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THE EARLIEST DUTCH COLLECTIONS

The carliest collections of rare, strange and beauuful objects were
formed in the teasure vaults of medieval churches In these were
kepe relics of the saints in handsomely worked reliquaries made of
silver and studded with precious stones, books in costly ornamented
bindings, valuable chalices, monstrances, paraments and oblations.
On feast days all these beautiful things were exhibited on the alvars,
as can be seen, for instance, on the dedicatory-mimiature in a manu-
script from the Abbey of Egmond, made in the middle of the tenth
century, which is now in the Royal Library at The Hague. Apart
from relics, reliquaries, Bibles and other books; the weasure vaults
of medieval churches also contained rarities of a not strictly religious
nature, such as great narwhal teeth which were then thought to be
the horns of unicorns, fabulous animals, part horse, part antelope,
with otie horn in the middle of their forehead and a reputation for
holiness. Public opinion attributed magic strength to these horns,
which made them coveted possessions. Among the church treasures
one even found statues of idols from the heathen past, because of
their curiosity (so it was said), bur who is to say whether somewhere,
deep down in the subconsciousness of the people, there was not a
hidden feeling that, despite Christianity, these idols could not be
entirely trusted and it was better to give them a place of honour,
within the walls of a consecrated building?

The Reformation in the Netherlands led to the destruction of the
greater part of these extraordinary colléctions, but those at Maastrichr,
Oldenzaal and in the five Chapter Houses of Utrecht were saved.

‘The Urrecht collections were probably among the most remarkable
in this field in the Netherlands, They did not come to the State until
1811 and, as a result, what was left eventually found its way into
the Rijksmuseum - precious silverwork, unicoms, ivory and leather
boxes, figures of saints and bronze statwes of idols, a sabre and more
of the like.

Despite the great diversity of objects, no paintings were included
in the treasuries of the medieval churches. The custom of making
movable paintings on panels did not originate until some time in the
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fourteenth century. As a result of the Iconoclasm of the sixteenth
century and the destructive war that followed it—in which even the
Spanish soldiers sometimes wrought havoc in the churches—nor much
is left in the Northern Netherlands of the triptychs and other paint-
ings which from that period began to adorn the altars. Some treasures
were taken to safety in time. Most of these were lost sight of soon
after and when, after centuries of wandering, they at last reached
our museums, their adventures could only be reconstructed o a very
limited extent.

We know little of the history, for instance, of Geertgen tot Sint
Jans' Tree of Jesse (p. 274), which must have been painred for the
Church of the White Women at Haarlem, or of the triptych of The
Dance round the Golden Calf (pp.104-5) by Lucas van Leyden
{both now in the Rijksmuseum). One or two other works of art, such
as the painting of Mary with Child surrounded by Four Female Saints
(p. 91) by the anonymous painter of Delft (who owes to this painting
his name ‘Master of the Virgo inter Virgines’) seem to have been
stored in the Convents for which they were painted, and thus to have
been saved. A fragment of the great, much-admired altar of Pieter
Aerisz from the New Church in Amsterdam (p. 125) was preserved,
thanks to the quality of the work. The municipal government took
care of it and had it taken to the town hall.

Thus art-loving rulers in the Netherlands were able occasionally
to save important pieces from destruction or disappearance. Un-
fortunately, however, in the great artistic centre of Haarlem not a
single medieval ecclesiastical painting is left, nor is there one in The
Hague or Rouerdam.

On their removal from a church to the town hall or to a collector’s
cabinet the paintings changed their purpose: from being objects of
religious worship they became objects of artistic admiration, collector’s
pieces; in fact.

The collecting of paintings started later than the habir of gathering
holy, curious or rare objects. Collections only began to be made
during the Renaissance and to a certain extent they imitated the
older ecclesiastical treasuries and secular cabinets of curiosities. This
applies to the Netherlands as well as to the rest of Europe. Only



when the art of panel-painting had definitely begun to exist in its
own right, did it become suitable for use not merely in churches but
also in private houses and for secular purposes. Thus collections of
paintings began to be formed, for various reasons. Some collections,
mainly of portraits, were brought together out of historical interest
or family pride; some were mixed collections which merely served
to decorate the house, to please the eye or as a show of prosperity;
finally, some were made to satisfy a passion for collecting.






GROUP-PORTRAITS OF OFFICERS,
AND GOVERNING BODIES,
AND OTHER WORKS FROM PUBLIC
INSTITUTIONS

Even in the Middle Ages, military service was demanded from able-
bodied rownsmen. This is already mentioned in early fourteenth
century Amsterdam bye-laws. The Civic Guards which these men
formed eventually expanded into guilds, bodies of importance in the
town. They possessed their own buildings, the ‘Doelen’ (lirerally:
targets). Amsterdam had three which were called after the arms
carried by the companies; the Long-bow Doelen, the Cross-bow
Doelen and, most important of all, the ‘Kloveniersdoelen” for those
using muskets with *kloven’ or “kolven® (butt-ends).

