful comments on this material, and my warm
thanks go to Arnout Balis, Zirka Filipczak, and Konrad Renger, who discussed the problems raised here with me.
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now lost, composition by Rubens. On balance, it seems to me that for the moment the Antwerp sketchbook should remain attributed to Van Dyck.
11. See Held, op. cit. (note 3), vol. 1, pp. 384-385.
12. J. Müller Hofstede, Review of L. Burchard and R.-A. d'Hulst, "Rubens Drawings," Master Drawings 4 (1966), pp. 448-449.
13. For this drawing see H. Mielke and M. Winner, Peter Paul Rubens, Kritischer Katalog der Zeichnungen, Originale, Umkreis, Kopien, Berlin
(Staatliche Museen Preussischer Kulturbesitz) 1977, pp. 76-77, no. 27.
14. I am indebted to Elizabeth McGrath for this interpretation of the drawing, which she will develop in her forthcoming volume on Rubens's subjects
from Roman history, Corpus Rubenianum Ludwig Burchard vol. 13, pt. 1.
15. L. Burchard and R.-A. d'Hulst, Rubens Drawings, Brussels 1963, p. 134, no. 80.
16. Müller Hofstede, op. cit. (note 12), p. 448.
17. See Balis, op. cit. (note 2), p. 180, and p. 183 note 9, for a discussion of this with further references.
18. Berlin-Dahlem, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett. See Mielke and Winner, op. cit. (note 13), pp. 29-36, no. 5;
J. Müller Hofstede et al., exhib. cat. Peter Paul Rubens, 1577-1640, vol. 1; Rubens in Italien. Gemälde, Ölskizzen, Zeichnungen. Triumph der
Eucharistie. Wandteppiche aus dem Kölner Dom, Cologne (Wallraf-Richartz-Museum) 1977, pp. 50-67; and Held, op. cit. (note 4), pp. 66-67, no.
7.
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should have copied the print in reverse, cf. M. Jaffé, Rubens and Italy, Oxford 1977, p. 25) or to cite an early copy which Rubens may perhaps have
made in Genoa after the cartoon, see Müller Hofstede, op. cit. (note 18), p. 60, and Mielke and Winner, op. cit. (note 13), p. 32. There is, however,
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Collection in the Royal Library at Windsor Castle, Formed by H.R.H. The Prince Consort, 1853-1861, and Completed by Her Majesty Queen
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Marcantonio Raimondi and of His School, New York 1978, p. 62.
20. Held, op. cit. (note 4), p. 67.
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22. The eye of the standing mother on the verso is drawn in a manner very like some of the heads in the Scaevola (fig. 2). There are also some
parallels between the London drawing and the group of mothers and children on the recto, copied from Marco Dente's engraving of Fire in the
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23. See Mielke and Winner, op. cit. (note 13), pp. 26-28, no. 4, and Held, op. cit. (note 4), p. 67, no. 8.
24. This is discussed by J. Müller Hofstede, "New Drawings by Van Dyck," Master Drawings 11 (1973), p. 156, who correctly notes small areas of
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Crowning of Thorns). Müller Hofstede's comments are related to a drawing at Rotterdam, which he plausibly attributes to Van Dyck. However, this
is not preparatory to his Healing of the Lame Man, as claimed, and therefore not a secure drawing from which generalizations about Van Dyck's
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25. See J. Rowlands in exhib. cat. Rubens: Drawings and Sketches, London (British Museum) 1977, pp. 89-98. As some of the same heads are
copied in drawings at both the British Museum and Chatsworth, it seems likely that the weaker of these are studio repetitions.
26. See G. Glück and F.M. Haberditzl, Die Handzeichnungen von Peter Paul Rubens, Berlin 1928, p. 32, nos. 28-37.
27. See J. Müller Hofstede, "Beiträge zum zeichnerischen Werk von Rubens," Wallraf-Richartz-Jahrbuch 27 (1965), pp. 274-280; and Müller
Hofstede et al., op. cit. (note 18), pp. 276-277, nos. 68 a-g.
28. See J. Müller Hofstede, "Some early drawings by Rubens," Master Drawings 2 (1964), pp. 5-7. This drawing in a private collection (fig. 7)
seems more convincingly Rubensian than the fragments at Copenhagen, but the style is very close, and as no head is duplicated between the two
sets of copies, it is safer to assume that they are by the same hand. There are some differences in technique between this sheet (fig. 7) and the
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of the Copenhagen copies, see J. Held, "Padre Resta's Rubens Drawings after Ancient Sculpture," in Rubens and his Circle, ed. A.W. Lowenthal,
D. Rosand, and J. Walsh, Jr., Princeton 1982, p. 105.
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New York 1967, p. 102 and note 48.
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41. See Hind, op. cit. (note 7), no. 6. This drawing was engraved by Michel Lasne; both drawing and engraving are conveniently reproduced in
Rowlands, op. cit. (note 25), p. 67, nos. 66-67. Despite what is sometimes said about this drawing, it was almost certainly designed in a circle and
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42. See note 18 above.
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Claude de Jongh, "Painter, Sorely Incapacitated in His Arms": a Study of His Milieu
by Marten Jan Bok
In Mons, on 16 March 1573, the executioner's sword brought an abrupt end to the life of a nobleman from Hainaut, François de Glarges, Lord of
Eslemmes.[1] The Council of Troubles had condemned him to death for high treason when he was found among the Protestant defenders of Mons
after the town fell to the Spaniards.[2]
François's brother Claude was luckier. He had moved to the northern provinces years earlier. There, in 1557 or 1558, he married Hester Stael van
Uijtwijck, daughter of Philips, squire of Uijtwijck and secretary of the Court of Holland in The Hague. Claude de Glarges likewise followed a career
at the court. In 1563, at the age of 32, he succeeded his father-in-law as secretary and, in turn, passed the office on to his own son Philips 36 years
later. Several of Claude's descendants later held prominent posts in the young Dutch Republic.
It may seem surprising that an article purporting to deal with Claude de Jongh, known as a painter of rare landscapes and cityscapes of a high and
very idiosyncratic quality (fig. 1), should open with the vicissitudes of a noble family from the southern Netherlands.[3] And indeed, there will be little
mention of those paintings in this article. Instead, the artist's life will be examined in the light of the circle into which he was born, and the political
and religious environment in which he was raised. The fortunes of the De Glarges family were determined by the profound religious and political
conflicts in which the Low Countries became entangled in the mid-sixteenth century. Because his mother was a De Glarges, much of Claude de
Jongh's life was affected by these tumultuous events. This family tie was symbolized by naming Claude de Jongh after his maternal grandfather,
Claude de Glarges.
On 25 May 1602, three months after the death of Claude de Glarges, his daughter, "jonckvrouwe" Johanna de Glarges, was betrothed to the
Utrecht lawyer Herman de Jongh.[4 ] Their respective coats of arms, with dedications, were inscribed in the album amicorum of Johanna's brother
Gilles de Glarges not long afterwards (figs. 2, 3).[5] To her signature Johanna added the motto "Espoir contente" (Hope gratifies).
That their son Claude must have been born in 1605 or 1606 can be deduced from a handwritten note in the genealogy of the De Jongh family
written by the Utrecht burgomaster, Cornelis Booth.[6] The birthplace was probably Utrecht.[7]
Claude's paternal line was also distinguished. Though not titled, the De Jonghs were an old and prominent Utrecht family,[8] with members on the
city council as early as the fifteenth century. Claude's grandfather, Herman Cornelisz. de Jongh, was a tax collector,[9] who invested in extensive
peateries in the east of Utrecht province and in Friesland. Claude de Jongh was still receiving income from this investment almost a century
later.[10]

1. Claude de Jongh, Old London Bridge from the West, signed and dated 1650 or 1630. Panel, 66 x 127 cm. London, Victoria & Albert
Museum. By courtesy of the Board of Trustees of the Victoria & Albert Museum
As for Herman Cornelisz.'s children, Herman, as noted, became a lawyer. Another son, Cornelis, became canon of the Church of St Mary in
Utrecht, succeeding the painter Jan van Scorel. One daughter, Mechtelt, married Jhr David van Zuijlen van Natewisch, who in 1597 became
marshal of the Overkwartier district in the province of Utrecht. Another daughter, Hadewich, married the attorney Adriaen van Rhenen, who became
a city councillor in 1579, two years after Utrecht joined the Dutch Revolt.[11] Van Rhenen was also one of the first in Utrecht publicly to embrace
Calvinism.[12]

2. Anonymous artist, The Arms of the De Glarges Family Supported by a Young Woman, watercolor on paper, 15.5 x 19.3 cm. Inscribed at
upper right by Herman de Jongh: "Effuge cum poteris ne consensisse puteris. / Nam si perstiteris, illius uxor eris. / Relata in gloriam in caelum
/ inter opera exemplaria de sponsalibus" ("Flee whenever you can, so that no one will think you consented, / For if you persevere you will
become His spouse, / Brought into heavenly glory, / amongst the exemplary deeds of the married"). The Hague, Koninklijke Bibliotheek, ms.
74 J 14, Album amicorum of Gilles de Glarges, fol. 55v

3. Anonymous artist, The Arms of the De Jongh Family, with Mantling and Crest. Watercolor on paper, 15.5 x 19.6 cm. The inscription at the top
reads: "Nobili, clarissimo, et magnifico domino Egidio de Glarges, illustri dominae comitissae de Egmont pre viduae illustris domini comitis de
Solms, bona memoria pre. A [st. ?] consilijs, fratri suo sincere dilecto, 26 Augusti 1602, stijlo veteri. H. de Jongh dedicavit, 1602" ("On 26
August 1602 Old Style [5 September 1602] , Herman de Jongh dedicated this to his sincerely beloved brother, the noble, renowned and wellrespected Gilles de Glarges, counsellor of the illustrious Countess of Egmond, widow of the illustrious Count of Solms of blessed memory"). At
bottom right, in another hand: "Obyt 15 februario 1612" ("Died 15 February 1612"). The Hague, Koninklijke Bibliotheek, ms. 74 J 14, Album
amicorum of Gilles de Glarges, fol. 56r
Claude de Jongh, in other words, grew up in the bosom of a politically influential family which must have felt a strong allegiance to the Dutch
Republic and to Protestantism.
When his father died in February 1612, young Claude was left alone with his mother.[13] Two years later it seems that Johanna de Glarges found
herself in financial difficulties. This can be concluded from the codicil which her mother, Hester van Uijtwijck, added to her will in August 1614.[14]
Hester, who, "considering her age" (she was 79 at the time), was still in good health ("save only that she was a little hard of hearing"), passed over
her daughter "for various reasons" and left Johanna's entire share in the estate to her children.[15] Johanna was only to receive the usufruct of her
inheritance in order to support herself, and was prohibited from using the money to pay her creditors.

4. Michiel Jansz. van Mierevelt, Portrait of Gilles de Glarges, Lord of Eslemmes (1559-1642), signed and dated 1637, and inscribed "aetatis
77". Panel, 111.5 x 84.5 cm. Haarlem, Frans Halsmuseum, cat. no. 211
This testamentary construction was a common way of safeguarding a patrimony for the grandchildren.[16] The object in this case was to prevent
creditors from claiming part of the inheritance should Johanna ever be unable to pay her debts.[17] Hester van Uijtwijck's arrangement thus
benefited both her daughter, who was guaranteed the usufruct of her inheritance, and her grandson, Claude de Jongh, Johanna's only child.[18]
Following the death of her husband, Johanna and her son probably moved in with her family. This can be deduced from the fact that in 1619 she,
together with her mother, her sister Barbara, her brother Gilles and Gilles's wife moved to Haarlem from The Hague.[19] This also means that
Claude de Jongh received his early schooling in The Hague.
Hester van Uijtwijck died three years later, in 1622. Meanwhile, Johanna's brother Gilles had become the most prominent member of the family,
and it was because of him that Claude's mother moved to Haarlem. Gilles's career may also have affected his young nephew in other respects, so
a brief digression about him seems in order.[20]
Gilles de Glarges, Lord of Eslemmes, followed closely in his father's footsteps (fig. 4). In 1580 he enrolled in the recently established University of
Leiden. After his graduation he set up as a lawyer in The Hague, where he "was greatly respected in the court."[21] He held various administrative
offices, and between 1602 and 1604 he was counsellor to Sabina, Countess of Egmond, Princess of Gaveren, Countess of Solms, etc.[22] Sabina
of Egmond was a daughter of one of the heroes of the Dutch Revolt, Lamoraal, Count of Egmond, who was executed in Brussels in 1568 for high
treason.[23]
Gilles de Glarges was an orthodox Calvinist and adherent of the Counter-Remonstrants, or "Gomarists." The conflict that flared up between the
strict Counter-Remonstrants and the more liberal Remonstrants (or "Arminians") after the signing of the Twelve-Years' Truce with Spain in 1609
brought the Republic to the brink of civil war in the next few years. De Glarges played a prominent role in the struggle in The Hague, where it
centered around the conflict between the Remonstrant court minister, Johannes Wtenbogaert, and the Counter-Remonstrant minister Henricus
Rosaeus. On 12 February 1616, the powerful Pensionary of Holland, Johan van Oldenbarnevelt, who sympathized with the Remonstrants, barred
Rosaeus from the pulpit.[24 ] Thereafter Rosaeus preached in nearby Rijswijk, where throngs of people from The Hague flocked to hear him every
Sunday.[25] Among them was Gilles de Glarges, who repeatedly pleaded the Gomarists' case with the government.[26] When it became apparent
that Prince Maurice was going to side publicly with the Counter-Remonstrants, the latter were more than willing to allow a schism to rend the
religious community in The Hague. On 15 January 1617, they elected their own church council in Rijswijk. "Maurice did not conceal his irritation over
the disobedience of his protégés, and gave the lawyer De Glarges, who was one of the elders elected in Rijswijk, a good scolding."[27] That,
however, did not discourage De Glarges and his companions, who knew full well that the prince supported their aims. Finally, on 9 July, the
Counter-Remonstrants broke into and occupied the Kloosterkerk, which was right next to Oldenbarnevelt's house.[28] The seething pensionary is
said to have considered having "the turbulent lawyer" De Glarges, the engraver Hendrik Hondius I (1573-1650) and two of their accomplices hauled
out of bed the next night and summarily tried, whereupon, "the rebels would be beheaded at dawn so as to discourage anyone else from disturbing
the peace."[29] In the end Oldenbarnevelt abandoned this plan, and after the prince openly attended a service in the Kloosterkerk two weeks later,
a Counter-Remonstrant victory was inevitable. In the fall of 1618 Maurice staged a coup, thus sealing the fate of the Remonstrants and their political
partisans.
Prince Maurice followed this up by purging the councils of many Dutch cities. Pensionary Johan van Oldenbarnevelt and the local pensionaries of
Rotterdam and Leiden, Hugo de Groot (Grotius) and Rombout Hogerbeets, were arrested. The Haarlem pensionary, Johan de Haan, another
important leader of the Remonstrants, fled the country at the beginning of 1619. Prince Maurice offered the position to Gilles de Glarges, a man
whose views he knew well. De Glarges had been a friend of De Haan, but this evidently did not prevent him from taking over his post.

In his new role as pensionary Gilles de Glarges would be in daily contact with Arend Meindertsz., burgomaster of Haarlem and member of the
council of 24 judges who found Oldenbarnevelt guilty of high treason.[30] The old pensionary was beheaded in The Hague on 13 May 1619. It
should be clear from the above that De Glarges took a different view of the execution from many of his contemporaries, who regarded it as a
judicial murder. We can only guess what parallels he may have seen between the beheading of Egmond in Brussels in 1568, of his uncle François
in Mons in 1573, and of Oldenbarnevelt in The Hague in 1619.

5. Claude de Jongh, Collegiate or Monastic Buildings, dated: "the 6[?] off May/[16] 2[7] ." Pen and brown ink, with brown wash, 20.4 x 29.9 cm.
London, British Museum, cat. British Drawings 1960, no. 1847-3-26-11.

6. Claude de Jongh, the same Collegiate or Monastic Buildings as depicted in fig. 5, dated: "The 8 off M[ay] /.An° 1627[?] ." Pen and brown ink
with brown wash, 20.4 x 30.9 cm. London, British Museum, cat. British Drawings 1960, no. 1847-3-26-12.
That same year De Glarges joined the commission charged with purging the University of Leiden of Remonstrants and their sympathizers. In the
fall, as noted above, he moved to Haarlem where, on 11 October, he was registered as a member of the Reformed Church.[31 ] Besides his family
he took with him his mother Hester van Uijtwijck and his sisters Barbara and Johanna.
There is every reason to believe that Claude de Jongh, who was 12 or 13 years old at the time, accompanied his mother to Haarlem. He had now
reached the age at which decisions regarding his future had to be taken.[32] Assuming it was then decided he should become a painter, he must
have been apprenticed at about this time, though we do not know to whom, or whether he spent his apprenticeship in Haarlem or elsewhere.

7. Claude de Jongh, Village Street with a Ruined Wall, dated: "in Aprill ... 628. " Pen and brown ink, with brown wash, 20.3 x 29 cm. London,
British Museum, cat. British Drawings 1960 no. 5214-104.

8. Claude de Jongh, Village Street, annotated: C.D.JONGH.F. Pen, 17.8 x 38.8 cm. Rotterdam, Museum Boymans-Van Beuningen.
Several years later, when other Dutch painters of the same age would have gone south to Italy, De Jongh went west instead - to England.
We know of a number of topographical drawings, several of them dated between 18 April and 27 May 1627, which were first brought together by
Hayes.[33] The earliest depicts London Bridge, and was later used by De Jongh as the model for various paintings of the subject (fig. 1), while the
drawing of 27 May is a view of Westminster and also served as the basis for a painting.[34 ] Around these two dates De Jongh was traveling
around southeast England. On about 26 April he was in Canterbury, where he made some drawings. Other sheets are believed to show Rochester
Castle and the Blockhouse at Gravesend, as well as several unidentified locations (figs. 5-8). Because he drew some of his subjects from two
different vantage points (figs. 5-6, 7-8), we can assume that he worked from life - unlike Rembrandt, for example, with his views of London and
Windsor Castle - and not from existing models.[35] Hayes suggested that Claude de Jongh went to England more than once;[36] however he
based this suggestion on dates written in a hand other than the artist's. In my view, there is only firm evidence for one short visit, which took place in
the spring of 1627.[37]
De Jongh's decision to go to England may have been influenced by his cousin, Cornelis de Glarges (fig. 9). This eldest son of the Haarlem
pensionary, Gilles de Glarges, spent much of 1622 as a student in England. In London he befriended and subsequently lived for almost a year with
Constantijn Huygens, the later secretary of Stadtholder Frederick Henry.[38]

9. Johannes Verspronck, Portrait of Cornelis de Glarges de Montigny, Knight of the Order of St Michael (1599-1683), signed and dated 1646,
and (incorrectly) inscribed "aetatis 43". Canvas, 79.5 x 65 cm. Private collection
De Jongh also had another English connection: his first wife, Adriana Carpenter. In 1879, W.H. James Weale pointed out that she had an English
surname,[39] so one might assume that the couple met in England. The places and dates of neither their wedding nor her subsequent death are
known.[40] In the sources that have so far come to light, Adriana Carpenter is only named in the banns of De Jongh's second marriage.[41] Given
the fact that he was just over 20 at the time of his visit to England, it seems not unlikely that he met his first wife there. However there are indications
that this was not in fact the case.
In the archives of the Supreme Council of Nobility (Hoge Raad van Adel) in The Hague I found a manuscript genealogy of the De Glarges family,
with one of the Carpenter family included as an appendix.[42] It reveals that Adriana Carpenter's father was an English officer, Sir Francis
Carpenter, who had served in the Dutch army and had died in 1602 during the horrendous four-year siege of Ostend (1600-1604).[43] He was
already married to Anna de Glarges, a sister of Claude's mother Johanna, by 1590.[44] Anna gave birth to Adriana Carpenter in March 1593,[45]
so she was Claude's first cousin, and was 12 or 13 years older than him. All things considered, it seems highly unlikely that they would have met for
the first time in England.[46]
De Jongh returned to Holland in 1627 or 1628 and probably settled in Haarlem, although he is only documented there once, in 1630. In December
of that year a certain Gerrit Dircxsz. went to court to try to get payment of nine guilders for work which he had done for the artist.[47]
It was in Haarlem that Claude must have executed his first paintings, some of them based on the drawings he had made in England.[48] His
earliest dated picture is from 1629,[49] and virtually all his other dated works were produced in the course of the next eight years.
In 1633 Claude de Jongh joined the Guild of St Luke in Utrecht,[50] and, three years later, the Reformed Congregation in that city. The latter event
was witnessed by Evert Meijnertsz. Reuvenetter, who was married to one of the artist's cousins.[51] At the time De Jongh was living in Voorstraat,
across from the former Beguinage. The fact that his wife Adriana did not join the congregation with him may indicate that she was already dead, or
that she held different religious convictions.
In 1638, like many other Utrecht painters in the 1630s, Claude de Jongh donated a painting of a "mountain landscape" to St Job's Hospital for
sufferers of venereal disease.[52] Nonetheless, he did not succeed in becoming a prominent Utrecht artist. He was never on the board of the guild,
nor is there any evidence that he received commissions.
By this time, De Jongh had few close relations left in Utrecht. In the archives I found no further mention of his half-brother Jacob, who was a soldier,
or of his half-sister Hillegonda, the wife of a diamond cutter. Moreover, all his aunts and uncles on his father's side were dead; the last of them,
David van Zuijlen van Natewisch, marshal of the Overkwartier, had died in 1630.[53 ] David's wife, Mechtelt, had bequeathed her shares in the
Frisian peateries to Claude, his half-brother and his half-sister in the will she made shortly before her death in 1629.[54] De Jongh's closest
remaining relatives in Utrecht were cousins like Evert Meijnertsz. Reuvenetter and his wife, mentioned above. Claude's mother may have moved in
with her son, for she died in Utrecht in 1644.[55]
In October 1641, Claude de Jongh could not have failed to learn of the death of his uncle, the Haarlem pensionary Gilles de Glarges, for a few days
later the bells in Utrecht too were rung for him. The largest of the Dom Tower bells tolled for no less than an hour in his memory.[56] The accounts of
the Dom Chapter do not record who requested this honor, but it was probably the government that bore the expense. Gilles de Glarges had
become a figure of almost national stature by that time. From 1627 until 1636 he was a trustee of Leiden University, and in 1636, following the
removal of Adriaan Pauw, he had been nominated as Pensionary of Holland. Stadtholder Frederick Henry had been looking for a less independent
figure than Pauw, and De Glarges seemed to fit the bill. However, "Glarges declined on account of his advanced age."[57 ] Oldenbarnevelt's former
position subsequently went to the poet Jacob Cats, who "never in any respect excelled in the high office, which he held in accordance with the

wishes of Frederick Henry."[58]
Now a widower, De Jongh married Juliana van Pisa in 1643.[59] On 2 July, when the marriage banns were registered, it was recorded that the
bride came from Nijmegen and that both she and the groom were living in the Beguinage. On 18 July the wedding was celebrated in the Hospital of
St Anthony, just outside Utrecht. In the summer of 1645, nine months after the death of Claude's mother, Juliana van Pisa gave birth to a boy.[60]
The child, named after his grandfather Herman, did not live to see his first birthday, and was buried in the Buurkerk in June of the following year.[61]

10. Claude de Jongh, View of Westminster, signed and dated 1648. Pen on paper, washed with brown ink, 80 x 108 mm. Leiden University
Library, Cats Museum, ms. 70, Album amicorum of Johan van de Poele, p. 73

11. Claude de Jongh, inscription on fig. 10: "Mynen Hoochgeachten ende seer Waerdighen vrient, den Heere Johan vande Poele, hebbe ick
dit lantschapien hier in geteyckent, tot een gedachtenisse onser kennisse. Claude de Jongh. te Utrecht den len Maert Anno 1648" ("I drew this
little landscape for my well-respected and worthy friend, Johan van de Poele, as a memento of our acquaintance. Claude de Jongh, Utrecht, 1
March 1648").
Shortly before the death of his son, De Jongh, the "only heir of his late father, Herman de Jongh," together with the heirs of his uncle Adriaen van
Rhenen, sold the last shares in the Frisian peateries, acquired almost a century earlier by Herman Cornelisz. de Jongh.[62] By surviving his mother,
half-brother and half-sister, Claude de Jongh had inherited his father's entire portion of the company. This document is the last in which we meet
Claude de Jongh together with other members of his family.
The handicap mentioned in the title of this article must have had catastrophic consequences for Claude's career as a painter. The first symptoms
began to appear in the early 1640s. In 1662, the Utrecht burgomaster Cornelis Booth wrote that "Claude de Jongh, painter, [has been] sorely
incapacitated in his arms these past twenty years and more" ("Schilder, nu over de twintich jaren seer impotent aen syn armen").[63] It is not clear
whether the problem was caused by an accident or was due to illness, but it must have seriously hampered his artistic activity, and explains why
most of De Jongh's oeuvre is dated prior to 1640. Yet it seems that the paralysis was not complete, for he managed to execute a drawing in the
album amicorum of his friend Johan van de Poele as late as 1648 (figs. 10, 11).[64] The date on his beautiful Old London Bridge in the Victoria and
Albert Museum in London (fig. 1) is given as 1650, yet I wonder whether it should not correctly be read as 1630, the year of his very similar
depiction of the same subject in the Iveagh Bequest at Kenwood.
De Jongh's final years are rather obscure. Following his contribution to Van de Poele's album I have been unable to find any sign of life beyond a
mention of his name in one Utrecht document. Adriaentgen de Wijs, mother of Claude's wife Juliana, died in May 1656.[65] On that occasion De
Jongh was summoned before the Orphans' Chamber to represent the children of Juliana's dead brother, but failed to appear.[66] According to this
document he was then living in Nobelstraat.[67]
De Jongh himself died in March 1663 and, like his mother and his only son, was buried in the Buurkerk.[68] At the time of his death he was still a
resident of Nobelstraat, as was his widow when she died two years later.[69] Juliana was survived only by collateral relatives.
After his death, De Jongh was quickly forgotten, judging by the seventeenth- and eighteenth-century literature on art, in which his name does not
appear. The only mention was by an Utrecht notary and amateur of the arts, Adrianus Hoevenaar, who in 1778, more than a century after the artist's
death, wrote a description of the paintings belonging to St Job's Hospital.[70] By that time De Jongh had vanished so totally into oblivion that

Hoevenaar was unable to supply the smallest detail about his life. Only now, more than three centuries after his death, does it become clear that he
was raised in the most prominent circles of the Dutch Republic, and that the mysterious scarcity of his works was the result of a physical handicap
which must have meant no less a personal than a professional tragedy for him.
Though dates subsequent to 1645 have been read on some of his paintings (fig. 1), my research leads me to doubt them. Having been "sorely
incapacitated in his arms" since the early 1640s, it is highly unlikely that Claude de Jongh produced many paintings after the middle of that decade.

Notes
Translated from the Dutch by Andrew McCormick. For bringing documents relating to the De Jongh family to my attention I would like to thank
Benjamin Kaplan and W. A. Wijburg. The latter also kindly checked my notes on genealogy. S.A.C. Dudok van Heel read the text and made a
number of valuable suggestions. Bas de Melker and Jan Bloemendal helped with the transcription and translation of Latin texts.
The following abbreviations have been used below: DTB for Doop-, Trouw- en Begraafboeken (Baptismal, Marriage and Burial Registers), GA for
Gemeentearchief (Municipal Archives), NA for Notarieel Archief (Notarial Archive), NH for Nederlands Hervormd (Dutch Reformed), RA for
Rijksarchief (State Archives), and T+P for Register van Transporten en Flechten (Register of Conveyances and Mortgages).

1. The De Glarges family archive is in the Haarlem Municipal Archives. Inventory number 5 contains important genealogical and biographical

2.
3.

4.

5.
6.

material, which also deals with the conviction and execution of François de Glarges. This is the source for any information on the De Glarges
family below, unless otherwise specified. A detailed manuscript genealogy of the De Glarges family is The Hague, Hoge Raad van Adel
(Supreme Council of Nobility), coll. Van der Dussen, portfolio 165. In 1682 A. de Glarges published a genealogy of his family in order to
prove the validity of his title. Copies of this publication have been preserved in the Haarlem Municipal Archives, and in the Centraal Bureau
voor Genealogie in The Hague. The most important data from the genealogy were published in De Nederlandsche Leeuw, 1931, cols. 155156.
The verdict in A.L.E. Verheyden, Le Conseil des Troubles: liste des condamnés (1567-1573), Brussels 1961, p. 119, no. 2534.
Claude de Jongh's bibliography is short. The first article devoted to him was by W.H. James Weale, "Claude de Jongh," Nederlandsche
Kunstbode 1 (1879), p. 268, who published archive material that had been communicated to him by the distinguished Utrecht archivist,
Samuel Muller. More than three-quarters of a century later, a second article containing some new biographical details was published by John
Hayes, "Claude de Jongh," The Burlington Magazine 98 (1956), pp. 3-11. Hayes's article was the first attempt to survey De Jongh's oeuvre.
However, substantial gaps in our knowledge of the artist's life and work still remained. The author intends to discuss traditional and recent
attributions to De Jongh in a future publication.
GA The Hague, DTB, Rechterlijk Archief 738 (Leggers van Ondertrouw), fol. 37r, 25 May 1602. Seven days later the banns were also
registered in Utrecht (GA Utrecht, DTB, Publicatieboek, 22 May 1602). The marriage took place on 8 June 1602 (GA Utrecht, DTB,
Huwelijken voltrokken voor schepenen). It should be noted that the Julian calendar was used in the province of Utrecht until 1700, so ten days
should be added to all Utrecht dates given here in order to arrive at their Gregorian equivalent.
The Hague, Koninklijke Bibliotheek, ms. 74 J 14, album amicorum of Gilles de Glarges, fols. 55v-56r.
The entry reads "Glaude de Jong, nu oudt anno 1662. 56 jaren." RA Utrecht, coll. Booth, ms. 378, Lange Boekjes, p. 684. Cornelis Booth was
generally an exceptionally trustworthy genealogist who used his sources carefully. Much of his information derives from conversations he held
with those involved. In 1662 Booth personally added the note on Claude de Jongh quoted here to a genealogy he had already completed. The
information probably came from De Jongh himself.

One difficulty is that, according to a document of 1 June 1627 concerning the sale of land and peateries in Friesland, Claude de Jongh was still
a minor. Johanna de Glarges figures in the document "als moeder ende mombersche over Glaude de Jongh haren onmundigen zoon" ("mother
and guardian of her son Claude de Jongh, a minor;" GA Utrecht, Stadsarchief II, inv. no. 3243, T+P, 1 June 1627). Under Utrecht law, boys
came of age on their 18th birthday, see J. van de Water, Groot Utrechts placaatboek, Utrecht 1729, vol. 1, pp. 470-471 and vol. 3, p. 285. This
would suggest that Claude was born no earlier than 1610 and, given the date of his father's death, no later than 1612. This discrepancy may
possibly be explained by the fact that the transferred property lay in Friesland, and that Frisian law applied. If, in the province of Friesland, boys
only attained their majority at age 25, there is no discrepancy. Unfortunately I have not been able to verify this, but it would certainly conform with
the law in the province of Holland, where boys came of age at 25; see H. de Groot, Inleiding tot de Hollandsche rechts-geleerdheid, eds. F.
Dovring, H.F.W.D. Fischer and E.M. Meijers, Leiden 1952, pp. 24-25, 325.
Hayes, op. cit. (note 3), p. 3, based his guess as to De Jongh's date of birth ("about 1600 or a little earlier") on a drawing dated 1615 in the
Centraal Museum in Utrecht. In light of the above, however, the date on this drawing cannot be original; nor is the handwriting the same as that
on the drawing in Leiden (see fig. 10).

1. I have been unable to determine Claude's place of birth with certainty, but since his father was a lawyer at the Court of Utrecht and must have
practiced there, that city is the most likely candidate.

2. For extensive and reliable information on the De Jongh family, see the genealogy by Booth cited above in note 6, pp. 682-684, as well as RA
Utrecht, ms. 379, Varia, p. 154. Unless otherwise indicated, the genealogical data concerning the De Jonghs mentioned below come from
these sources. Further important information is in GA Utrecht, notary G. Houtman, UO22aO17, fol. 24r-v, 31 March 1646.
3. GA Utrecht, Stadsarchief, Supplement, inv. no. 1xx, Index of the "procuratiën en certificatiën" (Stadsarchief I, inv. no. 22, no. 1459, fol. 8r, 5
July 1542).
4. For Claude's share in these projects in the province of Utrecht in 1646 see, for example, Maandblad Oud-Utrecht 29 (1956), p. 30, and ibid.
34 (1961), p. 68. In Friesland, Herman de Jongh was a shareholder in the Dekema, Cuyck and Foeyts Veencompagnie. For more
information about this enterprise, which survived until 1931, see J. Keizer, Heerenveen, platteland en vlek, n.d., Fryske Akademy no. 460,
Waldrige no. 19, p. 28ff. For notarial deeds concerning Claude and his relatives inheriting Herman's share in the Veencompagnie, see GA
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Utrecht, T+P, 8 September 1587; 13 August 1600; 1 June 1629; notary L. van Leeuwen, UOO5aOO4, 25 May 1629; notary G. Houtman,
UO22aO17, fol. 24r-v, 31 March 1646.
J. van de Water, Groot Utrechts placaatboek, vol. 3, Utrecht 1727, p. 175. Evidence of his profession can be found, inter alia, in GA Utrecht,
Stadsarchief I, inv. no. 705, T+P, 2 December 1570 and 21 February 1572.
His name appears as one of the first in the earliest surviving register of members of the Reformed Congregation in Utrecht (GA Utrecht,
Archief NH Kerkeraad, inv. no. 404, fol. 5r, 8 March 1579).
Herman de Jongh died on 15 February 1612 (see note 2). Two days later, on 17 February, the bells of the Dom Tower in Utrecht were rung in
his memory (RA Utrecht, Archief Domkapittel, inv. no. 702, Overluidingen van de Dom, 17 February 1612). I found no mention of his burial
among the records of the Buurkerk in Utrecht, so if not in some other church in the city he was probably buried in The Hague.
GA The Hague, notary L. Kettingh, NA 4, fols. 193r-194r, 30 August 1614.
The original text of the codicil reads: "naer haer ouderdom [...] uijtgesondert alleenlicken dat zij een weijnich harthoorende was;" and "om
eenige redenen haer moverende."
For more on such entailments see A.S. de Blécourt, Kort begrip van het oud-vaderlandsch burgerlijk recht, 5th ed., Groningen & Batavia
1939, pp. 510-511.
I have been unable to ascertain precisely what her financial obligations were.
Claude de Jongh had a half-brother and a half-sister from an earlier marriage of his father, but of course they received nothing from the estate
of Claude's mother.
GA Haarlem, Archief NH Kerkeraad, inv. no. 24-3, Lidmatenboek, p. 150, 11 October 1619. The literal text of their registration reads: "Mr
Gillis de Glarges, ende Willemina Cooper, sijne E. huijsvrouwe, ende Jonckvr. Hester van Uijtwijck weduwe van Claude de Glarges, als oock
Joanne de Glarges weduwe van den E. advocaet de Jonghe, met Barbara de Glarges jonge dochter, met attestatie van s'Gravenhage."
Unless otherwise stated, the following biographical information on Gilles de Glarges is taken from the Nieuw Nederlandsch biografisch
woordenboek, vol. 4, Leiden 1918, cols. 658-659.
J. den Tex, Oldenbarnevelt, 5 vols., Haarlem & Groningen 1960-1972, vol. 4, 1970, p. 218, notes that Gilles "zeer gezien [was] bij de balie."
For more on this, see, for instance, Herman de Jongh's entry in his album amicorum (fig. 2) and GA The Hague, Rechterlijk Archief 350,
Transporten, fol. 111r-v, 6 July 1604.
Genealogische en heraldische bladen, 1915, p. 449.
Den Tex, op. cit. (note 21), vol. 3, pp. 418-419.
Ibid., p. 420.
Ibid., p. 488.
Ibid., p. 446.
Ibid., p. 487.
Ibid., p. 488, and vol. 4, pp. 217-222.
Arend Meindertsz. apparently voted against the death sentence; ibid., vol. 4, p. 318.
GA Haarlem, Archief NH Kerkeraad, inv. no. 24-3, Lidmatenboek, p. 150, 11 October 1619.
Registers of pupils of the Latin school in Haarlem have not been preserved, so it is impossible to discover whether Claude de Jongh
attended it.
Hayes, op. cit. (note 3), pp. 4 and 7. There are several drawings dated earlier, but they either bear a date in a hand other than De Jongh's
(Utrecht, Centraal Museum, dated 1615; Rotterdam, Museum Boymans-Van Beuningen, dated 1620 and 1660), or are unsigned (the View of
Westminster in the Royal Library, Windsor, dated 27 May 1625; see also note 34). I only examined the drawings in Utrecht, Leiden and
Rotterdam, the scope of this article being essentially archive research.
This is the drawing dated 27 May 1625 (see note 33). In my opinion the year is either wrong or has been misread, since with respect to both
the subject and the month in which it was executed (May), the drawing is closely related to the series produced in 1627.
O. Benesch, The Drawings of Rembrandt, vol. 4, ed. S. Benesch, London 1973, pp. 205-206.
Hayes, op. cit. (note 3), p. 3.
There are several Italian landscapes by De Jongh, among them a view of the Isola Tiberina with the Ponte dei Quattro Capi in Rome, dated
1634 (Seattle Art Museum), but there are no known drawings or archive evidence to indicate that he ever visited Italy himself.
H. Bots, G. van Gemert and P. Rietbergen (eds.), L'Album Amicorum de Cornells de Glarges 1599-1683, Amsterdam 1975, pp. xxvii, 46-47.
The album is preserved in the Koninklijke Bibliotheek in The Hague, as ms. 75 J 48.
Weale, op. cit. (note 3), p. 268.
That the wedding must have taken place after 1 June 1627 can be deduced from the fact that Claude de Jongh was still described as a minor
in a notarial document bearing that date (GA Utrecht, T+P, 1 June 1627), and if he was not already, a man automatically came of age when
he married, De Blécourt, op. cit. (note 16), p. 85. I found no reference to any children born of this marriage.
GA Utrecht, DTB, Huwelijken NH, 18 July 1643; published by Weale, op. cit. (note 3), p. 268.
The Hague, Hoge Raad van Adel (Supreme Council of Nobility), coll. Van der Dussen, portfolio 165. It is striking that there is no mention of
De Jongh's second marriage or any other biographical information about him in either this genealogy or in the handwritten genealogies in the
De Glarges family archive. Nor does Claude figure in the album amicorum of his cousin Cornelis de Glarges, whereas Cornelis did ask
relatives on the Carpenter side of the family, as well as the Haarlem artist Jacob Matham (ca. 1600-1660) and the Leiden artists Coenraet
van Schilperoort (1577-1635) and David Bailly (1584-1657), to write or draw something in his album; Bots et al., op. cit. (note 38), pp. 29, 50,
101-103 and 105-106.
N. Japikse (ed.), Resolutiën der Staten-Generaal, vol. 12, The Hague 1950, p. 30, 23 April 1602. For more about Sir Francis's military career
see ibid., vol. 11, The Hague 1941, p. 175, 20 December 1600, note 1. More information about him and his sons is in The Hague, Centraal
Bureau voor Genealogie, coll. Wakker.
Their first child was born in July 1590: see the genealogy in The Hague, Hoge Raad van Adel (Supreme Council of Nobility).
Ibid.
I have done no further research on the fortunes of the Carpenter family, but since two of Adriana's brothers are also subsequently mentioned

as Dutch army officers, one can assume that the family settled in the Republic permanently.

41. GA Haarlem, Rechterlijk Archief 116-14, Rol van de Kleine Bank van Justitie, fol. 46r [new foliation 49r] , 10 December 1630; published by
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Hayes, op. cit. (note 3), p. 3, note 5. Gerrit Dircxsz. was also involved in other lawsuits against people who were behind in their payments (fol.
46r-v). The plaintiff was presumably the glassmaker Gerrit Dircksz. van Cuijck who became a member of the Haarlem Guild of St Luke in
1637, see H. Miedema, De archiefbescheiden van het St Lukasgilde te Haarlem, 1497-1798, Alphen aan den Rijn 1980, p. 158. On 4 April
1634 a "landscape painting by Claude de Jongh" figured in a lottery in Haarlem, ibid., p. 158, previously published by Hayes, op. cit. (note 3).
However this does not necessarily mean that he was living in Haarlem at the time, since works by other painters living elsewhere were also to
be raffled.
His View of London Bridge (Kenwood, Iveagh Bequest) is dated 1630.
Hayes, op. cit. (note 3), p. 7.
S. Muller, Schilders-vereenigingen te Utrecht, Utrecht 1880, p. 121. Weale's date is incorrect. On the basis of a lecture by the Utrecht notary
A. Hoevenaar, Redevoering gehouden ter gelegenheid van de inwijding van het tekencollege etc., Utrecht 1778, p. 31, Hayes, op. cit. (note
3), p. 3, note 4, assumes that De Jongh joined in 1627. However, I am inclined to think that Hoevenaar had no other source at his disposal
than the guild's accounts, which were later published by Muller, so I believe he was mistaken.
GA Utrecht, Archief NH Kerkeraad, inv. no. 407, register of members, fol. 28v, 14 April 1636: "Claude de Jong, schilder, woonende aende
Voorstraet tegen over't Begijnhof. get. Evert Meijnertsz."
See M.J. Bok, Vijfendertig Utrechtse kunstenaars en hun werk voor het Sint Jobs Gasthuis 1622-1642, Utrecht 1984, pp. 66-67. Weale gives
the year 1623 by mistake.
Bells were rung for Van Natewisch on 28 April 1630 (RA Utrecht, Archief Domkapittel, inv. no. 702, Overluidingen van de Dom). As a
supporter of Oldenbarnevelt, the same Van Natewisch had been removed from office in 1621, see De Navorscher, 1903, pp. 386-388. In
1622 he was forced to move out of Duerstede Castle, which was his official residence.
GA Utrecht, notary L. van Leeuwen, U005a004, fol. 24r-v, 25 May 1629.
GA Utrecht, DTB, Overledenen aangebracht bij de Momboirkamer, 2 December 1644. She was buried in the Buurkerk.
RA Utrecht, Archief Domkapittel, inv. no. 702, Overluidingen van de Dom, 20 October 1641.
L. van Aitzema, Historie of verhael van saken van staet en oorlogh, vol. 4, The Hague 1659, p. 300: "Glarges was oudt ende excuseerde
sich."
According to the Nieuw Nederlandsch biografisch woordenboek, vol. 6, Leiden 1924, col. 283, "in de vervulling van het gewichtig ambt, dat
hij op verlangen van Frederik Hendrik sedert 1636 bekleedde, [heeft Cats] in geen enkel opzicht uitgemunt."
GA Utrecht, DTB, Huwelijken NH, 18 July 1643. The marriage took place in St Anthony's Hospital; published by Weale, op. cit. (note 3), p.
268.
GA Utrecht, NH Dopen, Geertekerk, 29 July 1645; published by Hayes, op. cit. (note 3), p. 3.
GA Utrecht, DTB, Overledenen aangebracht bij de Momboirkamer, 22 June 1646; published by Weale, op. cit. (note 3), p. 268.
GA Utrecht, notary G. Houtman, U022a017, fol. 24r-v, 31 March 1646.
RA Utrecht, coll. Booth, ms. 378, Lange Boekjes, p. 684.
Leiden University Library, Cats Museum, ms. 70, pp. 72-73. This drawing was first mentioned by W.C.M. de Jonge van Ellemeet in his
catalogue of the Museum Catsianum (2nd ed., The Hague 1887), p. 42, no. 24; however it has never been reproduced.
GA Utrecht, DTB, Overledenen aangebracht bij de Momboirkamer, 27 May 1656.
GA Utrecht, Stadsarchief II, inv. no. 1385, Besoignes van de Momboirkamer, 28 July 1656. Juliana's brother, Godert van Pisa, had been
active in Utrecht as a clock-maker and organ-builder.
He probably did not own a house there, for his name does not appear in the "Registers van transporten en plechten," and at the time of his
death he left "geen vastgoet" ("no real estate," see note 68). The painter Gerard van Honthorst did own three small houses in Nobelstraat
which he let (GA Utrecht, Stadsarchief II, inv. no. 1166, Legger van het huisgeld, 1653, p. 53). Did De Jongh rent a house from him?
GA Utrecht, DTB, Overledenen aangebracht bij de Momboirkamer, 16 March 1663; published by Weale, op. cit. (note 3), p. 268. He cannot
have been really poor, for although he left no real estate, he bequeathed a small sum to the poor, his coffin was carried by twelve people, and
it was draped with seven guilders' worth of cloth. GA Utrecht, Bewaarde archieven II, inv. no. 47, Rekeningen Buurkerk, 1663, fol. 26v.
GA Utrecht, DTB, Overledenen aangebracht bij de Momboirkamer, 27 November 1665.
Hoevenaar, op. cit. (note 50), p. 31.

GENEALOGICAL TREE OF THE DE JONGH AND DE GLARGES FAMILIES

NB. This diagram is very incomplete, being limited to those individuals mentioned in this article. For the sake of clarity, the order of some of
the children has been rearranged. The dates are taken from the genealogical sources specified in the notes, and from the baptismal,
marriage and burial registers in Utrecht, Haarlem, Amsterdam and The Hague.

Drawings by Maerten de Vos: Designs to Ornament an Ortelius Map
by Shirley K. Bennett
The Antwerp artist Maerten de Vos (1532-1603) was acclaimed in his own day as a painter of altarpieces. Today, he is more widely known for his
drawings,[1] at least 500 of which survive, the majority of them being models for prints or book illustrations.[2] Among the drawings for which no
commission or engraving has been identified are eight small, round drawings in the Plantin-Moretus printroom, Antwerp (figs. 1-8).[3]

1. The Departure of Terah, Abram, Lot and Sarai from Ur, cat. no. D.X.6 (catalogued by the museum as The Angel Leading Lot and His Family
out of Sodom).

2. The Pharaoh Returns Sarai to Abram, cat. no. D.X.8 (catalogued by the museum as The Departure of Rebecca)

3. The Offering of Melchizedek, cat. no. D.X.9

4. Abraham Sees the Burning of Sodom and Gomorrah, cat. no. D.X.10

5. Abimelech Returns Sarah to Abraham, cat. no. D.X.12.

6. The Dismissal of Hagar, cat. no. D.X.5

7. Abraham and Abimelech make a Covenant at the Well at Beersheba, cat. no. D.X.7

8. The Death and Burial of Abraham, cat. no. D.X.11
1-8: Maerten de Vos, Eight scenes from the life of Abraham. Each pen and brown ink with bistre wash, diameter 5.5 cm. Antwerp, Museum PlantinMoretus (copyright of the museum)
These eight sheets depict episodes from the story of Abraham, and since each is of the same size and format, it would seem likely that they are
part of a series on the patriarch's life. In view of the fact that many important episodes from Abraham's long life are not included, while several less
well-known stories are, it is reasonable to assume that the series was once larger. No date for the drawings has ever been suggested and their

purpose has remained unexplained. This article will examine these drawings and their function.

Purpose of the drawings
The drawings are models for eight of the 22 illustrations used to ornament an engraved map of Canaan published in 1586 by the famous
cartographer, Abraham Ortelius (fig. 9).[4] This map, entitled Abrahami Patriarchae Peregrinatio et Vita (The Life and Travels of Abraham the
Patriarch), stands today as a landmark in Netherlandish map production because of its rich decorative scheme, and because the cartographic
portion was drawn by Ortelius himself.[5 ] Despite the popularity of this map among those interested in the history of cartography, no one has noted
the stylistic, thematic and compositional relationship between its vignettes and De Vos's eight drawings. Not only do the images appear in exact
mirror image on the map, but the drawings and the printed vignettes are the same size.
It is not exceptional that these drawings were made as models for the ornamentation of a map. Previous publications have demonstrated that
designs by De Vos were used as models in many fields of the decorative arts. His prints were copied and used to decorate wooden shutters for a
retable,[6] the doors of a cabinet,[7] bronze commemorative plaques,[8] and various works in embroidery.[9] Certain of his designs, known through
prints, were favored as decorative motifs on other maps printed in the Netherlands in the late sixteenth and early seventeenth century.[10] Yet all
these instances document only the popularity of prints after De Vos's work, not that he drew designs expressly for these objects. The present case
proves that drawings by De Vos were intended as models to be used by the engraver of the Ortelius map. To explain why De Vos would have
undertaken this work, I will describe the Antwerp drawings, examine the history of the map, inquire into the relationship that existed between De
Vos and Abraham Ortelius, and suggest precedents for the drawings.

The drawings in the Plantin-Moretus Museum
The first drawing (fig. 1) is of the rarely depicted story of the Departure of Terah, Abram, Lot and Sarai from Ur (Genesis 11:31). Because of the
flames in the background, the scene has been incorrectly labeled by the museum and others as The Angel Leading Lot and His Family out of
Sodom.[11] The drawing shows Terah with Abram and Lot in the foreground leading Sarai, her maidservant and other family retainers away from
the city pictured in the background. A smoking altar used for worship and sacrifice before their departure is shown in the left background.
The second drawing (fig. 2) has been incorrectly called The Departure of Rebecca.[12] The scene actually represents The Pharaoh Returns Sarai
to Abram as told in Genesis 12:18-19. The main protagonists, the Pharaoh, Abram and Sarai stand before a large palace with a balcony. The
Pharaoh places Sarai's hand into that of Abram, thus hoping to end the plagues that beset Egypt after the beautiful Sarai was guilefully presented
to the Pharaoh as Abram's sister, rather than his wife.
The third drawing (fig. 3) portrays the memorable story from Genesis 14:17-24, that was popular with sixteenth- and seventeenth-century
Netherlandish artists, The Offering of Melchizedek. Abram kneels in the foreground before Melchizedek, who offers a blessing over the bread he
has given to Abram. In front are the vessels filled with wine. Behind Abram are his warriors with spears, and behind Melchizedek simply-dressed
men of God.
The dramatic portrayal of Abraham Sees the Burning of Sodom and Gomorrah (Genesis 19:27-28) is depicted in the fourth Antwerp drawing (fig.
4). De Vos shows Abram, whom God has renamed Abraham, leaving his home to go to the place where he had first met God. Sarai, now renamed
Sarah, stands in the doorway. In the distance fire and smoke issue from what appears to be a typical Flemish village. Two travelers with walking
staffs stand on a hillock in the middleground.

9. Abraham Ortelius, Abraham Patriarchae Peregrinatio et Vita, Antwerp 1586. Copperplate engraved map, 35 x 45.5 cm. Courtesy of the
Library of Congress, Washington, D.C., Geography and Map Division
Genesis 20:1-20 provides the story visualized in the fifth drawing by De Vos, Abimelech Returns Sarah to Abraham (fig. 5). This episode in
Abraham's life, analogous to that in which the Pharaoh first takes and then returns Sarah, gave De Vos the opportunity to show his extraordinary
talent for story-telling. To differentiate between the two similar stories, De Vos followed the text of the biblical passage closely. He shows the sheep,

oxen and slaves that Abimelech gave to Abraham when he returned Sarah. A bewildered Abraham stands in the foreground with Sarah and
Abimelech. Behind them are the slaves. To the right of Abraham is a long procession of animals winding its way from the front to the middle of the
background.
The sixth drawing (fig. 6) is a retelling of the ever-popular story of Abraham and Hagar, The Dismissal of Hagar. In this drawing De Vos established
a compositional format that was to be adapted in part by the Pre-Rembrandtists and by Rembrandt and his followers. Conforming to the biblical
text, De Vos includes the feast that Abraham gave on the day his second son, Isaac, was weaned. De Vos also depicts the two children, Isaac and
Ishmael, playing together. In the foreground Abraham gives bread and water to Hagar and reluctantly leads her away from the festive gathering. In
the left middleground is a portrayal of Hagar and Ishmael in the wilderness.
In the seventh Antwerp drawing, Abraham and Abimelech Make a Covenant at the Well at Beersheba (Genesis 21:25-32; fig. 7), De Vos
emphasizes the open well, cause of the dispute between the two tribes, by placing it in the foreground. Directly behind the well, Abraham and
Abimelech join hands, pledging loyalty and peaceful coexistence. To the right of Abraham are the sheep and oxen that Abraham gave to
Abimelech.
The Death and Burial of Abraham, the final Antwerp drawing by De Vos (fig. 8), shows numerous details narrated in Genesis 25:7-10. Abraham is
an old man, the burial takes place in a cave, and Abraham is laid to rest by his kin beside his beloved wife, who preceded him in death.
Although the Antwerp drawings are unsigned, their attribution to De Vos has never been questioned.[13] In style, they can be placed among the
drawings he made in the 1580s.[14] Executed with pen in brown ink and a bistre wash, each is identical in size and shape, measuring 5.5 cm in
diameter. The figures, architectural forms and landscape views fill the entire roundel. As is typical of De Vos, forms are often cut at the edges of the
composition. The firm flowing contours of the drapery suggest a skilful understanding of the articulation of the parts of the body, and simultaneously
lead the eye from figure to figure. The postures and dresses of the figures exhibit a courtly elegance that De Vos acquired during his six-year
sojourn in Italy. Other reminiscences of this trip are the Italianate buildings with arches and balconies, which are combined with typical Flemish
village architecture.
The liberal use of wash deftly conveys shadow and atmosphere around the forms. Depth is indicated by the large foreground figures placed before
spacious background vistas and by the rapid recession into space. The shallow middleground and the expansive background are tilted to show
more of the landscape and to conform to the circular format.

The map
The map, measuring 35 x 45 cm, is a trompe-l'oeil piece that today can be found in both colored and uncolored copies. The illusion of reality is
created by the artist's attempt to convince the viewer that the map is a woven tapestry hanging on a plain wall. The cartographic portion of the map
showing the land of Palestine is depicted as the tapestry that is held taut by a roller at the top edge. This hanger is seemingly attached to the
background wall by nails driven through tasseled ribbons. On the bottom and sides of this imitation tapestry is a fringe such as a real wall-hanging
might have. This artistic deception is éspecially successful on watercolored copies of the map.
A somewhat jarring note to this illusionistic tour de force is the placement of a large cartouche on the "tapestry" map. Because this cartouche
appears to be cut from wood and is decorated with hanging garlands of fruit, its placement creates a sense of ambiguity that undermines the
illusion of tapestry. The function of the cartouche is to contain Ortelius's dedication of the map to his friends.
Along the top and bottom of the "tapestry" is an inscription derived from Genesis 12:1-2:
ABRAHAM EGREDERE DE TERRA TUA, ET DE
COGNATIONE, ET VENI IN TERRAM QUAM
MONSTRA VERO TIBI.
ET DABO TIBI, ET SEMINI TUO POST TE,
TERRAM PEREGRINATIONIS TUAE, OMNEM
TERRAM CHANAAN, IN POSSESSIONEM
AETERNAM.

“The Lord said to Abram,] "Leave your own
country, your kinsmen, and your father's house,
and go to a country that I will show you. I will give
you and your descendants the lands of your
travels and all the land of Canaan in eternal
possession."

This command establishes the theme of the map. Boundaries between nations are drawn as they were in Abraham's time. The location of
important tribes, such as Dan, Moabites and Ammonites, are pinpointed for easy reference. A broken line within the rectangular insert indicates
Abraham's journey from Ur to Canaan, Egypt and back to Canaan.
Above the trompe-l'oeil tapestry is an inscription that gives the title of the map and designates Ortelius as the author: "Abrahamo Ortelio
Antverpiano auctore." These words are inscribed upon a plaque attached to what is ostensibly a carved piece of wood fashioned with scrolled
edges. On colored copies of the map, this signpost is resplendently painted with red, blue and green. The plaque is affixed to the middle of the
background wall directly above the place where the "tapestry" is tacked.
Surrounding the "tapestry" map are the 22 circular vignettes illustrating stories from Abraham's life from the time he left Ur until his death in Hebron.
Each composition is perceived as a miniature painting hanging on the same wall as the "tapestry" map.
The vignettes are arranged in the order given in the text of Genesis, which is followed with extraordinary accuracy. The first important event in
Abraham's life is shown in the roundel at the top, to the right of the map's title. The subsequent stories are found by progressing from vignette to
vignette clockwise around the "tapestry":

1. Terah leads Abram, Lot and Sarai out of Ur to Haran (Genesis 11:31).
2. Abram and Lot with their families leave Haran for Canaan (Genesis 12:1-7).

3. The Lord appears to Abram at Shechem (Genesis 12:7-8).
4. Abram and Sarai in Egypt; Sarai given to the Pharaoh, but then returned to Abram (Genesis 12:10-20).
5. Abram journeys back to Bethel, calls on the name of the Lord at the altar he had made. Abraham then parts from Lot (Genesis 13:2-11).
6. The Lord appears to Abram (Genesis 13:14-17).
7. Abram goes forth with an army to rescue Lot (Genesis 14:14-16).
8. The offering of Melchizedek (Genesis 14:17-24).
9. The Lord comes to Abram in a vision (Genesis 15:5-12).
10. God's covenant with Abram (Genesis 15:17-21).
11. Sarai gives her maid, Hagar, to Abram as a wife (Genesis 16:3).
12. The Lord comes to Abram, renames him Abraham, and renews the covenant with Abraham (Genesis 17:1-15).
13. Three angels visit Abraham, eat with him and foretell that Sarah will have a son, Isaac (Genesis 18:1-16).
14. Abraham sees the burning of Sodom and Gomorrah (Genesis 19:27-29).
15. Abimelech returns Sarah to Abraham (Genesis 20:1-20).
16. The birth of Isaac (Genesis 21:1-4).
17. The dismissal of Hagar (Genesis 21:9-21).
18. Abraham and Abimelech make a covenant at the well of Beersheba (Genesis 21:25-31).
19. God tests Abraham: the sacrifice of Isaac (Genesis 22:1-14).
20. Death and burial of Sarah (Genesis 23:19).
21. Rebecca becomes the wife of Isaac (Genesis 24).
22. Death and burial of Abraham beside Sarah (Genesis 25:8-10).
The drawings in the Plantin-Moretus printroom (figs. 1-8) are the only models known for this series by De Vos, and correspond to nos. 1, 4, 8, 14,
15, 17, 18 and 22 on the map.
Ortelius and the origin of the "Abraham map"
This map of Palestine was drawn by Ortelius as an addition to his popular atlas of the world, the Theatrum Orbis Terrarum, which by 1586 had gone
through several editions.[15] Anxious always to improve his atlas, Ortelius began adding historical maps in an appendix. This permitted him to
indulge his interest in ancient history, an interest that may have been stimulated by his friend Hubert Goltzius, noted humanist and numismatist.[16]
Ortelius's historical maps showed lands, not as they were in the sixteenth century, but as they had been in biblical and classical times. When he
added the Abraham map to the 1590 edition of the Theatrum (four years after the date on the map), it joined ten other historical maps.[17] They
were eventually to number 40 pages, and were published as a separate volume known as the Parergon.
Each of the historical maps was a personal contribution, in that Ortelius no longer copied earlier maps but drafted each anew, using his knowledge
of the history of the region. In general, these maps were more beautifully ornamented than those that showed countries as they were in Ortelius's
day. The Abraham map was the most richly embellished of them all.
Ortelius and Maerten de Vos probably knew each other as early as 1561, two decades before publication of the Abraham map.[18] Both men were
members of the Antwerp Guild of St Luke.[19]

10. Maarten van Heemskerck, Abimelech Returns Sarah to Abraham. ca. 1550. Pen and light brown ink, 17 x 23.2 cm.
Hessischen Landesmuseum Darmstadt, inv. no. AE280

11. Lambert Lombard, Abraham's Burial. Pen and brown ink with wash, 16.3 x 21.3 cm. Hessisches Landesmuseum Darmstadt, inv. no. AE861
Thus, in choosing an artist to design the figurative vignettes for his "Abraham map," Ortelius drew upon the ideas and talents of a colleague from
his immediate milieu.

Precedents for De Vos's models
When designing the roundels for the map, De Vos could seek inspiration in numerous prints by artists who had previously treated the history of
Abraham, such as Maarten van Heemskerck (1498-1574), Lambert Lombard (1505-1566) and Hans Bol (1534-1593). A comparison between
Heemskerck's drawing of Abimelech Returns Sarah to Abraham (Darmstadt) (fig. 10)[20] and De Vos's drawing of The Pharaoh Returns Sarai to
Abram (fig. 2) reveals strong similarities in figure type and costumes, as well as in overall composition and the way the groups are placed in front of
Italianate architecture.

12. Hans Bol, The Parting of Lot and Abraham. Signed and dated: "Hans Bol 1574." Pen with dark grey ink and grey brown wash, diam. 15.2
cm. Vienna, Graphische Sammlung Albertina, inv. no. 7916

13. Hans Bol, Abraham's Sacrifice. Signed and dated: "Hans Bol 1574." Pen with dark grey ink and grey brown wash, diam. 16.3 cm. Vienna,
Graphische Sammlung Albertina, inv. no. 7917
Lambert Lombard's drawing of Abraham's Burial, also in Darmstadt (fig. 11),[21] is similar enough to De Vos's treatment of this story (fig. 8) to
suggest that it was known to the latter. Both artists show mourning kinsmen in attendance, and both place the burial in a large cavernous structure
hewn from rock.
Other aspects of the Antwerp drawings indicate that De Vos knew a set of drawings on Abraham's life, or the prints after them, by his Antwerp
contemporary Hans Bol. These drawings are likewise circular in format. Only two are known today, both signed and dated 1574 (figs. 12 and
13).[22] They illustrate Abraham's Sacrifice and The Parting of Abraham and Lot. Four other compositions from the series are known through
prints, Abraham and Lot on the Way to Canaan, The Dismissal of Hagar, Hagar in the Wilderness, and God Appearing to Abraham.[23] Bol's
series portrays many of the scenes from Abraham's life that De Vos depicted twelve years later for Ortelius's map.
The above shows that Maerten de Vos's drawings (figs. 1-8) should be dated 1586, and clarifies their subjects as well as their models. Their
purpose, too, is now revealed. The patron who commissioned them must have been the learned Abraham Ortelius, a colleague and also
undoubtedly a friend of the artist.
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Abraham Bloemaert's "Farmers in the Field"
by Marcel Roethlisberger
This note centers around the largest among Abraham Bloemaert's rural genre-like paintings, Farmers in the Field at Montreal, datable about 1625
(fig. 1), which has so far received little attention. It was published in 1968 by Slatkes in conjunction with a drawing in the Amsterdam
Rijksprentenkabinet, at which time it was in an inaccessible American collection.[1] It entered the museum in 1972 and was cleaned thereafter.
Now in fair condition, it has in the past undergone a drastic intervention, with some all too visible abrasion throughout the sky. It is first documented
in a Hamburg collection of 1761, and is probably the "Workers making hay" in the inventory of ca. 1665 of Frederick Alewijn (1603-1665), a known
Amsterdam collector,[2] as this designation fits no other known work by the artist. The destination and function of the painting are not known; we
can at best tentatively assume that it was ordered by a clergyman or a wealthy landowner.

1. Abraham Bloemaert, Farmers in the Field. Canvas, 137.2 x 198 cm. The Montreal Museum of Fine Arts

2. Abraham Bloemaert, Harvest Scene, Drawing, 6.3 x 9.4 cm. Brussels, Koninklijke Musea voor Schone Kunsten, Printroom

3. Abraham Bloemaert, Peasants with the Devil Sowing Tares. Drawing, 6.3 x 9.4 cm. Brussels, Koninklijke Musea voor Schone Kunsten,
Printroom
The painting is one of Bloemaert's most important and unusual works. The layout consists of two contrasting halves not entirely fused into a smooth
unity. The left is formed by the compact group of three figures seen at a close range. The largest and most striking shape is the nude back reaching
diagonally into the picture (continued by the head and the handle of a scythe or a rake). It is opposed to the upright torso and arresting face in
frontal view and to the horizontal sleeper on the right. Their legs being hidden, the exact position of the figures on the left is not fully revealed - a
compositional device often applied by the artist. The figures must be imagined on a small bluff; the man facing us is crouching, the woman
stretching her limbs is a mere torso. Rustic genre motifs are distributed symmetrically: a cup with water, a cheese on a cloth, a water jug.
The right half has a different spatial register. The figures are separate, the horizon is at half height. The sleeper providing the link with the distant
view appears incongruously small; owing to the shadow, the steep foreshortening of his body is hardly perceived. The two women behind him point
in opposite directions. Smallest, seen from behind, is the distant mower. The central haystack marks the middle of the picture. The intense coloring
is dominated by the warm flesh tones. The strong red of the woman's skirt on the left is echoed by the paler pink of the mowing woman and the
brown jug next to her. The field is a dense green, the sky goes from dark grey on the left to whitish.
The large, diagonal torso, a feature ultimately going back to such works as Titian's Venus and Adonis, unmistakably recalls Mannerist sources,
particularly Cornelis van Haarlem, but is simpler, less muscular, more monumental. Somewhat smaller, it recurs as a naiad in the foreground of the
Triumph of Neptune of 1620/25 in the Centraal Museum at Utrecht. The receding sleeper is a motif dear to Bloemaert; there are four in the
Theagenes and Chariclea of 1625 in Potsdam.[3] As to the distant view, it is typical of many genre prints of the 1620s by Abraham depicting rural
activities. In spite of these links, the painting has no exact parallel in his oeuvre.

4. Abraham Bloemaert, July. Engraving by Frederick Bloemaert, 11.5 x 16.2 cm

5. Abraham Bloemaert, August. Engraving by Frederick Bloemaert, 11.5 x 16.2 cm
Two small chalk and wash drawings in Brussels, datable 1615-1620, constitute an earlier stage in the development that was to lead to the painting.
One of them contains similar motifs, especially in the distance (fig. 2); the companion shows the distant devil sowing tares (fig. 3).[4] A chalk
drawing for the mowing man is in Leningrad.[5] A large drawing in broad chalk strokes which exactly reproduces the painting (slightly contracted in
width) is in Amsterdam, inscribed "van Blommart", and on the verso "Th. van Baburen del".[6] It was tentatively ascribed by Slatkes to Leonard
Bramer (1596-1674), which is an interesting hypothesis.
The painting represents first of all a harvest scene, sharing many motifs with July (fig. 4) and, to a lesser degree, August (fig. 5, with the distant devil
[?] sowing tares), from Bloemaert's prints of the twelve months.[7] In a wider sense it continues a Flemish tradition of the Seasons as seen, for
instance, in Lucas van Valckenborch's famous quartet of paintings from 1585 now in Vienna, where Summer shows on the left a group of peasants
at lunch, with others harvesting on the right. But in Bloemaert's picture, the large size and the man's questioning face imply more than a harvest, a
month or a season, and the painting is not part of a series.[8]
The meaning of the scene may be complex. On the one hand it may be elucidated by several passages in Proverbs castigating laziness, a favorite
theme of Bloemaert. Some examples: "He becometh poor that dealeth with a slack hand: but the hand of the diligent maketh rich. He that gathereth
in summer is a wise son: but he that sleepeth in harvest is a son that causeth shame" (Proverbs 10:4-5); "Go to the ant, thou sluggard; consider her
ways, and be wise. ... How long wilt thou sleep, O sluggard: when wilt thou arise out of thy sleep?... So shall thy poverty come as one that travelleth"
(6:6-11); "Love not sleep, lest thou come to poverty; open thine eyes, and thou shalt be satisfied with bread" (20:13); "He that tilleth his land shall be
satisfied with bread: but he that followeth vain persons is void of understanding" (12:11). In more general terms the picture also alludes to Galatians
6:7-8: "For whatsoever a man soweth, that shall he also reap. For he that soweth to his flesh shall of the flesh reap corruption; but he that soweth to
the Spirit shall of the Spirit reap life everlasting."[9]
Yet not all idleness is sinful. Abraham's Otia delectant set of 16 prints in praise of leisure,[10 ] engraved by Cornelis Bloemaert and datable to the
early 1620s, contains several images showing peasants peacefully at rest, the Latin distichs endorsing well-deserved repose, while reprimanding
sloth. The inscription on the print of the reclining peasant couple (fig. 6) invites us to "Consider how generously indigence bestows lovely sleep,
which great wealth does not allow one to enjoy." On another, with a sleeping huntsman (fig. 7): "Happy who completes work which he started, he is

entitled to enjoy leisure safely." Although these verses are by H. de Roij, they must have had the artist's approval.
As mentioned, one of the preliminary drawings for the painting (and possibly also the related print of August) contains a distant devil, thus
illustrating the biblical Parable of the Tares (Matthew 13:24-43). We must therefore ask ourselves if the Montreal painting also represents this
theme. The Parable of the Tares recurs throughout Bloemaert's life in at least three paintings and two prints, starting with a picture of 1604 in
Leningrad (fig. 8), followed by a print of Matham from 1605 with large trees and sleeping farmers in front of an extended landscape, the Baltimore
painting of 1624 with a dovecote and nude sleepers, and, another two decades later, a painting in private hands with sleeping farmers and
trees.[11] No other artist gave the theme equal prominence.
The Montreal painting does not illustrate the same episode, since it contains no distant devil and shows farmers at work as well as at rest. The
servant viewed from the back points his finger accusingly at the sleeper while addressing the master, who in turn interrogates the spectator. The
woman on the far right is pointing to the crop. The sleeping man and the awakening woman embody sloth and lack of vigilance as the cause for the
presence of the weed. All this is specific enough to warrant a source more explicit than the book of Proverbs.

6. Abraham Bloemaert, Sleeping Farmers. Engraving by Cornelis Bloemaert, 10 x 15 cm

7. Abraham Bloemaert, Sleeping Huntsman. Engraving by Cornelis Bloemaert, 10 x 15 cmm

8. Abraham Bloemaert, The Parable of the Tares. 1604. Canvas, 47.5 x 62.5 cm. Leningrad, Hermitage

9. Abraham Bloemaert, Peasant Boy with Tobias and the Angel. Canvas, 92 x 118 cm. The Minneapolis Institute of Arts
The Bible text of the parable goes on as follows: "But when the blade was sprung up, and brought forth fruit, then appeared the tares also. So the
servants of the householder came and said unto him, Sir, didst not thou sow good seed in thy field? from whence then hath it tares? He said unto
them, An enemy hath done this. The servants said unto him, Wilt thou then that we go and gather them up? But he said, Nay. ... Let both grow
together until the harvest: and in the time of harvest I will say to the reapers, Gather ye together first the tares. ... The field is the world. ... The harvest
is the end of the world. ... As therefore the tares are gathered and burned in the fire; so shall it be in the end of the world." It seems plausible that the
painting is also an illustration of this passage. Although the Bible mentions weed generically ("tares"), the painter had to choose one species: the
large thistle prominently placed below the two men was traditionally held as a weed par excellence.
What is being harvested is, admittedly, not tall wheat but a short, green grass. In the center distance are five yellowish and greenish haystacks. The
rake is a hay-gathering tool. Yet the harvesting of hay does not invalidate this reading, since the moment illustrated is well before the wheat harvest
(Matthew 13: 29). No pictorial tradition existed for this.[12] It may be noted that in a print of Summer after Goltzius, attributed to Jan Saenredam,[13]
the wheat, clearly distinguished as such, is almost as low as the plants in this painting, though it is being gathered into sheaves, not piled up into
haystacks. At upper right a stork appears with a snake in its beak, a motif appropriate enough in a rustic subject.[14] The rural scene seems to
represent a personal combination of various images inspired by Proverbs and by the parable of the tares amidst the wheat: the idle farmers, the
appearance of the weed, the decision to withhold extermination until the time of harvest.
Religious thought exemplified in terms of daily life with large foreground figures commenting on a distant scene is a program found also in a few
other works by Bloemaert. The earliest example is the abovementioned Hermitage painting of 1604 (fig. 8), in effect one of his first genre-like
pieces. It already consists of contrasting halves seen from near-by, on the right awkwardly smaller than on the left; all four foreground figures are
asleep, only the large cow confronts the spectator. The composition was propagated by a large print by Joannes Barra, whose incisive burin further
emphasized the realism of the composition.[15]

From the same time as the Montreal painting, or just slightly later, comes the Peasant Boy with Tobias and the Angel (fig. 9). It is once more a
strong composition with basic oppositions of form, space, and light between its two components. The seated boy has put down the yoke serving to
carry the milk bucket and copper container. Contrasting with the rectangular shapes, the round head, silhouetted against the luminous yellow and
grey sky, faces the beholder, drawing his attention to the distant figures. The theme of Tobias setting out on the journey is as dear to Bloemaert as
the parable of the weeds. By combining the tradition of Aertsen with a renewed realism, he enhances the devout journey in the company of a
guardian angel (which stands for the journey of life) with the aid of a reference to an everyday situation. The compositional formula quickly spread to
Bloemaert's school, as illustrated by Jacob Gerritsz. Cuyp's Shepherdess of 1628 in the Rijksmuseum, Amsterdam, in which the distant sower no
longer distinctly illustrates the parable of the weeds.[16]
The same endearing face recurs in several of Abraham's genre pieces from the mid-1620s - the Boy with Rumbling Pot and Two Singing Boys
(engraved by Cornelis Bloemaert after a lost painting by the father), whence Hendrick Bloemaert immediately borrowed it for several of his own
genre scenes from the second half of the 1620s, the period of his closest contact with the art of the father.

Notes
1. Montreal, inv. no. 1972.26. L. Slatkes, "Some Drawings around Dirck van Baburen," Master Drawings 6 (1968), pp. 28-30, published the
painting, as ca. 1630, and reproduced it in its state before cleaning; the Amsterdam drawing is reproduced on his pl. 10. The picture is
documented with J.G. Eimbke, Hamburg 1761, as "Resting peasants, in the foreground a reclining peasant seen from the back, a girl stretching,
68 x 81 Zoll" (N. von Holst, in Zeitschrift des Vereins für Hamburger Geschichte 38 (1939), p. 274). The width corresponds, the height is over a foot
larger than the Montreal painting; but as the Amsterdam drawing corresponds essentially with the painting, the size reported in 1761 may well have
been erroneous. The painting next surfaced in Poland, where it was bought in 1924 by Capt. Pierre Boal of Boalsburg, Pennsylvania, an American
diplomat stationed there. It passed at his death in 1966 to his estate (Christopher Lee), Boalsburg, until bought by the museum in 1972. I have read
an unsolicited paper about the picture kindly sent to me by Debra Paquin but do not share its conclusions.
2. See Jaarboek der Vereeniging Amstelodamum, vol. 9, 1911, p. 53.
3. B. Broos, exhib. cat. De Rembrandt à Vermeer, Paris (Grand Palais) 1986, p. 154, with ill. Also illustrated in Hoogsteder-Naumann Mercury 5
(1987), p. 4, fig. 2.
4. Koninklijke Musea voor Schone Kunsten, cat. De Grez, 1913, no. 344 (pair).
5. Inv. 14931. T. Kamenskaja, "Unveröffentlichte Zeichnungen A. Bloemaerts in der Ermitage," Oud Holland 54 (1937), pp. 148, 162, reproduced,
as: soon after 1600, which is too early.
6. Rijksprentenkabinet, inv. no. 1914.4; black chalk, 45.7 x 32.2 cm. The cheese is rendered as a loaf of bread. The spelling "Blommaert" occurs
commonly. Abraham's son Adriaen always uses it, but there is no indication that he can be the author. The handling is too crude for Baburen. From
an Amsterdam sale, 2 December 1912, lot 99, as "Harvesters, by Adriaen Bloemaert," an attribution that carries no particular weight, Adriaen often
being confused with his father. See L. Slatkes, Dirck van Baburen, Utrecht 1965, p. 166. Bramer at times copied unusual compositions by other
masters, yet no other links with Bloemaert are known.
7. Hollstein nos. 256, 257, Frederick Bloemaert after Abraham Bloemaert. The labours of the months have never been firmly codified. The themes
of this set are entirely drawn from rural life. Some activities conform to representations of months by other artists, others are unique to Bloemaert.
While gathering hay is typical of July, and August usually shows a harvest scene, Bloemaert completes the latter with a figure resembling the devil
sowing, an activity uncharacteristic of August. This print, the only one of the set which seems to have a religious theme, also shows a slightly more
pictorial composition than the others. It appears that the set, like several others engraved by Frederick, was not planned as such from the start but
assembled by Frederick a posteriori, with Abraham's approval, from now mostly unknown drawings likely to have dated from the 1620s. The
preparatory drawing for July, in reverse, is at Amsterdam, Rijksprentenkabinet, see K. Boon, Netherlandish Drawings of the Fifteenth and Sixteenth
Centuries, The Hague 1978, no. 47, with ill.
8. The intriguing frontal face is unlikely to be a portrait, especially on account of the hairdo. It brings to mind the face of a herm in Giulio Bonasone's
print Pan and Pomona after Giulio Romano (Bartsch 170 and Illustrated Bartsch). Yet although Bloemaert borrowed at times from Renaissance
prints, this is more likely to be an accidental similarity.
9. This verse is quoted, for instance, on the print of 1704 by Girolamo Frezza (who also engraved two religious works by Bloemaert) after Maratti's
Harvest from the bottom frieze of Raphael's Stanza d'Eliodoro.
10. Hollstein nos. 212-215 (erroneous). The Latin inscription of the title page says: "Leisure which restores the tired limbs with new strength
provides delight and makes us fit for work. But lazy rest weakens the body with sluggishness and dulls the mind, not allowing it to be virtuous. So for
me the lazy fellow buried in slothful torpor is not a man but will, although alive, remain a sad cadaver."
11. For the Leningrad painting see J. Fechner, "Die Bilder von Abraham Bloemaert in... Leningrad," Jahrbuch des Kunsthistorischen Institutes der
Universität Graz 6 (1971), p. 112; for the landscape print of 1605 by Matham: Bartsch 75, and Illustrated Bartsch, vol. 4, with ill.; Baltimore, Walters
Art Gallery: P. Sutton, exhib. cat. Masters of 17th-Century Dutch Landscape, Amsterdam, Boston & Philadelphia 1987, no. 12 and p. 86 (essay by
J. Bruyn); the privately owned painting: exhib. London, Hazlitt Galleries, 1952, no. 2. Earlier examples of the theme, which was neither rare nor
common, include a print of ca. 1580 by Agostino Carracci (Bartsch 28) and, unrelated to Bloemaert, a drawing of 1603 by Jacques de Gheyn.
12. The only known painting illustrating the separation of wheat and weed at harvest, attributed to Isaac van Swanenburgh (1538-1614),
Amsterdam, Rijksmuseum, is unrelated to Bloemaert.
13. Illustrated Bartsch, vol. 4, p. 436.
14. It is irrelevant in this context that the stork can symbolize filial piety, or that the stork holding an eel occurs on seals of the city of The Hague.
15. Hollstein no. 30, with ill. This is the only print after Bloemaert by Barra (1581-ca. 1634), whose manner was not as expert as Matham's or
Saenredam's. The Latin verse says: "If the guardian of the master's animals is not awake, the herds as well as the guardian will fall prey to the wild
beasts. If the guardian of the people is not awake and the people, feeling safe, fall to sleep, not even remembering God, Satan will sow his seeds,
leading the people to become his prey."
16. Ill. in W. Bernt, The Netherlandish Painters of the Seventeenth Century, vol. 1, London 1969, p. 293.

The Significance of a Table Leg: Some Remarks on Gerard van Honthorst's "Steadfast

Philosopher"
by E.K.J. Reznicek
This contribution concerns the style and iconography of Gerard van Honthorst's Steadfast Philosopher (fig. 1). The painting, signed and dated
1623, belongs to the collection of George Encil.[1] It was included in the exhibition New Light on the Golden Age, held in Utrecht and Braunschweig
in 1986-1987.[2] Since then it has been on loan to the Centraal Museum in Utrecht.

Technical aspects
Richard Judson wrote the following in his 1959 monograph on Honthorst, after studying the large canvas (151.5 x 207 cm), which was then in the
collection of A.L. Herz in The Hague:

1. Gerard van Honthorst, The Steadfast Philosopher, signed and dated 1623. Canvas, 151.5 x 207.5 cm. On loan to the Centraal Museum,
Utrecht
"Because it has been impossible for me to examine the painting at close range, I cannot explain the poor quality of the left half of the picture.
Perhaps it has been badly overpainted, or if this is not the case, it is simply the work of Honthorst's assistants. In any case, the figure of Lais is
surely from Honthorst's hand."[3]
The painting changed hands sometime in or after 1959, and around 1980 it entered the collection of the present owner, who had it relined, cleaned
and restored in Vienna, and gave it a new, seventeenth-century style frame. This restoration, which was completed in 1985, is documented in a
thorough Diplomarbeit by Thomas Schaupper.[4] Prior to the restoration, the painting was covered with a compact, glossy, yellowish layer of
varnish, the structure of which was reminiscent of artificial leather or an oleograph. Once this layer and the overpaintings had been removed, the
condition of the picture proved to be quite good, without any large gaps or other serious damage. There were, however, some minor injuries that
had been filled in during a previous "restoration," and a few abraded areas, in the face and the left hand of the philosopher, and also in the right arm
of the courtesan and the blue cloth over her knees. Yet the other areas, such as the temptress's naked body and head, are well preserved. Judson
was right when he wrote: "In any case, the figure of Lais is surely from Honthorst's hand." After the cleaning, the table with the rug, book and hourglass also turned out to be in good condition. Herman Braun must therefore have been mistaken in his claim that part of the left side, including the
hour-glass, was cut off after the painting had been auctioned by Mensing in Amsterdam in 1933.[5]
So the most recent restoration, which the present author followed closely through all its stages, was performed properly this time, and resulted in the
rehabilitation of the painting's original appearance.

Iconography
Mieke Vermeer and the editors of the catalogue of the abovementioned exhibition in Utrecht and Braunschweig gave the painting the rather vague
title The Steadfast Philosopher, thus creating ambiguity as to the theme. As far as it goes, the title is not incorrect, and reflects an understandably
cautious solution to a long-standing problem. Over the years the picture has borne the names of various steadfast men with courtesans such as
Laïs. The couple has even been identified as Joseph and Potiphar's Wife and most recently, in a newspaper article published by Véronique Prat,
as Socrates Restraining Alcibiades.[6]
Up till now, it seems, no one has been able to determine the precise subject of the painting. Some have suggested the story of Phryne and
Xenocrates as recounted by Valerius Maximus.[7 ] The most relevant passage of this Latin tale is as follows. "During a dinner party which lasted
deep into the night, Phryne lay down next to Xenocrates, who had had a great deal to drink. She had bet several young people at the party that she
could corrupt the philosopher's strict morality. Instead of refusing her with words or gestures, however, Xenocrates let her linger on his lap for as
long as she wished. At length, having failed, she departed - not, however, without something to say. The young people mocked her because her
beauty, grace and charm were no match for the old man's moral resolve, even after plenty of drink. When they demanded the sum that had been
bet, Phryne retorted: 'I thought I was dealing with a man, not a statue' [statua].

The iconography of Honthorst's painting becomes complicated when we read the Lives of Eminent Philosophers by the Greek Diogenes Laertius
(third century AD),[8] who summarizes Valerius's story of Xenocrates and Phryne, including Phryne's angry rejoinder that Xenocrates was not a
man but a statua. In Diogenes' version, however, the seduction attempt takes place not on the old man's lap, but on a narrow divan. He also gives
another rendering of this story, in which Laïs is the temptress. The fact that, as classical scholars tell us, there were three different courtesans
named Laïs, further compounds the confusion.[9]
We are thus faced with a difficult choice between four courtesans. The fact that the philosopher in the painting is gesticulating would argue against
identifying the woman as Phryne from Valerius's story. Laïs's candidacy, on the other hand, is made doubtful by the fact that Diogenes Laertius's
text seems not have been known in the Low Countries before 1623; the courtesan's "portrait" by Hans Holbein in Basel is clearly an exception.[10]
The transmission of the Factorum ac dictorum memorabilium libri IX by Valerius Maximus is quite different. Valerius was a compiler of dicta and
facta who lived at the time of Tiberius (AD 14-37), to whom he dedicated no fewer than 15,000 instructive exempla. His only surviving work was a
manual used by rhetoricians and, later, by rederijkers. The authors from whom Valerius borrowed include Livy, Sallust and, above all, Cicero.[11]
The many editions of the Facta et dicta published prior to 1623 show it was widely known. Van Mander quoted the "great Valerius" in his Schilderboeck, and though he does not refer to the same story,[12] the Leerdicht does mention Phryne.[13] On the authority of Pliny, Van Mander calls
Praxiteles a master at rendering emotions: "He made two sculptures of different emotions./ First an honorable matron,/ Who by her crying showed
sorrow,/ Next to her, artfully,/ A woman of the streets,/ Laughing affably with a glad sound,/ Whom he modeled, it was said,/ On the far-famed
courtesan Phryne."[14]
The prostitute Phryne gained a place for herself in history,[15] her fame exceeding that of Xenocrates, who as a philosopher was overshadowed by
Plato, and of whose writings only a few fragments survive. Phryne's real name was Mnesarete; her nickname Phryne, meaning "toad," denoted her
dark complexion. Phryne used no make-up, but was naturally tanned by the sun. A respectable woman would have stayed home, thus preserving
her pale complexion, like a modern "vera signora italiana." According to the stories, Phryne posed not only for Praxiteles but was also the model for
the Anadyomene by Apelles. The temptress used her physical charms as a powerful weapon, as it is the case in Honthorst's painting. One story to
come down to us says that Phryne was accused of profaning the Eleusinian mysteries. When it was feared that the verdict would be unfavorable,
Hypereides, a famous orator who was acting as her attorney, rent her robe and displayed her ample bosom, which so impressed the judges that
she was acquitted.
The tale of Phryne's unsuccessful temptation of Xenocrates circulated in a number of versions dating from antiquity and later. They include the one
by Gian Francesco Loredano in his Gli scherzi geniali, which appeared in Venice in 1632.[16] In Angelica Kaufmann's painting Praxiteles and
Phryne, the courtesan's Nachleben even reached the eighteenth century.[17]

2. Detail offig. 1, lower center
And now back to our question: what does Honthorst's painting represent? Because of her fame, it would seem reasonable to identify the courtesan
with the Phryne whose bosom was bared. Honthorst took certain liberties with his literary source, adding "artistic ornaments" such as the hourglass reminiscent of the maxim ruit hora, and the steadfast philosopher's gesture of refusal.
That the philosopher is indeed very probably Xenocrates is confirmed by the wooden table leg in the painting, which is modeled in the shape of the
face of an old man grimacing at the courtesan (fig. 2). No study of the picture has ever mentioned or discussed this table leg, the reason being that
it only reappeared clearly and became "legible" again after the most recent restoration. This head can only be the statua to which the furious Phryne
in both Valerius Maximus and Diogenes Laertius compared the steadfast philosopher.[18]
And the moral? Bringing a variety of methods to bear on a work of art is essential for the practitioner of art history.

Addendum Honthorstianum
I would like to take this opportunity to add a note on the iconography of a supposedly lost painting by Honthorst, which in 1638 was listed as no. 244

in the inventory of the collection of Marchese Vincenzo Giustiniani: "Un quadro col Ritratto di una Donna che macina colori con una testa [in Latin,
"dried stone"] Ritratto di Gherardi Pittore fiamengo dipinto in tela alt. pal. 5 lar 4 in circa [canvas, ca. 170 x 136 cm] , di mano del medesimo
Gherardi senza cornice." Cf. Braun, op. cit. (note 5), p. 309, no. 1. The woman who "grinds paint with a stone" was not a "real" assistant or student
of Honthorst's, but an allegorical figure representing Painting. The caption "Pictura" under a print by Aegidius Sadeler showing a nude woman
grinding paint can be cited in evidence. Sadeler's preparatory drawing for the print is preserved in the Prentenkabinet of the University of Leiden.
For illustrations of the print and the drawing see exhib. cat. Prag um 1600: Kunst und Kultur am Hofe Rudolfs II, Essen (Villa Hügel) 1988, p. 376,
no. 238.

Notes
Translated from the Dutch by Andrew McCormick.
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17. W.W. Roworth, "The Gentle Art of Persuasion: Angelica Kauffmann's 'Praxiteles and Phryne'," The Art Bulletin 65 (1983), pp. 490-491.
Angelica Kauffmann also painted a (now lost) Xenocrates and Phryne. The composition, which may have been inspired by Salvator Rosa, is known
from an engraving by S. Ravenet and C.J. Grignion (1770). The theme Xenocrates and Phryne was not often depicted. Aside from Salvator Rosa,
Pigler cites only two other examples in his Barockthemen, by Angelo Carselli and Giovanni Battista Langhetti. The painting by Cornelis Stangerus
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Wansink, "Some History and Genre Paintings by Willem van Vliet", The Hoogsteder-Naumann Mercury 6 (1987), p. 5, fig. 7.
18. Schaupper, op. cit. (note 4), p. 13, tells us that the theme of Xenocrates and Phryne had already been related by Cicero ("Cicero spricht statt
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not succeed in finding any such passage in Cicero.

Cornelis Schut in Italy

by Hans Vlieghe
Since 1971 it has been known that Cornelis Schut (1597-1655) - one of the most important Antwerp history painters of the first half of the
seventeenth century, who assisted Rubens on several occasions - received his real grounding as an artist in Italy.[1] He went there shortly after
1618, the year in which he became a master in the Antwerp Guild of St Luke.[2] As the following pages will show, the Italianate painter Abraham
Janssen probably played a role in Schut's decision to cross the Alps.
Various documents testify to Schut's presence in Rome. Between 1624 and 1626, he and various other northern artists lived in a house near the
Via Margutta, a neighborhood where most of the foreign artists congregated.[3] Schut was one of the first members of the Bentvueghels society,
which was founded in 1623, and his portrait figures in the well-known drawing attributed to Jan van Bijlert in the Boymans-van Beuningen Museum,
in which the members of the Bent are seen paying tribute to Bacchus (fig. 1).[4] The year 1627 brought an abrupt end to Schut's Roman sojourn. On
16 September he was imprisoned for killing a fellow artist by the name of Giusto. Shortly afterwards, on 2 October, he was released, thanks to the
intervention of the Accademia di San Luca.[5]

1. Attributed to Jan van Bijlert, "Bentvueghek" Surrounding Bacchus. According to the inscription, the man on the extreme left is "Cornelis Scut.
Alias brootsaken". Chalk drawing, 42 x 55 cm. Rotterdam, Boymans-van Beuningen Museum
The first mention of Schut following his return to the Low Countries dates from 24 September 1631, when he signed a marriage contract with his
future wife, Catharina Geensins.[6] This leaves little doubt that he had then been living in Antwerp for some time. It is quite possible that Aubertus
Miraeus, the influential dean of the Antwerp cathedral chapter,[7] intervened to bring about Schut's return. Yet his journey back to the north was
neither immediate nor direct, for he is known to have stayed a while in Florence, where he painted cartoons for the Arazzeria Medicea in 1628.[8]

2. C. Schut, Adoration of the Magi. Canvas, 318 x 217 cm. Caen, Ste Trinité
This is the biographical framework of the Italian phase of Schut's career. In the past few years a growing number of paintings and drawings have
been associated with this early period. Up till now neither the nature or influence of Schut's work in Italy, nor its place in his own artistic development
has received sufficient attention. The present contribution is intended to fill this gap and to present new evidence concerning two painting
commissions.