The command of the Civic Guards was in the hands of the burgo-
master of the town, The principal officers under him also usually
belonged to the ruling class: It was considered an honour to be in the
Civic Guard and it was specifically laid down members should dress
and arm themselves at their own expense, which they did as well as
they could afford, each according to his own taste. Uniform dress for
military personnel did not exist at that time. At most the guardsmen
of a company wore the same sashes to distinguish them from other
groups. With the change in military tactics and the advent of artillery
in the sixteenth century, the importance of military service for the
population of the towns decreased. By and by their task came to be,
almost exclusively, that of patrolling and closing the streets for suate
visits and other special occasions. Bur the appearance of the gentle-
men was not less colourful as a result. The social gatherings and the
banquets that went with them became increasingly important and so
did the Doelen buildings. Their big halls came to be among the finest
and most impressive in the town, on account of the exquisite group-
portraits that were hung there,

Porrait-groups of the Civic Guards have only been painted in
Holland and Zeeland. The genre arose in Amsterdam, during the
city’s first period of prosperity. The basis for this form of art had,
however, been prepared in Haarlem by Geertgen tot Sint Jans whose
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altar wing with the portraits of the Knmights of 5t Jobn (Kunsthisto-
risches Museum, Vienna) is considered to be the oldest Dutch group-
portrait. A generation later Jaa van Scorel, in his panels of Utrecht
and Haarlem Crusaders (sce p. 290), had further elaborated the theme,
Therefore, the idea of painting men in a group cxisted already. What
was new, however, was that they did not have themselves painted for
inclusion in a religious picture but for purely municipal or civic
reasons. In face it was in Amsterdam that the group-portrait became
secularised. The subject was to have great vitality.

The first Civic Guard’s piece is the triptych panel painted by
Dirck Jacobsz in 1529 as 4 commission by the officers of the Klo-
veniersdoelen. Niemans has recorded what inspired those citizens of
Amsterdam when they proudly had their portraits made, in an osten-
tatious manner, such as princes and noblemen had not until then
been accustomed to. OFf the relationship between those first parrons
and the artist who had to carry out the work we know nothing. The
curious thing is that this became an established practice even before
Calvinism and Iconoclasm deprived religious painters of their living
by banning paintings from the Northern-Netherlandish churches,
a generation before Durchmen were to abjure their monarch and
become a civil republic. Painter and patrons were thus considerably
ahead of the political, historical and religious developments,

The new subject immediately became popular, and other Guards’
Pieces were painted in 1531, in 1532, then in 1533 the Banguet of the
Civic Guard of Amsterdam (p. 277)—the first of its kind—by Cornelis
Anthonisz, The series, once starved, was continued through the fol-
lowing decades and in the seventeenth century developed into a
grandiose succession of exceedingly sizeable canvases. The largest
commissions for the painting of Guards' pieces were given in the
years 1638 or 1639 to 1643 during the installation of the new hall
of the Amsterdam ‘Kloveniers’ in the Nieuwe Doelenstraar, where
today the Doelen Horel stands. The paintings created in this shore
period were never surpassed. The first, completed in 1640, was by
Joachim Sandrart who recorded in it the State Visit of the Queen of
France, Marie de Medici, in 1638. Other groups of Civic Guards were
painted for the hall by Jacob Backer, Nicolaes Elias, Govert Flinck,
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Bartholomeus van der Helst and, the most outstanding by far, Rem-
brandt's painting of the company of Frans Banningh Cocq which,
incorrectly titled The Nightwatch {p. 184-5) became world-famous.

The example of the new Kloveniersdoelen was followed by the
Amsterdam Long-bow Deelen. In 1645 Nicolaes Elias completed for
their hall his picture of the company of Captain Jacob Rogh, while
Van der Helst created for it his colossal masterpiece, a Bangwet (p. 294)
showing Caprain Cornelis fanszoon Witsen and his men celebrating
the Peace of Munster in 1648, Captain Johan Huydecoper, not to be
outdone, commissioned Govert Flinck in the same year to depict in
a group-painting how his company had celebrated the conclusion of
the peace. It appears symbolic that this was to be the last full-length
Guards' piece.

It was customary that they should not be paid for out of municipal
funds or from the general treasury of the Civic Guard; each person
paid for his own pormrait. We know, for example, thar for Rem-
brandr’s Nightwatch those portrayed spent on the average about one
hundred gulders each for their picture, one a little more, another
less, depending on the place they occupied on the canvas. Once hing
in the Doelen, the Guards' pieces automatically became the property
of the Civie Guard—a municipal organisation in fact. Thus, without
further [ormality, they became the property of the town, which they
have remained until the present day. Those of Amsterdam were trans-
ferred after the abolition of the Doelen in the eighteenth century, to
the small and the large Court-Martial Chambers of the town hall.
Right from the beginning they became a spectacle of the first order.

The Civic Guard of Haarlem was organised on the same footing
as that of Amsterdam, A document of 1402 in the munipal archives
mentions the official recogmition of a company of 120 guardsmen.
Their armaments consisted of long-bows. They had taken as their
patron saint the knightly. St George and had their headquarters in
the Doelen near the Great Timber Gate, The building dated from
1591 and sell exists, although in a changed condition.

Whereas the men of St George belonged to the ite of the town,
those of St Sebastian, who used the cross-bow, sprang from the
ordinary population. The company did not play an important part
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in the life of Haarlem, and in 1560 ceased to exist. The development
of firearms had in the meantime made it necessary for the Civic
Guards to be trained in their use as well. In 1519, therefore, a third
organisation was founded, that of the Kloveniers, delicared to
St Adriaan. Their Doelen building in the Gasthuisstraar dates mainly
from 1562. This, too, the visitor 1o Haarlem can still find, albeit no
longer in its former glory. A reorganisation, which was completed in
1560, brought the Civic Guards— now only those of St George and
St Adriaan—directly under the local magistrate, In 1558, on the
mitiative of the municipal government, it had already been decided
that once a year, on the occasion of the transfer of posts, a banquet
or repast would be given at the expense of the town. In the past, too,
after 2 shooting match, the guards had dined together but ir was
then customary for participants ta bring their own food. But now
the reunion was not restricted to one dinner. From an ordinance of
1633 it appears that the occasion had been extended to cover a whole
week and that as & result heavy demands were made on the funds of
the municipal treasury!