3. C. Schut, Massacre of the Innocents. Canvas, 310 x 217 cm. Caen, Ste Trinité
We know very little about the way in which southern Netherlandish artists lived in Italy in the seventeenth century. Broadly speaking they can be
divided into two groups: those who enjoyed the patronage of a princely maecenas, for whose court they worked on a steady basis (Rubens being
the most famous example), and those who were connected with prosperous merchants of Netherlandish descent who had settled in the larger
Italian centers, for whom they worked on an occasional basis, as Anthony van Dyck did for the painter and art dealer De Wael in Genoa.
Combinations of these two modes of existence are also found.[9] There is no indication that Schut was in the permanent service of an aristocratic
patron during his Roman years. Indeed, much of his artistic production in Italy seems to have been aimed at the free market. And yet the paintings

that have survived can all be associated with three important patrons, which is an indication of the fame Schut achieved in Italy.
The best documented are the frescoes Vulcan's Forge (fig. 14) and Bacchus and Ariadne with which Schut and the Dutch painter Tilman Kraft
decorated the Casino Pescatore in Frascati in 1627. These works have been published and discussed by D. Bodart and N. de la
Blanchardière,[10] and all that can be added here is that they attest to Schut's good relations with wealthy Netherlandish merchants. Pieter de
Visscher (or Visschers), also known as Pietro Pescatore (1574-1646), was a merchant of Netherlandish origin. He was descended from Justus de
Visscher of Oudenaarde, who settled in the Eternal City in 1549 and established the Banca Pescatore. Pietro Pescatore was extremely rich, and
was a prominent member of the Netherlandish colony in Rome, serving for instance on the board of the Ospizio San Giuliano dei Fiamminghi.
Regarding his support of southern Netherlandish artists in Rome, Passeri writes: "That Flemish gentleman called Pietro Pescatore always took
pains to help his fellow countrymen."[11] Pescatore is now primarily known as the patron of François Duquesnoy (1597-1643). The banker was
instrumental in establishing him and his support was crucial in enabling Duquesnoy - who arrived in Rome in 1618, probably immediately before
Schut - to become the most prominent sculptor of the Baroque, alongside Bernini. Bellori and Passeri tell us how Pescatore helped Duquesnoy to
get started by ordering works from him before he had established his reputation with his large official commissions from churches.[12] The
banker's social status is demonstrated by the country estate he built and had decorated at Frascati, the abovementioned Casino Pescatore.
Of course I cannot "prove" that Schut would not have made a name for himself in Rome without Pescatore's help, yet it is very plausible that the two
were already on good terms before the end of Schut's Roman sojourn, when he was commissioned to paint the frescoes for the Casino Pescatore,
because it would help to explain why Schut's work attracted the attention of Poussin. During that period Poussin was living with Duquesnoy, who, as
we saw, was a favorite of Pescatore's.[13]
Yet those works by Schut from which I think Poussin borrowed motifs, were not commissioned by Pescatore; they were two paintings ordered (or at
least bought) by a far more famous Roman art collector: Marchese Vincenzo Giustiniani. These two large religious compositions, obviously
pendants, now hang in the Eglise de la Ste Trinité in Caen - an Adoration of the Magi (fig. 2),[14 ] and a Massacre of the Innocents (fig. 3),[15] both
of which originated from the celebrated collection of the Roman marchese.[16] That these monumental scenes belonged to Giustiniani, who was
the most influential Roman collector of the period, clearly demonstrates the esteem Schut enjoyed in Rome. Giustiniani's outspoken preference for
Netherlandish Caravaggesque works is well known. Honthorst and Van Baburen were among the northerners in Rome whom he favored.[17 ] This
preference should of course be linked to Giustiniani's intense interest in the oeuvre of Caravaggio himself. He was the artist's principal patron
during the latter's later Roman years, after ca. 1599, when he executed his most tenebroso works.
With their striking, intentionally dramatic chiaroscuro and pronounced plasticity, Schut's compositions in Caen also appeal to this taste, yet they are
not purely Caravaggesque. Their composition is far more closely related to the High Baroque design of an artist like Guercino. The foreshortenings,
the diagonals and flashing lights are akin in style to the latter's Burial and Assumption of St Petronilla (fig. 15). In that and similar pictures of the
1620s, Guercino was among the first to offer an alternative to the still dominant Classicism of Carracci's followers.[18 ] Together with Lanfranco
and Pietro da Cortona, yet in a different, personal style, Guercino contributed in a fundamental way to the emergence of High Baroque Roman
painting during those years. His point of departure, however, was the "pre-Baroque" work of Ludovico Carracci, with which Schut's compositions
also reveal a certain connection in their foreshortenings, expressive distortions and glaring lights, all aimed at an effect of maximum dramatic
force.[19]

4. N. Poussin, Massacre of the Innocents. Canvas, 88 x 133 cm. Paris, Petit Palais
The liveliness that Schut achieved with his raccourcis, light effects and animated arrangement of the figures was to remain the hallmark of his style.
The fact that the two monumental works now at Caen originally belonged to one of Rome's most prestigious collections may explain why they
influenced Schut's contemporaries. This debt can, I think, first of all be detected in the young Poussin, whose own Massacre of the Innocents (fig. 4)
incorporates motifs reminiscent of Schut's version in Caen (fig. 3). The group in the left foreground of Poussin's canvas in particular, resembles the
main group in the larger painting by Schut. The nude warrior, his upper body bent forward, who is rudely seizing a weeping, half-supine woman with
one hand, while raising his sword with the other hand, ready to impale her child, is similar in both pictures. And the dead, foreshortened child on the
extreme left of the Poussin seems to be a mirror image of the one in the foreground of Schut's version. The Poussin was always unanimously dated
ca. 1625-1626,[20] until Christopher Wright recently suggested a date after 1630.[21] Personally I find it difficult to reach a conclusion on the matter.

The later date implies of course that Schut was the source and Poussin the borrower, whereas the earlier date for the Poussin makes it difficult to
determine who influenced whom, since Schut's composition cannot be precisely dated either. The historical data given above only indicate that
Schut's piece was executed in 1627 at the latest, yet it might predate 1624. The two painters were approximately the same age, and both belonged
to the host of still unknown northern artists in Rome, who hoped to make their reputations there. However, even if the earlier date is correct for
Poussin's painting, it still seems very plausible to me that it was Schut who exerted the influence. In the first place, his composition displays much
more dramatic intensity than Poussin's. The latter gives the impression of adapting the dynamic, diagonal and viewer-oriented action of this group
to his own frieze-like, classicist composition. Compared to Poussin's interpretation, Schut's version better responds to the seventeenth-century
expectation that a painting of dramatic content should represent the emotions - the affetti - in a penetrating and compact manner. Secondly, Schut's
original concept was very different from his painting, as can be seen from his sketch in Munich (fig. 5). In that drawing the warrior is presented much
more frontally, and is holding his sword lower. This seems to imply that Schut originally had nothing remotely Poussinesque in mind.[22] Thirdly, it
will be outlined below that for stylistic reasons the two paintings in Caen should be situated at the beginning rather than the end of Schut's Roman
period.

5. C. Schut, Massacre of the Innocents. Washed pen and ink, 28.1 x 21.4 cm. Munich, Graphische Sammlung

6. P. da Cortona, The Iron Age. Large fresco. Florence, Palazzo Pitti
Moreover, Pietro da Cortona - the most important representative of the High Baroque in Rome, with whose artistic sensibilities Schut must have felt

much more at home than with Poussin's - also seems to have drawn inspiration from the Antwerp artist's pathetic Massacre of the Innocents (fig. 3),
as evidenced by the striking parallels, as I see it, between this picture and Da Cortona's fresco of The Iron Age (fig. 6) in the Sala della Stufa of
Palazzo Pitti in Florence.[23 ] Both the diagonal movement of the soldier and the position of the victim lying beneath him bear a striking
resemblance to the corresponding details in Schut's picture.

7. A. Janssen, Adoration of the Magi. Panel, 229 x 208 cm. Antwerp, Koninklijk Museum voor Schone Kunsten
It would seem that Schut was trying to be as Italian as possible in these Roman works. It is also clear that he was attempting - apparently
successfully - to cater for changing tastes. This makes the question of his early training, about which we know next to nothing, all the more
tantalizing. We do know that he became master of St Luke's Guild in Antwerp in 1618, but not who his teacher was. It has therefore been assumed
that he studied with Rubens,[24 ] who was exempted from the obligation to register his pupils with the guild. Yet in my view the Adoration of the
Magi (fig. 2) reveals something of Schut's artistic formation prior to his departure for Italy. Despite the dynamic composition so characteristic of the
Italian High Baroque, there are also close parallels with a work with the same theme which Abraham Janssen painted about 1616/17 for St Paul's
Church, Antwerp (fig. 7).[25] The similarity even extends to details like the position of the Child. The "sculptural" treatment of Jesus, St Joseph and
the kneeling, elderly king demonstrate Schut's familiarity with Janssen's classicizing, Early Baroque style, which exhibits the same strong
plasticity.[26] This does not, of course, imply that Schut must have been Janssen's pupil, but the latter's Italianizing Classicism clearly made a
strong impression on the younger artist, in marked contrast to Rubens' style, which seems to have had no noticeable effect on him before his return
from Italy. It may well be that Janssen's work made Schut susceptible to the typical monumentality of Italian painting. We should not forget that
Janssen taught two of the most remarkable Italianate painters in Antwerp of Schut's generation: Gerard Seghers and Theodoor Rombouts.[27]
Since the Adoration of the Magi (fig. 2) is, as far as I know, the only work from Schut's Italian period in which the influence of an older Antwerp
master is so conspicuous, I am inclined to regard the painting and its pendant as the earliest of his surviving works.

8. C. Schut, Water. Canvas, 240 x 329 cm. Florence, Gallerie Statali

9. C. Schut, Fire. Canvas, 240 x 329 cm. Florence, Gallerie Statali
We have known about Schut's sojourn and activities in Florence since 1983, when Angelica Frezza proved that in 1628 Schut painted cartoons for
the Arazzeria Medicea, the tapestry manufactory of Ferdinando II de' Medici, Grand Duke of Tuscany. Frezza also discovered the mention of a
Scipio Africanus and a Justitia by Schut.[28] The drawings by his hand which passed from the grand-ducal collection into the Gabinetto dei Disegni
e Stampe in the Uffizi may also be remnants of the Flemish artist's Florentine sojourn. Among them are a number of designs for Vulcan's Forge, the
fresco that he executed for Pietro Pescatore, so he must have taken them to Florence from Rome. It is not clear whether his other drawings in the
Uffizi are related to work carried out in either city.[29]
It seems likely that Schut's large paintings of the four elements now in public collections in Florence were made during his stay in that city (figs. 8,
9).[30] They too can be traced back to the Medici's collection. In view of their large dimensions, it seems unlikely that he also brought these
paintings from Rome to Florence, as he did the drawings, and it is quite possible that they were commissioned by the Florentine court. I wonder if
these pictures are not in fact cartoons, painted by Schut in 1628 for the Florentine tapestry manufactory. Compared to the other paintings by Schut
discussed in this article, these four make a remarkably flat impression. The plastic, evocative rendering of bodies in motion is missing now, and
seems to have been replaced by emphatic outlines filled in with paint, thus forming decorative motifs. Such a technique is fit for tapestry cartoons,
which are by nature flat and decorative.

10. C. Schut, Earth and Water. Copper, 31 x 43 cm. Dayton, Art Institute

11. C. Schut, The Martyrdom of St George. Canvas, 373 x 292 cm. Antwerp, Koninklijk Museum voor Schone Kunsten

12. F. Barocci, The Martyrdom of St Vitalis. Canvas, 392 x 269 cm. Milan, Brera
An even stronger indication that The Four Elements are cartoons for tapestries is the fact that the figures are left-handed, i.e. mirror images of the
intended composition. In the depiction of Water (fig. 8), Neptune and Amphitrite in their chariot are seated not on the heraldic left and right
respectively, as one would expect, but the reverse. Moreover, Neptune is holding his trident in his left hand, not in his right. In Vulcan's Forge,
representing Fire (which is a variant of the same scene in the Casino Pescatore),[31] the reversal is less striking (fig. 9), yet Cupid, in the left
background, draws his bow not with his customary right hand, but with his left. The two remaining cartoons, representing Air and Earth, contain no
compositional elements indicating whether they were conceived with reversal in mind.

13. C. Schut, The Assumption of the Virgin. Large ceiling, on canvas. Antwerp, Cathedral
Painting cartoons on canvas was not unusual. Nora de Poorter has explained that patrons may very well have insisted on cartoons that could be
preserved as paintings.[32] Schut himself, after his return to Antwerp, painted cartoons for the well-known Seven Liberal Arts on canvas.[33 ]
Unfortunately, we do not know whether the tapestries for which the Florentine cartoons were intended were ever woven, since no corresponding
tapestries have yet been discovered.
When we survey all these paintings produced by Schut in Italy, we notice a stylistic consistency which is different from that of his later Antwerp
oeuvre. Crowded foregrounds and the use of strong, focused light, aimed at achieving a plastic, sculptural modeling of the figures are characteristic
of his "Italian" paintings. Affinity with the styles of both Caravaggio and Abraham Janssen is also noticeable. What is equally remarkable about
these works is their dynamism, emanating from the nervous postures and expressions of the figures, from the playful putti seen from below, and
from the artist's predilection for foreshortening. I have pointed out that the latter feature fits in with the nascent Italian High Baroque. This all
demonstrates how skilfully Schut anticipated the changing artistic mood, which may help to explain why his work did not go unnoticed there.

14. C. Schut, Vulcan's Forge. Large fresco. Frascati, Casino Pescatore
The High Baroque style to which Schut successfully adapted in Rome was to have a lasting impact on him. The same raccourcis, the same
variation in postures and movements also inform his subsequent output, but in contrast to his Italian work, he later, in Antwerp, aimed for spatially
much more complex compositions and no longer packed all his numerous figures into the foreground. His colors gradually became more subtle and
his light softer. This evolution is best demonstrated by comparing his Vulcan's Forge of 1627 with the picture of the same subject in Munich,[34] or
The Four Elements in Florence (figs. 8, 9) with his later interpretation of the theme in Dayton (fig. 10).[35]

15. Guercino, The Burial and Assumption of St Petronilla. Canvas, 720 x 423 cm. Rome, Galleria Capitolina
Schut's High Baroque style must have inspired admiration in Antwerp. His ability to work in the style of monumental Italian ceiling decorations, with
their typical mouvementé, illusionistic character, was a skill possessed by few contemporary painters in Antwerp. Yet by the time Schut came back
to his native city, people had become receptive to the High Baroque, because Rubens's style had evolved in that direction since 1620.[36] After his
return from Italy in 1627, Van Dyck painted in a similar manner.[37] Both their nervous vividness and lively play of gradated colors indicate that the
Antwerp public now preferred these features to the static Classicism of the first quarter of the century. After 1628 or thereabouts, Jordaens too
began moving in this direction, and it has been noticed that the influence of Federico Barocci played a part in this transition.[38] Schut's Antwerp
work from ca. 1630 onward (or possibly somewhat earlier) also looks "Baroccesque" in its spatial effects, its unstable and emotive poses, and in
its flashing lighting effects. His well-known Martyrdom of St George of 1643 (fig. 11) seems very akin to works like Barocci's Martyrdom of St Vitalis
(fig. 12), which soon became famous through copies and engravings.[39] In 1645-1647 Schut was commissioned to paint an Assumption of the
Virgin (fig. 13) on the flat ceiling of the crossing of Antwerp Cathedral. From below we see the scene set in billowing clouds and accompanied by a
host of little angels, completely in the spirit of Lanfranco. This commission, above all others, shows how highly Schut's very personal version of the
Roman High Baroque was esteemed in his native city.
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Before Rembrandt's "Shadow" Fell: Lievens, Van Dyck and Rubens: Some
Reconsiderations
by J. Douglas Stewart
At present it is believed that Jan Lievens first came into contact with Anthony van Dyck while both were in England, about 1632-1634. It is then that
the Fleming is thought to have painted the Dutchman. That original portrait has vanished, but its appearance is known from the engraving by Lucas
Vorsterman, one of the prints of the so-called Iconography (fig. 1).[1]
However, stylistic analysis of this portrait of Lievens shows that it is not a Van Dyck design of the early 1630s. Van Dyck's style for that period is
perhaps epitomized (certainly for the portrayal of young males) by a three-quarter length portrait of 1632, the Philip, Lord Wharton in Washington
(fig. 2).[2] The pose is easy and relaxed, and there is a subtle manipulation of the drapery and other forms to suggest amplitude of volume and

space without any disruption of the strong sense of surface design. These latter qualities are also found in less formal, more animated portraits of
the early 1630s, such as the François Langlois in the Cowdray Collection, of ca. 1634.[3] But these are not the stylistic characteristics of the Jan
Lievens.
To find formal parallels in Van Dyck's work for the Lievens one must go back to the first Flemish and English periods, i.e. ca. 1618-1621, to
pictures such as the St Matthew (formerly at Althorp; now in a Swiss private collection).[4] Even closer in form and expression is Van Dyck's Selfportrait in New York of ca. 1620-1621 (fig. 3).[5] In the latter one sees the same disheveled hair, tilted head, and a similar gesture of the right hand
as in the Lievens. Both works have animated silhouettes which exercise a sometimes uneasy domination over the volumes, so that some areas of
drapery seem modeled naturally, while others are unnaturally flat.
Despite a certain clumsiness, and even tension, the effect of the poses of both the New York Van Dyck Self-portrait and the Jan Lievens is one of
informal spontaneity and immediacy. They are both "speaking" portraits, and both may contain considerable meaning concerning the artist and his
view of himself.
In a 1982 paper entitled The Hand of Rubens, John Rupert Martin noted that Rubens (unlike many earlier northern artists, and some later ones like
Rembrandt) never painted himself "as a working artist," with the tools of his trade. As Martin observed, this was "doubtless to be connected with the
lingering prejudice against painting as a mechanical art practiced by craftsmen. ... Van Dyck, who was no less conscious than Rubens of the
stigma of handicraft, found a way of giving prominence to the hand of the artist without alluding directly to manual labor. In his portrait of Rubens,
engraved by Pontius for the ... Iconography, the master places one hand on his breast."[6]

1. Anthony van Dyck, Portrait of Jan Lievens, signed "Ant. van Dyck pinxit./ Vosterman [sic] sculp." Engraving, 24.2 x 15.8 cm. Haarlem, Teyler
Museum
Four years later, in his review of Walter Liedtke's Flemish Paintings in the Metropolitan Museum, Charles Scribner III developed this idea, with
reference to the Van Dyck Self-portrait in New York: "The absence of a painter's 'tools of the trade' notwithstanding, Van Dyck's Self-portrait does
contain a central reference to his profession by emphasizing the artist's hand (which is surely not intended to be 'mistaken for a greeting'). Van
Dyck offers a poetic - indeed almost theological - image of the artist - as creator. It is precisely this concept that he later introduced into his portrait
of Rubens for the Iconography, again with pronounced emphasis on the hand of the painter, a detail that owes more to Van Dyck's own Self-portrait
than to any prototype by Rubens."[7]
I would suggest that the prominent hand in the Jan Lievens may convey similar notions of the artist as creator. In addition, the presence of a book at
the left is perhaps an allusion to the idea of the "learned" painter.

2. Anthony van Dyck, Philip, Lord Wharton; inscribed: "Philip Lord Wharton/1632 about y[e] age/ of 19./p. S[r] Ant: vandike". Canvas, 133 x 106
cm. Washington, National Gallery of Art, Andrew W. Mellon Collection

3. Anthony van Dyck, Self Portrait. Canvas, 119.7 x 87.9 cm. New York, Metropolitan Museum of Art

4. Jan Lievens, Head of a Bearded Man (after Rubens), inscribed at upper right: "I.L."; at lower right (by another hand): "J. Livens". Pen and ink
and brown wash, 16 x 13.3 cm. Sale London (Sotheby's), 10 October 1974, no. 361. Photo courtesy of Sotheby's.

5. Peter Paul Rubens, Head of a Bearded Man. Panel, 65.7 x 49.7 cm. The Prince of Liechtenstein, Vaduz Castle
If the Jan Lievens does indeed date from ca. 1620 -1621, where was it painted? Since there is not the slightest indication that Van Dyck visited
Leiden during his first Flemish period, it would seem probable that Lievens sat to him in Antwerp. At first this may seem too radical a notion, but on
the basis of the biographical knowledge which we have of Lievens, it is quite possible. He was born in Leiden on 24 October 1607, according to
his biographer Jan Jansz. Orlers, who also says that Lievens became a pupil of Joris van Schooten of Leiden when about eight. He stayed with his
first master only two years, and then, at the age of ten, according to Orlers, young Lievens was sent by his father to Amsterdam to study with Pieter
Lastman. He remained there for two years, after which he returned to Leiden, i.e. ca. 1619-1620.[8]
Although Orlers had no knowledge of it (or did not think it worth mentioning) it would have been quite logical if, having sent young Lievens to study
from Leiden to Amsterdam, his father had then sent him to Antwerp, where the greatest master of the southern Netherlands, Rubens, had been
achieving international fame since his return from Italy in 1608.[9] Such a journey might easily have taken place ca. 1620-1621, when the young
Lievens was 13-14, an age which is quite compatible with his appearance in Van Dyck's portrait. Indeed the slight "gawkiness" of the pose,
including the over-large hand (in comparison with the small face), strongly suggests adolescence.
In 1620-1621 the Twelve-Years' Truce was in its last years, which would have facilitated a trip from the northern to the southern Netherlands. Also,
Lievens's father might have even suggested that the boy combine a trip to Antwerp with a visit to Ghent, the town from which the father had actually
emigrated.[10 ] And while visiting the Antwerp studios, would it be surprising if the Leiden boy-prodigy painter, whose exploits had attracted much

attention, were painted by Van Dyck, himself a former boy prodigy?

6. Jan Lievens, A Man Singing. Panel, 90.2 x 76.2 cm. Milwaukee, Dr and Mrs Alfred Bader Collection
There is some further pictorial evidence which may point to an early visit to Antwerp by Jan Lievens. In 1974 a Lievens drawing of a bearded man
appeared at Sotheby's (fig. 4).[11 ] What has not been noticed is that the drawing is in fact a copy after a study by Rubens of a man'.s head in the
Liechtenstein Collection (fig. 5). The Rubens has been dated by Held to ca. 1616-1618, although Baumstark has argued, on the basis of technique,
that it is several years earlier.[12] Presumably this sort of picture would not, under normal circumstances, leave Rubens's studio, being kept there
as part of the working apparatus. However, it might easily have been seen in the studio by a visitor.
If the arguments presented above are accepted, considerable consequences for our assessment of Lievens's chronology may follow. There are a
number of half-length compositions signed by Lievens, or reasonably attributed to him, which have powerful Rubensian forms, which at present are
generally dated to around 1625.[13] A good example is a picture of a man singing, in the collection of Dr and Mrs Alfred Bader, Milwaukee (fig.
6).[14] The Bader picture is altogether a very Rubensian performance. It employs the white ground, of which Rubens was so fond, over which (in the
background) is light-brown overpaint, and then light grey hatched over it. There is a lot of dragged impasto, in the pink surcoat for example, and in
the edge of the right hand. But it is the figure itself which, despite its Dutch "particularism," seems so Rubensian in its grandeur and bravura.
If Jan Lievens "saw Rubens plain" about 1620-1621, perhaps the Bader Man Singing and some of the other "Rubensian" half-length pictures by
Lievens may date from the very early 1620s. Thus they may have been painted before Lievens, probably in the mid-1620s, began, to use the
phrase first employed by Ludwig Münz, to fall under "Rembrandt's shadow."[15]

Notes
1. See exhib. cat. Jan Lievens: ein Maler im Schatten Rembrandts, Herzog Anton Ulrich-Museum, Braunschweig 1979, no. U12, p. 248. It is stated
in F.W.H. Hollstein, Dutch and Flemish Etchings, Engravings and Woodcuts, Amsterdam 1949-, vol. 6, Amsterdam 1951, p. 128, that there is a
drawing for the engraving in the Teyler Museum. Apparently this is a mistake. (I am grateful to M. Sieswerda of the Teyler Museum for answering my
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2. See European Paintings: an Illustrated Summary Catalogue, Washington (National Gallery of Art) 1975, p. 118; G. Glück, Van Dyck, Stuttgart
1931, p. 397 (when at Leningrad).
3. See Oliver Millar, exhib. cat. Van Dyck in England, London (National Portrait Gallery) 1982, no. 10.
4. See exhib. cat. Art, Commerce, Scholarship: a Window onto the Art World: Colnaghi 1760 to 1984, London (Colnaghi) 1984, no. 41.
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6. Papers Presented at the International Rubens Symposium, 14-16 April 1982, The Ringling Museum of Art Journal 1983, p. 117.
7. The Burlington Magazine 128 (1986), p. 515.
8. The earliest published biography of Lievens is in J.J. Orlers, Beschrijvinge der Stadt Leyden, Leiden 1641, pp. 375-377. I have relied on the
English translation in Gary Schwartz, Rembrandt: His Life, His Paintings, New York 1985, p. 79.
9. For Rubens's fame in the northern Netherlands, see J.G. van Gelder, "Rubens in Holland in de zeventiende eeuw," Nederlands Kunsthistorisch
Jaarboek 3 (1950-1951), pp. 103-150.
10. See H. Schneider, Jan Lievens: sein Leben und seine Werke, mit einem Supplement von R. E. O. Ekkart, Amsterdam 1973[2] , p. 1. I am
indebted to Dr David McTavish for drawing my attention to the fact that Lieven Hendricx was born in Ghent.
11. Sotheby's, London, 10 October 1974, no. 361, as "in the manner of Lievens." The drawing is inscribed I.L., probably by the artist himself,
according to Werner Sumowski, who believes the drawing to be autograph, and dates it ca. 1627/28; see W. Sumowski, Drawings of the

Rembrandt School, ed. and transl. by W.L. Strauss, vol. 7, New York 1983, no. 1638x pp. 3652-3653. I have not been able to inspect the original
drawing. However, if one accepts my arguments it follows that the sheet should be re-dated to the time of Lievens's Antwerp visit, i.e. ca. 16201621.
12. See J. Held, The Oil Sketches of Peter Paul Rubens: a Critical Catalogue, vol. 1, Princeton 1980, no. 445; exhib. cat. Liechtenstein: the
Princely Collections, Metropolitan Museum of Art, New York 1985, no. 203.
13. The Four Elements, exhib. cat. Braunschweig 1979, cit. (note 1), nos. 2-5; The Four Evangelists, ibid., nos. 10-13.
14. See D. McTavish, Pictures from the Age of Rembrandt: Selections from the Personal Collection of Dr and Mrs Alfred Bader, Kingston (Agnes
Etherington Art Centre, Queen's University) 1984, no. 6. (with earlier provenance and literature cited on p. 79); Werner Sumowski, Gemälde der
Rembrandt-Schüler, vol. 3, Landau 1983, no. 1224, (ill. in color).
15. See exhib. cat. Braunschweig 1979, cit. (note 1), p. 13. A related problem is that of the identity of Lievens's self-portraits. I have only seen the
one in the National Gallery in London (ibid., no. 33), where the sitter appears to be a great deal older than in Van Dyck's portrait.
16. The idea that Rembrandt and Lievens shared a studio is now very much doubted; see J. Bruyn et al., A Corpus of Rembrandt Paintings vol. 1,
The Hague 1982, p. 453. The major support for the idea of Rembrandt and Lievens sharing a studio was an apparently "jointly signed" painting in
the Rijksmuseum, Amsterdam, which "probably has nothing to do with Rembrandt or Lievens." Bruyn et al., pp. 453-454 also note that several of
Lievens's works, such as the Warsaw Young Man Blowing on a Torch and Young Man Blowing on a Coal (exhib. cat. cit. Braunschweig 1979 (note
1), nos. 6 and 7), which are usually dated ca. 1628/29 on the grounds of supposed Rembrandt influence, instead "display a purely Utrecht character
in both subject-matter and treatment," and hence may date from as early as "ca. 1623."

Jan Davidsz. de Heem's Birthplace and Family
by Marten Jan Bok
Fred Meijer's interesting article on the early work of Jan Davidsz. de Heem in Hoogsteder-Naumann Mercury 7 quotes me as having informed him
that "according to recent archival research, it is possible that Jan Davidsz. de Heem was born in Antwerp, not Utrecht."[1] This turns out to be
incorrect, however, and I would like to offer my apologies for the error. It now transpires that De Heem was indeed born in Utrecht after all.
The mistake stems from my misinterpretation of a document of 7 February 1625, which was referred to in the notes of the late archivist, G.
Brinkhuis, and which can be found in the archive of the Utrecht orphanage board:[2]
Marten Jansz. van Antwerpen, als momber over
Jan Davidtsz. van Antwerpen, dwelcke, soo hy
verclaerden, Paesschen eerstcomende out sall
werden negentien jaeren, seyde dat denselven
es een schilder syns hantwercx ende van
meninge naer Italiën te reijsen, daertoe soo ter
cledinge, reyscosten als andersins hy gelt van
doene sall hebben, ende dat den selven
competeert hondert vyftich gl. hooftsoms op de
huyse onlanx by Michiel Sem by decrete gecoft,
gelegen by de Vischmerct, dwelcke hij geerne
aff... [word illegible] ende daer toe employeren
soude. Ende es hem daer op geseijt dat de
heeren daer toe haren advijs vooralsnoch niet
verleenen cunnen.

Marten Jansz. van Antwerpen, as the guardian of
Jan Davidtsz. van Antwerpen, who, according to
him, will be 19 years old this Easter, said that the
latter is a painter by profession and that he
intends to travel to Italy, for which purpose he
would need money for clothing, the journey and
other matters, and that since the same was
entitled to 150 guilders from the purchase price
of a house at the Fish Market, recently sold
under a bankruptcy order and bought by Michiel
Sem, which he would like to ... [word illegible] and
use for that purpose. And he was subsequently
informed that the administrators are unable as
yet to consent.[3]

A 19-year-old painter called Jan Davidtsz., born in the spring of 1606, could surely be none other than Jan Davidsz. de Heem.[4] Brinkhuis, who
was very well informed on Utrecht painters, had accordingly penciled in his summary of the document: "de Heem?". It seemed perfectly reasonable
to assume that the words "van Antwerpen" were not the young man's surname, but a reference to his place of origin.
Nevertheless, after the publication of Meijer's article, I once again investigated the matter and soon discovered a set of parents for the person
referred to in the document of 1625. On 21 July 1603, the betrothal was announced before the Reformed congregation in Utrecht, of: "David
Janssoon van Antwerpen, widower of Magdalena Roelands, [and] Hillegond Theunis, widow of Cornelis Evertssoon van Leyden. "[5] That these
were the parents of the young painter mentioned in the document in question is apparent from a deed of 20 April 1615,[6] which refers to the
mother, her third husband, binder and bookseller Jan Jacobsz. Coornhert, and the children of each of her three marriages. The guardian of "Jan
Davidsz. van Antwerpen" and his sisters, Margriet and Heijltgen, was the aforementioned Marten Jansz. van Antwerpen, while the latter's brother,
Marcelis Jansz. van Antwerpen, "wonende tot Gorcum" (residing at Gorinchem), was their second paternal guardian. The guardian on the maternal
side, besides Hillegond Anthonisdr. herself, was Peter Nanninx, "wonende buijten Leijden" (residing outside Leiden).

1. Anonymous sculptor. Wall tablet representing a Bible, from the house at no. 18, Fish Market (Vismarkt), Utrecht. Sandstone, 51 x 51 cm. The
inscription reads "IN DEN HOCHDEUSCHE VERGULDE BIBEL 1615". Utrecht, Centraal Museum
"Van Antwerpen" was therefore the name used by the painter's father and uncles. The plot thickens when we learn that his grandfather, who is
recorded in Utrecht in 1594, was called "Jan Martensz. van den Bosch,"[7] and we can only conclude that the family did not as yet consistently use
the same surname. It is possible that Jan Martensz. van den Bosch moved to Utrecht from Antwerp, and that for that reason his sons called
themselves Van Antwerpen.[8] However, it seems highly unlikely that Jan Davidsz. de Heem was born in Antwerp, as I suggested to Meijer, since
his year of birth was 1606, which was after his parents' marriage in Utrecht in 1603. The following new facts have come to light concerning Jan
Davidsz. de Heem's background and youth. His grandfather was a pin-maker,[9] as were two of his uncles.[10 ] I found only one archive entry which
mentions the occupation of David Jansz. van Antwerpen, the painter's father, and unfortunately that document, dating from 1610, is partially
damaged, but I believe it is possible to decipher the word "spe[elm] an", or musician.[11] The same document informs us that he was living at the
Fish Market at the time, at the foot of the Domkerk tower in the heart of Utrecht. This is where his children, including the future artist, spent their early
years.
In 1611, David Jansz. van Antwerpen bought a large chapter-house on the Domkerkhof, the rear entrance of which was adjacent to his house on the
Fish Market.[12] He died shortly afterwards, before June 1612.[13]
His wife remarried in January 1613, her third husband being the aforementioned bookbinder Johan Jacobsz. Coornhert,[14] who was born in the
German town of Worms. In 1615 he bought yet another house on the Utrecht Fish Market.[15] Its north side was adjacent to the earlier house, and
its rear to the chapter-house on Domkerkhof. Coornhert had the house completely renovated and added a wall tablet with the inscription "IN DEN
HOCHDEUSCHE VERGULDE BIBEL 1615" (The Gilt German Bible) (fig. 1).[16] He rented the house on Domkerkhof to a Protestant refugee from
Germany, the nobleman Frederik van Schurman,[17 ] the father of the Utrecht femina universalis, Anna Maria van Schurman, who was born in 1607
and was therefore Jan Davidsz. de Heem's contemporary.
So far I have been unable to find any documents indicating who might have been Jan Davidsz. de Heem's teacher. It was obviously not his father,
since he died when Jan was only about six years old. The painter "David I de Heem, father of Jan Davidsz." must have been a figment of
Houbraken's imagination, the result of misreading a sentence in Cornelis de Bie, and must be banished to the realms of fiction, for he never
existed.[18] Meijer has already attributed the majority of the works hitherto given to him to David Cornelisz. de Heem, who was born in Antwerp in
1663 and is last recorded in London in 1718.[19]
The document cited at the beginning of this article further informs us that in 1625 De Heem wanted to travel to Italy to complete his education.
However, it seems unlikely that he actually went there, since the document also indicates that the administrators of the orphanage board rejected a
request submitted by De Heem's stepfather and guardian for permission to disburse funds for the journey. Their refusal is perhaps understandable,
as Johan Coornhert was apparently struggling to make ends meet. In 1623 he had been obliged to sell the house on Domkerkhof,[20] while on 18
January 1625, a group of aldermen, accompanied by an auctioneer, appeared at the Fish Market to sell the "Hochdeusche Vergulde Bibel" at the
request of one of Coornhert's creditors.[21] The administrators evidently considered it to be in the best interests of the 18-year-old Jan Davidsz.
that his share of his father's estate remain intact until he attained his majority, since the inheritance from his mother - assuming that she and
Coornhert were married in community of property - would in any case have dwindled as a result of Coornhert's financial difficulties. The
consequence of the administrators' decision, which came three weeks after the sale of the "Hochdeusche Vergulde Bibel", was that Coornhert did
have no say over Jan Davidsz.'s patrimony.
Coornhert himself must have decided that he had no future in Utrecht. We have already learned that Jan Davidsz. de Heem's mother came from
Leiden and that one of his guardians lived there. Moreover, Coornhert, who was born in Worms, had also lived in Leiden before marrying De
Heem's mother.[22] And it was to Leiden that the whole family, including the young painter Jan Davidsz., moved in the spring of 1625. On 27 June
1625, "Hillegont Theunisdochter, wife of Jan Jacobsz. Coornhert of Utrecht" was "accepted as a burgher of this city" (Leiden).[23]

2. Jan Davidsz. de Heem, signed and dated 1626. Panel, 34 x 68.5 cm. Sale Fabricius, Berlin 1906, and sale Weinmüller, Munich 1954
It is very unlikely that Jan Davidsz. de Heem went to Italy after all, for there is no archival or stylistic evidence to suggest that he did. So we may
assume that he moved with his family to Leiden in the spring of 1625. In view of the above, he apparently did not do so for the sake of his art. In
Leiden, shortly before Christmas 1626, he married a young woman from Utrecht, Aletta van Weede.[24] The couple's banns were published in
Utrecht on the preceding 11 November 1626,[25] and it is in this document that the painter first uses the name "De Heem". The earliest paintings
bearing this signature date from the same year (fig. 2).[26] The origin of the name remains a mystery, but we can nevertheless conclude that it has
to be associated with De Heem's second period: his Leiden years.[27] At the start of his career, while still "een schilder syns hantwercx" (a painter
by profession) in Utrecht, he was using the name "Van Antwerpen," but no paintings from that period are known.
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Translated from the Dutch by Yvette Rosenberg.
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Pieter van Laer, Benjamin Cuyp, Gerard Douffet and Karel Dujardin in Utrecht
by Paul Huys Janssen
A study of the wealth of material preserved in the Utrecht Municipal Archives has brought to light evidence of the presence in the city of several
painters who were hitherto not known to have been there. The following paragraphs add further snippets of information to the biographies of the
artists in question.
On 18 August 1640, "Sr Pieter van Laer, woonachtich tot Haerlem" (Sr Pieter van Laer, residing at Haarlem) appeared before the Utrecht notary,
Henrick Ruysch.[1] The painter declared that he was owed money by the heirs of one Steven Huyberts of Culemborg, and accordingly authorized
"Antonis Goverts, procureur voor de Edele Gerechte van Cuylenburg" (Antonis Goverts, attorney at the Court of Justice in Culemborg) to recover
the debt on his behalf. Unfortunately, there is no mention of the reason for the debt, nor is anything known about the outcome. A deed of this nature,
which was common in the seventeenth century, could equally well have been drawn up in Haarlem, Pieter van Laer's place of residence. He can
therefore be assumed to have spent some time in Utrecht, certainly long enough to make it worth his while having the deed drawn up by a notary
there, rather than wait until he returned to Haarlem. This suggests that there may well be some truth in Cornelis de Bie's comment in the Gulden
Cabinet of 1661, in which Pieter van Laer is described as a "schilder van Vuytrecht" [painter from Utrecht] .[2]
The painter Benjamin Cuyp came from Dordrecht, but it has been established that he did not spend all his life there. In 1643 he was living in The
Hague and there is also evidence to suggest that he was in Wijk bij Duurstede, near Utrecht,[3] where no fewer than seventeen paintings by him
were sold in a "lotery" organized by the Utrecht painter Jan de Bont in 1649. In view of the fact that the lottery awarded mainly works by Utrecht
painters, and that the latter city would have appealed more to an artist than provincial Wijk bij Duurstede, it is reasonable to assume that Benjamin
Cuyp lived in Utrecht too. Evidence now supports this hypothesis: a document drawn up in Utrecht on 29 July 1645 by the notary Gerrit van Waey
bears the signature of "Benjamin Cuyp, schilder" (Benjamin Cuyp, painter) as a witness.[4]
The following case is more surprising. On 15 March 1650, the Liège painter Gerard Douffet and his wife Catherine d'Orbespine appeared before
the Utrecht notary Henrick Ruysch.[5] Two years previously, in 1648, Douffet had been exiled from his home town following a political dispute, and
only in 1651 was he recorded as being back in Liège.[6] His whereabouts during the intervening two years had always been a mystery, although he
was rumored to have been in Paris or Rome.[7] The document of 1650 reveals that he and his wife were actually in Utrecht. The contents imply that
their return to Liège was imminent, since they were arranging for a loan of 30 guilders, with their house in Liège as collateral.[8] It turns out that
Douffet also practiced his profession in Utrecht. In 1649 he made a portrait of the university professor Cypriaen Regnier van Oosterga (16141687), which has been preserved in an engraving by Steven van Lamsweerde (fig. 1).[9]

1. After G. Douffet, Portrait of Cypriaen Regnier van Oosterga, signed "G. Douffet pinxit S. van Lamsweerde sculptur H Rinckenraet ex 1659".
Engraving, 31.7 x 21.5 cm. Utrecht, Municipal Archives
On 24 March 1675, "Johan Reynst, heere van Draeckesteyn en Vuyrs" (Joan Reynst, Lord of Draeckesteyn and Vuyrs) visited the Utrecht notary
Gijsbert van Toll to arrange for the winding up of the estate of his father, Gerard Reynst.[10] In the same year, Joan Reynst was to leave for Italy,
accompanied by the painter Karel Dujardin. The two men were close friends, and Dujardin immortalized his companion in a portrait (fig. 2).[11]
Dujardin also witnessed the document in question. That Joan Reynst went to a notary in Utrecht rather than in Amsterdam, his place of residence,
may be explained by the fact that Draeckesteyn House, his country mansion, is much closer to Utrecht than to Amsterdam. Karel Dujardin travelled
extensively in 1675. He was in Utrecht in March, in Rome some months later,[12] and in Tangier in North Africa in October.[13]

2. Karel Dujardin, Joan Reynst, signed. Canvas, 131 x 106 cm. Amsterdam, Rijksmuseum
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Translated from the Dutch by Yvette Rosenberg
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The Portraits of "The Vrijdags van Vollenhoven Family" by Jan Anthonisz. van Ravesteyn
by Rudolf E.O. Ekkart
Two impressive portraits by the Hague painter Jan Anthonisz. van Ravesteyn were shown at the Delft Antique Fair in 1988. The lifesize threequarter-length portraits are of a man and a woman who, judging by their pose and clothing, were fairly well-to-do (figs. 1, 2). The male portrait bears
the artist's monogram, the year 1623 and the age 51, while that of the woman is fully signed and dated 1620, but does not give her age.[1] Although
our search for the identity of the two sitters has not yet been successful, it has uncovered a substantial amount of data which would seem to merit
publication. Moreover, our investigations have now reached an impasse, and the announcement of what is known so far may help to bring new
information to light.
Despite the fact that the two portraits are of the same size - an unusually large one in Jan van Ravesteyn's oeuvre - and that the sitters are of similar
age and high social standing, a closer look raises doubts as to whether the paintings are indeed pendants, as has hitherto been assumed. The
discrepancy of three years between them is not in itself evidence to the contrary, since such differences between pendants are not uncommon. Far
more significant, however, is the fact that the two canvases do not correspond compositionally.
Nevertheless, the portraits have evidently been together for a considerable time. They were auctioned in Paris in 1960 as portraits of an unknown
man and woman,[2] and their history can be traced further back without too much difficulty, although there is a gap of 85 years that cannot yet be
accounted for. It can be demonstrated that the paintings were auctioned in Paris in 1875 as part of the Prince Paul Galitzin Collection.[3] The sale
catalogue refers to engravings that Charles Waltner produced in the same year for the journal L'Art, and these make it clear that the paintings were
indeed the two portraits from 1620 and 1623 under discussion here.[4 ] Surprisingly, the sitters are identified, both on the prints and in the auction
catalogue, as "Monsieur et Madame Vrijdags van Vollenhoven." The portraits are referred to by that name in several later publications too. M.W.R.
van Vollenhoven's scantily documented genealogical study, Het geslacht van Vollenhoven of 1917,[5] contains reproductions after the engravings,
with captions erroneously stating that the two portraits were at the museum in Lille. This book also contains reproductions of two other pictures by
Jan Anthonisz. van Ravesteyn, of a younger man and woman, who in this case are correctly said to be in the Lille museum (figs. 3, 4).[6] They too
are identified as "Vrijdags van Vollenhoven," and the museum's publications still gives them this name.[7] Yet Van Vollenhoven's book offers no
information about these four people, nor does it give any proof of the existence of a Vrijdags van Vollenhoven branch of the family. This is not
surprising, as further research reveals that there probably never was a family with this double-barrelled name. The names attached to Van
Ravesteyn's four portraits should therefore be regarded as fictitious.

1. J. van Ravesteyn, Portrait of a Man, dated, inscribed and monogrammed "An° 1623 Aetatis 51 JVR: fecit". Canvas, 130 x 101 cm. The
Hague, Gallery Hoogsteder B.V.

2. J. van Ravesteyn, Portrait of a Woman, signed and dated "An° 1620 JVRavesteyn fec". Canvas, 132 x 101.5 cm. The Hague, Gallery
Hoogsteder B.V.

3. J. van Ravesteyn, Portrait of a Man. Canvas, 133 x 101 cm. Lille, Musée des Beaux-Arts

4. J. van Ravesteyn, Portrait of a Woman, signed and dated lower left: "Ravesteyn fe Anno 1620". Canvas, 131 x 103 cm. Lille, Musée des
Beaux-Arts
Nevertheless, the two paintings in Lille (which fit together very well) are of the same unusually large format as the portraits of 1620 and 1623, and
resemble them in many other respects as well (figs. 3, 4). The picture of the woman in Lille is signed and dated 1620, while that of the man can be
dated in or around the same year.[8] These similarities, and the fact that the paintings are known by the same name, offer sufficient reason to
suppose that the four paintings once belonged together.
Our next step was to do further research on the provenance of the four portraits. Nothing is known about the way in which Prince Paul Galitzin came
into possession of his two paintings (figs. 1, 2), but the 1875 auction catalogue contains clues indicating that he acquired most of his collection in
the years immediately prior to the auction. The two pieces at the Lille Musée des Beaux-Arts, according to the museum, were acquired in 1868 with
the help of the Paris art dealer Léon Gauchez at the auction of the estate of the last descendant of the "Vrydag family."[9 ] However, we found no
trace of an auction of a Vrijdag Collection, and this line of inquiry therefore drew a blank as well. The only way to proceed at that stage was to scour
the formidable collection of auction excerpts at the Netherlands Institute for Art History (RKD) in The Hague in the hope of discovering a sale
catalogue listing at least two, and preferably four, portraits painted by Jan Anthonisz. van Ravesteyn of the unusual size of ca. 130 x 100
centimeters. Finally, I indeed came across an auction held in 1867 of the estate of J.F. van Vrijberghe listing not just four, but six portraits of that
size by Van Ravesteyn. They are described as follows.
70. Portret van een edelman in zwarte
kleeding, met geplooide kraag; kniestuk. h.
132, br. 1 el. Paneel.
(Voor f 175 gekocht door Roos voor Hopman)

70. Portrait of a nobleman dressed in
black, with pleated ruff; three-quarter
length; height 132, width 1 el. Panel.
(Bought by Roos for Hopman for Dfl. 175)

71. Een deftig vrouwenportret, in zwart zijden
kleeding met bont omzoomd, kniestuk. hoogte
en breedte als voren.
(Voor f 265 gekocht door Roos voor Hopman)

71. A distinguished portrait of a woman in
a black silk costume trimmed with fur,
three-quarter length. Height and width as
above.
(Bought by Roos for Hopman for Dfl. 265)

72. Een portret van een bevallige jonge dame
in zwart satijnen kleeding, prachtig geplooide
kraag, met gouden keten om de hals; aller
fraaist portret van den meester. hoogte en
breedte als voren.
(Voor f 300 gekocht door Roos voor Hopman)

72. Portrait of an attractive young lady in a
black satin costume, exquisitely pleated
ruff, with a gold chain around her neck;
very beautiful portrait by the master. Height
and width as above.
(Bought by Roos for Hopman for Dfl. 300)

73. Een Dames portret met rood satijnen
onderkleed en zwart satijnen overkleed met
goud geborduurd lijf, zij heeft een breed
geplooiden kanten kraag om den hals en een
met paarlen versierd hoofdtooisel. h.132, br. el
d. Doek.