The arrangement of 1558 therefore soon became a popular tradition
and one of outstanding historical importance, for it was here that
Frans Hals found inspiration for the great Repasts (pp. 145-9) which
he painted with such a dazzling brush, like no one else before him
or since. But he was not the originator of the subject which, as we
have already seen, was begun three-quarters of a century earlier by
Cornelis Anthonisz of Amsterdam, Frans Hals was not the only Haar-
lem painter of this sort of group-painting. Before him, Cornelis
Comnelisz of Haarlem twice depicted the officers of the Civic Guard
at table, in 1583 and in 1599. During Hals' life his fellow-townsmen
Cornelis Engelsz and Pieter Claesz Soutman were each commissioned
ance, in 1618 and 1644 respectively, Frans Pieter Grebber three
times—twice in 1619—and Hendrick Pot once, in 1630, But none of
them was able o portray his subjects with such skill, in such light
and fierce, gay colours as was Hals. He shows them at laden
rables covered with costly damask, relaxed in attitude, and
assured in their prosperity and position: Just as in Amstecdam all
these paintings auromarically became the property of the city, here
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wo they were exhibited in the town hall after the abolition of the
Civic Guards. And, as in Amsterdam, they rightly attracted great
admiration. It was in the first place to see the Hals pictures that
many 2 fellow-countryman and foreigner travelled to Haarlem.

Various groups of officers of the Rotterdam Civic' Guards had
themselves portrayed likewise. In 1682 the St Jorisdoelen pos-
sessed no fewer than seventeen paintings. Through neglect these have
unfortunately perished with the exception of one, a painting of 1604,
by an artist who did not sign his work and whose identity has not
yet been rescued from anonymity.

The example set by the Civic Guards' Doelen with their :huicr.
group-portraits was followed by wvarious Dutch charitable in-
stitutions and guilds. Just as in the case of the Civic Guards, thc
towns’ art collections were enriched inestimably by quumu: paint-
ings of various governing bodies. Outstanding in this senies, of course,
is Rembrandt’s Syndics (p: 197), directly followed by Ferdinand Bol's
group of four Governors of the Poor House (p. 292) painted in
1657 and his three respectable and portly Lady Governors of the
Amsterdam Lepers' House, of 1668, Then follow Nicolaes Maes” six
Wardens of the Guild of Surgeons, Amsterdam, Karel Dujardin's
stately, cool group of the Spinming House Governors, of 1669, and
the older canvas, of 1628, by Nicolaes Elias showing earlier gover-
nors of the same institution.

With the pictures of four Governors and three Lady Governors of
the Amsterdam Lepers' House, which Werner van den Valckerc
painted in 1624, may be mentioned three panels by the same master,
on which one sees Governors of the Orphanage for the Poor, To this
genre belong, moreover, the two remarkable Anatomy Lessons by
Rembrandt (Maurieshuis and Rijksmuseum) and by Thomas de Keyser
(Rijksmuseum).

In other towns of Holland, also, group-portraits of governors
became in demand. In Haarlem it began in 1641 with Frans Hals
Governors of the St Elisabeth’s Hospital (p.284), in which the
Amsterdam tradition of Rembrandt and Thomas de Keyser was
followed. At the end of his life Hals painted two more of these: the
unequalled Governors and Lady Governors of the Old Men’s Home
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(p. 283) of 1664, The group-portrait at Haarlem then enjoyed its
greatest périod. Some years previously, in 1642, Johannes Verspronck
had painted The Governors of the House of the Holy Ghast. He was
followed, in 1658 and 1659; by Jacob van Loo with his Governors
and Lady Governors of the Poor House and Workbouse. In 1663
Jan de Bray painted The Governors of the Poor Children’s Home
to which in 1664 he added the group of lady governors; three years
later he once again carried out similar commissions for the Governors
and Lady Gowernors of the Lepers House. Somewhat later, in 1674,
the Lady Governars of the House of the Holy Ghost were painted
by Pieter Anraady, while finally, as late as the eighteenth century, in
1737, Frans Decker immortalised the Governors of the St Joris or the
Grote Provenbuis in all their respectability, gathered round a table.

Among these many group-portraits was one of the painters them-
selves. In 1675 a lively picture of their own guild The Wardens of
St Luke at Haarlem was painted. They are grouped round a table,
on which a bust in terracotta has been placed; this looks like a
portrait of Rembrandt but was probably a sculpture attributed at
the time to Michelangelo which the guild had in its possession. The
canvas was painted by Jan de Bray who himself was then a Warden.
There is a tradition connected with the piece that Dirck de Bray
supposedly assisted in its painting by portraying his brother Jan,
while Jan painted Dirck, and other artists also collaborated over the
canvas, From the results of a recent investigation this story appears
to be plausible. Such a complicated history of origin could only be
found in a group-portrait of the painters’ guild,

Initially the painting must have hung in the wardens' room but,
exceptionally, it did not become the property of the towm At the
end of the eighteenth century it was in the collection of the Haarlem
artist Wybrand Hendriks. On 16th July 1819 it was auctioned in
the famous room of the House with the Heads (on the Keizersgracht)

ADRIAEN THOMAS KEY (1544-1589),
Portrait of William the Silens, probably 1578.
Wood. 483235 cm, (187" X 139/4"), Rijksmuseum No. 1336 A 1.
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in Amsterdam. Two years later the Rijksmuseum bought this im-
portant piece from the broker J. de Vries.

Elsewhere in Holland, also, governors' portraits were painted in
the seventeenth century, but not in such great numbers as in Amster-
dam and Haarlem, and rhey were nor by any means of the same
artistic quality. In 1653 Jan Daemensz Cool of Rotterdam devoted
himself to 2 group of Governors of the Old Mew's Home. Earlier the
town possessed more of them but they have been lost.