73. Portrait of a lady in a red satin skirt
and black satin overgarment, the bodice
embroidered in gold; she has a wide,
pleated lace ruff around her neck and a
headdress trimmed with pearls. Height 132,
width el. d. Canvas.
(Bought by Roos for Hopman for Dfl. 370)

(Voor f 370 gekocht door Roos voor Hopman)

74. Portret van een edelman in zwart satijnen
kleeding, staande bij een tafel. hoogte en
breedte als voren.
(Voor f 225 gekocht door Roos voor Hopman)
75. Portret van een edelman, met kleine
geplooiden kraag. hoogte en breedte als
voren.
(Voor f 365 gekocht door Roos voor Hopman)

(Bought by Roos for Hopman for Dfl. 370)
74. Portrait of a nobleman dressed in
black satin, standing by a table. Height and
width as above.
(Bought by Roos for Hopman for Dfl. 225)

75. Portrait of a nobleman with small
pleated ruff. Height and width as above.
(Bought by Roos for Hopman for Dfl. 365

All six paintings are listed in the catalogue as by "J. van Ravenstein."[10] There is no mention of signatures or dates, and the dimensions given for
no. 73 are incomplete. It should also be noted that in 1867 the terms el and duim referred not to the old Dutch measurements but to meters and
centimeters. It seems questionable whether the mention of "panel" under no. 70 is correct. Should it not be "canvas?" If it was indeed panel, one
wonders whether the word refers just to this one piece, although the absence of any mention of a support in the two subsequent entries should
normally be taken to mean that they were also done on panel. The prices paid for the six portraits were among the highest at the auction, and the
Dfl. 1,700 that they fetched formed a large share of the total of Dfl. 4,290.21 for the 223 lots.[11] The person for whom the auctioneer Roos
purchased the portraits must have been Willem Anthonie Hopman (1828-1910), a restorer who occasionally also bought and sold art.[12] The
appearance of this rare series of paintings at an auction in 1867 and of four similar ones on the art market in 1868 and subsequent years, strongly
suggests that they were the same works and that two disappeared in the interim.
In 1867 or 1868 Hopman apparently sold at least two of them either directly or indirectly to the Paris art dealer Gauchez, who subsequently sold
them to the museum in Lille. The portraits which were in the Prince Paul Galitzin Collection several years later may likewise have been acquired
from Gauchez. Maybe all six paintings found their way to France through the same dealer. The two portraits in Lille (figs. 3, 4) are probably nos. 72
and 74 in the 1867 auction catalogue, while the 1620 portrait of an older woman is undoubtedly no. 71 and that of the older man from 1623
probably no. 75 (figs. 2, 1). The provenance of the four pieces from the Van Vrijberghe auction suggests that the appellation "Vrijdags van
Vollenhoven" was probably due to a corruption of the name, and the addition of "Van Vollenhoven" to fantasy.
The discovery that the four works by Jan van Ravesteyn (figs. 1-4) had been acquired at an auction of family portraits held in 1867 meant that we
could now study the vendor's family in the hope of establishing the identity of the sitters. So far, however, our efforts have been in vain. Numbers 7075 were in the first part of the auction, which, according to the catalogue, had belonged to Jonkheer J.F. van Vrijberghe van Westenschouwen of
Zierikzee. Although the wording of the text does not indicate unequivocally that these items were in fact Van Vrijberghe's, other evidence proves
almost conclusively that the Van Ravesteyns, as well as most of the other portraits in the auction, were indeed from his estate. Elsewhere the home
of the wealthy Johan François van Vrijberghe (1776-1845) is described as follows:
Op de breede bovengang hing een eenige serie familieportretten der Van
Vrijberghe's en Van Gelre's, beginnende met de 16e eeuw, waaronder ook
geestelijke personen uit den oudsten tijd werden aangetroffen. Na het overlijden
der weduwe kocht het Rijk het groote heerenhuis en vestigde er de
arrondissements-rechtsbank, welke 13 September 1867 hare zittingen aldaar
begon. Jammer, dat door de onverschilligheid der erfgenamen de
belangwekkende portretgalerij toen verkocht en verstrooid is geworden.

In the wide corridor upstairs was a beautiful series of family portraits of
the Van Vrijberghes and Van Gelres, starting in the sixteenth century,
which included clergymen from the earliest times. After the death of the
widow, the State purchased the large mansion to house the district court,
which held its inaugural session on 13 September 1867. Regrettably,
through the indifference of the heirs the interesting portrait gallery was
then sold and has been dispersed.[13]

The descriptions of most of the portraits in the auction catalogue are unfortunately too summary to enable us to identify or name them; only Van
Ravesteyn's six paintings, and two by Jan Verkolje,[14] are described in sufficient detail to give an impression of what they looked like, although
they do not mention any signatures and/or dates which might have appeared on them.
The quest for likely candidates among Jhr. J.F. van Vrijberghe's ancestors was thus guided by only a few clues. We had to look for three men and
three women whose relationship to one another was unknown; for an older woman and a younger one, both portrayed in 1620, and for a man aged
51 in 1623. We can also glean from the paintings that the sitters were wealthy and prominent citizens. Knowing who the painter had been was of
little help, since Jan Anthonisz. van Ravesteyn, who himself lived in The Hague, had a large clientele both there and in other parts of the country. The
people we are seeking may have had their portraits painted while visiting The Hague, one of the men perhaps having occupied an office at national
level.[15]

5. J. van Ravesteyn, Hugo de Groot at the Age of Sixteen, inscribed, signed and dated "Aeta. mea 16. Hugo de Groot. J. v. Ravesteijn Pinxit
An°. 1599". Panel, diameter 31 cm. Paris, Fondation Custodia, F. Lugt Collection

6. J. van Ravesteyn, Portrait of an Officer, monogrammed and dated "R.F. An 1611". Canvas, 118 x 97 cm. The Hague, Mauritshuis
A study of Van Vrijberghe's genealogy reveals that he had probably acquired his portrait collection from two different sources. As the only child to
reach adulthood, he would undoubtedly have inherited the estate of his father, Jan van Vrijberghe (1745-1789), which included 20 portraits,[16]
while he was later also the sole heir of his childless aunt, Cecilia van Vrijberghe (1740-1825), the widow of Pieter Paul van Gelre (1735-1810), the
last member of the Van Gelre family.[17] According to the table of quarterings, the ancestors of Jean François van Vrijberghe and Pieter Paul van
Gelre were mainly from Zeeland, and included a substantial number of prominent figures.[18] None of them, however, can be related with any
certainty to the people in the portraits, although it is quite feasible that at least one of the sitters was a direct ancestor of Van Vrijberghe or Van
Gelre, or that one of these families inherited the paintings in a way that is still unknown.[19] For the time being, the distinguished "Vrijdags van
Vollenhoven" remain anonymous.
Although Jan Anthonisz. van Ravesteyn (ca. 1572-1657) was one of the most important Northern Netherlandish portrait painters in the first half of
the seventeenth century, surprisingly little has been written about him.[20] He is mentioned in Delft on various occasions in 1597, and is therefore
widely assumed to have studied under Michiel van Mierevelt, who was several years his senior. This seems unlikely, however, as Van Ravesteyn's
early work shows little affinity with that of the Delft master, whose influence was only discernible later.

7. J. van Ravesteyn, Epitaph for Adriaen van Maeusyenbroeck and Anna Elant, signed and dated lower left: "Iohan van Ravesteyn. fec./1618".
Panel, 128 x 144.5 cm. Utrecht, Rijksmuseum Het Catharijneconvent
Nevertheless, he might have studied under another Delft painter. In 1598 he became a member of the Hague Guild of St. Luke, and remained in
that city until his death in 1657. His earliest known work is a lovely round portrait of the 16-year-old Hugo de Groot of 1599 (fig. 5; Paris, Fondation
Custodia, F. Lugt Collection). Few of his works from the following decade are known, although Van Mander had proclaimed him a competent
portraitist as early as 1604. Only after 1611 - the year in which he produced the first nine pieces in his series of officers' portraits - do we have a
complete record of his work. Twenty-five portraits from this series are now in the Mauritshuis in The Hague (fig. 6).[21] The majority of the series
dates from 1611 and 1612, although Van Ravesteyn continued to add to it until 1624. Its quality is variable: besides a number of outstanding
likenesses there are also works which should probably be regarded as studio products. They were presumably commissioned by Stadtholder
Maurits or by his younger brother Frederik Hendrik, who was himself portrayed by Van Ravesteyn in 1612 in a painting which corresponds closely
to the series of officers' portraits and, moreover, betrays Michiel van Mierevelt's powerful influence.[22] Van Ravesteyn's manner of painting is
generally less dry than Van Mierevelt's, and he is more inclined to flatter his models. His work in the years before 1640 includes scores of portraits
of dignitaries from The Hague and other towns, many of them husband-and-wife pendants. He also painted several group portraits of the Hague
civic guard.
Van Ravesteyn reached his prime in about 1615, when he produced a number of works of an exceptionally high standard, including the large group
portrait of 1618 showing the Hague magistrates receiving the officers of the civic guard, a painting remarkable for the ingenuity of its composition
and the vitality of the many figures it portrays (still in the The Hague townhall). To the same stage belong the painted epitaph for Adriaen van
Maeusyenbroeck and Anna Elant, also of 1618 (fig. 7), and the wonderfully original portrait of Pieter van Veen with his son and his secretary, which
was presumably painted a short time later.[23] Among the more distinguished individual portraits dating from this period are those of Count Floris II
van Pallandt and his wife of 1617 (figs. 8, 9),[24] and the four paintings discussed in this article of 1620-1623 (figs. 1-4). After about 1625-1630
Van Ravesteyn's work became rather more uniform, with fewer outstanding pieces, although his later oeuvre certainly includes a number of
excellent portraits.[25] He seems to have produced little if anything after 1641, and several later works generally attributed to him must have been
painted by his nephew Arnoldus van Ravesteyn, whose signature is difficult to distinguish from his uncle's.[26]

8. J. van Ravesteyn, Count Floris II van Pallandt, dated and inscribed "Anno 1617. Ravenstein". Canvas, 118 x 99 cm. Culemborg, Elisabeth
Weeshuis

9. J. van Ravesteyn, Catharina Countess Van den Bergh. Canvas, 118 x 99 cm. Culemborg, Elisabeth Weeshuis

10. Copies after J. van Ravesteyn. From left to right:
a. Nicolaes Cromhout, b. Abigaël Fagel, c. François Fagel, d. Maria Rosa. Each on canvas, 63 x 53 cm. The Hague, Netherlands Office for
Fine Arts

11. J. van Ravesteyn, Portrait of a Young Man, inscribed "AEt. 27". Panel, 115 x 86 cm. The Hague, Netherlands Office for Fine Arts, as by C.
van der Voort

12. J. van Ravesteyn, Portrait of a Young Woman, inscribed and dated "AET. 21.1623". Panel, 114.5 x 85 cm. The Hague, Netherlands Office
for Fine Arts, as by C. van der Voort
The portraits of the "Vrijdags van Vollenhoven" are distinguished by the powerful, self-assured poses assumed by the sitters, and the detailed
but nonetheless lively manner of painting. With apparent ease the artist has placed his models against an architectural background which, in
numerous variations, was a feature of much of his work around 1620. This is not to say that he strictly observed the rules of perspective, as we
can see from the different angles from which the tables are viewed. In the two men's portraits, incidentally, they are covered with almost identical
cloths.

13. J. van Ravesteyn, Portrait of a Young Woman. Canvas, 130 x 97 cm. Sale Vienna (Dorotheum), 13 March 1958, nr. 65, with ill., as by P.
Moreelse
The paintings examined in this article are remarkably similar to four portraits which have unfortunately only survived in reduced copies. They are of
Dr Nicolaes Cromhout (1561-1641) and his wife Abigaël Fagel (1567-1637) and her brother François Fagel (1585-1644) and his first wife Maria
Rosa (1595-1622) (figs. 10a-d).[27] According to inscriptions on the copies, the paintings were produced in 1622, the year in which Maria Rosa
died. Cromhout was president of the Court of Holland at the time, and Fagel a justice at the High Court of Appeal in Holland, both highly prestigious
offices. Also related to our four pictures are the portraits of an unknown young man and woman from 1623, hitherto mistakenly ascribed to Cornelis
van der Voort (figs. 11-12),[28] and various other pieces from the same period.[29] An unsigned and undated portrait of a young woman, which was
incorrectly attributed to Paulus Moreelse when it appeared at auction in 1958, bears a strong resemblance to the four known paintings from the Van
Vrijberghe sale and might be the fifth work in the series (fig. 13). It is of the same, unusually large size, approximately 130 x 100 centimeters, and
the woman portrayed in it could quite easily be an older sister of the young "Mrs Vrijdags van Vollenhoven" in the portrait at Lille (fig. 4).[30]
Still shrouded in mystery is the identity of the people portrayed in this series of paintings, as is the question of which portraits belong together as
pendants. The pair in Lille seem to correspond perfectly, whereas the older man of 1623 and the older woman of 1620 are, as we said, less
convincing counterparts. They should probably not be regarded as a pair, but either as independent portraits in the series or perhaps companion
pieces to other portraits. Until the models have been identified, however, there is no way of knowing how they were related to one another.
Nevertheless, these paintings are certainly among the best work that Jan Anthonisz. van Ravesteyn produced.

Notes
Translated from the Dutch by Yvette Rosenberg.
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while the remainder are included on a continuous list. The attributed works, apart from Van Ravesteyn's paintings, comprise only three old portraits
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relatives. Other such bequests may have taken place in the families studied. A major difficulty in trying to identify the people depicted in the four
portraits is that the works themselves yield so few clues. None of them has a coat of arms, and only one gives both the date and the age of the
sitter. Furthermore, the auction catalogue of 1867 does not indicate which paintings belong together as pendants, nor does it disclose what family
ties existed between the sitters.
20. The most important general publications are the article by A. Bredius and E. W. Moes, "De schildersfamilie Ravesteyn," Oud-Holland 9 (1891),
pp. 207-220, and 10 (1892), pp. 41-52, the second part of which devotes several pages to Jan Anthonisz. van Ravesteyn, and the articles in the
major lexicons: Von Wurzbach, op. cit. (note 4), vol. 2, pp. 379-381; U. Thieme and F. Becker, Allgemeines Lexicon der bildenden Künstler von der
Antike bis zur Gegenwart, vol. 28, Leipzig 1934, pp. 53-54 (by H. Gerson). Separate articles were published on some of the artist's paintings (see
note 23). Brief sketches of the artist and his work appear in various general handbooks, such as W. Martin, De Hollandsche schilderkunst in de
zeventiende eeuw, Amsterdam 1935-1936, vol. 1, p. 308, E. Plietzsch, Holländische und flämische Maler des XVII. Jahr., Leipzig 1960, pp. 165166, and B. Haak, The Golden Age: Dutch Painters of the Seventeenth Century, New York 1984, pp. 217-218.
21. H.R. Hoetink (ed.), The Royal Picture Gallery Mauritshuis, Amsterdam & New York 1985, pp. 87, 424-428.
22. M.E. Tiethoff-Spliethoff, "De portretten van Stadhouder Frederik Hendrik," Jaarboek van het Centraal Bureau voor Genealogie 32 (1978), pp.
101-103 and fig. 8.
23. For the civic guard piece of 1618 see W. Martin, "Jan van Ravesteyn's 'Magistraat en Schutters,' 1618, en het ontwerp daarvoor," Oud-Holland
41 (1923-1924), pp. 193-198. For the painted epitaph acquired by the Rijksmuseum Het Catharijneconvent in Utrecht in 1988: P. Dirkse,
"Memorietafel van Adriaen van Maeusyenbroeck en Anna Elant," Catharijnebrief 7 (1989), no. 25, pp. 2-3, and idem, Vereniging Rembrandt,
Jaarverslag over 1988, pp. 62-64. For the portrait of Pieter van Veen see N.J. Pabon, "Iets over Mr. Pieter van Veen en zijn familie," Oud-Holland
41 (1923-1924), pp. 241-249, and A.G.J. Mosmans, "Een belangrijke nalatenschap van oude schilderijen," Oud-Holland 54 (1937), pp. 214-218
(with an afterword by H.E. van Gelder).
24. See W. Martin and E.W. Moes, Oude Schilderkunst in Nederland 1 (1910-1911), nos. 56 and 57, with ill., and R.F.B. de Beaufort and H.M. van
den Berg, De Betuwe, The Hague 1968 (De Nederlandse Monumenten van Geschiedenis en Kunst, vol. 3, pt. 1), p. 199, figs. 178, 179.
25. Such as the last dated portraits firmly attributable to the artist, of an unknown botanist and his wife (only the female pendant is signed and
dated) from 1641 in the Národní Gallery in Prague (reproduced in Haak, op. cit. (note 20), figs. 457 and 458).
26. For example the man's portrait of 1653, lost in 1945, which had been in the Kaiser-Friedrich-Museum in Berlin (cat. 1911, vol. 2, p. 306, no.
757B, with ill.). The person portrayed in this picture can almost certainly be identified as Jacob Sweerts, 1587-1658, councillor, steward and
receiver of pleas in Den Bosch and the Meierij. Two others are the portraits of an unknown man and woman from 1656 or 1657, the male portrait
being at the Wallraf-Richartz-Museum in Cologne, but its pendant having been destroyed in 1943 (cat. 1967, p. 86, no. 2004).
27. All on canvas, 63 x 53 cm, Netherlands Office for Fine Arts, The Hague, inv. nos. C 504, C 503, C 505 and C 506 (from the Fagel Collection).
See also exhib. cat. Fagel, een Nederlands regentengeslacht 1585-1929, The Hague (Rijksmuseum Gevangenpoort) & Amsterdam
(Rijksmuseum) 1962, nos. 1b, 1a, 2a and 2b.
28. Netherlands Office for Fine Arts, The Hague. These paintings were previously in the J.D. Kruseman Collection, The Hague; sale Kruseman,
Amsterdam (Fr. Muller), 11 February 1919, nos. 113 and 114, with ills.; Mrs Begeer-de Ridder Collection; J. Goudstikker Gallery, Amsterdam (cat.
36, 1928-1929, nos. 90 and 91; exhib. cat. Rotterdam 1936-1937, nos. 67 and 68); Hermann Goering Collection; Stichting Nederlands Kunstbezit.
See on these paintings C. Hofstede de Groot, Meisterwerke der Porträtmalerei auf der Ausstellung im Haag 1903, nos. 132 and 133, pls. 66 and
67, and O. ter Kuile, "Een onbekend mansportret, wellicht geschilderd door Cornelis van der Voort (1576-1624)," Antiek 14 (1979-1980), with figs.
2 and 3. The two works have always been regarded as by Cornelis van der Voort.
29. Such as the two rather weaker portraits from 1621, which were in Jan Willem van Hoogstraten's collection of family portraits in the eighteenth
century (see E.J. Wolleswinkel, "De portrettenverzameling van Mr. Jan Willem van Hoogstraten (1722-1770)," Jaarboek van het Centraal Bureau
voor Genealogie (1980), p. 90), and have re-emerged at auctions over the past few decades. The portrait of the man (panel, 106.5 x 75 cm; signed
and dated "AETAT.32 JVR fesit A° 1621") in the auction (Kimbell Art Foundation section), New York (Sotheby's), 4 June 1987, no. 42, with ill. The
woman's portrait (panel, 107 x 75 cm; signed and dated "AETAT.41 JVR fesit A° 1621") in sale Cologne (Lempertz), 27/29 June 1974, no. 199,
with ill. and in sale Cologne (Lempertz), 20/22 November 1975, no. 228. This painting was previously at the Heinemann Gallery in Munich.
30. Sale Vienna (Dorotheum), 13/15 March 1958, no. 65, with ill., as Paulus Moreelse. Judging by the reproduction, the painting does not
correspond in all respects with the description of cat. no. 73 in the 1867 auction, which leaves an element of doubt. It is of course possible that the
series of six was originally bigger, and that one or more paintings were not inherited by the last owner of that series.

A "Holy Family" by Gerrit van Honthorst from the "Provenhuis van Nordingen" at Alkmaar
by Sandra de Vries
For more than a century a Holy Family painted in 1632 by Gerrit Hermansz. van Honthorst (1592-1656) has been in the Stedelijk Museum at
Alkmaar (fig. 2).[1] In 1875 the canvas was loaned to the museum by the regents of the "Provenhuis van Nordingen," or Van Nordingen Almshouse,
together with five other paintings and a goblet.[2] The almshouse was named after its founder, Johan van Nordingen the Younger (1625/26-1656),
who stipulated in his will of 11 November 1655 that the house be rebuilt and refurnished following his death to provide shelter for between six and
eight indigent old men, who received "proven" or "preuven," i.e. alms in the form of money, food, beer and peat (fig. 12). The more popular name of
the almshouse - the "Huis van Achten," or House of Eight - refers to the number of men it could accommodate. Today it still contains some unknown
yet first-rate pictures, like two splendid portraits of Johan van Nordingen the Younger painted by Caesar van Everdingen (ca. 1617-1678) and their
pendants (figs. 5, 6, 9, 10).[3]
Though Honthorst's canvas ranks among the finest works in the Alkmaar museum's collection, it has attracted no more than a nod in various
specialist studies, and no exclusive attention to date.[4] We have decided to focus on the painting at this point because the museum has now been
loaned the preparatory drawing as well (fig. 1),[5] the existence of which had been known to only a few individuals in Alkmaar.
The sheet is in excellent condition. The fact that it was folded at one time gives the impression that it is squared.[6] The simple composition,
executed in black and white chalk on brown paper, comprises only three figures seen from close to: Joseph, Mary and the infant Jesus. Seated on
the left and shown in profile, Joseph is obviously in his prime. He is bearded and dressed in a simple tunic with long sleeves and a full-length mantle
slung over his left shoulder. Leaning slightly forward, he gazes at the Child on Mary's lap, tenderly holding the Child's left hand with his right. His right
foot, wearing a sandal and resting on the ground, is just visible below his long robe.
The Virgin and Child are on the right, and are placed slightly further back. The Virgin is wearing a long smock with a boat-neck over which, like
Joseph, she has draped a floor-length mantle. She has a shawl over her head and another around her neck, its ends tucked into her garment.
Beneath all of this she wears a high undergarment that is barely visible. She looks directly at the spectator, her right hand raised in a gesture of
either protection or blessing, and her left foot, which is only partly visible, rests on a stone.[7] The Child is wrapped in swaddling-clothes as far as its
chest. He, too, looks at the viewer, and gently touches Mary's right hand.
The setting is summarily rendered. Joseph sits on a square stone or wooden bench, and Mary too seems to be seated on a bench of either wood
or stone that may be connected at right angles with Joseph's. To the left are several loose stones on the ground. The backdrop consists of a few
clouds indicated schematically, and a prominent beam of light from the left.

1. G. van Honthorst, The Holy Family. Black and white chalk on brown paper, 32 x 24.5 x 24.7 cm. Alkmaar, Stedelijk Museum
The drawing is fluently executed, but at the same time has a slightly "rough" look. The black chalk was only used to describe outlines and shadows,
the latter being strengthened with hatchings. The white chalk serves exclusively to accentuate the light descending on the scene, touching the Holy
Family and emphasizing the Virgin and Child. Joseph is shaded, although his hair and left shoulder do catch some of the heavenly glow.
Though the drawing is not signed, we can be certain that it is an authentic preliminary study by Gerrit van Honthorst. The "rough" ductus and the
rendering of Jesus's eyes as closed, almost circular shapes also occur in other drawings by the master.[8] Furthermore the sheet closely
resembles a signed drawing which must also date from about 1632, in other words just before or after the Alkmaar sketch: Honthorst's Adoration of
the Shepherds in Berlin, which served as a model for a 1632 painting of the subject, now in a private collection in Toledo, Ohio (figs. 3, 4).[9 ] In that

drawing, too, Joseph is seated in the shadow on the left. To the right of him, and somewhat further back, are Mary and the infant Jesus surrounded
by adoring shepherds, the whole group again being illuminated by a ray of light from the upper left. As if to underscore the divine nature of this light,
three cherubs and two angels float within and to the right of the beam respectively. As in the Alkmaar drawing, outlines and shadows are rendered
with black chalk, while the illuminated areas are heightened with white.

2. G. van Honthorst, The Holy Family, signed and dated 1632. Canvas, 167.5 x 130.2 cm. Alkmaar, Stedelijk Museum
Comparison of the Alkmaar sheet (fig. 1) with the painting based on it (fig. 2) shows that Honthorst changed nothing. He maintained not only the
original composition but also the poses of the three figures and the other details. Yet the painting is more refined than the sketch, its brushwork
smooth and almost academic. In both drawing and painting the holy figures of Joseph, Mary and the Child seem surprisingly human. Although they
are admittedly idealized, it is difficult not to be affected by the amiable expressions and tender gestures of the threesome.

3. G. van Honthorst, The Adoration of the Shepherds. Black and white chalk and ink, washed and heightened on grey paper, 30.3 x 23.8 cm.
Berlin, Staatliche Museen Preussischer Kulturbesitz, Kupferstichkabinett

4. G. van Honthorst, The Adoration of the Shepherds. Canvas, 124 x 102 cm. Toledo (Ohio), private collection
Honthorst managed to achieve this simply but very effectively. The beam of light, this time not generated by a candle, a torch or the Child itself, as is
nearly always the case with Honthorst, leads our attention directly to the faces of the Virgin and Child.[10] The seated and shaded Joseph serves
as a repoussoir, and as such also directs the eye to the highlighted center of the scene. The red of his tunic and the ocher of his mantle are kept so
muted that they hardly attract any notice, nor are we distracted by Mary's rose-colored smock and blue mantle.[11] The present condition of the
painting admittedly contributes to its rather dark effect (the varnish has darkened so much that the Virgin's blue mantle now appears green), yet the
character of the picture would not change a great deal even if it was cleaned. The strong chiaroscuro would remain the essence of the scene. In this
regard it is interesting to compare the Alkmaar canvas with the Adoration in Toledo (fig. 4).

5. C. van Everdingen, Maria van Steenhuijsen (ca. 1621-1648), wife of Johan van Nordingen the Younger, dated and inscribed "1646 AET 25".
Panel, 85.5 x 115 cm. Alkmaar, Van Nordingen Almshouse

6. C. van Everdingen, Johan van Nordingen the Younger (1625-1656), monogrammed "CVE" and inscribed "Ata 23, An° 23". Panel, 76.5 x 57
cm. Alkmaar, Van Nordingen Almshouse
Although I know the Toledo Adoration only from (color) photographs, I venture to state that its atmosphere is totally different from that of the Alkmaar
Holy Family.[12] The chiaroscuro is much more subdued in the Adoration. The overall tone of the Toledo painting is blonder, and the colors are
stronger: the red of Joseph's mantle, the pink and blue of the Virgin's garments, and the bright hues of the dress of the shepherds and of the woman
kneeling with them. The different atmosphere of the two paintings is all the more remarkable when compared to the similarity between their
preliminary sketches.
We saw how closely Honthorst followed his drawing when painting the Holy Family (figs. 1, 2). The same cannot be said of his Adoration:
comparison of the Berlin drawing (fig. 3) with the painted version shows that the artist made various changes. The angels observing the Adoration
from a cloud in the drawing were replaced by cherubs, who are set further back. Their poses, too, are different. Honthorst also exchanged the
basket of carpenter's tools in the foreground next to Joseph for the large spotted dog sitting beside him in the painting. A second basket, in front of
the shepherds, is much higher in the painting. The ages of some of the shepherds also seem to have been changed. The greatest modification,
though, is in the figure of Joseph himself. In the drawing he is an old man, but in the painting he appears as a young adult, and thus bears a close
resemblance to the Joseph in the Alkmaar Holy Family (fig. 2). Honthorst must have used either the same model and/or the same preliminary
sketch, possibly the one at Alkmaar.
The reason why the artist rejuvenated Joseph may be theological. At the Council of Trent (1545-1563) it was ordained that Joseph should no longer
be depicted as an old man. One can thus imagine that the patron (or some other critic) objected to the saint's elderly appearance in the drawing, or
that Honthorst, a lifelong Catholic, decided to alter the original design of his own accord.[13]
Unfortunately we do not know the purpose for which either the Holy Family (fig. 2) or the Adoration (fig. 4) were made, or who the patrons were.
Nevertheless, we can propose a hypothesis for the painting in Alkmaar. An inventory of each room of the Van Nordingen Almshouse dated 29 April
1656 lists "A large painting by Honthorst of the Mother of God with the blessed baby Jesus" that was hanging in the entrance hall.[14] We may thus
assume that the Alkmaar Holy Family was commissioned by a member of the Van Nordingen family. The actual founder of the almshouse, Johan
van Nordingen the Younger (fig. 6), could not have been Honthorst's patron, since he was only seven or eight years old in 1632, when the picture
was painted. His father, Johan van Nordingen the Elder (ca. 1582-1655), is a more likely candidate, but he might also have inherited the painting
from his father, Jan van Nordingen "the Eldest" (dates unknown), who was a lawyer who lived not in Alkmaar but The Hague. For various reasons
this last possibility seems the most plausible.
The eldest Jan van Nordingen was married to Sara Dimmer (ca. 1549-1632?; fig. 11). They had three sons: Dirck (dates unknown), Jacob (?1651) and Johan van Nordingen the Elder.[15 ] Together with his father-in-law Jan Dimmer (?-1581), Jan "the Eldest" had a thriving practice on the
square known as "De Plaats" in The Hague. Both the Van Nordingen and Dimmer families moved in court circles. Dirck van Nordingen, for
instance, was an agent of the Count of Oost-Friesland in The Hague, and one of Sara Dimmer's brothers, Erik, served as an advisor to Prince
Maurits, and as both advisor and steward to Mary, Countess of Nassau, wife of Count Philip of Hohenlohe.[16] Honthorst was in continuous contact
with these same circles, and from 1630 was often at court in The Hague.[17]
Honthorst was not only linked to the same social milieu as the Van Nordingens and Dimmers but was also their co-religionist. Both families were
Roman Catholic, making them even more likely patrons for the artist. One occasion for a commission may have arisen in 1632, the year in which
the Holy Family was painted, as it probably was also the year of Sara Dimmer's death.[18 ] It is conceivable that Jan van Nordingen commissioned
the painting as a memorial to his wife, honoring her role as mother and pivot of the family.

7. A. Bloemaert, The Rest on the Flight into Egypt, signed and dated 1632. Canvas, 85 x 109.5 cm. Amsterdam, Rijksmuseum

8. A. Bloemaert, The Holy Family, signed. Canvas, 97 x 124 cm. Braunschweig, Herzog Anton Ulrich-Museum
If Jan van Nordingen "the Eldest" was indeed the patron, we can assume he kept the picture with him in The Hague. On his death it may well have
passed to his son Johan van Nordingen the Elder, who had probably already moved to Alkmaar between 1616 and 1620.[19] We know that on 9
May 1643 he bought the property which in 1656, in accordance with the will of his son, Johan van Nordingen the Younger, was turned into an
almshouse. Johan the Elder did not move into the house until 1645. In October 1655, when seriously ill, he ordered that his house not be let until 18
months after his death. He permitted his son to live in it, however, on condition that in that 18-month period he "cultivate and maintain the memory of
his father's death." Johan the Elder died shortly afterwards and was buried on 3 November 1655.[20]

9. C. van Everdingen, Maria van Nordingen, sister of Johan van Nordingen the Younger, Dressed as a Shepherdess, ca. 1640 (see note 3).
Canvas, 83 x 66 cm. Alkmaar, Van Nordingen Almshouse

10. C. van Everdingen, Johan van Nordingen the Younger as a Boy, Dressed as a Shepherd, ca. 1640. Canvas, 83 x 66 cm. Alkmaar, Van
Nordingen Almshouse
Johan the Younger (fig. 6, 10) never had the opportunity to live in the house. As of December 1654 he was a bed-ridden widower in his home on
Langestraat, Alkmaar's main street, where his father had had his legal practice. Realizing that he too was about to die, he drew up the
aforementioned will of 11 November 1655, stipulating that the property he had inherited from his father should become an almshouse. Exactly three
months after his death on 29 January 1656 the inventory of the house was complete, and included - as we have seen - the mention of Honthorst's
Holy Family.[21]
We can assume that the Holy Family hanging in the entrance hall of Johan van Nordingen the Younger's house in 1656 is the one that was
transferred to the museum in 1875. The earlier provenance, between 1632 and 1656, remains hypothetical. Until such time as further archival
evidence comes to light, we had better return to the painting and consider the attention it has received in modern times.
G.J. Hoogewerff was the first author to discuss Honthorst's Holy Family. In 1924 he wrote:

It is curious that the best canvas [by Honthorst] in the possession of Dutch Galleries, is to be found in a little country Museum at Alkmaar. [...]
Gazing on this forgotten work, one gets the impression that in it one sees the artist's farewell to the idealism of youth, once worshipped with such
enthusiasm and afterwards, if not exactly abandoned, at least but mechanically reduced to practice.[22]

In 1933 A. von Schneider thought that Honthorst's many commissions for portraits and large decorative works led to a decline in his output of
nocturnal and genre scenes in the 1630s. According to him the Alkmaar Holy Family is not a continuation of Honthorst's Caravaggesque Nativity
scenes and other nocturnes of the 1620s. Instead he associated the painting's delicate light and idyllic mood with the Rest on the Flight into Egypt
(Amsterdam, Rijksmuseum) by Honthorst's teacher Abraham Bloemaert (1564-1651), likewise executed in 1632 (fig. 7).[23]

11. Anonymous artist, Sara Dimmer (ca. 1549-1632?), dated and inscribed "An° 1.5.92. AE SUA 43". Canvas, 86 x 112 cm. Alkmaar, Van
Nordingen Almshouse
In 1966 Braun agreed that the Holy Family betrays Bloemaert's influence, yet also pointed out the debt owed to both Goltzius (1558-1617) and
Raphael (1483-1520), and argued that the intimate, human quality of the principal figures in the picture should be traced to these two painters. In
Braun's view the year 1632 marked the high point of Honthorst's artistic development, and was also the watershed from which he embarked on a
new style. He thus concurred with Hoogewerff, who had already declared the Holy Family to be the embodiment of a transformation.[24]

12. The "Provenhuis van Nordingen", Alkmaar, present situation.
These commentaries leave us with a mixed impression. Scholars generally agree that Honthorst's work underwent a change in the 1630s. This
consensus was recently confirmed and refined by Blankert, who noted that Honthorst's style after 1630 may be termed Classicist rather than
Caravaggesque.[25] Opinions on the place of the Holy Family in Honthorst's oeuvre, however, are less unanimous. Neither Von Schneider nor
Braun sees a link with Honthorst's previous nocturnal scenes, but to me this seems altogether too rigorous. The Alkmaar Holy Family is still clearly
related to the Adorations set in dark stables as first painted by Honthorst in Italy and subsequently in Holland. The type of Virgin, the intimate mood
of the scene, the single source of light and the strong chiaroscuro all recur throughout the artist's work. I also fail to see Bloemaert's influence, as
referred to by Von Schneider and Braun. Bloemaert's Rest on the Flight into Egypt (fig. 7) displays a much lighter overall tonality, and consequently

has many more fine details than was possible with Honthorst's chiaroscuro technique. The focus on one beam of light and the genre-like effect of
Mary, Joseph and the Child are indeed similar in Honthorst's and Bloemaert's paintings, but in that respect the latter's Holy Family in the Herzog
Anton Ulrich-Museum at Braunschweig, painted between 1621 and 1625, much more clearly illustrates the "master's" influence on his "student" (fig.
8). Ironically enough, in this case it is just the reverse: the teacher Bloemaert imitating his former pupil Honthorst.[26]

Notes
Translated from the Dutch by Andrew McCormick.

1. The painting is signed and dated on the stone beneath Mary's left foot: "G. Honthorst fe 1632".
2. The other paintings were two fish still-fifes by Pieter van Schayenburg (1635-1657) and three anonymous seventeenth-century works: a View of
Haarlem, a Beheading of John the Baptist and a Judgment of Solomon. The goblet is said to have belonged to "Maria, Countess of Holland."
Presently only the View of Haarlem, the Holy Family and the goblet are still in the museum. Data are derived from the following sources in the
Alkmaar City Archives: Museumbrieven 1874-1913 (section on the Van Nordingen Almshouse), Handelingen van de commissie van toezicht op het
Stedelijk Museum 1875, No. 1, van 14 jan. 1875-9 febr. 1882; Stedelijk Muzeum [sic] te Alkmaar: verslag over het jaar 1875, Alkmaar 1876, pp. 11
and 14. In a letter from the Burgomaster and Aldermen to the museum's Supervisory Committee dated 8 July 1875, the painting of the Judgment of
Solomon was erroneously called a Massacre of the Innocents, a mistake reiterated in the Handelingen van de commissie van toezicht. More on the
loans will be found on p. 27 of S. Dalderup Het schilderijenbezit van de familie Van Nordingen en het Provenhuis van Johan van Nordingen te
Alkmaar, unpublished ms. 1988, typewritten copy at the Stedelijk Museum Alkmaar, Doelenstraat 3-9, 1811 KX Alkmaar.
3. In one he appears as a boy, dressed as a shepherd (fig. 10), in the other as a young man of 23 (fig. 6). The pendant of the first is the portrait of
Johan's sister Maria (1623/24-1641), dressed as a shepherdess (fig. 9), and that of the second the portrait of his wife Maria van Steenhuijsen (ca.
1621-1648; fig. 5). See Dalderup, op. cit. (note 2), pp. 40-49. See below for further information on the foundation of the Provenhuis.
4. I will return to these studies at the end of this article.
5. The owner of the drawing is the Provenhuis van Nordingen. It was originally preserved in the Alkmaar City Archives, which loaned it to the
museum.
6. On the back of the drawing are the following notations (an addition of prices or measurements?) in a seventeenth-century hand:
31 - 16
31 - 10
24 - 4
88 - 4
7. The picture reminds of Abraham Bloemaert's Holy Family (fig. 8), discussed by C. Rooker, in A. Blankert and L.J. Slatkes, exhib. cat. Nieuw
licht op de gouden eeuw: Hendrick ter Brugghen en tijdgenoten, Utrecht (Centraal Museum) & Braunschweig (Herzog Anton Ulrich-Museum) 19861987, pp. 216-217. See below.
8. One such drawing is the Mythological Scene in the Graphische Sammlung München, reproduced in A. von Schneider, Caravaggio und die
Niederländer, Amsterdam 1967 (reprint of the first edition of 1933), pl. 9b.
9. The drawing is mentioned in J.R. Judson, Gerrit van Honthorst: a Discussion of his Position in Dutch Art, The Hague 1959, p. 253, no. 210.
Judson dated it about 1627, but after realizing that it was a preliminary sketch for the painting of 1632, changed his opinion in R. Klessmann (ed.),
Hendrick ter Brugghen und die Nachfolger Caravaggios in Holland, Beiträge eines Symposions aus Anlass der Ausstellung Holländische Malerei
in neuem Licht: Hendrick ter Brugghen und seine Zeitgenossen im Herzog Anton Ulrich-Museum Braunschweig 1987, Braunschweig 1987, pp.
115, 118, 119, figs. 155, 157. In 1969 the painting was in a private collection in Germany. It was sold at Christie's in London on 19 April 1985:
Important Old Master Pictures, pt. 2, pp. 168-169, no. 120, with color ill. I am indebted to C. Wansink of the Netherlands Institute for Art History
(RKD) in The Hague for this information.
10. On Honthorst's handling of light see Blankert, op. cit. (note 7), pp. 30-32 and W.Th. Kloek, "The Caravaggisti and the Netherlandish Tradition,"
in Klessmann, op. cit. (note 9), pp. 51-57.
11. H. Braun's description of the colors of the Holy Family is surprising: "Der Rock des Josef ist rot, sein Umhang braun, das Kleid der Maria
hellviolett. Dazu trägt sie einen hellblauen Umhang. Das Braun des Hintergrundes hellt sich in der Zone des Lichteinfalls zu goldgelb auf." See H.
Braun, Gerard und Willem van Honthorst (dissertation), Göttingen 1966, p. 247.
12. The best color illustration is in the Christie's auction catalogue, cit. (note 9); for a black-and-white reproduction see Klessmann, op. cit. (note 9),
p. 119, fig. 157.
13. For the Counter-Reformatory views on how Joseph was to be depicted see G.J.M. Weber, "Theological Corrections to Art: Notes on an
Unknown Painting by Erasmus Quellinus," Hoogsteder-Naumann Mercury 6 (1987), pp. 43-44.
14. In "het Voorhuis": "Eene groote schilderij vande Moeder Goodts met het H. Kindeken Jesus van Honthorst." The same inventory shows that at
that time the Van Nordingen family owned 58 paintings (including 15 family portraits), a number now reduced to 11. See Dalderup, op. cit. (note 2),
pp. 26-29 and Bijlage II. To all appearances it seems that Honthorst's painting has never left the Van Nordingen Almshouse. It is therefore all the
more remarkable to note that in 1811 a picture was entered in an Alkmaar auction which must have been nearly identical with, if not the same as
the Holy Family in the almshouse. It was described in the auction catalogue as follows: "In dit uitmuntend Kunststuk, beschouwt men de Moeder
Maagd Maria, in een vergenoegde zittende gestalte, hebbende 't Kind Jezus op haren schoot liggen, het welk door Jozef geliefkoosd wordt: [...]
gepenseeld door G. Honthorst [...] op doek, hoog 5 voet 11 en breed 4 voet 6 3/4 duim" [In this excellent work of art one sees the Virgin Mary
seated in an attitude of contentment, with on her lap the Infant Jesus, who is being caressed by Joseph: [...] painted by G. Honthorst [...] on canvas,
height 5 feet 11, width 4 feet 6 3/4 inches (approximately 170.2 x 130.4 cm; I am grateful to M. Bijl, restorer at Alkmaar, for the conversion from the
old measurements)] . Quoted from Catalogus van een fraaije verzameling van schilderijen [...] . Nagelaten door wijlen den heer Cornells Stroo. In
leven makelaar te Alkmaar [...] , Alkmaar 1811, p. 1, no. 1. This auction is also mentioned by Judson, op. cit. (note 9), p. 154, no. 25, and Braun, op.
cit. (note 11), p. 247. It is not quite clear how this canvas is related to the Holy Family now in the Alkmaar museum. No evidence has so far been
discovered that the regents of the almshouse sold and bought back the painting, nor is it known if there was ever an oil sketch or copy of it in
Alkmaar.
15. Still hanging in the Van Nordingen Almshouse are portraits of Jan van Nordingen and Sara Dimmer, both dated 1 May [15] 92, at which time
Sara Dimmer was 43, as indicated on the painting. The inscription of her husband's age is no longer legible. For these portraits see Dalderup, op.

cit. (note 2), pp. 33-36.
16. Ibid., pp. 6-26.
17. See M.J. Bok, in Blankert and Slatkes, op. cit. (note 7), p. 277.
18. Though the exact date of Sara Dimmer's death is not recorded, we do know that on 17 September 1632 her sons Dirck and Jacob testified
with their brother Johan van Nordingen the Elder in connection with their mother's will, which might indicate that she had died earlier that year. The
Hague City Archives are of no assistance, but according to the Doop-, trouw- en begrafenisregisters 1598-1811 van het Notarieel Archief, fol. 76,
no. 65, fols. 6v and 25v [microfiche no. 297] , a certain "juffrouw Noordyngen" was buried in the Grote Kerk on 20 May 1632. However, it is
questionable whether this was Sara Dimmer, for the term "juffrouw" (generally meaning "Miss") does not seem to support the identification. See
Dalderup, op. cit. (note 2), p. 24 and note 58.
19. Dalderup, op. cit. (note 2), p. 18.
20. Ibid., p. 7: "...de memorie van het overlijden van zijn vader cultiveren en onderhouden."
21. Ibid., p. 17.
22. G.J. Hoogewerff, Gerrit van Honthorst, The Hague 1924, p. 5.
23. Von Schneider, op. cit. (note 8), pp. 29-30.
24. Braun, op. cit. (note 11), pp. 49, 112.
25. See Blankert and Slatkes, op. cit. (note 7), pp. 37-39.
26. See Rooker, op. cit. (note 7), pp. 216-217.

Dordrecht Family Portraits Identified and Attributed to Paulus Lesire
by John Loughman
The identity of the family portrayed in seven small copper ovals in the Rijksmuseum, Amsterdam (figs. 1-7) has long been shrouded in confusion.[1]
This rare series of single portraits from 1632, which are still in their original octagonal ebony frames, show a man, his wife and their three daughters
and two sons. The 1976 illustrated general catalogue of the museum attributes them to Cornells van Poelenburch, while the 1984 exhibition Prijst
de lijst more cautiously regards them anonymous.[2]
The label on the back of one of the frames, probably from a nineteenth-century French sale, reads: "No. 100 1-7 Famille Hartley de Dordrecht,"
suggesting that the paintings may represent members of the English merchant family Hartley, who moved to Dordrecht around 1656, having first
settled in Rotterdam by 1637, although no definite candidates from this family have ever been put forward for the portraits, nor has other evidence
appeared.[3] However, archival evidence now explicitly connects these pictures with the Hartley family. An estate inventory records the seven
portraits and the family name of the sitters among the possessions of a man who was related to the Hartleys by marriage. This was Dr Johan de
Jongh,[4] whose daughter Cunira married Robert Hartley in 1674. The inventory, drawn up after De Jongh's death in 1676,[5] lists in the dining
room:
even achtkantige schilderijkens sijnde de conterfeytsels van d'heer Cornelis van
Esch en sijnne huijsvrouw za[lige] r met vijff haerder kinderen.

Seven small octagonal paintings, being the portraits of the late Mr
Cornelis van Esch and his wife, with five of their children.

Cornelis Samuelsz. van Esch was the father of Dr de Jongh's wife Cornelia. Although his name does not occur in the Dordrecht baptismal records,
the inscription on the man's portrait ("aetat. 37") (fig. 1) implies that Van Esch was born in 1594 or 1595. He served in various capacities in the
administration of Dordrecht. Between 1638 and his death in 1656 he was secretary to the treasury, a salaried post that also involved clerical
support for the burgomaster and the collection of the municipal war tax.[6] He was also a member of the town council. In 1639 and 1640 he served
as a councillor ("raad") while on two separate occasions (1643-44 and 1649-50) he was a magistrate ("schepen").[7] Apart from his participation
in the town's political affairs, Van Esch was an officer of the mint of Holland in Dordrecht, acting as a provost between 1634 and 1644.[8] By the
early seventeenth century, membership of the "serment," or governing corporation of the mint, had become largely an honorary position, usually
inherited but often purchased, entitling the incumbent and his household to exemptions from indirect taxes and other privileges.[9]

1. Here attributed to Paulus Lesire, Portrait of Cornelis Samuelsz. van Esch, dated 1632 and inscribed "aetat. 37". Copper, 15.5 x 12.5 cm
(without frame); illustrated in its original frame (figs. 2-7 are in identical frames). Amsterdam, Rijksmuseum
On 24 May 1622 Van Esch married Josina de Carpentier.[10] Born in 1601 at the house called Salomon's Temple on the Hofstraat in Dordrecht,
Josina was the eldest daughter of Johan or Jan de Carpentier, a metal merchant who had arrived in the town at the turn of the century with his wife
Maria Hellincx of Liège. Johan de Carpentier was born in Sandwich in England in 1577, the son of a Flemish refugee from religious prosecution,
and later lived for periods in Delft, Liège, Middelburg and elsewhere in the Low Countries. A younger brother of Johan's, Pieter (1591-1672), who
was to hold important posts in the town's government, also came to Dordrecht about the same time and married Maria de Witt in 1614, a member
of the powerful patrician family from which Grand Pensionary Johan de Witt emerged.[11]
Cornelis van Esch and Josina de Carpentier had five children: Cornelia (baptized 10 July 1624), Maria (15 October 1625), Josina (2 June 1627),
Samuel (29 March 1629) and Cornelis (12 November 1630).[12] The sexes and ages of the children are consistent with those in the Rijksmuseum
portraits.
Within two years of the portraits having been painted, Josina de Carpentier was dead.[13] Her grandfather, Johan de Carpentier, records in his
family chronicle that she died in childbirth on 24 February 1634. Three years later Cornelis van Esch married Helena van den Honert, widow of
Captain Arnoldus de Vries and daughter of Thomas van den Honert, who entered the town council in 1607.[14] This union brought Van Esch
directly into the ranks of the regency and political office soon followed. He died in 1656 and was buried in Dordrecht's Grote Kerk on 29
September, four years after the death of his second wife.[15]
The portraits must have been handed down to the eldest daughter Cornelia (fig. 3), since they appear in the estate of her husband Dr Johan de
Jongh. Their daughter Cunira de Jongh, wife of Robert Hartley, no doubt inherited the seven works from her mother. After Cunira's death in
1716[16] they subsequently descended through the Hartley family, leading to the erroneous but very understandable belief that they represented
ancestors with the name Hartley, thus accounting for the deceptive nineteenth-century French inscription.
The identification of the seven portraits as that of the Van Esch family of Dordrecht makes it virtually certain that they were executed by a painter
living in that city. C.J. de Bruyn Kops in 1984 rejected the paintings' attribution to Van Poelenburch.[17] This unlikely reference to the Utrecht master
arose from a perceived resemblance between the Rijksmuseum's male portrait (fig. 1) and an engraving by Thomas Chambars after a portrait in
the Victoria and Albert Museum, London (fig. 8),[18] which has traditionally been regarded as a self-portrait by Van Poelenburch. Although a
similarity of features is no longer evident when the Rijksmuseum portrait is compared with the original painting, there can be little doubt that the
seven portraits and the Victoria and Albert Museum's portrait, with its pendant (fig. 9), are by the same hand.

2. Here attributed to Paulus Lesire, Portrait of Josina Jansdr. de Carpentier. Copper, 15.5 x 12.5 cm. Amsterdam, Rijksmuseum

3. Here attributed to Paulus Lesire, Portrait of Cornelia van Esch. Copper, 15.5 x 12.5 cm. Amsterdam, Rijksmuseum

4. Here attributed to Paulus Lesire, Portrait of Maria van Esch. Copper, 15.5 x 12.5 cm. Amsterdam, Rijksmuseum

5. Here attributed to Paulus Lesire, Portrait of Josina van Esch. Copper, 15.5 x 12.5 cm. Amsterdam, Rijksmuseum

6. Here attributed to Paulus Lesire, Portrait of Samuel van Esch. Copper, 15.5 x 12.5 cm. Amsterdam, Rijksmuseum

7. Here attributed to Paulus Lesire, Portrait of Cornelis van Esch. Copper, 15.5 x 12.5 cm. Amsterdam, Rijksmuseum
The seven Rijksmuseum portraits have a number of features in common with a Portrait of a Young Woman (fig. 10) in the Bredius Museum by
Paulus Lesire (1611-after 1656), signed and dated 1639, which allow them - and the Victoria and Albert Museum pendants - to be tentatively
attributed to this Dordrecht painter.[19] Not only is the Bredius portrait also oval in format and on a copper support, but it has virtually identical
dimensions.[20] Although more damaged, it is close stylistically to the Van Esch portraits. This is particularly true of the likeness of Josina de
Carpentier (fig. 2), where a similar soft lighting and a fine handling of paint that subtly merges lights into shadows lend the head a highly polished
aspect and a strong plasticity. There are also elements in common between the Van Esch portraits and other paintings by Lesire. The Portrait of a
Man, signed and dated 1643, in the Dordrechts Museum,[21] shows a parallel treatment with the portrait of Cornelis van Esch, in the disheveled
hair with its sharp highlights and in the heavily-accented contours of the nose and eyelids.[22] Relevant also is the close affinity between Lesire's
Portrait of a Woman of 1638, in the Jürgens Collection at Nijmegen,[23] and the Rijksmuseum portrait of Josina de Carpentier, especially evident
in the well-modeled head and the detailed rendering of the ruff and clothing.
Biographical details concerning Paulus Lesire are sparse.[24] He was born in Dordrecht in 1611, the son of Augustijn Lesire from Devonshire in
England, who entered the town's Guild of St Luke as a painter in the same year. In 1631 Paulus also registered with the same guild. Two years later
he married Lowize le Claar of The Hague and by May 1648, according to a notarial document Lesire signed in February the following year, the
couple were living in his wife's home town. Although the date and place of Lesire's death remains a mystery, he was still alive in 1656, as he signed
and dated a painting in this year.[25]

A commission from the socially ambitious Cornelis van Esch to portray his young family in small copper ovals accords well with the clientele that
Paulus Lesire was cultivating during his early career in Dordrecht. Although still a relatively young painter, Lesire received important portrait
commissions, from those on the fringes of the regency like Reynier Johansz. Strik and Alida Pietersdr. van Scharlaken,[26] to an unfinished - and
now sadly lost - militia group for the Dordrecht Kloveniersdoelen.[27] It is even likely that a painting by him of an unidentified historical subject,
dated 1633 in the Jagdschloss Grunewald, Berlin, may have entered the stadtholder's collection at this time, as it is mentioned in a 1707 inventory
of his palace at Honselaersdijk.[28]

8. Here attributed to Paulus Lesire, Portrait of a Gentleman. Copper, 14.6 x 11.5 cm. London, Victoria and Albert Museum, as by C. van
Poelenburch

9. Here attributed to Paulus Lesire, Portrait of a Lady, dated 1631 and inscribed "A Etas 23". Copper, 14.6 x 11.5 cm. London, Victoria and
Albert Museum, as by C. van Poelenburch

10. Paulus Lesire, Portrait of a Young Woman, signed and dated 1639. Copper, 16 x 12 cm. The Hague, Bredius Museum

Letter to the Editor
Letter to the Editor on an Attribution to Paulus Lesire
Sir,
John Loughman's interesting article in The Hoogsteder Mercury 12 (1991), pp. 29-36, gives a convincing identification of the Dordrecht couple and
their five children portrayed in seven small copper ovals in the Rijksmuseum (illustrated there as figs. 1-7). It is however marred, I feel, by the overhasty attribution (suggested to the author by yourself) of these portraits, together with a pair in the Victoria and Albert Museum (figs. 8 and 9) to
Paulus Lesire. This idea, which is mainly based on the fact that this artist worked in Dordrecht in the early 1630s, does not do justice to the
exquisite qualities of the seven Rijksmuseum portraits and the stylistically related man's portrait in the V. & A. — the peculiarly stylized forms in the
woman's portrait there definitely betray another hand. The eight pictures under discussion show a refinement in color and in the treatment of light,
as well as a grasp of the sitters' build and facial features, that are incompatible with the invariably weak construction and somewhat primitive
rendering of faces found in Lesire's works, including the woman's portrait in the Bredius Museum (fig. 10).

1. School of Cornelis van Poelenburch, Berend van den Bongart(?). Copper, 17.8 x 13.3 cm. Herdringen, Westphalia, Fiirstenberg Collection,
inv. no. 35 (photograph: Iconographisch Bureau, The Hague)
I do not know on what grounds the eighteenth-century attribution of the V. & A. man's portrait to Cornelis van Poelenburch has recently been
abandoned. It still seems to me to deserve serious consideration. It is true that most signed Poelenburch portraits, nearly all of them belonging to
the Fiirstenberg Collection, Schloss Herdringen, lack the combination of minute detail and atmospheric effect that is characteristic of the eight
portraits mentioned. Only rarely is one reminded of the latter's subtle treatment, as in the portrait of Jan Both of 1648. It should however be noted

that they all date from ca. 1650, and may well represent another phase of the same artist's style, influenced by the most successful Utrecht portrait
painter of those years, Gerard van Honthorst. If Poelenburch did, after all, prove to be the author of both groups of portraits, this would mean that his
style had changed from an exquisite realism to a somewhat vacuous courtly elegance.
There is one curious reason for not ruling out Poelenburch's authorship of the group of eight portraits in Amsterdam and London too lightly. Among
the portraits at Herdringen there are quite a few that can at best be called "attributed to" Poelenburch. They may well have originated in his
workshop and would then have been executed by assistants. This group includes a portrait of a baldish young man (identified as "Berend van den
Bongart?"; my fig. 1) that stands well apart from the others because of a peculiar stylization of the facial features, particularly in the slightly slanting
eyes. There can be little doubt that its author was also responsible for the V. & A.'s woman's portrait, and as in the case of the portrait at
Herdringen, he appears here, I think, as Poelenburch's alter ego, though not without a distinct artistic temperament of his own.
Yours truly,
J. Bruyn

This letter was published in Mercury 13/14
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I gratefully acknowledge the assistance of Mieke Jansen and Alan Chong.
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A Family Tradition Confirmed: Sweerts's Portrait of Anthonij de Bordes
by Guido M.C. Jansen
The first monographic article on Michael Sweerts, published by Willem Martin almost 80 years ago, included a painting which was at that time in the
collection of C.J. de Bordes in Velp (fig. 1).[1] It shows an interior in which a middle-aged gentleman seated on a chair is looking at the observer as
a manservant helps him out of his boots. A younger man is in the background, while an open door leads the eye to a park landscape with a fountain
and an obelisk. In the right foreground is a saddle on which the artist has placed his monogram. Martin noted that the De Bordes family had always
regarded the sitter as one of their ancestors, yet nevertheless referred to the painting simply as Gentleman and Servant. Rolf Kultzen's dissertation
published in 1954 also expressed reservations about this traditional identification.[2] In fact, he believed he could distinguish the features of the
artist himself in the face of the seated man, pointing out his resemblance to Sweerts's Self-Portrait in Oberlin (fig. 2).[3]

1. Michaël Sweerts, Seated Man with a Youth and a Servant in an Interior, here identified as a portrait of Anthonij de Bordes. Canvas, 50.5 x 66
cm. New York, private collection
In the late 1970s the family sold the painting, which found its way to the Nystad Gallery in The Hague.[4] It was there shown at the Mauritshuis in an
exhibition mounted by three local art dealers, Cramer, Hoogsteder and Nystad,[5] and ended up in a private collection in New York, where it was
displayed and discussed in Ann Jensen Adams's catalogue and exhibition of Dutch and Flemish Paintings from New York Private Collections.
Commenting on the De Bordes family's claim that it was a portrait of one of their ancestors, she warned that it "necessarily must be regarded with
caution, for the painting was at the time in the possession of a member of the De Bordes family".[6]

2. Michael Sweerts, Self-Portrait. Canvas, 95.5 x 74 cm. Oberlin (Ohio), Allen Memorial Art Museum

3. Michael Sweerts, The Flea-Catcher, Canvas, 42 x 34 cm. Strasbourg, Musée des Beaux-Arts
Despite these misgivings, evidence has now come to light which firmly corroborates the family's identification. The archives of the Netherlands
Institute for Art History (RKD) in The Hague contain Abraham Bredius's Oudhollandsche kunstinventarissen, a collection of largely unpublished
excerpts from household inventories. Among them is the following description of a painting in the estate of Daniel Deutz (1644-1707), who married
Maria de Bordes (1655-1686) in 1677:
Een stuck daar den ouden Heer Anthonij de Bordes de laarsen wert uijtgetrocken A piece showing old Anthonij de Bordes having his boots removed.

4. Adriaen Backer, De Bordes Family Portrait, Canvas, 140 x 157 cm. Netherlands, private collection
The inventory drawn up by notary Gaspar IJpelaer in Amsterdam on 5 November 1708 does not identify the painter.[7] However, since we know that
Michael Sweerts was acquainted with the Deutz family for many years (the Portrait of Jeronimus Deutz in Amsterdam's Rijksmuseum provides
eloquent proof of this),[8] and considering the rarity of the theme, I believe we can assume that the work described in the inventory is the canvas
which the family subsequently kept for so long. Deutz's inventory mentions only a few artists by name; among them are "Een stuck van
Hondekoeter" (A piece by Hondecoeter) and "Een stuckje met een vergulde binnenlijstje zijnde St. Franciscus van Carlo Carazzi" (A piece with a
gilt inner frame showing St Francis by Carlo Carazzi). Nevertheless, the descriptions of some of those anonymous pictures easily enable them to
be identified as works by Sweerts, among them "Een stuck van een Persiaans coopman" (A painting of a Persian merchant) and "Een dito met
een luijzend besje" (Another, of an old woman removing lice).[9] The latter may well be identical with "Een Vrouwtje dat een Meisje kamt,
overheerlyk van konst, door de Cavellier Swartz" (A woman combing a girl's hair, superbly executed, by Chevalier Swartz), which was sold for 44
guilders in the Anthony Deutz auction of 1731 (fig. 3).[10] This Anthony Deutz, the son of Daniël Deutz and Maria de Bordes, was named after his
maternal grandfather, Anthonij de Bordes. Anthony Jr may also have owned the portrait of his grandfather, which must have been withheld from
auction owing to its value as a family heirloom.
The Anthonij de Bordes portrayed by Sweerts (fig. 1), was born in Amsterdam in 1615 and buried in the Walloon Church in the same city on 25
October 1678. He was a linseed merchant who, together with his brother Baudouin, carried on the business that their father had established. In
1653 Anthonij married Maria van Breugel (1627-1668), and the couple had seven children. Only three of them survived to adulthood - their eldest
daughter Maria, who married Daniel Deutz, a second daughter, Sara, and their only son, Anthony Jr (1665-1722),[11] who, together with his father,
is probably the subject of a family portrait painted by Adriaen Backer which was recently published by Robert Jan te Rijdt (fig. 4). Depicted in a fully
Classicist setting, the rather obese father is placing his son under the aegis of Minerva, who leads the boy to a table on which the attributes of the
arts and sciences are displayed. The young Anthony is literally trampling underfoot the toys of his childhood - knucklebones and a hoop. Behind
him, two little boys are walking away, blowing bubbles, thus symbolizing the vanity of childish pursuits.[12]
Backer's painting dates from 1679, and is therefore a posthumous rendering of Anthonij de Bordes, presumably showing him as he had looked
shortly before his death. As Sweerts's portrait depicts him in the prime of life, aged about 35 or 40, it must have been executed around 1650-1655.
Sweerts had been working in Rome from 1646, and seems to have remained there until about 1654. According to Kultzen, the canvas must have
been painted during this Roman period. Waddingham shares this view and suggests an even more precise dating around 1652.[13 ] This would
imply that the artist met his model in Italy, which is borne out by the obelisk, a structure generally associated with southern climes. It seems likely,
then, that Anthonij de Bordes posed for Sweerts in Rome, although there is as yet no proof that he indeed visited Italy.
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Translated from the Dutch by Yvette Rosenberg.
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A Postscript on Vermeer and His Milieu
by John Michael Montias cum sociis*
Since my book Vermeer and His Milieu: a Web of Social History appeared at Princeton University Press in March 1989 (henceforth abbreviated as
VM 1989), a number of documents have surfaced that add to our knowledge of Vermeer's life, family and milieu.[1] Their gamut runs from the
piquant-but-trivial (doc. no. 2) to the highly important (doc. no. 10). Documents no. 1, 7, and 12 are not new finds but expanded interpretations. The
documents are summarized and discussed, in chronological order, below.
1. 20-24 March 1612. At the Amsterdam auction of Chrispiaen Colyn's paintings and other art works, a man named Balthasar Gerritsz. Monick
bought 32 lots for a total of Dfl. 62:02:09.[2] I had long suspected that this might be Vermeer's maternal grandfather, who was living in Amsterdam
at the time. The problem was the surname "Monick," which I had never encountered in any other document. Miss I. van Eeghen wrote me (letter of
24 May 1989) that there are various reasons that make it plausible that they - Vermeer's grandfather and Monick - are indeed identical. One such
reason is that a buyer at the auction, named Isaack Haeck, who appears immediately after Balthasar's name as purchaser of a Crucifix, was
probably an acquaintance of Vermeer's grandfather at the dye-works ("ververijen") where his daughter Digna Baltens was living, and presumably
employed, when she married the "caffawercker" (weaver of fine silk satins) Reynier Jansz. (Vermeer's father). It would seem that a buyer at an
auction could be assigned an arbitrary surname or sobriquet to identify his purchases. The purchases made by this Balthasar (or Balten) Gerritsz.
comprised 49 objects, all paintings except for a "vorm" (mold),[3] a "piece carved out of stone" for Dfl. 2:10:00 and the image of Mary mentioned
below. Most were "tronien" (faces or heads). His only high-price purchase was "a piece of the Rich Man" (i.e. Lazarus and the Rich Man) for 18
guilders. The other religious works were a figure ("beeltgen") of the Virgin Mary, a "Sacrifice of Abraham," and an "Emmaus." Other subjects of
interest were a lot of "2 tronjen van de Prins ende Princes" for Dfl. 2:5:00, presumably Prince Willem and one of his wives, and one of the seven
electors ("Keurvorsten") for Dfl. 8:8:00. The very large number of "tronien" (26 in all) seem far in excess of what Balthasar Gerritsz. might have
bought to decorate his house. I suspect that he was buying for stock, intending either to trade or sell his purchases at once or to build up a dealer's
inventory. But then again, some of the lots may have ended up among the "remarkable quantity of artful paintings" that he owned toward the end of
his life in Gorinchem (VM 1989, doc. no. 113). There is no evidence that he ever became a dealer, but it is quite possible that he may have given
his son-in-law Reynier Jansz. a start in the profession (see VM 1989, pp. 55-56). In either case it should be noted that most of the paintings were
very inexpensive (less than 1 guilder apiece), and were probably copies made in Chrispiaen Colyn's workshop.
We now also know somewhat more about Balthasar Claes Gerritsz.'s activities in the period 1610-1616. I had already suggested, without final
confirmation, that he represented a merchant from Dieppe in a suit in 1610 (VM 1989, p. 21). He actually appears as a witness to several
documents with this merchant, named Manuel Piersen (or Piersenne), signing in his characteristic semi-literate fashion.[9] Three years later we find
him, for the first and last time, established as a merchant on his own account. In this signed document he gives power of attorney to a
correspondent in Friesland to collect a debt for the sale of rye from a recalcitrant payer in Sloten. He is called "d'eersame Baltes Claesen."[10] We
will not again find a document in which a member of Vermeer's own family is called "honorable" until the artist himself was so designated, late in his
career, nearly 60 years later (VM 1989, doc. no. 346). I conclude that Balthasar must have been doing fairly well about the time of his daughter's
marriage to Reynier Jansz. (Vermeer's father) in 1615. His career must have taken a downturn between 1616 and 1619, for reasons that are no
longer apparent.
2. 30 November 1617. I referred in my book to the family relationship between Pieter Spierinx Silvercroon, the patron of Gerard Dou, and Pieter
Claesz. van Ruijven, Vermeer's patron (pp. 246-247). Pieter Spierinx was the son of Oncommera Monnincx, called Duijst. If we are to believe a
scandalous (and probably scurrilous) report of 1617, the relationship was even closer. A certain Ariaentge had apparently asserted that "the
estrangement between her [Sara] and her sister Oncommera had arisen from the fact that the son of Oncommera [Pieter Spierinx] had
impregnated the daughter of Sara Duijst [Maria Graswinckel] and she, Sara, did not wish to allow the marriage because of the great shame that
there would be, all the more as it would be a blood shame [i.e. as being incestuous] ." The marriage of Pieter Claesz.'s parents, Maria Graswinckel
and Claes Pietersz. van Ruijven, had taken place two years before the date of this document, on 13 December 1615. The alleged child fathered by
Pieter Spierinx could hardly have been one of Pieter Claesz.'s siblings.[4]
3. 8 January 1620. Jan (Geensz.) Thins, the cousin of Maria Thins (the mother-in-law of Vermeer), who had bought the house in Delft where
Vermeer spent his mature years and died, empowered his uncle-in-law ("schoonoom") Abraham Bloemaert to obtain cash for two obligations
worth 400 guilders. These obligations had been inherited by Jan Thins from his grandfather on his mother's side, Egbert van Schonenburch, who
was also the father of Abraham Bloemaert's first wife Jutte (or Judith) van Schonenburch (see the family connections in Chart 3 of VM 1989). The
procuration was drawn up in Bloemaert's house. This is the only document found so far where Thins calls Bloemaert his "schoonoom," and it
confirms the close link, which I traced back to 1604, between the two men.[5]
Another newly discovered document testifying to this close relationship also dates from 1604. On 16 February of that year (Julian calendar), the

convent of St Ursula in Utrecht leased 20 morgen of land in Kamerik to Johan Thins living in Gouda, who "has attached his seal to the [charter] ."
The seal that was attached was actually that of Abraham Bloemaert.[6] I infer from the document that Johan Thins, who did not have his own seal on
hand, was able to borrow Bloemaert's - surely a mark of intimacy.
4. July and August 1620. In the Confession Books of Amsterdam, the name of the prisoner Pieter Baquelarot, jeweler and goldsmith, born in
Antwerp, appears a number of times, during and shortly after the period when Balthasar Gerritsz.'s partners in the ill-fated counterfeiting operation
of 1619-1620 had been interrogated. Baquelarot was implicated in another counterfeiting scheme. Miss I. van Eeghen pointed out to me that, in the
questioning of 2 July 1620,[7] Baquelarot had confessed that "a certain Balthen who had long ["langen tyt"] been his "knecht" (assistant) had
smelted copper and made grossen coins out of it which he had then circulated." On fol. 30 of the same book, it emerged that this Balthen was none
other than "Balthasar Gerritsz.," Vermeer's grandfather. That he had been working for a jeweler and goldsmith for some years may explain how he
had learned to engrave, stamp, and forge metals for the purpose of counterfeiting coins and, in later years, to make "clockworks and other
wonderful inventions" (VM 1989, doc. no. 113). It may possibly be significant, in view of Balthasar Gerritsz.'s known contacts with Delft in later
years, that Baquelarot was doing business in the town as early as 1611, when he sold a large ruby there to a man named Octavio, who claimed that
the stone contained a defect which had not been there (or had been concealed) when he agreed to buy it.[8] Balthasar Gerritsz. may have
accompanied his employer on one or more of the latter's trips to Delft.
5. 14 June 1636. Lieven Ariensz. van der Poel, silversmith, widower, living in Rotterdam, was betrothed to Tanneken Baltens, spinster, living on
Voldersgracht on this date. They were married on 29 June.[11] The marriage was also registered in Rotterdam. Tanneken Baltens is almost surely
identical with "Tanneken Balthus" who was a witness to the christening of Reynier Balthensz.'s first child, Niclaes, in Gorinchem in 1623 (VM 1989,
p. 85). She was thus the sister of Vermeer's mother, Digna Baltens. The address she gave, on Voldersgracht, was presumably that of the Flying
Fox, which Reynier Jansz. was renting to operate as an inn at the time (VM 1989, pp. 72-73). The silversmith Lieven Ariensz. van der Poel was the
father by an earlier marriage of the painters Egbert and Adriaen van der Poel. On 3 February 1641, Lieven and Tanneken had a son baptized
Balthasar in Rotterdam. The records of the baptism show the mother was named Annetje Balthasar and the father Lieven van der Poel. Some time
between 2 and 28 December 1642, their daughter Jannetje Baltens was baptized, again in Rotterdam. This time the father's name was written
Lieve Ariejsse van der Poel and the mother's Annetje Boltens.[12] No witnesses are recorded for these two Rotterdam christenings. It would have
been interesting to learn whether Tanneken's sister, Digna Baltens, or her brother-in-law, Reynier Jansz. Vermeer, attended the christening, as
Digna Baltens had done when she visited Gorinchem to witness the baptisms of three of her brother Reynier's children (in June 1640, April 1642,
and March 1647, VM 1989, pp. 290, 292, 298). Finally, Tanneke Balten, widow of "Lieve Jansz. vander Poel" (sic), living in Delft in Trompetstraat,
was buried in Delft's New Church cemetery on 1 May 1674.[13] Tanneken had apparently returned to Delft after her husband's death, perhaps to
rejoin her sister Digna (who died in 1670).

1. E. van der Poel, Interior of a Barn, signed and dated 1647. Panel, 41 x 53 cm. Sale Munich (Ruef), 8 December 1982, no. 1652, with ill.
The painter Egbert van der Poel married Aeltgen Willems van Linschoten in Delft on 25 June 1651. It was from Aeltgen's sister Martgen that a silver
spoon was stolen about which Vermeer's father testified in 1645 (VM 1989, p. 289). Egbert himself was a witness to two depositions, drawn up on
the same day, "in the house of Reynier Jansz. Vos, innkeeper in Mechelen" (VM 1989, p. 294). The close family relationship between Egbert van
der Poel (who registered in the Delft guild in 1650 and lived there until about 1654) and Johannes Vermeer is a major find due to Mr S. Middelhoek
(letter of 14 September 1989), based in part on August Goldschmidt's article.[14] It is perhaps worth mentioning that a painting of a barn ("een
schildery uytbeeldende een boere schuyr") hung in the great hall ("de groote Zael") of Maria Thins's house at the time of Vermeer's death.[15] . This
was a typical Van der Poel subject, and the painting may have been by him (see fig. 1 for a typical barn painting by Egbert van der Poel).[16]
Mr Middelhoek suggests that the woman named Tanneke Everpoel, who defended Catharina Bolnes when her brother Willem assaulted her with a
stick armed with a pin at the end in 1663 (VM 1989, p. 160), was none other than Tanneken Baltens. While this strikes me as plausible, my doubts
are raised by the abnormal contraction of Van der Poel to Everpoel and by the utilization of a husband's name (however distorted) instead of a
patronymic (Baltens), which was unusual in Delft, at least in the middle class, at this time.
6. 2 August and 13 October 1645. On the first of these dates, Vermeer's father Reynier Jansz. had made a deposition together with Reynier
Hals, cabin attendant ("kaijuit wachter"), a boy of 17 who had just returned to Holland from a trip to the East Indies. The young Hals had been left a

bequest of 100 guilders in the draft of a will that Captain Heyndrick van der Graeff had drawn up some time before his death on his ship's
homebound journey (VM 1989, doc. no. 186, pp. 295-296). On the second of these dates, in a document first cited by Bredius in 1923-1924 and
published in extenso by Irene van Thiel-Stroman in the catalogue of the recent Frans Hals exhibition (where it came to my attention), Frans Hals
acknowledged receiving the 100 guilders that the captain had left his son Reynier directly from the captain's widow. Hals senior had apparently
attached the captain's wages to ensure that his son would be paid.[17] Not wishing to be unduly optimistic, I had dismissed (without further
research) the idea that the young sailor who was to become a painter a few years later, was the son of the famous Haarlem portraitist. Since
Reynier Jansz. seemed to be more concerned with defending the widow of Captain van der Graeff from an unscrupulous attempt by two of the
ship's officers to defraud her of a part of her husband's estate than in protecting Reynier Hals's rights, I cannot state with any certainty that the art
dealer and innkeeper had made his deposition at the prompting of Frans Hals. On the other hand, I cannot exclude this possibility. If the two men
did know each other, this would be the first contact that has come to our knowledge between Vermeer's father and a member of Haarlem's artistic
community.
7. First half of the 1650s. In VM (p. 140) I briefly discussed a painting by Vermeer representing Jupiter, Venus and Mercury, which was mentioned
in the catalogue of an auction that took place in Delft in 1761. I stated that I did not know of any painting with this subject, and suggested that the
person who wrote the catalogue entry might have confused Venus with Psyche or Virtue. Michiel C. Plomp has drawn my attention to a drawing by
Bramer after a painting by Jacob Jordaens, the subject of which is taken from the legend of Psyche in Apuleius's Golden Ass. It shows a jealous
Venus complaining to Jupiter, in Mercury's presence, about Psyche's charms (fig. 2).[18] This unpublished drawing, in the collection of Seymour
and Zoya Slive, was once part of the album of about 110 drawings made by Bramer after paintings that belonged to Delft collectors in 1652-1653. It
is quite possible, indeed likely, that Vermeer had seen the Jordaens painting not long before he painted his own version of the subject (presumably
before 1656, the date of the Procuress, his first genre painting). The Jordaens composition would have appealed to his own interest in women
attending, or deferring to, men (as in Christ in the House of Martha and Mary).

2. Drawing by L. Bramer after a painting by E. van der Poel, Interior of a Barn, inscribed "Egbert van poel". Black chalk, 29.4 x 37.4 cm. Fol. 39
of the "Album Bramer," Amsterdam, Rijksprentenkabinet
8. 1664. In a list of the civic guards (schutters) of Delft, there appears the name of Johannes Vermeer in the second quartier, or precinct, where the
artist resided on Oude Langendijck. This was noted recently by Jan van der Waals, who also observed that the after-death inventory of the artist
(VM 1989, p. 339) contained an iron armor with a helmet and a pike (in the "groote Zael"), which could well have been the standard equipment he
would have used as a member of the civic guard.[19] While there is still some possibility that the "Johannes Vermeer" inscribed in the list might
have been the apothecary Johannes van der Meer (who later leased the "Mechelen" inn from Vermeer), the presence of militia equipment in
Vermeer's inventory, and the fact that the second precinct included the Molenpoort and Oude Langendijck, where Vermeer lived with his wife and
mother-in-law in 1664, lead me to believe that Van der Waals was correct in his identification. This civic guard activity no doubt allowed the painter
to meet and interact with many outstanding burghers with whom he might not otherwise have had any relations. The captains, lieutenants, and
ensigns were recruited among Delft's wealthiest and most powerful families (the Van Bleiswijcks, Van der Dussens, Graswinckels, Van
Lodensteyns, Van Meermans, Van Ruijvens, Van Schilperoorts and Van der Voochts).[20] The sergeants were generally of less distinguished
origin, but this group included well-known artists and other professional men. The painters Leonaert Bramer and Jacob Willemsz. Delff and the
notary Willem de Langue were sergeants in the 1640s. Even the ordinary members, as far as I can judge, were of middle-class status and generally
literate. Among them I can cite the painter Herman van Steenwijck who was involved in a shooting accident in 1636.[21] Vermeer was then
apparently one of them.
9. 4 March 1669. On this date, Alida and Maria van Hartochvelt, spinsters of age, gave power of attorney to Sr. Johannes Vermeer living in Delft to
defend, prosecute, and follow up on their behalf an issue or dispute ("questie") that they had outstanding. The sisters Hartochvelt (or Hartogvelt),
like Aleydis Magdalena and Cornelia Clementia van Roosendael, who were very close to Vermeer's family and brought up one of his children after
his death, were Roman Catholic lay sisters ("klopjes"). Two of their brothers were Jesuit priests: Ignatius, who died in the East Indies in 1652, and
Bernardus, who was forced to leave Amsterdam for The Hague in 1663, and died in 1682. The family came from Gouda, as did, of course, Jan
Geensz. and Maria Thins. It is extremely likely, in my view, that the "Sr. Johannes Vermeer" in question was the painter. The document adds to the
weight of evidence regarding Vermeer's close links to the Jesuits in the 1660s.[22] It is perhaps only a coincidence that a procuration on behalf of

Pieter Claesz. van Ruijven, Vermeer's patron, was passed four days later before the same Amsterdam notary.[23]
10. 14 May and 21 June 1669. On the first of these dates, Pieter Teding van Berkhout (1643-1713), the young scion of a landed gentry family,
visited Vermeer (fig. 3). He writes in his diary:
e fus levé assez matin, parloijs [a] mon cousin Brasser de la Brile, et m'en
fus me pourmener a Delft avec un jacht ou estoit Mons de Zuijlechem van
der Horst et Nieuwport. Estant arrivé ie vis un excellent peijntre nommé
Vermeer, qui me monstra quelques curiositez de sa maijn.

I rose rather early in the morning, talked with my cousin Brasser from Den Briel,
and then took a ride to Delft on a yacht, where there was also Mr Van Zuijlechem
van der Horst and Nieuwpoort. Upon my arrival I saw an excellent painter named
Vermeer, who showed me a few curiosities made with his own hand.

On the second date:
J'escrivis a mon cousin Berckhout, qui demeure a la Brile et aussij a Breda, ie
sortis ensuite et fus voijr un celebre peijntre nommé Vermer, qui me monstra
quelques eschantillons de son art dont la partie la plus extraordinaijre et la plus
curieuse consiste dans la perspective. Je me promenoijs au sortir delà au
marché, parloijs a quelques amijs et entroijs ensuite chez mon cousin C. Bogart
pour voijr ses peijnctures.

I wrote to my cousin Berckhout who lives in Den Briel as well as in Breda. I
then went out and visited a famous painter named Vermeer who showed me
some examples of his art, the most extraordinary and most curious aspect of
which consists in the perspective. After leaving there I walked to the
marketplace, spoke with a few friends and then called on my cousin C.
Bogart to see his paintings.[24]

I wrote in my book (p. 261) that Vermeer "enjoyed a strong local reputation during most of his career" and "some reputation beyond Delft as well."
But it would not have occurred to me that he would be called "célèbre." Neither would I have thought that a contemporary of Vermeer would have
singled out his mastery of perspective as the most "extraordinary and curious" aspect of his art. The allusions to Vermeer are not the only ones
made to an artist-painter in the diary. On 6 April 1669 Van Berkchout went to see, in Dordrecht, "Mons [Cornelis] Bischop, excellent peijntre pour la
perspective." On 20 December he visited [Caspar] Netscher in The Hague with his wife and sister and saw "quelques peijnctures" there. In Leiden,
on 30 December, "nous fusmes voijr le fameux Dauw qui me fit voir 3 ou 4 belles pieces de son art et de sa main" (We visited the famous Dou,
who showed me three or four beautiful pieces of his art and by his hand). Only Dou appears to have impressed him a shade more than
Vermeer.[25]

3. Drawing by L. Bramer after a painting by J. Jordaens, Venus Complains to Jupiter in the Presence of Mercury, inscribed "Jordaens". Black
chalk, 28.2 x 39.7 cm. Cambridge, Mass., collection of Prof. and Mrs Seymour Slive
11. 21 July 1673. When my book was in page proof, I noted that one of the two obligations Vermeer transferred to Hendrick de Schepper in
Amsterdam on this date (to obtain cash for them) was in the name of Magdalena Pieters, and I tentatively identified the latter with the daughter of
Pieter Claesz. van Ruijven, named Magdalena Pieters. This now seems to me fairly certain. Since Magdalena, who was born in October 1655, was
not yet 16 years old at the time the obligation was issued on 1 April 1672, it is most probable it had been bought for her by her parents who, in the
next year or so, transferred it to Vermeer. It is curious that the obligation was for 500 guilders, which was precisely the sum that Vermeer had been
promised in Maria de Knuijt's testament of 1665 in case she, Maria, survived both her husband and daughter (VM 1989, pp. 322-323). Since both
Pieter Claesz. and Maria de Knuijt were still alive in 1673, it is likely that the obligation was a gift to Vermeer in anticipation of the bequest.
12. 20 July 1675. In this, the last document in which Vermeer appears in his lifetime, the artist borrowed 1,000 guilders from Jacob Rombouts in
Amsterdam, using as collateral a restricted obligation under the custody of the Orphan Chamber of Gouda for 2,900 guilders, to the usufruct of
which Maria Thins was entitled. Miss I. van Eeghen, in her letter of 24 May 1989, drew my attention to the fact that the Rombouts were
Remonstrants (like Pieter Claesz. van Ruijven), and that Jacob Rombouts was the grandson of Jacques Rombouts, who owned the courts
("panden") of the dye-works ("ververijen") in Amsterdam in the early part of the century. (Jacques actually sold them to his very wealthy brother
Hans, but both he, until his death in 1608, and his widow, Anna de Wilde, until her death in 1647, continued to dwell there.) The details of the
transaction of 1675 reveal that Jacob Rombouts and his wife, Johanna Kieft, were probably well-disposed toward Vermeer to advance him the

money. It is probable that Vermeer was on friendly terms with the couple. There is then a distinct possibility that the origins of the relationship with
the Rombouts family dated back to the period around 1615, when Vermeer's mother was living, and probably employed, in the Ververijen (VM
1989, doc. no. 17).

4. Attributed to G. Schalcken, Pieter Teding van Berkhout. Copper, 14 x 11.5 cm. Netherlands, private collection (photograph Iconographisch
Bureau, The Hague)
While I am not particularly proud of having overlooked the documents that I have summarized in this Note, I take some comfort in the fact that, on the
whole, the information they contain rounds out rather than alters or contradicts the image I have drawn of Vermeer and his milieu. Grandfather
Balthasar played an even greater role than I had suspected in starting the family's interest in art. Abraham Bloemaert was a parent and close friend
of Jan Geensz. Thins, who was at one time Maria Thins's guardian and bought the house in Delft where she and Vermeer were to end their lives.
The marriage relation of Vermeer's father with Egbert van der Poel (via his sister-in-law Tanneken Baltens) reinforces the impression I already had
that Reynier Jansz. was deeply immersed in Delft's artistic milieu. The procuration passed on Vermeer's behalf by the staunchly Catholic
Hartochvelt sisters gives added strength to the ties I had already found linking Vermeer to the Catholic community. Pieter Teding van Berkhout's
journal entries confirm my previous conclusion, gathered from Monconys's Journal de Voyage, from Pieter van Ruijven's patronage, and from the
high prices Vermeer's paintings brought in Amsterdam after his death, that Vermeer was by no means ignored and unknown in his lifetime and
shortly thereafter. The only new datum that may correct the conclusions I drew about the artist's life is his (probable) membership in the civic guard,
which suggests he may have been more active in the social world beyond the confines of the Papists' Corner and the Guild of St Luke than I had
given readers of my book to understand.

Notes
* Marten Jan Bok, Isabella van Eeghen, S. Middelhoek, Michiel C. Plomp, and Jaap van der Veen. I am grateful to Paul Huys Janssen and F. A.M.
Schoone for their help in securing additional information from the Rotterdam City Archives, and to H. W. van Leeuwen for his assistance in
collecting material at my request from the Delft City Archives.
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Silver in Pictures
by Karel Citroen
In 1988 and 1989 the painting to be discussed in these pages (fig. 1) was shown at three venues in the exhibition A Prosperous Past: the
Sumptuous Still Life in the Netherlands 1600-1700 - at the Stedelijk Museum Het Prinsenhof, Delft, the Fogg Art Museum, Cambridge,
Massachusetts, and the Kimbell Art Museum, Fort Worth, Texas. It was described as follows by Dr Sam Segal in his accompanying catalogue (The
Hague 1988), under no. 3 on p. 57.

"Only a few works by Jeremias van Winghen are known. A beautiful still life, the date of which has been erroneously read as 1667, is in fact
dated 1607. It belongs to the collection of the Rijksdienst Beeidende Kunst in The Hague, where until recently it was attributed to Jacob van
Walscappelle. This is impossible in view of the date and the signature which reads IvW.1607. It is a splendid piece [...] , in fact a pronk
[sumptuous] still life that prefigures elements of later works by Osias Beert, Georg Flegel and Peter Benoit. [...] Outstandingly beautiful is the
depiction of the German bekerschroef [glass-holder] with swans and cherubs on its base and with clamps in the form of chameleons which hold
the foot of the roemer, or glass. [...] The bekerschroef was an important object at festive parties, as it was handed around to confirm ties of
friendship."
Here we will restrict ourselves to the two silver objects in the picture: the tazza and the glass-holder.
The painter Jeremias van Winghen was born in 1578 in Brussels, where his father, Joos van Winghen, was a professional painter. The father
moved from his native city to Frankfurt am Main in 1585, became a citizen in 1588 and died there in 1603.[1] We could speculate that the son
inherited the tazza from his father.
It can best be compared with an Antwerp specimen of 1582-1583, now in the Victoria and Albert Museum in London (fig. 2). In the painting the
tazza is placed rather unobtrusively in the background, next to the richly decorated glass-holder in the left foreground. The pair may be viewed as a
now fairly rare "double portrait in silver," of the kind that sometimes appears in works by Pieter Claesz., Clara Peeters and Pieter van Roestraten.
Glass-holders, although now a rarity in silver, are often seen in early seventeenth-century still lifes. In their day they must have been a fairly regular
item on the tables of prosperous households, as evidenced by the inventory of an Amsterdam widow on the occasion of her second marriage in
1613. Among other precious objects she owned "twee vergulde schroeven wegende t'saemen tsestich loot ende een halff" (two gilt glass-holders
weighing thirty ounces between them).[2]
As far as we know, no glass-holder has come down to us, either in silver or in a painting, in the extremely elaborate and sumptuous form shown
here. Its abundance and diversity of detail set it apart from most specimens of this kind of drinking vessel. It therefore seems unlikely that in 1607
this costly cup belonged to Joos van Winghen, who did not marry a rich heiress till 1616.

1. Jeremias van Winghen, Still life with silver-gilt glass-holder and tazza. Copper, 45.5 x 39 cm. Monogrammed and dated "I v W. 1607". The
Hague, Rijksdienst Beeidende Kunst, inv. no. NK 1493
We will attempt to attribute this unusual piece to a specific silversmith. As the pictorial rendering of the object clearly shows the outstanding quality
of its design and craftsmanship, we regard Joos van Winghen's model as an individually-made masterpiece. It does not look at all like the run-ofthe-mill product of an ordinary workshop.
It may well have been made by Christoph Jamnitzer (1563-1618), member of a famous family of Nuremberg artists in silver. In 1985 they were the

subject of a comprehensive exhibition in their native city.[3] Our attribution is based primarily on a comparison with the following equally superb
examples of his preserved works: The Trionfi Ewer in the Kunsthistorisches Museum, Vienna, and The Dragon Ewer in the Grüne Gewölbe,
Dresden (fig. 3).

2. Parcel-gilt silver tazza, Antwerp 1582-1583, by an unidentified silversmith (maker's mark: "heart, pierced by two arrows"), 15 cm high,
diameter of rim 17.5 cm. London, Victoria and Albert Museum, inv. no. M 37 - 1960

3. Silver-gilt ewer, Nuremberg ca. 1600, by Christoph Jamnitzer, 46 cm high. Dresden, Grüne Gewölbe, inv.no. IV 239
From a secondary source, the Neuw Grottesken Buch (New Book of Grotesques), a volume of engraved designs by Christoph Jamnitzer published
in Nuremberg in 1610,[4] prints 31 (fig. 4) and 52 (fig. 5) are particularly close. The year 1610, and the designation new, need not contradict the
date 1607 on the picture. "New" at the beginning of the seventeenth century was just such a turnover-boosting incentive as it is for washing-powder
today. Timothy Schroder has unearthed evidence of this practice,[5] citing as a considerably earlier example the famous Boleyn Cup, bearing
London hallmarks for 1535 (now part of the treasure of Cirencester Abbey Church), which very closely resembles a design taken from the German
engraver Hans Brosamer's Ein new kunstbuchlein von mancherley schoenen Trinckgeschirren, fuer die Goldschmiede und fuer die jenigen die

Silberne Becher Credentz Flaschen und Kandeln machen wollen lassen sehr dienstlich und nuetzlich zu gebrauchen (A new art booklet of many fine
drinking vessels, for goldsmiths and for those desirous of commissioning silver cups, bottles for display and candlesticks, most serviceable and
useful). The booklet must have been published around 1545.[6]

4. Christoph Jamnitzer, Neuw Grottesken Buch, Nuremberg 1610 (reprint Graz 1966), print 31

5. Christoph Jamnitzer, Neuw Grottesken Buch, Nuremberg 1610 (reprint Graz 1966), print 52
Three vessels may be cited for dating the glass-holder in the picture, all of them bearing a resemblance to it. They were executed in Nuremberg
between 1590 and 1600 and were discussed by the late John Hayward in his standard work on Mannerist silversmithing: a nautilus cup by Nikolaus
Schmidt of ca. 1590 in the Royal Collection at Windsor Castle, a lobed cup by Hans Beutmüller of ca. 1600 in the Museum of Art, Toledo, Ohio, and
a columbine cup of ca. 1590, probably from the workshop of Christoph Jamnitzer, in the Victoria and Albert Museum.[7]
Yet the question remains whether an artist would paint a certain object a) wholly or only partly after an existing model, b) after his own or somebody
else's sketch or design, or c) whether he might combine both methods.
Wholly invented depictions, in our opinion, did not exist before the advent of abstract painting, when combinations of forms and colors, unseen
before as such, came into being. Even the most bizarre human figures, animals, buildings or landscapes by Bosch, Schongauer or Arcimboldo, are
always composed of details that were as recognizable when the picture was made as they are today. All the parts of the glass-holder under
discussion, especially those at its base, are in my view rendered with such tactile authenticity that someone unfamiliar with such pieces is
nonetheless convinced that he or she is seeing the representation of an original "organic" object, while the specialist in silver knows similar cups
from experience. I am therefore fairly certain that Joost van Winghen had the complete and finished glass-holder at his disposal. Moreover, the
existence in Frankfurt at that time of such a virtuoso Nuremberg piece of pomp can be demonstrated. In his illuminating article "Gerhard Greiff
(1642-1699) und der Augsburger Silberwarenhandel im späteren 17. Jahrhundert,"[8] the late Professor Hans Wolfgang Kuhn has shown that
enterprising Augsburg silver dealers were acting as "publishers," supplying Frankfurt silversmiths and shopkeepers with large stocks, either by

direct selling or on a commission basis, for the all-important international Easter and Autumn Fairs in the city. Kuhn furthermore demonstrated that
this form of silver trade originated at an early date: "The important part played by silversmiths is most impressively shown in the complete and
comprehensive series of accounts for the Archbishops-Electors of Trier, which run from 1652 till the secularization of 1803. [...] When in residence
in their Ehrenbreitstein Castle, [they] regularly, twice a year, acquired at the Frankfurt Easter and Autumn Fairs vast quantities of mainly secular
silver, either as presents or for their own use".[9] It is likely that this custom existed before 1652 and that it was not confined to Germany. As early
as 1600 the Amsterdam Town Council issued regulations (very probably at the request of the local Goldsmiths' Corporation, in those days as much
a political body as a trade organization) prohibiting the import of or dealing in foreign silverware, especially of German origin, with the exception of
the annual fairs. (German silver, notorious for its considerably lower alloy than that of most other European countries, and for being mass-produced,
enjoyed a dubious reputation abroad throughout the centuries).
So we can assume that German "publishers" were active in the Low Countries well before the middle of the seventeenth century. A similar export
trade has been noticed in the Southern Netherlands. From the beginning of the sixteenth century onward, Antwerp silversmiths regularly supplied
quantities of plate to public institutions, lotteries and private individuals outside Flanders.[10]
The influence of these exports on the development of production, forms and taste in the receiving regions is certainly a fertile field for future
research. We hope that the above remarks will again underline the usefulness of combining the study of silver with that of still-life painting.

Notes
1. U. Thieme and F. Becker (eds.), Allgemeines Lexikon der bildenden Künstler, vol. 36, Leipzig 1947, p. 55. - An earlier version of this article
appeared in German in Anzeiger des Germanischen Nationalmuseums 1989, Nuremberg 1990, pp. 159-163, but it was considerably altered by
the editor.
2. Amsterdam City Archives, protocol of the notary public J. Bruyningh, 29 July 1613 (Notarial Records, vol. 197, fols. 600-604).
3. Exhib. cat. Wenzel Jamnitzer und die Nürnberger Goldschmiedekunst 1500-1700, Nuremberg (Germanisches Nationalmuseum). The attribution
to Jamnitzer has already been mentioned by Segal (op. cit. p. 211, note 8), who was given this information by Dr Johan ter Molen and the present
author.
4. Reprint Graz 1966 (Instrumentarium Artium, vol. 2), with an introduction by H.G. Franz.
5. "Sixteenth Century English Silver. Some Problems of Attribution," Proceedings of the Silver Society 1979-1981, vol. 3, London 1983, nos. 1-2,
pp. 42-44, figs. 7-8.
6. Reprint Berlin 1882, with an introduction by Dr Friedrich Lippmann.
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8. In Zeitschrift des Historischen Vereins für Schwaben 78 (1984), pp. 117-158.
9. Kuhn, op. cit., pp. 118-119 (translation by the present author).
10. Exhib. cat. Zilver uit de Gouden Eeuw van Antwerpen, Antwerp (Rockoxhuis), 1988/89, pp. 31-45.