The governors of the churches and hospitals of the old Durch towns
liked yet another sort of decoration for the institutions under their
management, namely paintings with suitable biblical scenes or other
religious matter such as The Good Samaritan, The Works of Charity,
or The Wedding Guest withoxt Wedding Raiment, Thus originated
in 1628 in Haarlem Pieter Fransz de Grebber's lurge canvas
showing The Works of Charity (p. 285) for the Old Men's Home,
This institution also possessed an elegant, organ-playing 5t Cecilia by
Peter de Witte (Pietro Candido), a scene of Workers in the Vineyard
by Cornelis Holsteyn, a Female Singer by Gerard Honthorst and the
painting of a man with a collecting box surrounded by children, by
the hand of Cornelis Engelsz. Its halls were further decorated with
some topographical views of Haarlem by Vincent Lourentsz van der
Vinne (died 1729) and even a painting of the Farum of Nerva in
Rome which is attributed to Jacob van der Ulft.

The old Elizabeth’s Hospital had, apart from the great group of
governors by Frans Hals, yet another work, a late one, by Maerten
van Heemskerck, representing The Good Samaritan (1568); a Land-
scape with the Anmunciation by Abrabam Bloemaert; a Juds and
Thantar by Cornelis Cornelisz of Haarlem (of 1598) and a Woman
playing the Clarinet by Dirck Hals, In the Fouse of the Holy Ghost
one could see a painting of Christ blessing the Children, by Cornelis
Cornelisz (of 1632); in the Lepers’ House was a scene of Pestilence
and Madness in which the prophet Elijah declines presents offered to
him by Naaman, pamted by Pieter Fransz de Grebber in 1637; in the
Barbara Hospital various religious representations; in the municipal
pawnshop a remarkable work by Job Berckheyder representing
Josepl's Brathers in Egypr (of 1669), and in the Command Post of
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Sint Jan, besides three panels with Jerusalem Crusaders by Jan van
Scorel, his colourful Baptism of Christ in the River Jordan and his
Adam and Eve. Mareover there was a great piece by Maerten van
Heemskerck showing St Luke painting Mary and the child Christ,
and a Last Supper by the little-known Haarlem artist Master Lucas
(died 1562). Add to this Jan de Bray's attracuve work Tending the
Orphans (of 1663) (p, 157), from the Netherlands Reformed Orphan-
age, and one gets an impression of how much importance the patron-
age of all the above-mentioned institurions had for the prosperity of
the Haarlem School of painters in the sixteenth and seventzenth
centuries,

This list should be supplemented with important paintings which
used t©o hang in the town hall and the Prinsenhof in Haarlem: a
masterly canvas by Hendrick Cormelisz Vroom showing the arrival
of the Count Palatine Frederik V at Flushing (in 1613); Comelis
Comnelisz van Haarlem's Wedding of Pelews and Thetis (p. 282)
(of 1593), as well as Hendrick Pot’s heavily symbolic Apotheosis of
Pririce William I; Jan de Bray's Apotheosts of Frederick Heondrik
(0f 1681) and his Videan and the Cyclops (of 1683),

All these works were later, in 1862, transferred 1o Haarlem town
hall, where, together with the great paintings by Hals, they came to
constitute the Municipal Museum. The arustic life of Rotterdam was
similar to that of Haarlem but on 2 much more modest scale. Adriaen
van der Werff in 1702 painted there an allegory on Charity, for a
mantelpiece in the House of the Holy Ghost or the Old Men’s Home.
Another Rotterdam artist made a mantelpiece-painting with Chrise
curing cthe lame and crippled for the Old Municipal Hospital in the
Hoogstraat. The Amsterdam artists achieved little in this field, The
three painted panels with governors of the Alms Orphanage engaged
on works of charity already mentioned above, by Werner van den
Valckert, are rather exceptional for Amsterdam.

Towards the last quarter of the seventeenth century the great period
of the Dutch corporation piece ended. The churches and hospitals,
o0, did not add much to their collections of paintings after that, It is
as though the walls of the Doelen halls and the governors’ rooms
offered no more space; in any event, the houses of private citizens
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appear from later paintings to be rather full. The painters, when they
did not turn to the modern art of decorating ceilings, mantelpieces
and walls, mostly went over wo the small-size painting. Large canvases
became the exception. We have alréeady mentioned one from this
period ar Haarlem, that by Frans Decker of 1737, In Amsterdam,
Cornelis Troost supplied a few governors” portraits during this period,
in which he combined the old tradition with the pew concepts of
lighter colouring and more natural artitudes: in 1724 the inspectors of
the College of Medicing; in 1729 his outsize painting of governors of
the Almshouse Orphanage; in 1731 his much more modest group of
three wardens of the surgeons' guild. As recently as the nineteenth
century, Jan Adam Kruseman tried hus energies on the governors®
group in the now three-hundred-year-old tradition. Only one thing
was changed. For the first time the governors and lady governors of
the Lepers’ House had themselves portrayed together.