A Family Divided
by Peter C. Sutton
The John and Mable Ringling Museum of Art in Sarasota Florida owns a three-quarter length painting of The Holy Family in which the smiling Virgin
holds the child in her lap and Joseph appears in the shadows at the upper left (fig. 1). The painting is not only in problematic condition but also
presents special problems of attribution. When it was sold in New York in 1930 and later acquired by the circus magnate, John Ringling, it was
attributed to the Rembrandt pupil Govaert Flinck (1615-1660).[1] However in 1949 William A. Suida thoughtfully reassigned it to the history painter
Leendert van der Cooghen (1610-1681), which brought the discussion of its author into the circle of the Haarlem Classicists.[2] Observing that S.J.
Gudlagsson had noted on the photograph mount at the Rijksbureau voor Kunsthistorische Documentatie that a false signature of G. Flinck had
been painted above an original signature of which only the letters "de G..." could still be deciphered (and which now are no longer visible), Franklin
W. Robinson tentatively reassigned the work in 1980 to either Van der Cooghen or that leader of the Haarlem Classicists, Pieter de Grebber (c.
1600-1653).[3]

1. Here attributed to Pieter Soutman, Holy Family. Canvas (cut down), 114 x 76.3 cm. Sarasota, Florida, The John and Mable Ringling
Museum of Art no. SN242

2. Fig. 1 before treatment in 1978

3. Cornelis van Noorde, Adoration of the Shepherds signed and dated: "Corn. van Noorde, 1793," and inscribed "P. de Grebber pinxit." Pen
and watercolor on paper, 34 x 37.5 cm. Haarlem, Gemeentearchief, no. 53-13417
The painting's attribution to de Grebber is of unexpectedly long standing. A copy in watercolor signed by the eighteenth-century Haarlem artist,
Cornelis van Noorde (1731 -1795), and inscribed "P. de Grebber pinxit" (fig. 3) indicates that it was advanced at least as early as 1793 and further
proves that the painting was cut down from a larger composition depicting the Holy Family with three shepherds on the left and a landscape. In a
photograph (fig. 2) taken about 1975, but certainly before the Ringling painting underwent conservation treatment in 1978, the figure of Joseph,
whose head and arm are now conspicuously cropped, was painted out, while the foremost shepherd's knee and staff were just visible in the lower
corner - details which are now no longer visible. When the painting was cut is unknown but certainly before the sale in 1930. The greater part of the
surface is badly abraded, overcleaned and extensively retouched. One detail which may still be a restorer's later addition (or possibly a pentimento
brought up inadvertently by overzealous cleaning) is the Virgin's right hand, which appears supporting the Christ Child both before and after
conservation treatment but did not figure in van Noorde's watercolor copy (compare figs. 1, 2 and 3).

4. Cornelis van Noorde, Elisha Refusing the Gifts of Naaman, signed and dated "C. van Noorde 1785" and inscribed "2 Regum. Cap. 5.V.1516. PDGrebber.Pinxit 1637." Watercolor and ink on paper, 33.5 x 49 cm. Haarlem, Gemeentearchief

5. Pieter de Grebber, Elisha Refusing the Gifts of Naaman, signed and dated 1637. Canvas, 120 x 185.5 cm. Haarlem, Frans Hals Museum

6. Pieter Soutman, Samson and Delilah, signed and dated 1642. Canvas, 154.3 x 137.7 cm. York, City Art Gallery
In another watercolor drawing (fig. 4) dated 1785 and also preserved in the Gemeentearchief in Haarlem Van Noorde copied Pieter de Grebber's
Elisha Refusing the Gifts of Naaman dated 1637 (fig. 5), which came from the Leprooshuis in Haarlem to be preserved in the Frans Halsmuseum
(no. 118).[4] Despite the certainty of this source's author and Van Noorde's on fig. 3, the figure types in the Florida painting are neither those of De
Grebber or Van der Cooghen. Both of these artists painted large scale images of the Adoration of the Shepherds with nothing more than the most
general points of comparison in design.[5] However, as Albert Blankert first observed,[6] the Ringling Madonna is closer to the types developed by
Pieter Soutman (c.1580-1657), who became famous as an engraver for Rubens and his circle, is less well known as a militia company and group
portraitist (see Frans Halsmuseum, Haarlem, nos. 267 and 268; Louvre, Paris, no. RF 426), and still little understood as a history painter.[7]
Although addressing very different themes, Soutman's Samson and Delilah, signed and dated 1642, City Art Gallery, York (fig. 6), and Ruth and
Boaz, Statens Museum, Copenhagen (no. 271, incorrectly as "[P.] de Grebber?", but which again was first correctly attributed at the RKD to
Soutman by Blankert; my fig. 7), employ comparable figure types. Soutman was influenced by De Grebber's style, but coupled it with a greater
plastic insistence on the human form and a more substantial treatment of drapery, both legacies of Rubens. While De Grebber's ample figures
gradually become more relaxed and less movemented, Southman's retained a greater muscle tension and just the hint of attenuated elegance (figs.
1, 6, 7). Small though this fragmentary addition to Soutman's production as a history painter is, it may help to reconstruct an oeuvre that had already
begun to be forgotten as early as the late eighteenth-century.

7. Here attributed to Pieter Soutman, Ruth and Boaz. Canvas, 124 x 163.5 cm. Copenhagen, Statens Museum as by: P. de Grebber?
Notes
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presented with the Ringling bequest to the State of Florida in 1936.
2. William W. Suida, A Catalogue of Paintings, Ringling Museum of Art (Sarasota, 1949), no. 242.
3. Franklin W. Robinson and William H. Wilson, Catalogue of the Flemish and Dutch Paintings 1400-1900, The John and Mable Ringling Museum
of Art, Sarasota (1980), no. 64, ill.
4. Gemeentearchief, Haarlem, no. 53-13416.
5. See van der Cooghen's Adoration of the Shepherds, signed and dated 1656, Frans Halsmuseum, Haarlem, no. 506; Pieter de Grebber's three
versions of the theme dated 1633 (in the Roman Catholic Church at Oude Ade), 1634 (City Art Gallery, Manchester, no. 1926.34) and 1651 (sale
London June 9, 1981, no. 71).
6. Note at photograph at The Netherlands Institute for the History of Art (RKD), The Hague.
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Florentine Influences on an Early Seventeenth-Century Dutch Painter
by Sabine Jacob
For Rüdiger Kiessmann, on his retirement as Director of the Herzog Anton Ulrich-Museum.
The exhibition Holländische Malerei in neuem Licht, Hendrick ter Brugghen und seine Zeitgenossen (New Light on the Golden Age: Hendrick ter
Brugghen and his Contemporaries), held in Utrecht and Braunschweig in 1986-1987, included The Judgment of Count William III (fig. 1), a painting
from Naarden Town Hall which is dated 1619 on the old frame. A detailed elucidation by G. Jansen of its attribution to the previously unknown
painter Simon Henrixz. can be found in the exhibition catalogue.[1] That attribution is based on stylistic affinities with The Death of Ananias, which is
dated 1624 and bears the monogram I.S.H., a work now in St Pieters en Bloklandsgasthuis, Amersfoort. Marten Jan Bok had succeeded in
identifying the monogram as that of the Amersfoort artist Simon Henrixz. Bok's archival investigations leading to that identification were also
included in the exhibition catalogue.[2]

1. Simon Henrixz., The Judgment of Count William III, dated 1619. Canvas, 125 x 275 cm. Naarden, Town Hall

2. B. Dolendo, The Judgment of Count William III the Good. Engraving, signed "Bartholomeus Dolend invenit et fecit, G. Valck excudit"
His research revealed a number of details about the life of this painter, who married in Amersfoort in 1616, worked temporarily in Dordrecht, and
rented the "Doelen" hostelry at Amersfoort in 1625, where he died in 1630. It is not known when he was born or where he trained as an artist.
In the discussion of these two paintings which, apart from some miniature-like copies of portraits, are the only ones that could so far be associated
with Henrixz., particular reference has been made to stylistic affinities with the work of Ter Brugghen, to certain Haarlem elements and also - in the
case of The Judgment of Count William III - to the influence of an engraving of the same theme by Bartholomeus Dolendo (fig. 2).[3]
Stylistically, however, there are even closer affinities with works from another artistic circle, namely a group of late sixteenth and early seventeenthcentury Florentine painters who attempted to transcend Mannerism with a cool and sober approach of their own, characterized by simple and clear
compositions and precise, realistic forms.
The artists in question were Santi di Tito (1536-1603) and Jacopo da Empoli (1554-1640) and his circle. The affinity between the abovementioned
painting by Simon Henrixz. and the work of these Florentine artists is close enough to suggest that the Dutchman must have spent some time in
Italy, and in Florence in particular, before settling in Amersfoort. Not only are the compositional method and types of figure similar, so are numerous
details of style and motif.
Comparable works by Santi di Tito include such late paintings as the Raising of Lazarus of 1592 in the Cathedral at Volterra (fig. 3). One typical
feature is the packing of a relatively narrow area with closely juxtaposed figures. In both paintings, the scene is closed off at the rear - in the case of
Simon Henrixz. by a wall, in that of Santi di Tito by a rock to the right and a tree to the left. Both artists also leave an opening with a view into the
distance.

3. Santi di Tito, The Raising of Lazarus, signed and dated 1592 at lower right. Canvas, lifesize figures. Volterra, Cathedral

4. Jacopo da Empoli, The Presentation in the Temple, signed and dated 1606. Florence, private collection
The posture of most of the figures is calm and static, the nature of the scene being conveyed by the facial expressions and by a few simple
gestures. Most of the figures are arranged parallel to the picture plane, and the poses of some of them are deliberately aligned with that plane and
with the frame. This is achieved by such devices as clear profile views and by the positioning of feet, hands, etc. The character of the light and the
cool colors are also similar in both pictures.
An even closer match is provided by Jacopo da Empoli, almost 20 years Santi di Tito's junior. A case in point is his Presentation in the Temple of
1606 (fig. 4), in a private Florentine collection, which is a slightly altered replica of the lost altarpiece of 1604 in the Collegiata in Empoli.[4] The
method of composition is the same as that described above, but the figures are not crowded quite so close together as they are in the comparable
painting by Santi di Tito. They are presented as individuals, and have greater plasticity. Some of them are emphasized by a stronger light, although
no Caravaggesque chiaroscuro was either achieved or intended.

The male figures in the right foreground of both paintings deserve particular attention. They are shown in semi-rear view but with their heads turned
towards the spectator, the left arm bent and the left foot roughly parallel to the front edge of the picture. This is a typical feature of Florentine painting
of the period, and reflects the tendency noted above of composing in parallels to the picture plane.
Finally, there is a very close relationship in the rendering of the costumes and fabrics, the strong, partly shiny and patterned material falling into
sharp, often tubular, folds, and also of the faces, all of which are similar in type, of taut form and with precise contours. Note, among other things, the
high foreheads, prominent noses and the shape of the eyes.[5]
To the Presentation in the Temple we can add several other works by Empoli from the first two decades of the seventeenth century that are equally
close in style to Henrixz.'s painting, such as the 1604 Healing of the Lame Man in SS. Annunziata in Florence,[6] and the 1613 St Charles and the
Rospigliosi Family in the church of San Domenico, Pistoia (fig. 6).
While works by other Florentine artists working in this period also display affinities with the painting by Simon Henrixz., both in composition and
motifs,[7] the nature and function of the light relate his picture most closely to the work of Empoli, for whom light had become a very important
means of artistic expression at the beginning of the century.
It has been pointed out above that this was not a Caravaggesque effect of bright light falling from a nearby source into a dark space in order to
render the illuminated parts of the bodies in a realistic and lifelike manner while the shaded parts merge with the dark ground. With Empoli, as with
Simon Henrixz., the whole painting is flooded with daylight, and all the figures and objects are picked out clearly in all their detail. However, some
parts are particularly well lit, making them luminescent and at the same time helping to define their shape.
Despite the differences mentioned above, it seems likely - and this is also the assumption made in M. A. Bianchini's study of this artist published in
1980[8] - that Empoli must have had direct or indirect knowledge of the simultaneous development in Rome, which would explain his interest in light
as a formative element and as providing greater "reality." For him, unlike, say, Barocci or the Venetians, light had a powerful modeling effect,
bringing out the volume and solidity of objects, as is also the case with Caravaggio.
This is already noticeable in Empoli's Annunciation of 1603 in S. Trinità in Florence (fig. 5). The figure of the Virgin and all the objects struck by the
light, which seems to have entered the room alongside the angel, are of extraordinary plasticity and have a palpable presence. One sees this, for
instance, in the fabrics, the vase and the roses on the floor which, painted with scrupulous attention to detail, are reminiscent of still-life painting.
Much the same is true of the various versions of the Presentation in the Temple (fig. 4) executed a few years later, in which the light also brings out
the luster and ornamentation of the silks. Bianchini has pointed out that Empoli's encounter with Caravaggio's art led to results that are very similar
to those of another Tuscan who encountered Caravaggio: Orazio Gentileschi.[9]
All these effects can also be found in the painting by Simon Henrixz. under discussion. This suggests that the Dutch painter was familiar with and
inspired by Empoli's work. And since the similarities are not confined to the adoption of individual motifs and stylistic elements, but reflect a
consistent application of the stylistic principles characteristic of early seventeenth-century Florentine painting in general, together with a detailed
resemblance to the works of Empoli executed in the first decade of the seventeenth century, Henrixz.'s cannot have been a chance acquaintance
with individual works of Florentine painters. It suggests a stay in Florence, and possibly some active involvement in the circle around Empoli.

5. Jacopo da Empoli, The Annunciation, signed and dated 1603. Florence, S. Trinità

6. Jacopo da Empoli, St Charles and the Rospigliosi Family, dateable 1613. Pistoia, S. Domenico
On 7 May 1616 the marriage took place of Simon Henrixz. of Amersfoort and the daughter of Heijltjie Henrixz. of the same town.[10] Simon must
therefore have been living in Amersfoort at that time, and was of marriageable age. We have no earlier record of the artist. It seems likely that he
lived in Amersfoort for some time before his marriage. However, since his date of birth is unknown, all further assumptions about the time and
duration of a possible educational stay in Italy are speculation. Quite within the realms of possibility, though, is a tour of that country from about
1605 to shortly after 1610. This would also fit the stylistic evidence that the comparable paintings by Empoli were executed during or shortly after
the first decade of the seventeenth century. The later works of this artist, starting for instance with the 1614 St Eligius in Florence (Uffizi), seem

more spacious and animated in their construction and richer in detail.[11] Still fully comparable, though, is the St Charles and the Rospigliosi Family
of 1613 (fig. 6).

7. Francisco de Zurbarán, St Bonaventura at the Council of Lyons, dateable 1629. Canvas, 250 x 225 cm. Paris, Louvre
Because it was not until recently that the Monogrammist I.S.H. could be linked with the archival records of the otherwise unknown painter Simon
Henrixz., his name has hitherto been absent from the history of Netherlandish art. It still needs to be established whether Simon Henrixz. can be
identified with one of the Netherlandish artists working in Florence at the beginning of the seventeenth century.
In her study of Empoli (see note 4), M.A. Bianchini has referred to the established influences of early seventeenth-century Florentine painting on
contemporary Spanish art, and especially to links between the work of Empoli and Zurbarán, a subject to which the author of this article, too, has
alluded elsewhere.[12] These links help to explain the stylistic affinity of Simon Henrixz.'s painting with early works by Zurbarán. A case in point is
the 1629 St Bonaventura at the Council of Lyons, now in Paris (fig. 7).
The only other currently known painting by Simon Henrixz., his Death of Ananias of 1624 bearing the monogram I.H.S.,[13] is stylistically different
from the painting under discussion and displays a more pronounced inclusion of Netherlandish elements, corresponding to a greater distance in
time from the Florentine models.[14]

Notes
Translated from the German by Arnold Pomerans.
1. Exhib. cat. Nieuw licht op de gouden eeuw: Hendrick ter Brugghen en tijdgenoten/Holländische Malerei in neuem Licht, Hendrick ter Brugghen
und seien Zeitgenossen, Utrecht (Centraal Museum) & Braunschweig (Herzog Anton Ulrich-Museum) 1986-1987, cat. no. 59, pp. 274-276.
2. Exhib. cat. Nieuw licht, cit. (note 1), pp. 271-273.
3. Exhib. cat. Nieuw licht, cit. (note 1), p. 274. As stated there, Dolendo's print was executed in 1613. Fig. 2 shows the second state of the
engraving listed by Hollstein as no. 33, the first state bearing the address of C.J. Visscher and the date 1627. Charlotte Steland has pointed out to
me that the Rijksprentenkabinet in Amsterdam has a version with the caption "Bartholomeus Dolendo Inventor et fecit. Clement de Jonghe excudit".
Attached to it is a label bearing the following words: "B. Dolendo bood aan de Stadregering v. Leiden een prent aan: de Justitie van den goeden
graaf Willem en kreeg hiervoor een vereering van f. 12.- (Burgerm. (?) Dagboek, 23 Sept. 1613 f. 21805). Volgens schriftelijke mededeeling v. Mr.
Dr. J.C. Overvoorde. 5 April 1919." ("B. Dolendo offered the municipal authorities of Leiden a print: the Judgment of the good Count William, and
received for it a fee of 12 guilders. Burgomasters' Daybook, 23 September 1613, fol. 21805). According to a written communication from Dr J.C.
Overvoorde. 5 April 1919.")
4. Reproduced in M. A. Bianchini, "Jacopo da Empoli," Paradigma 3 (1980), fig. 24.
5. Very Florentine, too, are the boyish figures on the right, who bear a resemblance to the boys in a 1616 painting by Empoli of St Ivo as the Patron
Saint of Orphans in the Palazzo Pitti.
6. Reproduced in Bianchini, op. cit. (note 4), fig. 27.
7. For instance, the works executed in 1615-1620 by Empoli, Passignano, Boschi, Rosselli and Cristofano Allori on the subject of Michelangelo
Handing the Pope Models or Plans of his Buildings, in the Casa Buonarotti in Florence.
8. Bianchini, op. cit. (note 4), p. 121.
9. Ibid., p. 123.
10. Exhib. cat. Nieuw licht, cit. (note 1), pp. 271 and 273, note 7.
11. Bianchini, op. cit. (note 4), fig. 35.
12. Ibid., p. 126; S. Jacob, "Florentinische Elemente in der spanischen Malerei des frühen 17. Jahrhunderts," Mitteilungen des Kunsthistorischen
Instituts in Florenz 13 (1967), pp. 115-164. The first to draw attention to the influence of Florentine artists on Spanish painting of the early
seventeenth century was Roberto Longhi, "Un San Tomaso de Velazquez e le congiunture italo-spagnole tra il '5 e il '600," Vita Artistica 2 (1927).
This influence was due to the presence of a group of Florentine artists at the court in Madrid, and to their imports of paintings from Florence.

13. Exhib. cat. Nieuw licht, cit. (note 1), p. 272, figs. 122-123.
14. Cf. A. Blankert in exhib. cat. Nieuw licht, cit. (note 1), p. 33, where affinities with Baburen are mentioned.

"Peter and Paul" by Jacob Gerritsz. Cuyp and Pieter de Grebber
by Christina J.A. Wansink
In 1989 Alan Chong published two pictures preserved in the Dordrechts Museum as pendants by Jacob Gerritsz. Cuyp: a Paul purchased in 1987
(fig. 1) and a Peter on loan to the museum since 1935 (fig. 2).[1] The aim of the present article is to complement his contribution.
On comparing the two paintings one is immediately struck by the difference between the artist's treatment of the apostles. The relatively rough,
schematic handling of Peter is particularly evident in his face, hands and clothing. Chong himself noted this discrepancy: "[...] in painting Paul, Cuyp
more fully utilized his powers as a portraitist. The figure is an intense, personal characterization of an individual, whereas Peter's is a far more
generalized, almost stereotypically maudlin visage."[2]
The existence of a second version of Peter, likewise signed "JG [interlaced] Cuyp" and dated 1627 (fig. 3), complicates matters. Virtually the same
size as the Dordrecht version, it was in a private collection in Malmö in 1967, when the owner contacted the Netherlands Institute for Art History
(RKD) in The Hague. Like the Dordrecht canvas, it shows Peter with folded hands, seated under a portico with a view into the distance. In both
works a thick book (the Old Testament) lies on his key next to him and there are chickens in the background, accompanying the rooster that alludes
to Peter's betrayal.

1. Jacob Cuyp, Paul at his Desk, signed and dated 1627. Canvas, 72.5 x 100 cm. Dordrecht, Dordrechts Museum

2. Jacob Cuyp, Peter Repentant, signed and dated 1627. Canvas, 71.2 x 99.4 cm. Dordrecht, Dordrechts Museum
In my opinion the execution of the Swedish Peter has much more in common with that of the Paul in Dordrecht than does its companion in the
museum. The artist uses light and shadow to model the figure's face and hands with far greater subtlety. The intensely sorrowful figure of the Malmö

canvas, shown contemplating his sin, displays much more character than his rather sentimental namesake in Dordrecht. The latter is not a replica
of the Swedish work, as their compositions differ significantly, especially in the position of the figure's head. In the Malmö version the apostle is
represented almost in profile as an introspective, mournful sinner, while the face of the Dordrecht Peter is turned further toward the beholder, thus
involving him more directly in his grief. He casts his eyes heavenward, a pose described in Ripa's Iconologia as typical of Penitenza.[3] Though he
does not seem to focus on someone in the same space as the viewer, as Paul appears to do, his countenance has a poignant message for the
viewer nonetheless. The stylistic parallels between the Swedish Peter and the Dutch Paul notwithstanding, the composition of the Dordrecht Peter
makes it a much better candidate - if, in fact, the Paul did have a pendant.

3. Jacob Cuyp, Peter Repentant, signed and dated 1627. Canvas, 74 x 98 cm. Malmö, private collection, 1967
As regards the different styles of the two Dordrecht paintings, it is interesting that two unknown pendants by Jacob Cuyp which reappeared in 1989
must have originated at the same time as Peter and Paul: a monogrammed Democritus and a Heraclitus (figs. 4 and 5). Both pictures were sold at
Christie's in London on 31 March 1989 as "Circle of Jan Tengnagel;" correctly reattributed, they are now in the Caretto Gallerie in Turin.[4] The
philosopher Democritus, who laughs at the world, and his colleague Heraclitus, who weeps at it, are shown here not with their customary terrestrial
globe, but with an unmarked sphere surmounted by a cross. Cuyp's handling of the subject thus resembles the two earliest Dutch representations of
these wise men in paint, by Cornelis van Haarlem. When Albert Blankert published his extensive study of this theme in 1967, seventeenth-century
prints of the two philosophers with this time-honored attribute were known, but no other paintings.[5] As in Cornelis's treatments of the subject, the
cross in Cuyp's is also awry, a token of "the crooked world."

4. Jacob Cuyp, Democritus, monogrammed. Panel, 64.1 x 50.2 cm. Turin, Caretto Gallerie

5. Jacob Cuyp, Heraclitus. Panel, 64 x 50.2 cm. Turin, Caretto Gallerie
If we compare Democritus and Heraclitus with Peter and Paul in Dordrecht we find striking parallels. Democritus gazes at the viewer in a manner
comparable to that in which Paul is looking at someone who seems to be at the extreme edge of his vision. The wrinkles around the eyes of both
figures lend them character. The type of the weeping Heraclitus in turn closely resembles the Peter in Dordrecht. By comparison with its pendant
this picture, too, is of a more "generalized visage," to borrow Chong's phrase. Yet the execution of the Heraclitus is far more subtle and plastic than
that of Peter. A comparison of Cuyp's Peter in Malmö and his Heraclitus in Turin with the Peter in Dordrecht shows how much weaker the execution
of the latter work is. This suggests that it may be a studio repetition of a painting by Cuyp that is no longer known, possibly the real pendant of the
Paul in Dordrecht.
Chong rightly drew attention to the influence of the Utrecht Caravaggisti on Cuyp in this period. This debt is evident in the treatment of both
philosophers, especially the chiaroscuro. Heraclitus's somewhat unusual gesture - the palm of his hand cupped as if he is about to catch something
- also occurs in Ter Brugghen's treatment of the theme, although he depicted the philosopher in profile.[6] Albert Blankert has pointed out that Van
Mander prescribed the gesture as an expression of sorrow.[7]

6. Pieter de Grebber, Peter Repentant, monogrammed. Canvas, 63.5 x 49.5 cm. Turin, Caretto Gallerie

7. Pieter de Grebber, Paul Reading, monogrammed and dated 1625. Canvas, 63 x 49 cm. Sale New York (Sotheby's) 1986
Finally, Chong cites two paintings by Willem Bartsius as the only other known example in Dutch seventeenth-century painting of Peter and Paul as
pendants. I would argue that two now separated works by Pieter de Grebber form a third pair. The same Caretto Gallerie in Turin owns a
monogrammed Peter Repentant, in which the half-length apostle is cast against a solid background. Given its dimensions, support and
composition, the painting could well be the pendant of the so-called Reading Apostle, likewise monogrammed by De Grebber, and dated
moreover 1625. The latter was sold at Sotheby's, New York, in June 1986 (figs. 6 and 7).[8] The two pictures are also stylistically close to one
another. The faces are modeled in the same manner - accented with strokes of light pigment at the nose and wrinkles round the eyes and on the
forehead - and the beards are also similarly rendered.
Though the reading apostle does not have any particular attributes, this dark-haired, gray-bearded figure corresponds to the usual iconography of
Paul. Given the Hebrew appearance of the script in the book he is reading, we can assume it is the Old Testament, and also that the figure is not
one of the four Evangelists, for they wrote in Greek. Paul is the only apostle ever cast as a scholar with books.
It is tempting to identify these pictures of Peter and Paul with those by De Grebber recently mentioned by Moiso-Diekamp in her study of Dutch
companion pieces.[9] However the auction catalogue of 1760 which is our only source of information about these works mentions a praying Peter
and "ditto" Paul.[10] It is no longer possible to determine the accuracy of this catalogue, or whether "ditto" meant that Paul, too, was shown praying.
In any case, if Peter and Paul really are depicted here - as I suspect they are - then these two pictures of 1625 are the earliest known instance of the
two apostles as pendants in seventeenth-century Holland.

Notes
Translated from the Dutch by Andrew McCormick.

1. Alan Chong, "Peter and Paul by Jacob Cuyp: Rare Seventeenth-Century Dutch Pendants," Hoogsteder-Naumann Mercury 9 (1989), pp. 10-18.
2. Ibid., p. 11.
3. "The confession [of the sin committed] is expressed with the face turned toward heaven, as if she were seeking forgiveness from God;" C. Ripa,
Iconologia, Rome 1593; translated from the Dutch translation by D.P. Pers, Amsterdam 1644, p. 41.
4. Exhib. cat. 30[a] mostra maestri Fiamminghi ed Olandesi del XVI-XVII secolo, Turin (Caretto Gallerie) 1989, nos. 15 and 16, as Jacob Cuyp.
5. See A. Blankert, "Heraclitus en Democritus," Nederlands Kunsthistorisch Jaarboek 18 (1967), pp. 31-124, esp. pp. 61-63.
6. Heraclitus, canvas, 85.5 x 69.5 cm. Amsterdam, Rijksmuseum, inv. no. A 2784.
7. A. Blankert, op. cit. (note 5), p. 100. C. van Mander, Het Schilder-boeck, Haarlem 1604, fol. 26v, wrote that "to properly express a downcast
spirit" one hand must "be pressed against the [figure's] own shoulder, with the inside [of the palm] turned outward as if to catch or ward off
something" ("Haer eyghen schouder aencleven/ Soo met t' binnenste uutwaert ghewent / even ghestelt, / als om yet te vatten oft schutten / Om een
gheperst ghemoedt wel uyt te putten").
8. Peter: sale New York (Christie's), 26 March 1987, no. 57; Paul, first with art dealer V. Spark, New York 1956. The fact that both paintings first
surfaced in New York also suggests a common origin.
9. C. Moiso-Diekamp, Das Pendant in der holländischen Malerei des 17. Jahrhunderts, Frankfurt 1987, p. 517.
10. Sale Hendrik Bosch, The Hague, 24 September 1760, nos. 23 and 24: "A praying St Peter by Pieter Grebber" / "A ditto St Paul, a pendant by
the same ("Een biddende St Petrus door Pieter Grebber / Een dito St Paulus tot een weerga, door denzelven").

A Key Drawing by Pieter Mulier the Elder
by Michiel Plomp
In George S. Keyes's pioneering article of 1976 on the Haarlem marine painter Pieter Mulier the Elder (ca. 1600-1670) the artist's drawings were
also studied seriously for the first time.[1] Not one had been known prior to that date, and even the 12 sheets published by Keyes all lacked a
signature or any kind of annotation, so they remained no more than attributions. The recent discovery of a drawing bearing Mulier's monogram (fig.
1) now confirms Keyes's attributions and enables us to elaborate on his findings. Moreover, unlike any other known work by Mulier, it bears a very
precise date.[2] Furthermore, there are two previously unknown sheets which can now also be added to Mulier's small oeuvre as a draftsman.
Before focusing on these drawings, however, I would like to take a fresh look at the question of Mulier's date of birth. Prior to Keyes's article, Pieter
Mulier the Elder was believed to have been born around 1610/1615. Keyes dated two monogrammed Sea Tempests by the artist, in Stockholm
and Greenwich, to around 1630 or a little earlier, because of their strong debt to Hendrick Vroom and the early Jan Porcellis. Hence, Keyes
deduced, Mulier is far more likely to have been born closer to 1600 than to 1615.[3] This hypothesis can now be corroborated by archive material. It
turns out that the artist's parents, Pieter Joostenz. Mulier (a Mennonite who fled Flanders, presumably to avoid persecution) and Baertken de la
Mote were married in 1590.

1. Pieter Mulier the Elder, Beached Boat with Men at Work. Black chalk, monogrammed, pen and brown ink, (reddish) brown and grey washes,
15.6 x 27.7 cm. Haarlem, Teylers Museum

2. Pieter Mulier the Elder, Merchantman. Pen and brown ink, 12.4 x 19.7 cm. Haarlem, Teylers Museum (Coll. H. Teding van Berkhout Sr. and
Jr.)

3. Pieter Mulier the Elder, Action between Two Merchantmen. Pen and brown ink, 12.3 x 19.6 cm. Haarlem, Teylers Museum (Coll. H. Teding
van Berkhout Sr. and Jr.)
The banns were announced in Leiden on 15 February 1590 and the marriage took place in Haarlem shortly afterwards.[4] Besides their son Pieter,
the couple had two daughters, Janneke and Maaike.[5] Mennonites are baptized only after reaching adulthood, so the year of baptism is not the
year of birth, as is otherwise generally the case. This makes the year of birth more difficult to establish, and it also is almost impossible to ascertain
whether Pieter Mulier's parents had more than these three children; i.e. whether there were others who died before being baptized. It is clear,
though, that Keyes was on the right track. In fact, Pieter Mulier may have been born even earlier, somewhere between 1590 and 1600.
Let us now return to the newly discovered drawings by Mulier. All three were recently acquired by the Teyler Museum in Haarlem, which now has a
total of six sheets by him. The three already in its collection, Merchantman off a Rocky Coast (fig. 4), Ships in a Calm (fig. 5) and Action between a
Galley and a Merchantman (fig. 6), were among a number of works donated by Louis Paul Zocher at the end of the nineteenth century.[6] Of the
hitherto unpublished sheets, a Merchantman (fig. 2) and an Action between Two Merchantmen (fig. 3), were acquired in 1987 as part of the Teding
van Berkhout Collection.[7] Both closely resemble the abovementioned Ships in a Calm (fig. 5), and Action between a Galley and a Merchantman
(fig. 6). The meticulous contours of the cumulus clouds, the vertical hatching in the shadows of the sails, and the summarily indicated boats in the
background are perfectly congruous with the rest of Mulier's oeuvre as assembled by Keyes.[8]

4. Pieter Mulier the Elder, Merchantman off a Rocky Coast. Pen and brown ink, 12.5 x 19.7 cm. Haarlem, Teylers Museum

5. Pieter Mulier the Elder, Ships in a Calm. Pen and brown ink, 12.5 x 19.8 cm. Haarlem, Teylers Museum
The Teyler Museum's most recent acquisition of a drawing by Pieter Mulier the Elder, in 1990, is in many respects also the most interesting. The
Beached Boat with Men at Work (fig. 1; previously in a private collection) bears the monogram "PML" and is dated "1650 10/10".[9] The
monogram is identical with those on Mulier's paintings and leaves no doubt about his authorship.[10] Moreover it confirms the attribution of the
other drawings. The sheet corresponds most closely to two others of the same subject, a Beached Boat (fig. 7) in Rotterdam, and a Beach Scene,
formerly in Amsterdam,[11] while Mulier also executed comparable coastal landscapes in paint.[12] One of the latter is a monogrammed panel in
the Staatliche Kunsthalle in Karlsruhe (fig. 8).[13] The minuscule figures along the tideline emphasize just how far the vessel has been dragged
ashore for caulking, as has its counterpart in the drawing of the Beached Boat with Men at Work (fig. 1). The seagull skimming precisely along the
horizon in both that drawing and the Ships in a Calm (fig. 5) is a virtual hallmark in Mulier's paintings.[14]

6. Pieter Mulier the Elder, Action between a Galley and a Merchantman. Pen and brown ink, 12.4 x 19.6 cm. Haarlem, Teylers Museum

7. Pieter Mulier the Elder, Beached Boat. Pen and brown ink, brown, grey, pink and blue washes, 12.3 x 19.2 cm. Rotterdam, Boymansvan
Beuningen Museum

The monogram on Beached Boat with Men at Work (fig. 1) confirms Keyes's attributions to Mulier but its date of 1650 undermines his hypothesis
as to the dating. He convincingly described the drawings already in Haarlem at that time (figs. 4-6), in Rotterdam (fig. 7) and elsewhere as a
homogeneous group.[15] He dated them early, in the 1630s, citing the influence of Jan Porcellis.[16] In fact, however, the composition of the two
Haarlem sheets, Ships in a Calm (fig. 5) and Action between a Galley and a Merchantman (fig. 6) seems to contradict such an early dating.[17] A
seascape showing a vast expanse of calm water on a windless day is almost inconceivable without the precedent of Simon de Vlieger's work from
around 1649/1650.[18 ] Foreshortened ships with slack, drooping sails make their first appearance in the middle of the seventeenth century, not in
the 1630s. Discussing two other drawings in this group Keyes himself remarked "Mulier's interpretation of treacherous rocky coastline is extremely
advanced."[19] The appearance of the Beached Boat with Men at Work (fig. 1), with its date of 1650, suggests that the closely related beach
scenes, such as the one in Rotterdam (fig. 7), date from about the same time (see note 11).

8. Pieter Mulier the Elder, Coast View with Two Beached Boats, monogrammed lower left PML. Panel, 46 x 80 cm. Karlsruhe, Staatliche
Kunsthalle
All these drawings form a homogeneous group, not only in terms of style, but also because of their common format of approximately 12 x 19 cm.
Moreover, as far as can be established, they are on the same type of paper and in the same ink.[20] My conclusion is that they were made within a
short space of time around 1650, probably as a series, initially for study purposes and ultimately for sale. The monogrammed and dated Beached
Boat with Men at Work (fig. 1) would have made an ideal frontispiece, although it is the only one with a different size. Keyes tried to explain the
uniformity of the drawings by suggesting that some were pairs,[21] which I find much less plausible. Nieuwstraten has already refuted parts of
Keyes's pendant theory.[22] It may be added that the two Haarlem sheets Ships in a Calm (fig. 5) and Action between a Galley and a Merchantman
(fig. 6) depict the same calm weather, which makes them unlikely pendants.[23]
Mulier may well have started these drawings as studies. Stranded in the routine of his own idiom around 1650, he must have realized that the
marine genre had meanwhile undergone drastic innovations. Drawing may have seemed a relatively easy way to get acquainted and experiment
with the new manner. A certain naivety in the sheets suggests that he was not accustomed to working in ink. His style of drawing, as Keyes has
pointed out, recalls works by Cornells Claesz. van Wieringen, but he may also have been inspired by Hendrick Vroom.[24] This naive, rather
outdated style on the one hand, and his daring attempt to absorb up-to-date compositional schemes on the other, are the features that distinguish
this group of most attractive drawings.
Subjects like "Ships on a Stormy Sea" (cf. fig. 4) were always part of Mulier's artistic repertoire. His painted beach views may all have originated
after drawings like figs. 1 and 7. As far as we know, though, he never rendered such smooth, tranquil seas in oils, which once again underlines the
uniqueness of this group of drawings within Mulier's oeuvre.

Notes
Translated from the Dutch by Yvette Rosenberg.
1. George S. Keyes, "Pieter Mulier the Elder," Oud Holland 90 (1976), pp. 230-261 (hereafter referred to as Keyes 1976).
2. A monogrammed painting, Ships off a Jetty, in the K.J. Müllenmeister Collection, Solingen, is said to be dated 1639, but the authenticity of this
date is disputed; see Keyes 1976, pp. 231-233, note 4.
3. Keyes 1976, pp. 234-237. The influence of Jan Porcellis is quite apparent in Mulier's early paintings in the Hallwylska Museum in Stockholm
and the National Maritime Museum in Greenwich (Keyes 1976, pp. 235-236, fig. 1), but I do not discern it in his drawings (see note 16).
4. I should like to thank Irene van Thiel-Stroman for her generosity in supplying this information. She researched Pieter Mulier the Elder's biography
for the planned catalogue of paintings of the Frans Hals Museum in Haarlem. The marriage banns (Leiden City Archives, Ondertrouwboek (register
of banns) B, fol. 203) refer to the couple as: "Piere le Molier uyt Flaenderen woonende binnen dese Stadt Leyden" and "Baertken de la Mote
woonende tot Haerlem." A note in the margin states: "zal tot Haerlem trouwen ende dienvolgens acte geligt desen 3.3.90." The marriage of Pieter's
parents, which in compliance with the Mennonite custom would have been contracted before sheriffs cannot be documented, since the earliest
sheriff' s register of marriages is from 1627. Their antenuptial contract, drawn up on 1 March 1590 by the notary M. van Woerden, has however
been preserved (Haarlem City Archives, not. 8, fol. 209r).
5. The names of the three children appear in a document relating to an inheritance from a great-aunt: Haarlem City Archives, not. S. Cossaert 174,
fol. 240 of 1 September 1647.
6. Louis Paul Zocher (1820-1915), garden designer and landscape painter, was on the Board of Directors of the Teyler Foundation from 1872 to
1915. His gift of some 30 old Dutch drawings is recorded in the annual report for 1887/1888 (see the Teyler Foundation Archives, no. 147, Annual

Report 1887/1888, fol. 1). In 1904 H.J. Scholten described them in his Catalogue raisonné des dessins des écoles française et hollandaise.
Musée Teyler, Haarlem (pp. 61-62, O 8 a-d). Schiolten listed the three marine drawings as well as a fourth of the same (obviously cropped) format
and technique as works by Hendrick Vroom. On this fourth sheet, which is certainly by another hand, see G.S. Keyes, Cornells Vroom, Marine and
Landscape Artist (dissertation), Utrecht 1975, vol. 1, p. 128, note 65 (fig. XXI).
7. The provenance prior to the Teding van Berkhout Collection (where both sheets were attributed to Hendrick Vroom) is unknown. See for this
collection, C. van Tuyll, "De collectie Teding van Berkhout in Teylers Museum," Teylers Museum Magazijn 21 (1988), pp. 1-3.
8. The verso of the Merchantman (fig. 2) bears a sketch in black chalk. Similar sketches appear on the back of five other drawings by Mulier; see
Keyes 1976, pp. 260-261, nos. 1, 3, 4, 9, 10.
9. The provenance is: collection of Jacob Olie Sr., Amsterdam; Netherlands, private collection; Haarlem, Teyler Museum, inv. no. O 8 f.
10. For the monogram see Keyes 1976, p. 230. The verso of Beached Boat with Men at Work is even annotated in chalk, in old (seventeenthcentury?) handwriting "Mollier f...."
11. Keyes 1976, pp. 260-261, nos. 1 and 10. Like the Beached Boat (fig. 7) in Rotterdam (Boymans-van Beuningen Museum, inv. no. Jan Porcellis
2) the Haarlem Beached Boat with Men at Work (fig. 1) is slightly colored. In the case of the Rotterdam sheet, however, where these colored
washes are rather loosely applied, it is uncertain whether it was done by the artist himself. Keyes's statement (1976, pp. 254-258) that the Beach
Scene, formerly in Amsterdam, was also colored, is erroneous; it is not described as such either in exhib. cat. De verzameling van Bernard
Houthakker, Amsterdam (Rijksprentenkabinet) 1964, p. 31, no. 80, or in sale cat. The Collection of the late Bernard Houthakker, Amsterdam
(Sotheby Mak van Waay), 17/18 November 1975, no. 146, with ill., both times as by Porcellis.
12. M. Roethlisberger-Bianco, Cavalier Pietro Tempesta and his Time, Newark 1970, figs. 61-63.
13. Jan Lauts, Katalog alte Meister bis 1800, Staatliche Kunsthalle, Karlsruhe 1966, p. 215, no. 1848; Roethlisberger-Bianco, op. cit. (note 12), fig.
62.
14. With thanks to Marijke de Kinkelder of the Netherlands Institute for Art History (RKD) in The Hague for drawing my attention to this detail.
15. Keyes 1976, p. 242ff., pp. 260-261, nos. 1 and 3-10.
16. Keyes 1976, pp. 230, 254, 258. He only discusses Porcellis's influence fully in relation to the Rotterdam Beached Boat (fig. 7), but its
resemblance to the Porcellis drawings (in Amsterdam, Hamburg and London) that he cites (p. 254, note 31) is only slight. Furthermore one
wonders whether the Rotterdam sheet was not changed by the coloring (see note 11).
17. Keyes's dating of the two Haarlem sheets (Keyes 1976, p. 247) - Ships in a Calm (fig. 5) and Action between a Galley and a Merchantman (fig.
6) - to 1625-1630, on the basis of the types of vessel is not entirely reliable, as marine artists generally paid little attention to the accuracy of ships'
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Genre Paintings by Laurence Neter of Elblag
by Paul Huys Janssen
In 1913 George Cuny, an archivist in Gdansk, published all the information he had collected on the painter Laurence Neter as part of his research
on artists who had worked in the city.[1] Neter was actually from the town of Elblag, some 50 kilometers from Gdansk, and must have been born
there around 1600/1604. Cuny deduced this approximate year of birth from the fact that a certain "Lorens Neter" was admitted to the "classis
germanica inferior" of Elblag's gymnasium on 28 September 1612.[2]
Beyond this very little is known about Neter's youth or family background. He received his artistic training in Gdansk from the Southern
Netherlandish painter Isaac van den Blocke (d. 1626), who was already active there in 1589.[3] Following this formative period Neter set out for the
Netherlands.

1. Laurence Neter, Lute Player, signed and dated "Laurence Neter A: 1631 ff". Panel (oval), 35.5 x 26.5 cm. Netherlands, private collection

2. Dirck Hals, Interior with Cavaliers, signed "DHals 1627". Panel, 34.7 x 34.3 cm. Berlin, Staatliche Museen Preussischer Kulturbesitz,
Gemäldegalerie, inv. no. 816A
The ties between Gdansk and the Low Countries were very close in the sixteenth and seventeenth centuries. It was through this old Hanseatic
harbor town, for instance, that the Netherlands received much of its grain. In both Gdansk and Elblag, and also along the banks of the river Wisla
(Vistula) in present-day Poland, a great many Dutch and Flemish farmers had settled between 1560 and 1610 - Mennonites for the most part who
had emigrated for religious reasons.[4] Laurence Neter may have belonged or been related to one of these families.[5] The presence of such a
large Netherlandish colony and its strong economic ties with the homeland sparked intense cultural exchange.[6] Painters such as Van den Blocke,
Hans Vredeman de Vries and, later in the seventeenth century, Pieter Soutman, Willem Hondius and Pieter Danckertsz. de Rij found gainful
employment for longer or shorter periods in either Gdansk or one of the nearby Prussian or Polish cities.[7] Their presence prompted young, local

employment for longer or shorter periods in either Gdansk or one of the nearby Prussian or Polish cities.[7] Their presence prompted young, local
artists to tour the Low Countries. In the seventeenth century it was more or less customary for German painters to go abroad to gain experience or
to finish their training; those living in the northern part of Germany usually went to the Netherlands, while those from the south went to Italy.[8] The
distance involved was of course an important consideration, but religious, social and cultural factors also played a part.[9 ] The painter Johann Liss,
born near Lübeck in what was then known as the "Oldenburger Land," was already living in Haarlem in about 1615/1616.[10] Another early visitor to
the Low Countries was the Gdansk copperplate engraver Aegidius Dickmann, who was also working in Haarlem in 1624.[11] Other Northern
German and Polish painters who went to the Netherlands in the course of the seventeenth century include Nicolaes Knupfer from Leipzig, Wolfgang
Heimbach from Ovelgönne near Bremen, and Simon Petrus Tilman from Lemgo in Westphalia.[12]

3. Laurence Neter, Lady and Gentleman, signed "Laurence Neter f 1634". Panel, 28 x 24.5 cm. Whereabouts unknown
Laurence Neter's teacher, Isaac van den Blocke, presumably advised him to study and work in the Netherlands. Unfortunately we do not know when
he arrived or where he lived. He may have spent some time in Middelburg, however, for in 1676 no fewer than four of his paintings were recorded in
the estate of the painter and art dealer Laurens Bernards of that city.[13] Later still, in the eighteenth and nineteenth centuries, paintings by Neter
changed hands in Middelburg; could these have been the same works as those mentioned in the inventory of 1676?[14] In 1639, at any event,
Neter was back in Gdansk.[15] He may have remained in that city or returned to Elblag; he was still active in 1649, yet the year of his death is
unknown.[16]

4. Laurence Neter, Elegant Company, signed "LAURENCE NETER 1635". Panel, 31.3 x 41 cm. Paris, art market 1975
Laurence Neter was primarily a genre painter.[17] He painted most of his small-figured compositions on panel, but occasionally on copper. He was
fond of depicting small groups of people making music, dancing, playing cards or courting. Various terms were applied to such scenes in the
seventeenth century; our own term "genre" only came into use in the eighteenth century,[18] while in the seventeenth "company" (gezelschap) was
most commonly used to denote a genre painting. Nomenclature such as "pleasantry" (plaisanterie) and "conversation" (conversatie) also occurs
frequently, besides the more specific "guardroom scene" (kortegaardje) for a painting with soldiers, or "brothel piece" (bordeeltje) for a jovial, and
occasionally licentious, scene with prostitutes. The occasional reference to "small paintings of dandies and young ladies" (jonkertjes and juffertjes)
is more ambiguous.[19]

Genre paintings of this kind were produced in the Northern and Southern Netherlands alike.[20] What little has been written about Laurence Neter
assumes that he worked in the former,[21] but his work also has much in common with genre painting in the south. If only for that reason a sojourn in
Antwerp, the center of Southern-Netherlandish painting, cannot be ruled out. Nor is it difficult to imagine that his teacher Isaac van den Blocke himself a Fleming - advised his pupil to visit, if not actually to remain for some time in the area. Being a foreigner, he was not free to practice his
profession wherever he liked, but there were plenty of unofficial opportunities which varied from city to city. The most stringent requirement the guild
rules imposed on an immigrant artist was that he establish residency in a given community and join the local guild. This was only practical, of
course, if he wished to settle more or less permanently. Since we know that Neter eventually returned to his homeland, we may assume he was not
planning to do so. In practice a foreign painter could always find employment in the Low Countries without necessarily leaving any documentary
evidence of his stay, just as Neter did. Under the circumstances we can only attempt to draw conclusions from the work he left.