The group-portraits of the Civic Guards, the group-portraits of
governors of municipal institutions and other paintings from the
churches and hospitals of the great towns in the Republic of the
United Netherlands form a unique whole which cannot be equalled
anywhere in the world. Compared with this rich source of painungs,
which later was to become of the greatest importance to the Dutch
museums, the art contribution from local and national government
offices has been small. This is because the town halls and government
buildings have almost all of them remained in constant use. The
mantelpiece-paintings and ceiling-decorations—mostly adorned with
biblical, mythological or allegorical scenés—were for the greater part
left where they were in the rooms where the magistrates continued
working, having meetings and receiving visitors. As a result of a
financial agreement in 1804, however, some paintings were trans-
ferred from Haarlem town hall to the National Art Gallery, the
predecessor of the Rijksmuseum, among them Hendrick Cornelisz
Vroom's large canvas of The Bartle on Lake Haarlemmer in 1573, in
which the Dutch fleet was defeared by the Spaniards; and another
large canvas representing Adam und Eve in Paradise, a work by Cor-
nelis Cornelisz van Haarlem (of 1592) which had been given by
Haarlem to Prince Maurits to decorate the Court in that twwn.
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In some cases, too, paintings from other local government buildings
went to museum collections, Thus a View of the River [[sel by
Hendrick Vroom which now hangs in the Rijksmuseum, came from
the Amsterdam Workhouse; while the large panoramic view of the
town with the *Golden Lion” in the foreground (once the flag-ship of
Cornelis Tromp), a late masterpiece by Willem van de Velde the
Younger, came from the conference-hall of the Chief Commissioners
of the Walloons in the Schreiers Tower.

A ser of rwelve small pleces, with scenes from the history of the
Batavian, Caninefat and Gallic tribes and of the Romans in the
Netherlands, by Otto van Veen, alias Vaenius, which the States-
General bought as a2 suitable decoration for the Tréves Hall in the
Binnenhof or Houses of Parliament at The Hague (before it got its
new panelling), was of no particular interest,

Of more importance to the Durch museums were to be the paintings
decorating the conference-rooms of their Lordships of the Admiraltes
and the directors of the East Indies, West Indies and Levant Compa-
nies, In the Hall of the Gentlemen X VII at Amsterdam could be seen
views of the more important Dutch sertlements in the Far East and
some painted maps. In their conference building ar Middelburg one
found small portraits of the governors-general of the Dutch Ean
Indies, which were reduced copies of the complete series of full-length
portraits which hung in the Castle of Bazavia.

The direcrors of the Levant Company had hanging in their rooms
views of Constantinople, Smyma and Aleppo, In 1817 this collection
was considerably extended through the Calkoen legacy. This contain-
ed some dozens of highly striking canvases of receptions at the Court
of the Grand Vizier, views of Constantinople and the Bosphorus;
paintings of life in the city of the Golden Horn and the surrounding
countryside, and of the diverse population to be found there. All this
was the work of the Franco-Flemish painter Jean Bapriste Vanmoor
(1671-1737), who spent his life in Turkey, and of the school he
founded there. When these companies were wound up, their propesty
was taken by the State, Some of the paintings they owned unfortu-
nately went astray; the remainder were added to the nation’s museam
collections. There these pictures give a vivid impression of early Dutch

20



commerce and shipping in distant lands, Sometimes they are of a
especially good quality, for instance a large canvas by Hendrick Cor-
nelizz. Vroom (p. 298) on which the Amsterdam four-master—the
only one the city possessed in the seventeanth century—is depicted on
the river 1Jssel on the occasion of its return from Brazil. The canvas
belonged to the West India Company.

Like the warks of art and historic relics from the conference-
halls of the trading companies, those belonging to the Admiralties
(the Republic had five of them) came after the latter had been
dishanded to the State. The Rijksmuscum was only enriched by a
few paintings, but among them were important pieces such as the
great ceremonial porerait of Michiel Adriaenszoon de Ruyter (p. 292)
by Ferdinand Bel, of 1667, which the Admiral himself had donated
1o the Admiralty of Middelburg where he had formerly served;
a canvas by Johannes Lingelbach showing the Battle of Leghorn in
1652, and rare views of Algiers, Tunis, Tangier and Syracuse by
Reinier Nooms called “the Seaman”.

It is hardly possible to overestimate the significance of all these
works of art for the Dutch museums. But for them an institution like
the Rijkemuseam would lack its highlights and the FransHals Museum
in Haarlem would probably not have existed at all. How these paint-
ings eventually found their way there will be shown in a subsequent
chapter.






FAMILY PORTRAITS

From the fifteenth century onwards the Princes of the Netherlands
had their portraits painted, but the revolt against Philip 11 resulted in.
no painting in the private possession of the Hapsburg-Burgundian
house being left in Holland or Zeeland, Those which had not been
damaged by fire or the adversities of the time were sent to Madrid or
Vienna. From the possessions of the other powerful House reigning in
the east of the country, the Dukes of Gelderland, nothing in the way
of paintings or art objects has been left either. We cannot even esti-
mate approximately what there must have been®, The bishops” posses-
sions in Utrecht fared no berrer, apart from a few paraments.

But history in this period is not concerned only with the princes of
the country but also with the aristocracy, whose position and wealth
had increased enormously in the course of the fifteenth century. These
gentlemen lived almost like princes; they were related to the most
important German ruling families, to the sovereigns of France and
Lorraine, to the Burgundians or even the Hapsburgs. Following the
example given by the princes, they too formed collections of family
portraits in their castles or in their palaces atr Brussels.

In this field we have most accurate information abour the family of
Nassay. It is true that we have no details going back to the fifreenth
or the first half of the sizteenth centuries but inventory-lists of the
Nassau palaces from subsequent generations supply the in-
formation which is lacking from earlier days. In 1632, for example,
a portrait of the great-unele of Prince Hendrik IT1 of Nassau-Breda
was to be seen in the quarters of the Stadtholder in the Binnenhof at
The Hague. Unfortunately the inventory does not mention by whose
hand it was painted, and so we can only guess that it may have been
one of the portraits which Jan Gossaert made of the Count. In the
same year there hung in the *Old Court’, the palace in the Noord-
einde at The Hague, portraits of René of Orange-Chalon (the cousin
who was killed in battle in 1544 and from whom Prince William 1

! The portrait of Duke Karel van Gelre in the Mumcipal Museum of Ambem s
an mferior copy of later dige and dies a0t originate from ducal possessicna.
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received the rich inheritance of Orange, Breda and many other terri-
tories in the Netherlands) and of his wife Anna of Lormaine, paint-
ings, therefore, of the fourth decade of the sixteenth century which
must have been transferred from Brussels or Breda to The Hague,
unless they were copies. In the Court of Nassau at Brussels there were
also family portraits. In 1618 mention is made of one of Count Engel-
bert 11 of Nassau-Breda (1451-1504). It has been suggested that this
was perhaps identical with the small panel by the so-called *Master
of the royal portraits® which in 1933 entered the Rijksmuseum as a
donation of Dr H. W, C. Tietje of Amsterdam, In the tme of Prince
William 1 {1533-1584) several paintings were added to the Nassau
Collection. In the first place there were the portraits of Prince Wil-
liam 1 himself with his first wife, Anna van Buren, by Antonio Moro,
of 1555, Later they were the property of his youngest son, Frederik
Hendrik, but afterwards they disappeared without trace. However
we can obtain an idea of the lost pieces from a studio copy
of the portrait of the prince in the Kassel Museum, and a copy (of
lesser quality) of that of the princess in the Palace of Mantua. At a
later age the *Father of the Fatherland ' was painted by Adriaen Key,
among others.

After the death of Prince William, the Nassaus continued to com-
mission portraits and before long they had large collections After the
worst distress of the early years of the Eighty Years War against
Spain was over, court hife in The Hague began to flourish. To deco-
rate his palace in the Binnenhof, where the army predominated,
Prince Maurits ordered from Jan Anthonisz Ravestein portraits of
his senior officers. This commission grew into a series of over twenty
canvases which today belong to the Mauritshuis, In the same period
small portraits were made of members of the House of Nassau and
generals in Dutch service, a collection which later, during the Stad:-
holdership of Frederik Hendrik, was extended. Prince Maurits him-
self was painted by Michiel Miereveld (p. 293). This large panel, in
which the Stadtholder was porrrayed standing, in his gilded state
cuirass, the badge of the Order of the Garter on a blue ribbon round
his neck, is & monumental piéce worthy of the great prince,

The Nassau portrait-collection was further extended during the
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Stadtholdership of Frederik Hendrik (1625-1647). Gerard Honthorst
painted the Prince, the Princess, their four daughters and their son,
William IT. In the making of replicas, for which there was a constant
demand, the artist was assisted by his brother Willem and probably
by others. Ravestein and Miereveld also continued working for the
Stadtholder. The Princess, Amalia van Solms, moreover commissioned
partraits of her sisters.

Other Nassaus soon followed this example. The cousins living
in Leeuwarden, in particular, commissioned the Friesian painter
Wybrand de Geest (by marriage a brother-in-law of Rembrands).
When in 1641 the youthful William 11 of Orange married the eldest
daughter of Charles 1 of England-the first royal marriage in the
House of Nassau—Anthony van Dyck painted the wedding-portrait
(p. 280), his last work which he was not even able 1w complete.
A few years later, in 1652, Princess Mary, as a young widow, posed
before Bartholomeus van der Helst (p. 294). Another portrait of her,
in which she appeared attired in a Brazilian feather-coat, was made
by Adriaen Hannemann (not Jan Mijtens, as used o be assumed),

A generation later Caspar Netscher, Godfried Schalcken and Wil-
lem Wissing (following the example set by Sir Peter Lely) painted
portraits of William 111 and Princess Mary Stuart.

In the eighteenth century William IV was painted by Frans van der
Mijn, the Frenchman Jacques André Joseph Aved and the Swede
Hans Hysing, while his wife, the Princess Royal, Anna of Hanover,
commissioned Johann Heinrich Tischbein to paint her portrair. Under
their son William V, court life in The Hague flourished as never
before. A number of artists were now commissioned to paint the
Stadtholder and his wife, their three children, and later also
their sons- and daughters-in-law. In this connection mention must
be made of a series of fine pastels by J.F. A. Tischbein and also of
works by T, P. C. Haag, J. G. Ziesenis, B. S. Bolomey and several
other artists, as well as a large number of miniatures. King William 1,
after the French occupation, handed over all these paintings to the
Rijksmuseum and the Mauritshuis. They form the core of these
collections.

The commissions given by the Nassaus to portrait-painters did not

25



stand alone. In the years when Moro painted Prince William I and
Anna van Buren, he also worked for the Count and Countess of
Egmond, the Hoomes, the Marguis and Marchioness of Bergen-op-
Zoom and many other answocranc families. It is an inesumable loss
that from all this work no originals remain. Much of the old portrait-
collections of nobles must, in the sixteenth century, have gone w the
Southern Netherlands, for it was there, at and round the Court, that
almost all grear families moved.

But in the meantime another class arose in the Northern Nether-
lands which stood ready to take the place of the aristocracy, the rich
bourgeoisie of the trading cities. In comparison, the role played by
the lesser aristocracy in the Northern Netherlands in the history
of the portrait has only been small. In the second quarter of the
sixteénth century Dutch merchants started commissioning portraits.
We think, for instance, of the paintings of the Master of the
Mint and Shenff of Amsterdam, Pieter Bicker (1495-1567) and
his charming wife, Anna Codde (p. 113), by Maerten van Heems-
kerck, of 1529, From the same period comes the captivating portrait
by Dirck Jacobsz of Pampejus Occo (p. 119), the commercial magnate,
who has sometimes been called the first * mercaror sapiens* of Amster-
dam, Thereafter the well-to-do citizens of the Dutch towns, of Am-
sterdam and Haarlem, Utrecht, Middelburg and Dordrecht, The
Hague, Delft, Zierikzee and several others, added to their collections
of family portraits from one generation to the next in the same way
as did the House of Orange-Nassau.