5. Jacob Duck, Merry Company, signed and dated 1635. Panel, 52.7 x 63.2 cm. Private collection
In 1913 Cuny identified seven works by Laurence Neter, two of which have proved to be identical, reducing the total to six.[22] Since then a great
many works have surfaced, often attributed to another painter. It is possible to sketch the artist's development on the basis of several ascertainable
attributions.[23]
Neter's earliest known genre picture dates from 1631, a charming Lute Player on an oval panel now in a Dutch private collection (fig. 1).[24] It
shows an elegantly dressed gentleman playing his instrument in a leisurely fashion. On the small table next to him are several music books, a
pitcher and a glass. Depth is suggested only by means of a pillar and an architrave behind the table, possibly meant to be part of a passageway.
There are points of similarity here with the work of Dirck Hals, who was active in Haarlem and helped pioneer this kind of painting in the Northern
Netherlands (fig. 2).[25] This may indicate Neter was living in that area at the time.
His Lady and Gentleman of 1634 (fig. 3) is also reminiscent of Hals.[26] This patently amorous scene shows the woman raising her wine glass to
the gentleman, who already has his arm around her shoulder.
In his Elegant Company of 1635 (fig. 4), Neter attempted a somewhat larger group.[27] The figures are either dancing, playing music or courting,
but their placement against the gilt leather wall-hanging is not entirely convincing. The two small figures on the left actually seem to be hovering just
above the wooden floor. Neter himself seems to have recognized the problem, for in the pictures that he began producing shortly thereafter he
gives only a summary rendering of the background.
He is not the only artist who had difficulty situating figures effectively in an architectural setting. Other figure painters, such as Jacob Duck in Utrecht,
Anthony Palamedesz. in Delft and Pieter Codde in Amsterdam, obviously wrestled with the same problem. Their working methods were partly to
blame for the difficulty. Artists conceived a composition in two separate stages, painting first the background and then the staffage, or vice versa,
and often lost their grip on the proportions in the process. No wonder young painters, in particular, sometimes failed to arrange their figures in
space in a credible fashion.[28] Even masters who had long since completed their training were capable of making mistakes. Consider, for
example, Jacob Duck's rather lopsided Merry Company of 1635 (fig. 5): the laughing drunkard and his chair seem to be sliding off the sloping floor,
and the spatial relationship between the table and the wall at the back is equally problematic. Duck was inclined to repeat his own inventions and
figures; the carelessness that inevitably resulted often compromised the high quality of his compositions.[29 ] The later works of Anthony
Palamedesz. also suffered from his constant repetition of the same motifs.[30] As for Laurence Neter, his seemingly incurable clumsiness at
designing genre scenes classifies him as a minor painter.
He tried to resolve the problem by virtually eliminating the architectural background, as in the Singing Trio of 1636 (fig. 6) in Stockholm's Hallwylska
Museum.[31] Here the scene consists of several more or less isolated parts. A standing man lays his hand on the shoulder of a singing woman
seated next to him. On the far left a lone chair stands like a still life - a motif also found in several genre paintings by Dirck Hals.[32]

The small Turkish Woman on panel (fig. 7) dates from 1637.[33] Here again the painter opted for a composition with a single figure, as he had
done in 1631 (fig. 1). The scene is reminiscent of paintings by Jacob Fransz. van der Merck, who was active in The Hague and Delft, and by
Godaert Kamper from Düsseldorf, who lived in Leiden. These two masters, likewise of minor importance, produced the same sort of small genre
pieces as Laurence Neter.[34]

6. Laurence Neter, Singing Trio, signed "LAURENCE NETER A: 1636 fc". Panel, 24.5 x 30 cm. Stockholm, Hallwylska Museum

7. Laurence Neter, Turkish Woman, monogrammed and dated "LDN f 1637". Panel, 29 x 24 cm. Whereabouts unknown

8. Laurence Neter, Amorous Company, monogrammed and dated "LN 1638". Panel, 19.5 x 25.5 cm. Bourges, Musées de la Ville, inv. no.
867.1.1

9. Christoffel van der Laemen, Merry Company. Panel, 56.3 x 81.5 cm. Budapest, Szépmüvészeti Múzeum
From 1638 Neter's work tends more towards that of the Flemish genre painters. It is not entirely illogical that his Amorous Company in Bourges (fig.
8), which he painted that year, was attributed in 1977 to Christoffel van der Laemen (1606?-1652?).[35] However, when the art historians Horst
Gerson and Sturla Gudlaugsson saw the panel in 1962, they had already correctly identified the monogram "LN" as Laurence Neter's - as evinced
by their notes at the Netherlands Institute for Art History (RKD) in The Hague. The work shows a young man removing his hat as he bows gallantly to
a young lady. Seated behind them are a couple kissing. The table partially visible in the right background, on which stand a glass and a pitcher, is
an unfortunate attempt (possibly a later addition) to balance the composition. The comparatively light palette, the costumes and small details such
as the figures' beady eyes all recall the work of such Flemish genre painters as Frans Francken and Christoffel van der Laemen. One of the latter's
panels is reproduced here for comparative purposes (fig. 9).[36]
Neter's fully signed Company Playing Cards in Stockholm's National Museum (fig. 10) dates from the same year as the small panel in Bourges.[37]

10. Laurence Neter, Company Playing Cards, signed "Laurence Netter Fecit A: 1638". Panel, 19 x 25 cm. Stockholm, Nationalmuseum, inv.
no. 540

11. Laurence Neter, Company in an Entrance Hall, monogrammed "LN 1641". Copper, 23.5 x 35 cm. Netherlands, private collection
According to Cuny, Laurence Neter was back in Gdansk in 1639.[38] During the years that followed, his art matured noticeably. The compositions
become more stable, the decor more luxurious and the coloring more refined. This development reflects the influence of prints by the French
engraver Abraham Bosse (1602-1676),[39] which enjoyed great popularity in the seventeenth century not only in France but also in the Low
Countries.[40] We know, for instance, that the painter Dirck van Delen (1605-1671), who worked in Arnemuiden in the Dutch province of Zeeland,
drew inspiration directly from Bosse's prints.[41]

12. Abraham Bosse, Feast in Honor of the Prodigal Son, signed "A.Bosse in.et fe. Io le Blond excud." Engraving, 25.4 x 31.9 cm. Amsterdam,
Rijksprentenkabinet
Laurence Neter, whose greater ability to paint figures than architecture we have already noted, also quoted a print by Abraham Bosse verbatim.
His Company in an Entrance Hall of 1641 (fig. 11)[42] is staged in a setting virtually identical to that in a print by Bosse (fig. 12).[43] Neter even
borrowed the wall-covering. As a result, this small panel is one of his most successful compositions. It may be assumed that he took a number of
Bosse's prints with him when he returned to his homeland.
Most of the figures in Dirck van Delen's architectural compositions were painted by his colleagues, primarily genre painters from the Northern
(Dirck Hals, Jan Olis and later Anthonie Palamedesz.) and the Southern Netherlands (David Teniers the Younger and Theodor Boeyermans).[44]
Dirck van Delen's workshop in Zeeland was apparently neutral territory, as he collaborated with both southern and northern artists. They did not
have to go to Zeeland in order to work with Van Delen; he routinely sent "bald" architectural compositions to Haarlem or Antwerp, where his
collaborators finished them. Similarly, the architectural painter Bartholomeus van Bassen (ca. 1590-1652), who worked in The Hague, sometimes
had Esaias van de Velde from the same city or Frans Francken from Antwerp add the figures to his compositions.[45] There was a demand for
such paintings both north and south of the Scheldt.
In the light of the above it should be clear that the Northern and Southern Netherlands, though more or less officially separated by the Eighty Years'
War, still maintained close artistic ties. If we are correct in assuming that Neter worked in Middelburg, a city that served as a bridge between the
two, then it is not surprising that his work has both northern and southern traits.[46]
Thus, many years after the appearance of Cuny's article in 1913, it has been possible to shed a little more light on the career of Laurence Neter.
Besides his paintings, Neter apparently left no trace in the Low Countries. Surveying the genre paintings he executed between 1631 and 1641, his
indebtedness to Dutch genre painters is unmistakable, whereas his later work is much closer to Flemish art. Neter's work is overshadowed by the
great masters of the seventeenth century, yet this painter, who came all the way from Elblag to seek his fortune in the Netherlands, played a minor
but nonetheless interesting role in the history of Dutch art.

Notes
Translated from the Dutch by Andrew McCormick.
The author would like to thank Willem L. van de Watering, Guido Jansen and Marten Jan Bok for their valuable comments and suggestions.
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35. Provenance: bequest of Docteur Perraudin, 1867. See exhib. cat. Le siècle de Rubens dans les collections publiques françaises, Paris (Grand
Palais) 1977-1978, p. 285. I am grateful to Jacques Foucart of the Musée du Louvre, Paris, for this reference.
36. A. Pigler, Katalog der Galerie alter Meister, Szépmüvészeti Múzeum, Budapest 1967, vol. 1, pp. 369-370, inv. no. 593; on Van der Laemen
see Legrand, op. cit. (note 20), pp. 84-87.
37. Provenance: Bentzelstierna-von Engeström Collection. See Cuny, op. cit. (note 1), p. 49, no. 3; cat. Äldre utländska målningar och skulpturer,
Stockholm (Nationalmuseum) 1958, p. 142.
38. Cuny, op. cit. (note 1), p. 49.
39. See André Blum, Abraham Bosse et la Société française au dix-septième siècle, Paris 1924, and Nicole Villa, Le XVIIe siècle vu par
Abraham Bosse, Paris 1967.
40. Beatrijs Brenninkmeyer-de Rooij, "Correspondances et interactions entre peintres français et hollandais au XVIIe siècle," in exhib. cat. De
Rembrandt à Vermeer: les peintres hollandais au Mauritshuis de La Haye, Paris (Grand Palais) 1986, p. 52.
41. Ibid., figs. 10 and 11. See also Timothy Trent Blade, The Paintings of Dirck van Delen, (diss., University of Minnesota, Minneapolis, Minnesota,
1976), pp. 167-168, cat. no. 79.
42. Provenance: sale Paris (Drouot), 29 May 1985, no. 44; Amsterdam, art dealers P. and N. de Boer, 1987. Another painting executed by Neter
in 1641 is in Riga: Company Drinking Wine, copper, 24 x 35.5 cm, monogrammed "NP 1641", Riga, National Museum, inv. no. 153. See Cuny, op.
cit. (note 1), p. 49, no. 4; Catalogue of Paintings, National Museum, Riga, Riga 1955, p. 64, no. 635 (in Russian). Neter's unsigned Company
Drinking and Playing Music, panel, 59.7 x 95.9 cm, sale Amsterdam (Sotheby's), 22 May 1989, no. 73, presumably dates from the same period.
43. Blum, op. cit. (note 39), no. 1189, pl. 43.
44. Blade, op. cit. (note 41), pp. 95-152, and Guido Jansen, "Genre painting, landscape and portraiture in Middelburg, mainly in the first half of the
seventeenth century," Masters in Middelburg. Exhibition in honour of Laurens J. Bol, Amsterdam (K. & V. Waterman) 1984, pp. 97-106, esp. p.
104.
45. Haak, op. cit. (note 19), p. 220. This collaboration between specialists, such as architectural and figure painters, or landscape and figure
painters, is a phenomenon peculiar to seventeenth-century painting, yet it has hardly been studied.
46. On painting in Middelburg see Jansen, op. cit. (note 44).

Jan Lievens's "The Shield-Raising of Brinio" - a Second Oil Sketch
by Gregor J.M. Weber
The large lunettes in the corridor of Amsterdam Town Hall were decorated with scenes of the Batavian uprising of 69 BC because that event was
seen as an antique parallel to the rebellion of the Netherlands against Spanish rule. In 1659 Govert Flinck was commissioned to execute the entire
project, but as he died not much later - in 1660 - the work was shared out between Rembrandt, Lievens and Jordaens. Rembrandt's The
Conspiracy of the Batavians under Claudius Civilis was removed soon afterwards - for reasons still not fully explained - and replaced with one by
Jurriaen Ovens. Lievens, in his painting dated 1661, depicts the Caninefate warriors, whom Claudius Civilis, leader of the Batavians, had been
able to win over before the attack (fig. 1).[1] Amongst them, Brinio stood out by his courage and noble descent, so his followers raised him upon a
shield and proclaimed him general.[2]
According to an unpublished suggestion by Albert Blankert, this scene, like many of the others, was of topical significance, for in 1651 the
republican faction had abolished the stadtholdership of the princes of Orange. Because the House of Orange wielded special powers due to its
command of the army, Pensionary Jacob Cats pleaded in the "Grote Vergadering" (Great Assembly) for the abolition of the permanent captaincygeneral. Instead, the country should copy the Hebrews of the Bible who, as God's people, had been the oldest republic in the world: they chose a
new general on the eve of every campaign. The spontaneous Shield-Raising of Brinio accordingly exemplified this anti-Orangist standpoint with an
event from the nation's own history.[3]
In 1940 the art historian Dr Hans Schneider donated Jan Lievens's oil sketch for The Shield-Raising of Brinio (fig. 2) to the Municipal Collection of
Amsterdam. This is considered to be the model for Lievens's large painting.[4]
The pedigree of this oil sketch has been reconstructed from extant documents. It was presumed to have been in seven auctions between 1737 and
1929. The artist was correctly identified in sale catalogues of 1737, 1799, 1800, 1803 and 1902, and the sketch was also rightly described as a
model for the Town Hall painting. Apparently, however, there was no agreement on whether the figure being raised up on the shield was Claudius
Civilis, as stated in 1737, 1800 and 1902, or Brinio, as asserted in 1799 and 1803.[5] The catalogue entries for the sales in 1844 and 1929 were
completely misleading, which is made all the more surprising by the fact that the picture was correctly described in 1902.[6] The 1737 and 1844
catalogues made no reference to the support, in 1929 it was given as marouflé paper, and in the other cases it was described as canvas.

1. Jan Lievens, The Shield-Raising of Brinio, monogrammed and dated 1661. Canvas, 546 x 538 cm. Amsterdam, Royal Palace (the former
Town Hall)
It is now possible to throw some light on these strange inconsistencies, thanks to my becoming acquainted with a privately owned second version
of this composition, with practically identical dimensions, here reproduced for the first time (fig. 3). In a rare stroke of good fortune, old and
identifiable labels are still pasted onto the back of this sketch - a clipping from the 1800 auction catalogue on the strainer (fig. 4), and a label from
the 1902 auction on the decorative frame.[7] The painting has been in the present owner's family ever since that date.

2. Jan Lievens, The Shield-Raising of Brinio. Paper on canvas. 60.5 x 59 cm. Amsterdam Historical Museum
As a result, the provenance of the Amsterdam sketch (fig. 2), which is painted on paper, can be retraced with certainty to the 1929 auction, and no
doubt to that of 1844 as well. Whether it was also put up for sale in 1799 and 1803, when mention was made of the shield-raising of Brinio. seems
doubtful. The auctions of 1799. 1800 and 1803 - a timespan of only four years - were all held in Amsterdam. In 1799 the buyer's name was given as

Van der Schley, and this must have been Phillippus van der Schley, one of the auctioneers in 1800 and 1803. Moreover, the catalogue entries
referring to Brinio and Claudius Civilis - in 1799 and 1800 respectively - resemble each other so much that in my view the discrepancies do not
reflect different paintings and provenances but rather differences of opinion between the authors of the catalogues.[8] The privately owned painting
on canvas (fig. 3) was therefore probably the one that was also put up for sale in 1799, 1800 and 1803. on each of which occasions it was stated
unequivocally that the support was canvas.[9] It may be assumed that it is also identical with the Claudius Civilis auctioned in 1737. when, however,
the support was not specified.

3. Jan Lievens. The Shield-Raising of Brinio. Canvas, 61 x 57.3 cm. Private collection

4. Detail of the back of fig. 3
Like the Amsterdam picture, the previously unknown version, has suffered considerably over the years. Its present state still reflects a "restoration"
of some 100 years ago. when crude retouchings were added that have now become very dark in parts.[10] Even so, the picture shows numerous
details that can barely be made out, if at all. on the Amsterdam sketch. The groups of figures in the left and right background are still clearly
recognizable, the foreground figure seen from the back is still waving a hat decorated with red and white feathers. Similarly, in the center, the raised
leg of the horse and the dog looking up can still be discerned, as can the colors of the flags and the plumed hats (fig. 5).

5. Detail of fig. 3
There is hardly any difference in the composition of the two equally small paintings, and no pentimenti can be found on either. Nor did Lievens
make any great changes when executing the large painting for the Town Hall. The soldier with a shield gazing upwards in the lower center was
shifted slightly further away from the leg of the horse in the left foreground. Lievens painted this horse as a grey in the large picture but as a reddish
ocher dun in both the small ones. The head of the man supporting the shield at Brinio's feet was changed from full profile to a three-quarter view,
and covers just part of Brinio's legs.
However, these differences between Lievens's models and his definitive version are marginal, certainly when compared with Ferdinand Bol, whose
extant drawings and oil sketches clearly reflect a line of development towards the ultimate solution.[11] How can we explain the fact that Lievens
made two roughly identical sketches? Admittedly, one of them could conceivably be a later copy, but in view of the sketchy execution of both, and
their provenances, this would seem most unlikely. If we go by the catalogue entries for the abovementioned auctions, the newly discovered picture
was the actual "model" submitted for approval to the burgomasters and, being "in het klein" (in small, as the 1737 entry put it) was judged worthy of
inclusion in a cabinet of paintings.[12] If so, the picture on paper (fig. 2) would have been Lievens's own working draft, which was later kept in his
studio.[13]

Notes
Translated from the German by Arnold Pomerans.

1. H. Schneider and R.E.O. Ekkart, Jan Lievens. Sein Leben und seine Werke, Amsterdam 1973 (revised edition of the book by H. Schneider,
Haarlem 1932), p. 115, no. 99, p. 326; W. Sumowski, Gemälde der Rembrandt-Schüler, vol. 3, Landau/Pfalz 1983, p. 1788, no. 1213, with color ill.
and full bibliography, also referring to drawings by Flinck and Ovens related to the Lievens.
2. Tacitus, Historiae, IV, 15: "[...] impositusque scuto more gentis et sustinentium umeris vibratus dux deligitur." See H. van de Waal, Drie eeuwen
vaderlandsche geschied-uitbeelding 1500-1800: een iconologische studie, 2 vols., The Hague 1952, vol. 1, pp. 215-238; B. Buchbinder-Green,
The Painted Decorations of the Town Hall of Amsterdam, Ann Arbor 1975, p. 217f.
3. Lecture given by A. Blankert at the Jan Lievens Symposium, Herzog Anton Ulrich-Museum, Braunschweig, 22 October 1979. Cf. P. Geyl,
Geschiedenis van de Nederlandse stam, Amsterdam & Antwerp 1962, vol. 3, p. 649f.
4. No. A 790; Schneider and Ekkart, op. cit. (note 1), p. 116, no. 99a, p. 326, fig. 35; A. Blankert, with contributions by Rob Ruurs, Amsterdams
Historisch Museum. Schilderijen daterend van voor 1800. Voorlopige catalogus, Amsterdam 1975/1979, p. 185f., no. 242; exhib. cat. Jan Lievens,
ein Maler im Schatten Rembrandts, Braunschweig (Herzog Anton Ulrich-Museum) 1979, p. 118ff., no. 40, with ill.; exhib. cat. Schilderkunst uit de
eerste hand. Olieverfschetsen van Tintoretto tot Goya/Malerei aus erster Hand. Ölskizzen von Tintoretto bis Goya, Rotterdam (Boymans-van
Beuningen Museum) & Braunschweig (Herzog Anton Ulrich-Museum) 1983-1984, p. 102ff., no. 24, with ill.; Sumowski op. cit. (note 1), p. 1788, no.
1212, with bibliography.

5.
"Claudius Civilis op zyn Schild aan het Volk vertoont werdende [...] , zynde in
het klein, het geen door hem [Lievens] op het Stadhuis te Amsterdam
geschildert is, h.1 v.9 en een half d. br. 1 v. 10 d."

Sale Samuel van Huls, Burgomaster of The Hague, The Hague, 3 September
1737, no. 162: "Claudius Civilis shown to the people upon his shield [...] ,
being, in small, the one painted by him [Lievens] in the Town Hall at
Amsterdam, ht. 1 ft. 9 and a half in. w. 1 ft. 10 in." (sold for 9 guilders and 5
stuivers; G. Hoet, Catalogus of naamlyst, vol. 1, The Hague 1752, p. 492, no.
162).

"Deeze Historieele Ordonantie vol gewoel, verbeeld het eerbewys aan Brinio
overste der Canifaaten, welke op een schild gedraagen, voor Veldheer werd
uitgeroepen; kragtig en fix gepenceeld op doek, door J. Lievens, hoog 24,
breed 22 duim. NB. Dit stuk is het model waar naa het groot Tafreel op 't
Stadhuis, te Amsterdam vervaardigd is."

Sale Amsterdam, 20 May 1799, no. 77: "This historical composition astir with
activity depicts the tribute to Brinio, chief of the Caninefates who, borne upon
a shield, is being proclaimed general; forcefully and vigorously painted on
canvas by J. Lievens, height 24, width 22 inches. NB. This item is the model
from which the large scene in the Town Hall at Amsterdam was made" (to Van
der Schley for 10 guilders).

"Deze ryke Ordonnantie vol gewoel, verbeeld de Veldoverste Claudius Civilis,
door Krygslieden op een Schild gedragen, en door de Legerbenden
toegejuigt, kragtig en meesterlyk geschilderd op doek, door J. Lievens, hoog
24, breed 22 duim, zynde het Model van het groote stuk op de Zaal van het
Raadhuis te Amsterdam."

Sale Amsterdam, 10 September 1800, no. 82: "This rich composition astir
with activity depicts the commander Claudius Civilis being borne by warriors
upon a shield and cheered by his armed bands, vigorously and masterfully
painted on canvas, by J. Lievens, height 24, width 22 inches, being the
model of the large painting in the Gallery of the Town Hall at Amsterdam" (to
T. Spaan for 14 guilders).

"Hoog 22, breed 21½ duim, op Doek. Brunio [sic] , Veldoverste der
Canincfaten, op een Schild gedragen wordende, zynde een modél van een
der Stukken op het Stadhuis te Amsterdam, kragtig gepenceeld."

Sale Jonkvrouw A.C. Putman, Amsterdam, 17 August 1803, no. 52: "height
22, width 21½ inches, on canvas. Brunio [sic] , commander of the
Caninefates borne upon a shield, being a model for one of the paintings in
the Town Hall at Amsterdam, vigorously painted."

"Die Schilderhebung des Claudius Civilis. Von Kriegsleuten auf dem Schilde
getragen, nimmt der Feldherr die Huldigungen und Treuschwüre seiner
Heere entgegen. Entwurf zu dem Bilde im Kgl. Schlosse zu Amsterdam, in
Rembrandtschem Helldunkel ausgeführt. Oben gerundet. Leinwand. Höhe
61, Breite 57 Cent."

Sale E.F. Graf von Hertzberg et al., Cologne (Heberle), 11 March 1902, no.
65: "The shield-raising of Claudius Civilis. Borne upon a shield by warriors,
the general receives the tribute and oaths of loyalty of his armies. Model for
the painting in the Royal Castle at Amsterdam, executed in Rembrandtesque
chiaroscuro. Rounded at the top. Canvas. Height 61, width 57 cm."

6. Sale Jeremiah Harman, London (Christie's), 17 May 1844, no. 22: "Rembrandt. The Entry of Godfrey de Bouillon into Jerusalem - arched top;"
the words "a copy" added by hand in the copy of the catalogue at the Netherlands Institute for Art History (RKD), The Hague (to Gardner for 47-5
guineas). Sale J. Borsu, Brussels, 13 May 1929, no. 21: "Maître Hollandais (XVII[e] siècle). Le Triomphe de Charles VII (esquisse). Papier
marouflé. H. 0.62. L. 0.59." with fig. 6 (the painting in the Amsterdam Historical Museum).
7. The typeface on the older label is exactly the same as that in the 1800 auction catalogue, as can be seen from the copy in the Netherlands
Institute for Art History (RKD), The Hague (Lugt 6133). Another, handwritten label inscribed "130 [?] / Lievens" could not be identified.
8. The mistaken identity of the subject occurred as early as 1661 in the wording of the commission: "een stuck schilderij [...] van Claudius Civilis,"
see A. Bredius, Künstler-Inventare, vol. 1, The Hague 1915, pp. 186-227,199f.
9. With grateful acknowledgments to Michiel Jonker, Curator of the Amsterdam Historical Museum, who was kind enough to enclose a photograph
of the back of the Amsterdam picture in his letter to me of 6 February 1990. In his opinion, the stretcher and the marouflé canvas suggest that the
Amsterdam picture may well have been pasted on canvas as early as 1799.
10. Very finely pigmented reddish brown priming, covered with a layer of coarse-grained black and white pigments with an admixture of ocher.
Similar primings are known from Rembrandt's circle; see, for instance, K. and A. Raft, "Technische Betrachtungen über Ferdinand Bol,"
Maltechnik-Restauro 68 (1962), pp. 75-81, esp. p. 75; H. Kühn, "Untersuchungen zu den Pigmenten und Malgründen Rembrandts, durchgeführt an
den Gemälden der Staatlichen Kunstsammlungen Kassel," Maltechnik-Restauro 82 (1976), pp. 25-33, esp. p. 26, 31. The Amsterdam picture, too,
was painted on a dark ground, according to M. Jonker in his letter (see note 9). At least three large holes and tears in the canvas of fig. 3
necessitated relining, filling and retouching, probably towards the end of the nineteenth century. Large sections of the sky, in particular, were
painted over, but details, too, were "improved upon." The halberds, formerly broad, in the center of the picture were transformed into pointed
lances, and Brinio's sword was given a flag-like tail. I am grateful to Hans Brammer, head of the Restoration Department of the Staatliche
Kunstsammlungen Kassel, in whose workshop I was able to inspect the painting.
11. Cf. A. Blankert, Kunst als regeringszaak in Amsterdam in de 17e eeuw. Rondom schilderijen van Ferdinand Bol, Lochern 1975, pp. 19-23.
12. In the case of large militia group paintings it was not unusual for the captains to acquire a smaller version for their private collection; see
Blankert, op. cit. (note 3), p. 122; and W. Hijmans, L. Kuiper and A. Vels Heijn, Rembrandts Nachtwacht, Leiden 1976, p. 62f.
Govert Flinck, too, apparently executed oil sketches for his lunettes: two Batavian scenes by him are listed as such in the catalogue of sale M. van
Hoeken and T. Hartsoecker, The Hague, 1 May 1742, nos. 104 and 105. Van de Waal, op. cit. (note 2), p. 222, mentions these sketches in
connection with a line in Vondel's poem about Flinck's paintings of 1659: they were painted "met verwen, in het velt van luttel doeck" [with colors on
small [?] canvas] (De werken van J. van den Vondel ..., ed. J.F.M. Sterck et al., vol. 8, Amsterdam 1935, p. 723f, line 16). Van de Waal considers
this as evidence that Flinck painted small ("luttel") pictures only. However, Vondel began his poem with "Hier openbaert zich 't levensgroote leven"
("Here lifesize life is made manifest" [my italics] ), and in line 14 one picture is described as being in a corner ("in een hoeck"), i.e. of the corridor,
which suggests large paintings by Flinck. In my view, then, "luttel" should be interpreted in the sense of "canvas of little value," emphasizing the
contrast with the importance of the subjects depicted. See Woordenboek der Nederlandsche taal, vol. 8, pt. 2, col. 3370,I,2.

13. Cf. exhib. cat. Rotterdam & Braunschweig 1983-1984 cit. (note 4), pp. 25, 28, nos. 2, 3. Various sketches in Lievens's estate were appraised
at extremely low prices, unfortunately most of them without a specification of their subject. See Bredius, op. cit. (note 8), vol. 1, p. 188.

Altarpieces by Carel van Savoy and Nicolaes Roosendael
by Robert Schillemans
In volume four of his Gemälde der Rembrandt-Schiller, Werner Sumowski examines the work of the Amsterdam painter of Antwerp origin, Carel
van Savoy (ca. 1621-1665).[1] Before leaving his native city, Van Savoy studied with Jan Cossiers (1600-1671), two of whose large paintings are
recorded in churches in the Northern Netherlands.[2] Van Savoy registered as a burgher of Amsterdam in 1649, and that same year married
Catharina Wandelman, the daughter of an Amsterdam merchant. His small extant oeuvre comprises only a dozen portraits and history pieces,
although an Amsterdam inventory also lists an allegory by him.[3]
The present article examines three of his religious pieces, including one which Sumowski, uncertain of its authorship, decided not to incorporate.
This painting now proves to be signed and dated by Van Savoy.

In 1765 the historiographer of Amsterdam, Jan Wagenaar, mentions works by Van Savoy in two Catholic churches.[4] One was in a church which
stood on Nieuwezijds Voorburgwal at that time, near the Spui, and which later came to be known as "De Lelie" (The Lily). The artist's brother-in-law,
Joannes Wandelman, was its priest from 1664 to 1686. According to Wagenaar, the church had "een Altaarstuk van C. van Savoy, in 't jaar 1656,
[...] geschilderd" ("an altarpiece by C. van Savoy, painted in 1656).[5] Van der Loos, priest and historian of "De Lelie," stated in 1935 that it had
been a "Crucifixion of the Lord" ("[...] den kruisdood des Heeren") on the high altar, and that it had been commissioned by Father Gillis de
Koocker.[6]
An engraving of 1769 (fig. 1) shows this Crucifixion flanked by two paintings on side altars. They are presumably the two altarpieces by
"Roozendaal" dating from 1674, which are also mentioned by Wagenaar.[7] He again fails to specify the subjects, yet Van der Loos describes
them as a "Nativity of Christ and The Baptism of the Lord in the Jordan", ("[...] geboorte van Christus en de doop des Heeren in den Jordaan"),
which is what can be discerned on the engraving. According to Van der Loos, the latter painting was commissioned by Wandelman.[8]
There is no further record of these three altarpieces. They are not listed in the inventory of ca. 1871 in the archives of "De Lelie," which mentions
contemporary paintings in their place.[9]
The other church that Wagenaar mentions as having work by Van Savoy was a private Old-Catholic one on Nieuwezijds Achterburgwal, which was
later dedicated to St Nicholas. The Old-Catholics (Oud-Katholieken) are a specifically Dutch offshoot of Catholicism. They seceded from Rome in
1724, and although they have continued to observe most Catholic practices, they do not recognize the authority of the Pope. Here, according to
Wagenaar, there were
drie konstige Altaarstukken [...] eene afneeming van 't Kruis, in 't jaar 1659, door C.
van Savoy gedaan, en eene Geboorte des Heeren

three artful altarpieces [...] a Descent from the Cross, made by C. van
Savoy in 1659, and a Nativity of the Lord.

1. Interior of "De Lelie" church in 1769. Engraving. Amsterdam City Archives, Historical Topographical Atlas
The third altarpiece in the church was "eene geesseling des Heilands, in 't jaar 1665, door F. Roozendaal, geschilderd" ("a Flagellation of the
Savior, painted by F. Roozendaal in 1665").[10 ] Wagenaar's wording, however, is ambiguous, as it is not clear whether Van Savoy painted both
The Descent from the Cross and The Nativity, or whether both dated from 1659. Before addressing this problem I would like to turn to the
"Roozendaal" whose name has now cropped up twice.
Nicolaes Roosendael was born in Hoorn around 1635, and his extant oeuvre consists of a few portraits and a dozen more or less Catholic history
pieces. He first worked in Southern Germany and Vienna around 1655 before marrying Catharina Deyl in Amsterdam, the daughter of a wealthy
man of private means, in 1665 and registering as a burgher of that city in 1666. Roosendael died in Amsterdam in 1686.[11]
One of his works provides the clue which has enabled us to trace two paintings from the church of St Nicholas, which was closed in 1807. The OldCatholic church in Zaandam has a painting of Christ Bound to the Column (fig. 2), signed and dated 1668 by Roosendael, and, as its pendant, an
Adoration of the Shepherds (fig. 3), which has an identical frame, is of the same size and is likewise rounded at the top. The Adoration looks like a
Flemish work of about 1650. Hitherto no mention has been made of it having a signature or date.
The church in Zaandam was founded in 1695,[12] and since both paintings are older they were obviously not made for it. A newspaper article from
1925, however, contains the key to their provenance. It relates that the organ in the Zaandam church had been replaced in 1809 by one "purchased
from a concealed church in Amsterdam, which was no longer in use."[13] This must have been an Old-Catholic foundation, for furnishings never
passed directly from a Roman Catholic to an Old-Catholic church. Two Old-Catholic churches in Amsterdam became obsolete around 1800. "De
Pauw" (The Peacock) on Keizersstraat closed its doors in 1798,[14] and its contents were sold to other churches of the same denomination, the
organ going to Zaandam.[15 ] The church of St Nicholas, too, was closed around 1807,[16] and since we know that the balconies of the Zaandam
church had been demolished the previous year,[17] it seems quite likely that the paintings referred to by Wagenaar were transferred there as well,
although the newspaper article says nothing about paintings.

2. Nicolaes Roosendael, Christ Bound to the Column, signed and dated 1668. Canvas, ca. 240 x 168 cm. Zaandam, Old-Catholic Church
(photographed under an oblique angle)
Until recently I was convinced, although I had no proof, that both of the Zaandam paintings originated from the church of St Nicholas. That would
mean that Wagenaar was mistaken about the date on the painting by Roosendael (giving it as 1665 instead of 1668) and about the artist's initial
("F" instead of "N"). But since no other painter called Roosendael is known, and since Nicolaes Roosendael produced a small oeuvre of "Catholic"
subjects, he has to be the artist in question.
Things get even more complicated when we come to Van Savoy. Wagenaar indeed mentions a "Nativity of the Lord" (which could well be the
Adoration we know today), together with a painting of 1659 by Van Savoy. However, his wording does not make it clear whether the authorship of
Van Savoy and the date 1659 actually apply to the "Nativity of the Lord."
In 1984 I showed Professor Sumowski a blurred photograph of the picture, which he suggested might be by Van Savoy.[18] Five years later, after
seeing better photographs of it, he informed me that he had decided not to incorporate the painting in his study, although he would not rule out the
possibility of it being a Van Savoy; "Vielleicht konnen Sie das Problem später klären," he suggested.[19] His overview of Van Savoy's oeuvre in
volume four of his Rembrandt-Schüler, published in 1990, can now be used as a starting-point. Stylistically, however, the Zaandam painting does
not closely resemble Van Savoy's few ascertained religious pieces, and Sumowski's material offered no compelling reasons for an attribution to
Van Savoy.

3. Carel van Savoy, The Adoration of the Shepherds, signed and dated 1659. Canvas, ca. 240 x 168 cm. Zaandam, Old Catholic Church
(photo R. Kampman, Almelo)
With this inconclusive situation in mind, I visited the Een Stal in Bethlehem (A Stable in Bethlehem) exhibition, held in Enschede in 1989-1990,
because here the Zaandam Adoration could be studied under unusually favorable conditions,[20] yet the daylight there only revealed the deplorable
condition of the canvas. With the aid of a strong lamp, however, we also managed to discern the signature and date: "C.van Savoy 1659".
So Wagenaar was indeed referring to two paintings by Van Savoy, both dated 1659. After his time one was acquired by the Old-Catholic church in
Zaandam, together with the Roosendael also mentioned by Wagenaar, but not a trace can be found of Van Savoy's Descent from the Cross.
The "Adoration" (fig. 3) shows that, in this rather late work, Van Savoy had developed quite a considerable skill in arranging a large group,
compared to his earlier Mythological Scene (Sumowski no. 1694).
If we then examine Christ Bound to the Column (fig. 2) within the context of Roosendael's oeuvre it is immediately apparent that Roosendael
borrowed substantially from other artists. The figure of Christ is borrowed literally from a composition by Van Dyck.[21]
That Van Savoy received the commission for the two altarpieces in 1659 may have had something to do with his marriage to the daughter of a
wealthy Catholic family, which made him the brother-in-law of an Amsterdam priest. The prestige of Flemish art with the Amsterdam elite of the day
may also have furthered his cause.
As to Roosendael, he probably settled in Amsterdam shortly before Van Savoy's death in 1665; his earliest dated paintings in the Netherlands are
from 1664 and 1665.[22] The two painters may have been acquainted, conceivably through their wives, since both had married into wealthy,
Catholic merchant families.[23] It would seem that after Van Savoy's death Roosendael became his successor as supplier of altarpieces. As
regards "De Lelie" church, I think that the Catholic Cromhout family was in some way involved. Wagenaar informs us that "De Lelie" owed its very
survival largely to the generosity of this family,[24] which also made donations to other Catholic churches.[25] That there was a link between
Roosendael and the Cromhouts is borne out by the fact that seven of his paintings were sold in the J. Cromhout sale in 1709.[26]
The paintings discussed in this article reveal yet again, and contrary to what is often thought, that "Catholic" art of considerable quality flourished in
the "Protestant" Dutch Republic of the seventeenth century.[27]

Notes
Translated from the Dutch by Yvette Rosenberg

1. W. Sumowski, Gemälde der Rembrandt-Schüler, vol. 4, Landau 1983, pp. 2535-2547.
2. A Trinity with Angels (285 x 195 cm), dated 1628, from the church of St Barbara in Culemborg, is now at the Elisabethgasthuis in that city. The
other painting was an Adoration of the Shepherds, dated 1657 (270 x 192 cm), present whereabouts unknown, which was almost certainly painted
for "De Krijtberg" church in Amsterdam.
3. Amsterdam City Archives, Notarial Archives 6399 A, fols. 33-86, 8 May 1704: "Een sinnebeelt van de konsten gedaan door Carel van
Savoijen" ("A symbolic representation of the Arts by Carel van Savoy"), valued at 30 guilders. Records at the Amsterdam archives also refer to

"Een schilderije van een vrouwtje met saturtjes door Carel van Savoyen" ("A painting of a woman with satyrs by Carel van Savoy"), valued at 16
guilders (Notarial Archives 6621 of 4 August 1712) and "Een schilderijtje: een bacchanaaltje, van Savoijen" ("A painting: a bacchanal by Savoy");
Notarial Archives 6926, deed no. 273, 2 May 1722. Deed no. 289 of 1 December 1723 as "beeiden, van Savoy" ("pictures by Savoy"). The latter
two entries undoubtedly refer to paintings in the manner of Sumowski's nos. 1693-1695. With thanks to S.A.C. Dudok van Heel and Bas de Melker
(Amsterdam Inventory Project).
4. The Catholic churches in the Dutch Republic of the seventeenth century were called "schuilkerken" (concealed churches); see among others W.
Tepe, XXIV Paepsche Vergaderplaetsen, Amstelveen 1984. For the Old-Catholic churches in Holland: exhib. cat. Kunst uit Oud-Katholieke kerken,
Utrecht (Rijksmuseum Het Catharijneconvent) 1989.
5. J. Wagenaar, Amsterdam, in zyne opkomst, aanwas, geschiedenissen, voorregten, koophandel, gebouwen, kerkenstaat, schoolen, schutterye,
gilden en regeeringe, Amsterdam 1760-1788, vol. 2 (1765), p. 213.
6. J.C. van der Loos, Geschiedenis der voormalige St. Catharina-kerk te Amsterdam, Haarlem 1935, pp. 31, 48. It is unclear whether Van der
Loos derived his information from archive documents or from combining Wagenaar's text with the visible data offered by the engraving of 1769 (fig.
1).
7. Wagenaar, op. cit. (note 5), vol. 2, p. 213: "Men heeft 'er een Altaarstuk van C. van Savoy, in 't jaar 1656, en twee anderen van Roozendaal, in 't
jaar 1674, geschilderd" ("They have an altarpiece by C. van Savoy, painted in 1656, and two others by Roozendaal from 1674").
8. Van der Loos, op. cit. (note 6), pp. 33, 48. The comment in note 6 applies here too. The Portretten van Joost van den Vondel by J. A. Alberdingk
Thijm (Amsterdam 1895, pp. 240-242) presents a fictional account of the unveiling of Roosendael's altarpieces. The event takes place on 9
September 1674, on the occasion of the wedding of Agnes Block (Vondel's niece) and Sybrand de Flines, whom the author has present the
paintings, while Van Savoy's painting in this account was donated by the Cromhout family 18 years earlier to mark a First Communion. The story
unfortunately lacks any documentary basis.
9. There was a new high altarpiece by L. Verdonck of Antwerp dating from 1860. The left and right side altars had Christ in the Garden of Olives
and Christ Appearing to Mary Magdalen, both by F.J. Navez of Brussels and donated to the church by F. Everard at Easter 1861 (Amsterdam City
Archives, Notarial Archives 444, no. 7).
10. Wagenaar, op. cit. (note 5), vol. 2, p. 216.
11. On Roosendael, see P. Dirkse, "Nicolaes Roosendael (1634/35-1686)," Antiek 19, no. 2 (August/September 1984), pp. 86-98. R.
Schillemans, "Nicolaes Roosendael 'katholiek' historieschilder," unpublished paper, Utrecht University, 1985. For his trip to Southern Germany and
Vienna see: idem, "Gabriel Bucelinus and "The Names of the Most Distinguished European Painters," Hoogsteder-Naumann Mercury 6 (1987),
pp. 25-37.
12. J.J.F.W. van Agt, De Monumenten van Geschiedenis en Kunst in Waterland en Omgeving, The Hague 1953, pp. 153-160.
13. Quoted from an article in De Zaanlander of 5 August 1925 by Father Conijn, the parish priest at that time: "aangekocht werd uit een
Amsterdamsche schuilkerk, die buiten gebruik gesteld was." My information on this church is taken from its archive in Rijksmuseum Het
Catharijneconvent in Utrecht.
14. On this church see Tepe, op. cit. (note 4), pp. 186-187. For a depiction of the interior and the date of closure see exhib. cat. Kunst uit OudKatholieke kerken, cit. (note 4), p. 22.
15. J. Spaans, "De oud-katholieke kerk van de Heilige Maria Magdalena te Zaandam," Bulletin van de Stichting Oude Hollandse kerken 25
(1987), p. 11.
16. Exhib. cat. Kunst uit Oud-Katholieke Kerken, cit. (note 4), p. 22.
17. De Zaanlander, cit. (note 13), and exhib. cat. Kunst uit Oud-Katholieke Kerken, cit. (note 4), p. 23.
18. For the record, I should like to underline that Werner Sumowski was the first to associate Van Savoy with this painting.
19. Letter dated 20 April 1989.
20. See Z. Kolks and M. Weggen-de Bos, exhib. cat. Een Stalin Bethlehem, Enschede (Rijksmuseum Twenthe), 1989-1990, cat. no. 7
(dimensions incorrect). I am grateful to Zeno Kolks for allowing me to examine the painting closely, and to photographer R. Kampman for supplying
the lamps which revealed the signature.
21. The whereabouts of the prototype, which measures 63 x 48 cm and is attributed to Van Dyck, are unknown. It was illustrated in the catalogue of
the Huybrechts sale (Antwerp, 12-15 May 1902), and as no. 629 in the L'Opera completa series, vol. 2 (ed. E. Larsen), Milan 1980, vol. 2, and as
no. 680 in the Dutch Lecturama edition. It is not listed in Van Puyvelde's monograph of 1959, nor in the 1909 and 1931 volumes on Van Dyck (by G.
Glück) in the series Klassiker der Kunst. Yet the most recent monograph, E. Larsen, The Paintings of Anthony van Dyck, vol. 2, Freren 1988, p.
284, refers to it as an autograph work from ca. 1628-1632.
22. Together with Samuel van Hoogstraten, he produced his first work in Southern Germany or Vienna in 1655, for which see Schillemans, "Gabriel
Bucelinus," cit. (note 11).
23. I looked for but found no direct links between the two families in legacies, trusteeship documents or nuptial banns. Moreover, the 137 paintings
Roosendael owned at the time of his death did not include a single piece by Van Savoy; see A. Bredius, Künstler-Inventare, The Hague 19151922, vol. 2, pp. 541-548.
24. Wagenaar, op. cit. (note 5), vol. 2, p. 213: "De milddadigheid van het aanzienlyk Roomschgezind geslagt van Cromhout heeft veel toegebragt,
om deeze Kerk in stand te houden."
25. Documented by archival material in the case of the Beguinage and Moses and Aaron churches in Amsterdam, and the Catholic church in
Purmerend.
26. Sale J. Cromhout and J. Loskart, Amsterdam 7-8 May 1709. For the titles of the paintings see Hofstede de Groot's index cards at the
Netherlands Institute for Art History (RKD), The Hague. It seems highly improbable that Roosendael's paintings were offered for sale by J. Loskart,
for whom see J.G. van Gelder, "Jan de Bisschop," Oud Holland 86 (1971), pp. 214-215, note 56.
27. This was first observed by A. Blankert in exhib. cat. Kunstbezit Parkstraatkerk, The Hague (Gemeentemuseum) 1978, p. 6.