Many of these painungs later found their way into museums,
almost invariably as legacies from childless people, the last of their
generation or branch of their family, The first such legacy was
received by the Rijksmusenm in 1823: twenty-two portraits from
Mrs Balguerie née van Rijswijk, a widow. Both important and charic-
teristic of Dutch art was the collection of fifty-two paintings, mainly
family portraits, bequeathed to the museum in 1880 by Jonkheer
J. 5. H. van de Poll, descendant and heir of several generations of
Amsterdam governors,

This collection contained, among others, the famous painting of
Elisabeth Bas (p. 292) by Ferdinand Bol (eaclier, but without justi-
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fication, attributed to Rembrandt), his paintings of her grandchildren,
the Meulenaer couple, the portrait of Pieter Schous (p. 175) on horse-
back, 2 beautiful little painting by Thomas de Keyser, panels by
Nicolaes Elias and several other artists. Another typical Amsterdam
legacy was that of the dowager Jonkheer J. J. van Winter, née Bicker.
In 1880 she bequeathed forty-four family portraits to the city and
in 1885 these were transferred to the Rijksmuseum. In 1884 Jonkheer
J. H. F. K. van Swinderen gave twenty-six family portraits to the
Rijksmuseum, among them those of Jan van Riebeeck, the founder
of Capetown, and his wife (of 1650), good works by the hand of
Dirck Craey, still oo little appreciated. Particularly important was
the collection of thirty-five family portraits of members of Amster-
dam and Haarlem generations of governors, which Jonkheer J. S. R.
van de Poll of Amhem donated in 1885 to the Rijksmuseum, with
works by Frans Hals and Bartholomeus van der Helst among them.

An excellent example of a Zeeland family collection was the
twenty-five poreraits bequeathed in 1876 by Jonkheer Jacob de
Witte van Citters to the Netherlands Museum at The Hague. In
1885 they were transferred to the Rijksmuseum. Since then, nowhere
can the artractive work of Salomon Mesdach of Middelburg be studied
so well as in Amsterdam. The De Witte van Cirters legacy included
no fewer than six of his works, dating from the years 1619-1625.
Aferyﬁnepajrofpurtmintnﬂhyhdgﬂ:ﬁqmdﬂm&ghm
and their wives was offered to the city of Amsterdam in 1891: the
portraits of Lucas de Clercg (p. 284) and Feyntje van Steenkiste,
painted in 1635 by Frans Hals, and among his best works. Amster-
dam added these canvases to the large number of paintings on loan
1o the Rijksmuseum. In 1903/1910 Jonkheer Salomon Rendrop
bequeathed to the Rijksmuseum the fine portraits of the Amsterdam
governor Francois de Vicg and his wite Alesta Paneras (p. 295), by
Gerard ter Borch; in 1902 J. M. Willink van Bennebroeck donated
The Family Group of David Leews by Abraham van den Tempel,
as well as some forty other paintings. Finally there was the impresave
loan of 1897 by the Van Weede family which included the portrait of
the young Maria Trip (p. 290) by Rembrandr, 2 portrait which had
nover left the hands of her descendants, and Casper Nerscher’s
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painting of Lady Philippa Staunton, wife of Roelof van Arkel, Lord
of Burgst (of 1668).

This list, though long, is still not complere. It gives an impression
of how a large number of portraits from many of the most prominent
Dutch families, in particular from Amsterdam, came together in the
Rijksmuseum, But for these donations the great Dutch portrait-
painters such as Rembrandr, Ferdinand Bol, Frans Hals, Ter Borch
and 0 many others, would only have been poorly represented in the
Rijksmuseum,

Moreover the museum increased its collections by purchases of
family possessions. In this manner, for instance, the monumental
group of the Family of Rutger Jan Schimmelpenninck (p,267) by
Pierre Paul Prudhon (donated by Mr and Mrs Drucker-Fraser) be-
came museum property in 1929; and in 1950 so did the pastels of the
Van der Waeyen couple by Jan Baptiste Perronneay. When the State
of the Netherlands bought the highly important collection of Michiel
Adriaenszoon de Ruyter and his descendants for the Rijksmuseum in
1896, numerous portraits of the great Admiral, his family and des-
cendarnts were among them.

From other Dutch museums, too, one can realise how important
are the family portraits, to which each generation added and which
were carefully preserved. In 1883 the museum in Haarlem acquired
through inheritance the family collection of Jonkheer Johan Carel
Willem Fabricius van Leyenburg: It constituted a unique acquisition,
comprising the portraits of his ancestors from nearly all periods of the
Haarlem school, and a number of non-Haarlem masters, from the
beginning of the seventeenth century up to Jan Adam Kruseman, and
the fashionable French painter Alexandre Jean Dubois Drahouer of
the early nineteenth century. By far the most impressive pieces were,
of course, the portraits of the Haarlem burgomaster Nicolaes van de
Meer and his wife Cornelia Vooght Claesdochter by Frans Hals.
Immediately after these in quality came the paintings of the Colen-
bergh couple by Johannes Verspronck, a small group of the Colen-
bergh van Braeckel family by Gerard ter Borch, a good work by Van
Miereveld and four decorative paintings by Nicolaes Maes. Further-
more, the collection included works of seventeenth-century masters
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such as Dirck Hals, Johannes Victor, Pieter Nason, Daniél Haringh,
Jan Weenix and Theodorus Metscher, works of the eighteenth-century
painters Frans Decker, B.S.Bolomey and J. M. Quinkhard, two
charming children’s heads by Tako Jelgersma and, finally, a canvas
by Charles Howard Hodges.