Nine Religious Drawings by Nicolaes Berchem: Designs to Ornament Maps in a 1669 Bible
by Shirley K. Bennett

Nicolaes Berchem (1620-1683), also known as Claes Berchem, was one of the most productive and popular Dutch artists of the seventeenth
century. Son of the Haarlem still-life painter, Pieter Claesz., Berchem studied under a variety of masters, including Jan van Goyen, Claes Moeyaert,
Pieter de Grebber, Jan Wils and Jan Baptist Weenix.[1] This training may account for the versatility Berchem displayed in his selection of subject
matter, compositional arrangement and style. His extant oeuvre comprises more than 850 paintings, 500 drawings and 50 etchings. The majority of
these works are Italianate landscapes populated with shepherdesses, herdsmen and animals, which Berchem bathed in a golden light that has
been as pleasing to successive generations as to his own. Berchem is also appreciated for mythological and allegorical works. He is less well
known for his religious paintings and drawings, which comprise only a small part of his oeuvre.[2] Perhaps because of their relative scarcity, the
religious works have been little studied. This is especially true of the drawings.[3] Generally executed in pen and brown ink with brown wash, or in
black chalk, at times highlighted with red, some are mere sketches, while others are detailed renderings. Although the purpose of these drawings
remains elusive in most cases, a few were probably preliminary sketches for paintings.[4] Among the pen-and-ink drawings, some are indented
and were models for prints.

1. Nicolaes Berchem, Adam Naming the Animals. Pen and brown ink with brown wash, 5.8 x 9.1 cm. San Marino, California, Henry E.
Huntington Library and Art Gallery (Kitto Bible, fol. 125)

2. Nicolaes Berchem, The Creation of Eve. Pen and brown ink with brown wash, 5.8 x 9.1 cm. San Marino, California, Henry E. Huntington
Library and Art Gallery (Kitto Bible, fol. 125)

3. Nicolaes Berchem, Moses Striking the Rock, signed "Berchem" in the lower right corner. Pen and bistre with wash, 20 x 23.8 cm. London,
The Courtauld Institute, Witt Collection, no. 2771

4. Nicolaes Berchem, Moses and the Brazen Serpent. Pen and bistre with wash, 20 x 24.3 cm. London, The Courtauld Institute, Witt Collection,
no. 2373
This note concerns nine of Berchem's religious drawings, works that are today scattered about the world; two are in the Courtauld Institute in
London, one in the Boymans-van Beuningen Museum in Rotterdam and six in the Huntington Library's collection in San Marino, California (figs. 19). Despite their dispersion into different museums today, I have found that these pen-and-ink drawings were part of what must have been a major
project for Berchem. They were models for nine of the vignettes that ornament a set of five maps specially engraved to illustrate a 1669 Frenchlanguage edition of the Bible (figs. 10-14).[5] Taken as a whole, the five maps have more than 20 illustrations. The Berchem drawings discussed
here thus represent only a small number of the designs Berchem must have prepared. The drawings also match prints on only four of the maps. The
models for the decorative motifs on the map of Jerusalem (fig. 14) are unknown. Certain figures and compositions, however, are consistent with
Berchem's style, suggesting that he had some part in decorating this map as well as the other four.[6]

5. Nicolaes Berchem, The Crucifixion. Pen and bistre with wash, 6 x 8 cm. San Marino, California, Henry E. Huntington Library and Art Gallery
(Kitto Bible, fol. 7694)

6. Nicolaes Berchem, Pentecost. Pen and bistre with wash, 5.5 x 9 cm. San Marino, California, Henry E. Huntington Library and Art Gallery
(Kitto Bible, fol, 9994)
Two of the nine Berchem drawings, Adam Naming the Animals (fig. 1) and The Creation of Eve (fig. 2) were models for prints on the map titled
"Situation du Paradis et du Païs de Canaan, comme aussi des Premiers Païs Habités par les Patriarches recueillie des S.[tes] Ecritures et de
divers Autheurs" ("Map of Paradise and of the Country of Canaan, as also the first Land occupied by the Patriarchs recounted by the Holy
Scriptures and by the various authors"; fig. 10). This map was meant to assist the reader in understanding the world of Adam and Eve, Abraham
and Noah as related in the book of Genesis. Among the lands shown on the map are Canaan, Asia Minor, Syria, Mesopotamia, Assyria, Nod,
Egypt, and the Arabian Desert. Five decorative vignettes ornament the map. At the top, Adam Naming the Animals (left) and The Creation of Eve
(right) match exactly, but in reverse, the Berchem drawings (figs. 1 and 2) that are today in the Huntington Library. The illustrations at the bottom,
The Fall (left), The Expulsion of Adam and Eve from Paradise (right) and The Flood (center) must also have been made from Berchem models.
Indeed, the vignette of The Flood is signed on the scrolling, "N. Berchem invent." and "A. Blotelingh fecit". I have not been able to locate the
drawings that match these bottom prints.

7. Nicolaes Berchem, Peter and John Healing a Cripple. Pen and bistre with wash, 5.5 x 9 cm. San Marino, California, Henry E. Huntington
Library and Art Gallery (Kitto Bible, fol. 10069)

8. Nicolaes Berchem, The Stoning of Stephen. Pen, bistre and wash, 5.5 x 9 cm. San Marino, California, Henry E. Huntington Library and Art
Gallery (Kitto Bible, fol. 10113)
Two other Berchem drawings, Moses Striking the Rock (fig. 3) and Moses and the Brazen Serpent (fig. 4), were made to decorate a second map
in the 1669 La Sainte Bible, "Sortie des Enfans d'Israel hors d'Egypte. Leur passage par la Mer Rouge. Le Voyage qu'ils firent pendant 40 années
dans les Déserts, et leur entrée au païs de Canaan" ("Departure of the Children of Israel for Egypt, their passage through the Red Sea, their forty
years in the desert and their entry into the land of Canaan"; fig. 11). This map was placed in the book of Numbers and illustrates biblical texts from
Exodus 20 and Numbers 20 and 21. Shown are those lands through which Moses led his people on the way to the Promised Land. At the bottom,
to the left and right of center, the map is signed, "N. Berchem invent." and "A. Blotelingh fecit". The lower one-third of the map is given over to three
large illustrations portraying scenes from the life of Moses. Berchem's drawings that are today in the Courtauld Institute (figs. 3 and 4) match
exactly, but in reverse, those map prints at bottom left and right. I have been unable to find the Berchem drawing that served as model for the third
scene on the map, Moses Receiving the Tables of the Law (bottom center).
Berchem's drawing for The Crucifixion (fig. 5) was used as the model for one of the illustrations on a third map, "Le Païs de Canaan traversé par
Nostre Seigneur Jésus Christ, et par les Apostres." ("The Land of Canaan traversed by Our Lord Jesus Christ and by the Apostles"; fig 12). This
map is ornamented with a large central illustration, The Risen Christ, and two smaller vignettes, The Adoration of the Shepherds and The
Crucifixion. Grouped around these last two scenes are the four Evangelists - Mark, Matthew, Luke and John - in their role as transcribers of the
word of Jesus. For these prints only one Berchem drawing is known, that for The Crucifixion. However, each of the other designs is also by
Berchem, the illustration of the Adoration being signed on its border: "N. Berchem inv." and "A. Blotelingh fe."

9. Nicolaes Berchem, Ornaments, signed "Berchem ft." Pen and brown ink, 11.8 x 53.5 cm. Rotterdam, Museum Boymans-van Beuningen, inv.
no. N. Berchem-2
Four other drawings by Berchem can be matched to prints on a fourth map, "Description Géographique des Voyages de S.[t] Paul et des autres
Apostres avec celle des Païs & Royaumes où ils ont presché l'Evangile" ("Geographic Description of the Voyages of St Paul and the other
Apostles with the countries and kingdoms where they preached the Gospel"; fig. 13). This map is signed at bottom right: "N. Berchem invent." and
"I. de Visscher fecit". Along the top and bottom are several vignettes. Reading from the top left one finds portrayals of Pentecost (Acts 2:14), Peter
and John Healing a Cripple at the Door of the Temple (Acts3:8), The Death of Ananias (Acts 5:5), and The Stoning of Stephen (Acts 7:58). At the
bottom, from left to right, are scenes of The Conversion of Paul (Acts 9:3-9), Elymas Struck Blind (Acts 13:11), Paul and Barnabas Healing the
Cripple at Lystra (Acts 14:8-18), and Paul Shipwrecked on the Island of Malta (Acts 28:1-6). Berchem's drawings for all except one of these
compositions (The Death of Ananias) are extant (figs. 6-9). It is interesting to note that he incorporated into one drawing the four scenes that
embellish the bottom of the map, whereas he made four separate drawings for the vignettes at the top.
Because Berchem's drawings and the maps on which his designs appear are undated and without the name of a publisher, it is fortunate that the
maps remain today within the Bible for which they were made. This Bible provides information on its title page and its three and a half-page
"Avertissement des Imprimeurs" (Information from the Printers) that is pertinent not only for those interested in the maps, but also for the art
historian interested in Berchem's drawings.
The title page of La Sainte Bible states that it includes the text of both the Old and New Testaments, newly corrected by the Reformed theologians
Samuel and Henri des Marets.[7]
Samuel des Marets (1599-1673), also known by the Latin name, Maresius, was a famous and respected theologian of the Reformed church. Born
in France, he studied in Paris, in Saumur under Gomarus, and in Geneva. After ordination, Maresius preached at Laon until 1624, when he came
into controversy with the Roman Catholic clergy and an attempt was made on his life. He became professor at Sedan (1625), pastor at Maastricht

(1632), pastor and professor at 's Hertogenbosch (1636) and then moved to Groningen (1643), where he preached and taught theology and
ecclesiastical history at the University. During these years he became known for his writings (over 100 works), including Systhema Theologiae
(1645) that served for years as a textbook of theology. Fluent in Latin, Greek, and Hebrew, Des Marets worked also at Marburg, Lausanne and
Utrecht, and was given a chair at Leiden University. He shared the editing of the new La Sainte Bible with his son, Henri, who was a theologian and
pastor for the Walloon community at Delft from 1662.
The "Avertissement des Imprimeurs" that follows the title page relates that the Bible was published in French for use by the Walloon communities
within the Dutch Republic. The scriptural text was based on the Flamand Bible, the first translation having been made at Geneva in 1535 by Pierre
des Hayes. The marginal notes were taken in large part from the Diodat 1637 Bible that was authorized by the Synod of Dordrecht. As for the
maps, all five were specially engraved for this Bible. Four were newly drawn from the best sources available and the fifth, a map of Jerusalem, was
copied from an already published map that had been bound with a Polyglot Bible recently published in England.[8]
A note on the back of the title page explains that the Des Marets received two privileges for the Bible, the first given on 16 March 1659 by the
States-General of the United Provinces for 14 years, and the last in 1668 from the States of Holland and West-Friesland for 15 years. The
privileges are stated to include rights to all parts of the Bible (probably referring to text, maps, tables, engraved title pages and frontispiece). The
Des Marets were given the right to select the publisher. Before publication of the Bible in 1669, they transferred all privileges for this edition to
Louys and Daniel Elzevier.

10. "Situation du Paradis et du Païs de Canaan, comme aussi des Premiers Païs Habités par les Patriarches recueillie des S.[tes] Ecritures et
de divers Autheurs." Signed "N. Berchem invent ... A. Blotelingh fecit." Engraved map, 40.5 x 54 cm. Bound with La Sainte Bible, 1669, Paris,
Bibliothèque Nationale (Rés. A. 2241)

11. "Sortie des Enfans d'Israel hors d'Egypte. Leur passage par la Mer Rouge. Le Voyage qu'ils firent pendant 40 années dans les Déserts, et
leur entrée au païs de Canaan." Signed "N. Berchem invent... A. Blotelingh fecit." Engraved map, 40.5 x 54 cm. Bound with La Sainte Bible,
1669, Paris, Bibliothèque Nationale (Rés. A. 2241)

12. "Le Païs de Canaan traversé par Nostre Seigneur Jésus Christ, et par les Apostrcs." Signed "N. Berchem inv... A. Blotelingh fe." Engraved
map, 40.5 x 54 cm. Bound with La Sainte Bible, 1669, Paris, Bibliothèque Nationale (Rés. A. 2241)

13. "Description Géographique des Voyages de S.[t] Paul et des autres Apostres avec celle des Païs & Royaumes où ils ont presché
l'Evangile," signed "N. Berchem invent. I. de Visscher fecit." at lower right. Engraved map, 40.5 x 54 cm. Bound with La Sainte Bible, 1669,
Paris, Bibliothèque Nationale (Rés. A. 2241)

14. "Jerusalem." Engraved map, 40.5 x 54 cm. Bound with La Sainte Bible, 1669, Paris, Bibliothèque Nationale (Rés. A. 2241)
The Elzevier publishing house was a natural choice for the publication of this new French edition of the Bible. Established in 1581 by Louis
Elzevier, a Protestant émigré from Louvain, the firm flourished in the seventeenth century. Through the years, 15 members of the Elzevier family
assumed control of the business, operating printing shops in Leiden, The Hague, Utrecht and Amsterdam. The Elzeviers specialized in learned
books that were noted for excellence of typography and design. Although the fame of the publishing house did not rest solely with biblical
publications, in 1663 Elzevier had published in large format an especially splendid edition of the Statenbijbel, the authorized version of the Dutch
Bible.

15. Frontispiece to 1663 Dutch Bible published at Leiden by the widow of Joannes Elzevier. Photograph courtesy of the Library of Congress,
Washington, D.C. (BS 224 Dutch Bibles, Rare Book Collection)
The Elzeviers employed talented artists to decorate and thus enhance the worth of the books they published. Because seventeenth-century Dutch
Bibles did not have full-page illustrations, embellishment was confined to the frontispiece, title page and maps. When the Elzeviers selected
Berchem to ornament the 1669 Bible, they were assured that the work would be appropriate and popular with buyers. The Elzeviers knew

Berchem to ornament the 1669 Bible, they were assured that the work would be appropriate and popular with buyers. The Elzeviers knew
Berchem's work. He had already worked for the firm, providing a frontispiece for the Elzevier 1663 Statenbijbel (fig. 15).[9 ] Whether to save money
or because of the popularity of this frontispiece, it was reused in the 1669 La Sainte Bible.[10] The Elzeviers must also have known of Berchem's
previous work on maps.[11] In 1658 he had collaborated with Nicolaes Visscher on a new map of the world, ornamenting the corners of the map
with allegorical scenes of the Elements.[12] Berchem also prepared allegorical compositions that were used as models for printed vignettes on
Visscher maps of America, Asia, France and Malta.[13]
The two printmakers who engraved Berchem's designs for the Bible maps, Abraham Blooteling (1640-1690) and Jan de Visscher (1632-1692),
were highly respected artists who lived and worked in Amsterdam.[14] These engravers must have been acquainted, and had probably studied
together in the workshop of Cornelis Visscher. Both most likely were selected, or at least approved, by Berchem as engravers of the map prints.
Berchem seems to have had a good working relationship with them. Jan de Visscher engraved more than 80 works after Berchem's designs,[15]
and was already working for Berchem in 1658, engraving the corner ornamentation for the Visscher map of the world. Blooteling had also
previously worked after Berchem's designs, one print being an engraved title page for Afbeeldinghe der voornaemste steden van Europa.[16]
The work presented here extends the previous observation that Berchem prepared designs of allegorical subjects for maps published by Nicolaes
Visscher. Berchem also ornamented maps with biblical subjects for the Elzeviers. Four of the five maps within the 1669 La Sainte Bible are
ornamented with illustrations engraved from models by Berchem. Designs on the fifth map may also be by Berchem. Of the more than 20 vignettes
on these maps, only nine of the Berchem pen-and-ink drawings that served as models are known today. Finding the purpose for the drawings
enabled the drawings to be dated between 1659 and 1669, the years during which La Sainte Bible was in preparation. A more precise date may
be 1668, between the issuance of the last privilege and the year of publication.

Notes
1. Arnold Houbraken, De groote schouburgh der Nederlantsche konstschilders en schilderessen, vol. 2, The Hague 1753[2] , p. 111.
2. Only about 35 of Berchem's paintings have a religious subject. The importance of his contribution to religious painting was shown in exhib. cat.
Gods, Saints & Heroes: Dutch Painting in the Age of Rembrandt, Washington (National Gallery of Art), Detroit (The Detroit Institute of Arts) &
Amsterdam (Rijksmuseum) 1980-81, pp. 198-203.
3. The only publication on Berchem's religious drawings is A. Heppner, "Nicolaes Berchem als illustrator van het Nieuwe Testament," Het
Gildeboek 23 (1940), pp. 81-85. Heppner studied a group of 12 chalk sketches illustrating the lives of Christ and the Virgin.
4. Eckhard Schaar, "Zu den Berchem-Zeichnungen in den Musées Royaux des Beaux-Arts zu Brüssel," Bulletin Musées Royaux des Beaux-Arts
1956, nos. 3-4, pp. 209-20, has shown several instances in which Berchem drawings were preliminary to paintings. See also P. Schatborn,
Figuurstudies: Nederlandse tekeningen uit de 17de eeuw, The Hague 1981, pp. 67-68 and cat. nos. 11-14, with further references. Although none
of these were religious in nature, it is likely that Berchem's religious paintings were also preceded by drawings.
5. La Sainte Bible 1669, prepared by Samuel and Henri des Marets and published at Amsterdam by Louys and Daniel Elzevier. Each of the maps
covers two pages and measures 40.5 x 54 cm. The maps are engraved on laid paper and have as a watermark the fleur-de-lis on a crowned shield
(Strasbourg lily). See W. Churchill, Watermarks in Paper in Holland, England, France, etc. in the XVII and XVIII Centuries and their Interconnections,
Amsterdam 1923, 401, and Edward Heawood, Watermarks, mainly of the 17th and 18th Centuries, Hilversum 1950, 1721.
6. The large figure of an Oriental, labeled "Le Roy Salomon," that ornaments the left side of the map is suggestive of Berchem's work in the mid1660s. Compare, for example, the Moor in the Berchem painting A Moor Presenting a Parrot to a Lady, ca. 1665 (Hartford, Wadsworth Atheneum,
The Ella Gallup Sumner and Mary Catlin Sumner Collection).
7. For information on the Des Marets, see A.J. van der Aa, Biographisch woordenboek der Nederlanden, Amsterdam 1969, pp. 60-64; P.C.
Molhuysen and P.J. Blok, Nieuw Nederlandsch biografisch woordenboek, vol. 2, Leiden 1912, pp. 870-871, and Eugène and Emile Haag, La
France Protestante, Paris 1886, pp. 320-332.
8. In regard to the maps, the "Avertissement des Imprimeurs" states: "Pour donner plus de luminere de diverse choses du texte sacre, qui
concernent la geographie, on a fait graver quatre Cartes, composées sur les meilleures que l'on a pu recouvrer, & qui ont eitre corrigées
exactement sur le texte mesme, par les avis de plus savans Rabbins de ces Provinces & d'ailleurs ... On y en a encore ajoûte une cinquième, où la
ville de Jerusalem eit representée. Cellecy a eité copiée sur celle de la Bible appelée Polyglotte, imprimée depuis peu en Angleterre". Although
the map of Jerusalem was copied from a previously published map, this does not guarantee that the decorative vignettes surrounding the map
proper were not updated with new prints.
9. Although Berchem's drawing is not known to me, the frontispiece is signed "NBerchem Invent." at bottom left, and "TMatham Sculp." at bottom
right.
10. Those areas of the plate containing text were reworked to make the print applicable for this new edition of the Bible; the Dutch words were
changed to French, the place of publication from Leiden to Amsterdam, the publisher from "Weduwe van Joannes Elzevier" (Widow of Joannes
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Additions to Godfried Schalcken's Oeuvre as a Draftsman
by Guido Jansen
Thierry Beherman's monograph on the Dordrecht artist Godfried Schalcken (1643-1706) appeared posthumously in 1988. One of the merits of this
book, which I found otherwise somewhat disappointing, is the attention it devotes at long last to Schalcken's works on paper, undoubtedly the least
known aspect of this prolific artist's oeuvre.[1] Only Rudolf Juynboll had previously published a few of the artist's drawings, almost half a century
earlier.[2] Beherman managed to assemble a small corpus, just over 30 sheets, some executed with pen and ink, others with red or black chalk.[3]
Remarkably enough, the drawings are almost exclusively portraits, and as Beherman shows in several examples, many of them can be linked to
paintings. Schalcken apparently reached for a sheet of paper whenever he received a portrait commission. He must have started to produce these
drawings when he established himself as a portrait painter, in the late 1670s. Thus the earliest example Beherman cites is a drawing in black chalk
on blue paper in the Hamburg Kunsthalle, which the artist made in preparation for his Portrait of Pieter de la Court (1618/20-1685), dated 1679, in
Leiden's Lakenhal Museum.[4] The present article adds four more studies to Beherman's list, all of them likewise related to paintings.
The previously unpublished sheet with the Portrait of Govert van Slingelandt (1623-1690) must have originated in 1678, in other words a year
earlier than the portrait of De la Court (fig. 1). This large red chalk drawing is a study for the painting that used to belong to the De Geus van den
Heuvel Collection in Nieuwersluis.[5] The sheet forms part of the so-called "Album van Slingelandt," which the Van Tets family has loaned to the
archive of the Hoge Raad van Adel (College of Arms) in The Hague.[6] Though unsigned, it is altogether characteristic of Schalcken's rather dry
draftsmanship with its many diagonal hatchings. The date of 1678 is proposed because the sheet was partly copied by the eighteenth-century
portraitist Mattheus Verheijden (1700-after 1776) of The Hague, who noted the sitter's age and the year the drawing was executed on his own
sheet: "AEtatis 55. A° 1678" (fig. 2). Washed with Chinese (or Indian) ink, Verheijden's drawing is also preserved in the "Album van Slingelandt,"
as is a second copy after Schalcken's portrait by Verheijden (fig. 3). In the latter the Hague artist faithfully followed the original, adding only the Van
Slingelandt coat of arms in the lower right corner.
To complement this picture Schalcken also painted the sitter's second wife, Aarnoudina van Beaumont (1635-1702), who married Van Slingelandt
in 1661.[7] Though this pendant has been missing since 1846, another drawing that Verheijden copied after Schalcken gives us an idea of its
appearance (fig. 4). Curiously enough, the copyist's annotation - "anno 1676 aet. 41" - indicates that Schalcken painted Aarnoudina van Beaumont
two years earlier than her husband.

1. Godfried Schalcken, Govert van Slingelandt (1678), red chalk, 44.0 x 33.5 cm. The Hague, Hoge Raad van Adel

2. Mattheus Verheijden after Schalcken, Govert van Slingelandt, drawing washed with Chinese (or Indian) ink and heightened with yellow and
brown, 23.6 x 15.0 cm. Signed underneath the drawing on the right: "M. Verheijden. pinx:". The Hague, Hoge Raad van Adel

3. Mattheus Verheijden after Schalcken, Govert van Slingelandt, black chalk on blue paper heightened with white, 43.5 x 32.5 cm. Signed on
the back: "M. Verheijden Excudit/ Haga." The Hague, Hoge Raad van Adel
Aarnoudina must have been satisfied with Schalcken's abilities, for following her husband's death she had the artist paint her a second time. We
know the portrait's appearance from Schalcken's oval drawing in the same album, which, like the one he drew of her husband many years before, is
done in a rather stiff, academic manner (fig. 5). Previously unknown, this red chalk drawing has made it possible to identify the portrait of
Aarnoudina van Beaumont. The work is preserved in Maastricht's Bonnefantenmuseum, where it has thus far been incorrectly identified as a
Portrait of Magdalena van Beaumont (fig. 6). Except for the tall, starched lace headdress, the sheet corresponds precisely with the canvas dated
1699, thus leaving no doubt about the sitter's identity.[8] Despite Beherman's statements in the entry he devotes to the so-called "Magdalena" in
Maastricht, the Van Beaumont family was not from the Southern Netherlands; as early as the fifteenth century they belonged to the Dordrecht
patriciate.[9]

4. Mattheus Verheijden after a lost original by Schalcken, Aarnoudina van Beaumont, drawing washed with Chinese (or Indian) ink and
heightened with brown, 23.8 x 15.0 cm. Signed at lower right: "M. Verheijden Fecit". The Hague, Hoge Raad van Adel

5. Godfried Schalcken, Aarnoudina van Beaumont, red chalk, 27.4 x 20.5 cm (oval). Glued to a larger sheet of paper bearing the apocryphal
signature: "G. Schalcken fecit." The Hague, Hoge Raad van Adel

6. Godfried Schalcken, here identified as Aarnoudina van Beaumont, 1699, canvas, 45.8 x 36.7 cm. Maastricht, Bonnefantenmuseum

7. Godfried Schalcken, Girls' Portraits as Diana and her Companions, black and white chalk on blue paper, 25.1 x 27.9 cm. In 1972 at
Houthakker Gallery, Amsterdam
The third drawing I would like to add to Schalcken's oeuvre is again a portrait, somewhat camouflaged this time in the form of a portrait historié (fig.
7). Showing Diana and her nymphs, the sheet was at the Houthakker Gallery in Amsterdam in 1972, where it was attributed to Schalcken's
contemporary, Caspar Netscher, who also worked in The Hague.[10] Schalcken's hand is easily recognizable, however, in the rather distinctive
faces and in the uniform hatching. Moreover, it can be linked to a fully signed Diana and her Companions which must date from the first half of the
1680s and was last seen at the Schaeffer Gallery, New York, in 1956 (fig. 8)." Here the three ladies are even more individualized. Diana is shown
holding a bow in her left hand and an arrow angled forward in her right, a pose Schalcken had already used in his Portrait of Magdalena de la Court
(1662-1712).[12] The formula evidently appealed to his patrons.

8. Godfried Schalcken, Girls' Portraits as Diana and Two Companions, canvas, 52.7 x 43.8 cm. In 1956 at the Schaeffer Gallery, New York
The fourth and last of Schalcken's drawings I would like to mention was first published by Laurens Bol more than 30 years ago, but escaped
Beherman's notice. In the catalogue Zestig Dordtse tekeningen (Sixty Dordrecht Drawings) published in 1960, Bol attributed to Schalcken a
drawing in red chalk, then in the collection of the Dordrecht City Archives under the generic title of Three Children in a Park-like Setting (fig. 9).[13]
Once again Schalcken's hand is immediately recognizable in this unsigned sheet, and in this case too the final painting can be identified. Until
1982 the fully signed canvas, dated 1702, formed part of the collection of family portraits of Mrs Clifford Kocq van Breugel, née Baroness van
Nagell, in Doom (fig. 10). The picture, again unknown to Beherman, was published in 1971 by the genealogist Van Valkenburg, who identified the
three children as the Le Leu de Wilhem brothers.[14] The eldest, David (1689-1762), appears in the background, with his younger brothers Paul
Sebastiaan (1691-1759) and Constantijn (1694-1733) in front of him. The boys' father was Maurits le Leu de Wilhem, an attorney at the Court of
Holland in The Hague and a respected resident of that city, where Schalcken was active during the last years of his life. Remarkably enough, there
is little stylistic difference between Schalcken's drawings of the late 1670s and the sheet in Dordrecht, which must be dated after 1700. The artist
apparently saw no reason to change his style of draftsmanship in all that time.

9. Godfried Schalcken, The Le Leu de Wilhem Children, red chalk, 26.3 x 20.4 cm. Dordrecht, Dordrechts Museum

10. Godfried Schalcken, The Le Leu de Wilhelm Children, 1702, canvas, 55 x 45 cm. The Hague, private collection (photograph:
Iconographisch Bureau, The Hague)
Like the other sheets presented here, the one in Dordrecht is fully elaborated, a characteristic these works share with most of Schalcken's other
portrait drawings. But we also know a few less polished, rather sketchier sheets by the artist in the same genre.[15] These rare sketches seem to
have originated as studies for the related paintings, a purpose to which the finished drawings would seem much less suited at first sight. Such
"complete" drawings were usually made only after a painting was finished, to preserve a record of its appearance. Judging by the contents of
Caspar Netscher's studio at the time of his death, for instance, that artist kept visual records of the paintings he had delivered, sometimes noting
the price and patron on the back.[16] Such information is not, however, found on any of Schalcken's sheets, nor do his drawings always correspond
precisely with the related paintings, as illustrated here by figs. 5 and 6. It therefore seems most likely that Schalcken presented his worked-up
drawings to his patrons as designs for their approval.
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Translated from the Dutch by Andrew McCormick.
* I would like to thank Jeroen Giltaij, Peter Hecht and Liselot de Jong.
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A Picture by Frans de Jongh (d. 1705)
by J. van Tatenhove
Little is known about the seventeenth-century Haarlem painter Frans de Jongh. Houbraken, the first author to mention him, notes in passing that he
was one of Jan de Groot's teachers. De Groot, he informs us, was apprenticed to Adriaen van Ostade in 1666, and "finally [to] Frans de Jong of
Haarlem".[1] Van der Willigen reports in 1870: "I have found in my notes on the [Haarlem] guild of St Luke that he was born in Haarlem, and that he
was the son of a sister of A. van Ostade and the latter's pupil. He is mentioned as an excellent history painter. He was buried in the New Church on
15 January 1705. "[2] Wurzbach lists a pair of pendants by De Jongh in Copenhagen, which he describes as being in the style of Salvator Rosa,
and notes that one is signed "f.de.Jongh".[3] One depicts Jason and the Dragon (fig. 1), the other Cadmus and the Dragon (fig. 2).[4] In addition,
Thieme-Becker refer to a sheet at the printroom in Leiden, which is a drawing by Taco Hajo Jelgersma after a self-portrait by De Jongh (fig. 3).[5]
Beneath this portrait in a roundel, which shows De Jongh wearing a bearskin hat, is a tablet with the following inscription:
FRANS DE JONGH Haarlemmer, uit-muntend Historie SCHILDER. Neef en
leerling van Adriaan van Ostade. ipse se pinxit. THJdel. 1740.

Frans de Jongh of Haarlem, outstanding history painter. Nephew and pupil of
Adriaan van Ostade. Self-portrait. THJ [interlaced] del. 1740.

1. Frans de Jongh, Jason and the Dragon, signed at lower right. Canvas, 45.5 x 37 cm. Copenhagen, Statens Museum for Kunst

2. Frans de Jongh, Cadmus and the Dragon. Canvas, 46 x 37 cm. Copenhagen, Statens Museum for Kunst
According to the archive documents of the Haarlem Guild of St Luke published by Miedema, De Jongh was registered as a member of the guild

from 1664.[6]

3. Taco Hajo Jelgersma, Portrait of Frans de Jongh, monogrammed and dated 1740. Pen in grey, brush in grey and brown, 20.2 x 15.3 cm.
Leiden, Prentenkabinet der Rijksuniversiteit
Some of the subjects De Jongh painted and some owners his work, can be identified from the excerpts of auction catalogues at the Netherlands
Institute for Art History (RKD) in The Hague. The Haarlem artist Cornelis Dusart had two pieces by him, as "The Archangel Michael and Hagar and
Ishmael in the Desert by Frans de Jongh" were among the items auctioned from his estate in 1708.[7] Frans Decker, a Haarlem painter who
produced mainly portraits, owned three pictures by De Jongh. His estate, which was sold in 1752, included The Adoration of the Magi, Tobias and
the Angel, and a piece described in the auction catalogue as:
Claudius Civilis met de bevelhebber der Romeinen in samenspraak, zeer
fraay, door F. de Jongh, daar in zijn eigen Pourtrait.

Claudius Civilis conversing with the commander of the Roman army. Very
beautiful. By F. de Jongh, whose own portrait is in the picture.[8]

The Haarlem artist Jan van der Vinne had a painting by De Jongh of Minerva Calling on Envy, which was auctioned in 1754.[9] From the
provenance of these six pictures, it seems that De Jongh's work appealed mainly to Haarlem artists.

4. Frans de Jongh, Claudius Civilis Conversing with the Commander of the Roman Army. Canvas, 73.5 x 115.5 cm. Paris, art market
In 1989, a painting believed to be by Bertholet Flémalle was auctioned in New York. Thanks to one virtually unmistakable detail, however, it is now
possible to restore it to Frans de Jongh (fig. 4),[10] for in the middle of the group of three figures on the right is the very portrait that Taco Jelgersma
copied (fig. 3), showing De Jongh in his bearskin hat. It must therefore be the piece referred to as De Jongh's painting of Claudius Civilis, with his
"own portrait", which belonged to Frans Decker until 1752. Jelgersma, a bachelor, had lodgings in the home of Frans Decker, and the painting was

presumably in his collection when Jelgersma copied the self-portrait from it in 1740.[11]

5. Antonio Tempesta after Otto van Veen, Claudius Civilis Conversing with the Commander of the Roman Army. Etching, 16.4 x 21 cm, 1612
That the painting indeed depicts Claudius Civilis Conversing with the Roman Commander is confirmed by one of 36 etchings by Antonio Tempesta
after designs by Otto van Veen. These prints were published in 1612 as Batavorum cum Romanis bellum, and no. 15 (fig. 5) shows Claudius Civilis
with the Roman general, who has ventured out of his beleaguered encampment to sue for peace.[12] Civilis, his finger raised to lend emphasis to
his words, refuses, as the Romans had killed his brother, while he himself, despite years of loyalty, had been held captive. De Jongh clearly based
his painting on Tempesta's print, although he reversed and modified the composition. The figure holding a horse by the reins on the left behind
Civilis is a slightly altered version of a figure in another Tempesta etching, no. 11 of the latter's series Alexandri Magni praecipuae res gestae.[13]
De Jongh portrayed himself as a Batavian standing between the Roman general and his lieutenant, whom he is eyeing vigilantly from under his
bearskin hat. Both the Batavian with De Jongh's features, and the lieutenant were inspired by etchings from Salvator Rosa's famous Figurine
series. The Batavian's headgear and the way he is holding his spear over his shoulder have a distinct affinity with the figure in Rosa's etching of a
Warrior in a Lionskin Hat (fig. 6).[14] The lieutenant is borrowed from Rosa's etching Warrior with a Staff (fig. 7),[15] who is in a very similar pose,
standing with his hand on his hip, the fingers pointing backwards, and is wearing the same costume, even down to details like the rolled-up
trousers, the barely visible sword, and the metal breastplate held in place with straps. Rosa's prints, like Tempesta's etching of Civilis, are used in
mirror-image. Given that De Jongh based his painting on four different prints, it is not unreasonable to assume that he drew on another one for the
most elegant figure of all, the soldier viewed from the back on the far left.

6. Salvator Rosa, Warrior in a Lionskin Hat, 1656-1657. Etching, 14.2 x 9.2 cm

7. Salvator Rosa, Warrior with a Staff, 1656-1657. Etching, 14 x 9.1 cm
The two paintings in Copenhagen are known to have been among the works from the Arundel Collection that were auctioned in Amsterdam in
1684.[16] Jason and the Dragon (fig. 1) is a modified copy after a composition by Salvator Rosa, the best-known version of which is the painting at
the Museum of Fine Art in Montreal.[17] Rosa's composition is believed to date from the late 1660s.[18] As the earliest provenance of the various
versions - two of which are believed to be autograph - is unknown, it is impossible to say where De Jongh saw the model on which his work is
based.[19] Cadmus and the Dragon, as has been noted beneath the photograph at the Netherlands Institute for Art History (RKD) in The Hague,
was probably also based on a composition by Rosa, although I have failed to trace a Rosa painting that De Jongh might have used as his
model.[20]

There are a number of similarities between the Copenhagen paintings and the picture of Civilis. The rendering of hands, feet, arms and legs, as
well as the folds of the draperies and the details of the breastplates, leave us in no doubt that the three paintings are by the same hand. (The hero in
Rosa's Jason and the Dragon in Montreal, however, is not wearing a close-fitting cuirass.)[21] Another feature that De Jongh's three paintings have
in common is the strictly horizontal bands of light cutting across the sky, which are again missing in Rosa's composition in Montreal. The unusual
metal band around Jason's upper arm and over the sleeve of his garment in the Rosa is also worn by Jason, Cadmus and Civilis in De Jongh's
paintings.
History painting in Haarlem is generally thought to have undergone a gradual decline after about 1660, in terms of both quality and the number of
works produced, and to have disappeared almost entirely in the final two decades of the century. Jan de Braij's overmantel depicting The Judgment
of Zaleucus might be seen as one of the last highlights of the genre.[22 ] However, much has yet to be learnt about Haarlem history painting during
this period. Very recently, for example, two history pieces were added to the small oeuvre of the Haarlem master Reijer Jacobsz. van
Blommendael, who was active from around 1660 and who died in 1675.[23 ] His work is entirely in the Haarlem Classicist tradition. In view of their
provenance, De Jongh's Copenhagen paintings must have been made before 1684, while his relatively youthful self-portrait in the painting of Civilis
suggests a date before the end of the 1670s. Unlike Van Blommendael, De Jongh occupies an exceptional position among late Haarlem history
painters, for as far as I can see nothing in his three paintings distinguishes them as work from Haarlem. In fact, they are more reminiscent of the
refined, late Classicist works of Gerard de Lairesse, a contemporary of his in Amsterdam.
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Translated from the Dutch by Yvette Rosenberg.
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Willem van Mieris: "Tarquinius and Lucretia," a Drawing and a Painting
by Ben Broos
The following is the result of sheer coincidence. On 11 July 1989 the Mauritshuis received a photograph of a drawing belonging to the Fundaçao
Calouste Gulbenkian in Lisbon. It was accompanied by a letter from the curator, Manuela Fidalgo, asking if we could identify the artist.
Representing Tarquinius and Lucretia (fig. 1) in black chalk on yellow-brown paper, the sheet measures 41.3 x 36 cm. Neither the drawing's
provenance nor the date the Gulbenkian acquired it are known.
Attributing the sketch posed no particular problem, as it is patently the work of Willem van Mieris. One would normally expect to find the artist's
signature in the lower left corner, but in this case it may have been erased.[1]

1. Willem van Mieris, Tarquinius and Lucretia, dateable ca. 1700-1710. Black chalk on parchment, 41.3 x 36 cm. Lisbon, Museu Calouste
Gulbenkian
Willem van Mieris's virtuosity with pen and brush was recently evidenced by the exhibition Leidse fijnschilders, but especially in an article by Emke
Elen-Clifford Kocq van Breugel devoted to drawings that can be linked to paintings by the artist.[2] Mrs Elen, who is preparing a catalogue raisonné
of Van Mieris's oeuvre, estimated that 125 of his drawings have been identified, to which the present sheet from Lisbon can now be added. She
reports that the number of paintings produced by the Leiden artist is more difficult to calculate. In 1928 C. Hofstede de Groot had already recorded
more than 440, dated between 1682 and 1736.[3]

2. Willem van Mieris, Tarquinius and Lucretia, signed at bottom left: "[...] van Mieris fc [...] ", dateable ca. 1700-1710). Panel, 44.3 x 38.5 cm.

London, Verner Åmell Ltd, 1991

3. The signature on fig. 2
A few months after Mrs Fidalgo's letter arrived from Lisbon, one of Willem van Mieris's pictures was sold at auction in Amsterdam for 180,000
guilders.[4] Surprisingly enough, that panel also depicts Tarquinius and Lucretia (fig. 2), and its composition is virtually identical to that of the
drawing. In 1991 the art dealers Verner Åmell Ltd displayed the picture at the European Fine Art Fair in Maastricht. Measuring 44.3 x 38.5 cm, it is
several centimeters larger on all sides than the sheet. Essential parts of the signature and date are no longer legible. What remains is "[...] van
Mieris fe [...] " (fig. 3); most of the first initial and the date have been rubbed out. The "M" of the surname is written with a decorative extra loop on
the left, as Willem van Mieris, unlike his father Frans, was wont to do.[5] The signature was presumably altered in an attempt to make it look like the
father's.
For centuries this small history painting was apparently known only to its successive owners.
In fact when Hofstede de Groot described it in 1928, he actually quoted the catalogue of the Crammer sale held in Amsterdam in 1778.[6] He
himself had never seen the picture, any more than had his predecessor John Smith, who in his 1829 catalogue raisonné of Frans and Willem van
Mieris had to rely on a description of the panel in a Paris auction catalogue of 1812.[7]
On the occasion of the latter sale, of the estate of the "Ancien Conseiller d'Etat, Lieutenant-Général civil criminel et de Police de la Prévoté de
l'Hôtel et Grand'Prévoté de France" - a certain Claude-Joseph Clos - the valuer and auctioneer H. Delaroche wrote the following about this work.
Le sujet de Tarquin et Lucrèce. On voit cette chaste Romaine, presque nue,
renversée sur un lit de repos couvert de riches draperies, et cherchant à se
défendre de la violence de Tarquin, qui, l'épée à la main, lui tient le bras droit,
et la menace. Un chien épagneul, sur le devant à droite, aboie après lui. Ces
deux figures se détachent sur un beau fond d'architecture, orné de pilastres
cannelés, et d'un bas-relief, sujet de l'Enlèvement des Sabines.

The subject of Tarquinius and Lucretia. We see the chaste Roman, nearly
naked, flung onto a bed covered with rich drapery, trying to defend herself
against the violence of Tarquinius, who, sword in hand, grasps her right arm
menacingly. A spaniel in the right [sic] foreground yaps at him. The two
figures are cast against a lovely architectural background, decorated with
fluted pilasters and a bas-relief representing the Rape of the Sabines.

Le précieux de l'exécution jusque les moindres détails, la beauté des étoffes, et The precision of the execution down to the smallest details, the beauty of
une fonte admirable de couleur, contribuent à présenter ce tableau comme
the fabrics, and the admirable blending of the colors help make this picture
une des productions marquantes de cet habile peintre.
one of this skilful painter's remarkable works.[8]

To the sales of the panel mentioned by Smith and Hofstede de Groot (Amsterdam, 1774 and 1778; Rotterdam, 1783; Paris, 1812) one more can
now be added: an auction of porcelain, bronze statuary, mantel clocks, engravings, and also paintings of unspecified provenance. Held in Paris on
11 and 12 December 1815, it included Willem van Mieris's Tarquinius and Lucretia. It must be one and the same painting, since the catalogue
paraphrases the quoted description by Delaroche, omitting among other things the final, laudatory sentence.[9] As far as we know this was the last
mention of the small picture - that is until it resurfaced at the Amsterdam auction in 1989.
It was thus by pure chance that a virtually unknown painting by Willem van Mieris and a related drawing that had never been described came to our
attention in rapid succession. Emke Elen discussed some ten detailed sheets, all of which can be linked to surviving painted versions. They are
obviously either preparatory to or copied after the related pictures, but it is impossible to tell which.[10] We can now add an eleventh pair, which
unlike the others can inform us exactly in what order they were made. Close examination of the sheet reveals that Van Mieris altered the
composition of the painting. The pilasters behind Tarquinius in the painted version, for instance, are a good deal further to the left than they are in
the drawing. This obvious departure from the drawing would seem to indicate that it precedes rather than follows the painting. In both, the figure of
the young, blonde Lucretia with her hair up is a type that recurs frequently in the work of Willem van Mieris.[11] Yet like the background, the figure of
Tarquinius, and more specifically his head, is also surprisingly different. The head is awkwardly positioned on the torso, and it seems unlikely that
Van Mieris himself was responsible for this. Apparently the man's face in the painted version had to be adapted to a specific model so as to
appear to be a portrait historié.[12] Why is not clear; who would have wanted to be cast as the rapist Sextus Tarquinius? Or could the individual
have been a notorious scoundrel who had no say in his own portrayal?[13]

4. Cornelis Cort after Titian, Tarquinius and Lucretia, on the left on the slipper: "Cornelio Cort fe. 1571," and at bottom right: "Titianus inven".
Engraving, 37.1 x 26.6 cm. Amsterdam, Rijksprentenkabinet

5. Willem van Mieris, Joseph and Potiphar's Wife, signed at bottom left "[...] van Mieris f Anno [...] ". Panel, 46.2 x 37.5 cm. Karlsruhe, Staatliche
Kunsthalle, inv. no. 276
The illustrated theme enjoyed tremendous popularity in art, with Lucretia becoming the paradigm of virtuous womanhood. The story goes that her
husband Lucius Tarquinius Collatinus once won a wager that she would be busy at her loom while her companions were carousing. Sextus
Tarquinius, son of King Tarquinius Superbus, became obsessed by Lucretia's chastity and ravished her. To prove that her body but not her soul
had been disgraced, Lucretia informed her father and husband what had happened and then impaled herself.
Artists have illustrated the suicide of Lucretia countless times; it afforded them an opportunity to depict a female nude - however chaste.[14] The
dastardly deed that precipitated her end was also a popular source of inspiration. Van Mieris may have known Titian's treatment of the subject from
the print Cornelis Cort made after it in 1571 (fig. 4).[15] In line with the Italian master's interpretation, Tarquinius is often depicted dressed while
Lucretia is invariably naked.
A connection has occasionally been drawn with the biblical theme of Joseph and Potiphar's Wife, which was also painted as a companion to
Tarquinius and Lucretia.[16] Willem van Mieris rendered the scriptural story on panel several times, and in fact there are important similarities
between one version of the Old Testament story in Karlsruhe (fig. 5) and his Tarquinius and Lucretia, even if the former's slightly smaller dimensions

preclude its being a true pendant.[17] Potiphar's wife is shown lying seductively on a four-poster bed on the right, under a draped curtain. In the
background next to a pilaster appears a relief of the Triumph of Galatea; this corresponds with that of the Rape of the Sabines recognized by
Delaroche in the background of our fig. 2 when that picture was sold in Paris. These reliefs are not only decorative, as they serve to underscore the
implicit eroticism of both subjects.[18]
Less certain than their author is the date of either the painting or the drawing (figs. 1 and 2). Unfortunately the year painted on the related picture in
Karlsruhe is no longer legible. Nor are stylistic comparisons with other works of much help, due not to the lack but to the abundance of parallels.
Willem van Mieris illustrated tales about women in both oil and chalk throughout his career. The interchangeable spaces in which he situated these
episodes invariably featured classicizing architectural fragments and bas-reliefs.[19] As early as 1699 he sketched just such a composition in black
chalk showing the Suicide of Cleopatra (Brussels, Koninklijke Musea voor Schone Kunsten; fig. 6).[20] Willem van Mieris's painting style was fairly
static, and after the first decade of the eighteenth century his style of drawing hardly changed either. The works reproduced could easily date from
any time between 1700 and 1725.[21] And yet his picture The Drinker, dated 1706 (Leiden, Stedelijk Museum De Lakenhai; fig. 7), may give us a
clue.[22 ] Here, too, there is a bas-relief of the Rape of the Sabines in the background, the left part of which, including the rearing horse, is identical
to that on Tarquinius and Lucretia. It is the only argument for dating both the painting and the preparatory study around 1706, or more loosely
between 1700 and 1710.

1
6. Willem van Mieris, The Suicide of Cleopatra, signed at top center "Willem van Mieris Fet 1699". Black chalk, 17.3 x 14.5 cm. Brussels,
Koninklijke Musea voor Schone Kunsten, inv. no. De Grez 2532

7. Willem van Mieris, The Drinker, signed at center right "W. van Mieris Fe. 1706". Panel, 27.7 x 23.8 cm. Leiden, Stedelijk Museum De
Lakenhai, inv. no. 1202
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Translated from the Dutch by Andrew McCormick.
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