In 1888 Miss F. A. C. van der Burch bequeathed to the museum
a number of family portraits, including works by J. A. van Rave-
steyn, Jan de Bray, Constantijn Netscher, Johannes Verkolje and
YArious anOnymous painters.

In the next year the museum was enriched by a donation from
J. T. Gerlings, among which was an elaborate example of Michiel
Miereveld’s abilities: the portrait of Gilles de Clarges, Once again
there was a good set of portraits by Verspronck and, furthermore,
paintings by Caspar Netscher, Jean Henri Brandon, Wybrande de
Geest, Johannes van Haensbergen and Frangois Verwilt. It is thanks
to all these donations and legacies that the Haarlem museum can
provide the public with a fairly complete survey of the important
local school.

The Mauritshuis, small in size and more national than local in
charaeter, has acquired fewer family portraits. Only a few donations
in this particular field are worth mentioning. Thus, in 1904, a portrait
of a doctor of the Van Hogendorp family, painted by Thomas de
Reyser in 1636, was bequeathed by the Dowager A, L. T. A. Grisar,
née Baroness van Hogendorp van Hofwegen. The largest legacy of
family portraits which the Mauritshuis acquired was the collection
left in 1907 by Maria Johanna Singendonck. It consisted mainly of
late seventeenth- and eighteenth-century paintings.

That the family portrait was of small importance for the Rotrer-
dam museum, can be explained partly by the history of the rown. In
the time of the Republic, Rotterdam was not among the large rowns
of Holland. Although trade and shipping Hourished, ir never had an
urban population as upper-class as the “old" towns, and the art of
portraiture did not flourish particularly. So the paintings which the
town possessed did not, for the greater part, find their way into the
Boymans Museum but into the History Museum of Rotterdam, as
their historic value is greater than their aesthetic significance.
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CABINETS OF PAINTINGS

The official name of the Mauritshuis¢ is the Royal Cabinet of Paint-
ings. This somewhat old-fashioned ritle indicates that the muscum is
neither a collection of portraits of public figares, gathered over the
years, nor one of family portraits, but that it grew from a cabinet of
paintings. Although the Mauritshuis also contains portraits from the
House of Orange and elsewhere, in comparison with the *cabiner
pieces’ these are of minor importance,

Cabinets of paintings already existed in the Netherlands ac the
end of the sixteenth century. Carel van Mander mentions guite a
numiber of them in his Boak of Painters which was published in 1604
in Haarlem., Much of the knowledge he possessed of the art of his
own and earlier times he owed o the owners of these collections who
had kindly shown him their treasures. Thus he writes about the
triptych of the Dance round the Golden Calf (pp. 104-5), a master-
piece by Lucas van Leyden which he admired somewhere in Amster-
dam in the house of a private collector whose name he regretrably
does not mention, In the house of Dirck van Sonnevelt, Van Mander
saw a second work by Lucas executed in gouache, while he found
a third piece by the same master at the house of one Knotter who
himself painted. Another collector in whose cabinet Van Mander
could see many paintings, was Jacques Hazer of Amsterdam, a public
notary, many-sided humanist, poet, collector, painter and grear friend
of the arts. He also possessed works by Van Mander himself. Many
Amsterdam people—the majority merchants—were collectors of paint-
ings at this time.

In other towns of Holland and Zeeland-in Haarlem, Leyden.
Delt and Middelburg—there were also cabinets of paintings. Some
of them must have been truly magnificent. The merchant and painter
Jacob Engbrechesz Hauwert (died 1597), for instance, who was
collocting as early as 1546, probably owned Albert van Ouwater’s
Resurrection of Lazarus, the masterpiece of Northern-Netherlandish
painting of the Middle Ages, which in 1573 was stolen by the Spanish
soldiers and is now in Berlin, Moreover he owned fine panels by
Brueghel and Pieter Aertsz.
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Of all these private collections, we unfortunazely know lirtle
more than the mere names of the owners and the titles of the works
dwypmmih::rtheirmllmﬁmmhmkmup.whhnmﬂﬁ
dace and the particular circumstances under which this happened
being known to us. But the most impartant thing was that the taste
for collecting continued. The generation that came after Van Mander’s
bought whart the previous generation sold. One cabinet of paintings
followed another; selling stimulated buying. A tradition was thereby
established.

The collecting of paintings became a hobby of the well-w-do
population in the rich trading cities. Noble birth hardly played a
part in this. When 2 nobleman formed a cabinet of paintings, this
was for his wwn house, which differed neither in uself nor in its use
from a bourgeois house.

Finally the princes of Europe, 100, began to set up cabinets of
paintings. Following the example of the Dutch bourgeoisie, they
collected, besides the great Italian masters and those of the Antwerp
echool, the lovely but typically bourgeois art of the MNorthern~
Netherlandish school. Thus works by Porcer, Steen and Rembrandt
and the landscapes with shepherds and cartle of the Ttalianisers,
canvases and panels by Wouwermans, Dou, Van Mieris and many
others, found their way abroad to the palaces of German princes at
Brunswick, Kassel, Diisseldorf, Berlin and Dresden; to the country
residences of eager English lords; even 1o the Florence of Cosimo II1
de Medici, the Paris of Louis XIV, and the Regent of Orleans, and
distant St Petersburg, swhere Catherine the Great bought Dutch paint-
ings on a very large scale.

As a result of all this a lively trade in paintings arose, with
Amsterdam as its centre. The international importance of this town
is shown by the fact that a well-known Parisian like Gersaint came
to Holland to get to know the principles applied in auctioneering.

JAN DE BRAY (1627-1697) and others.
The Wardens of the Guild of 5t Luke at Haarlem, 1675.
Canvas. 130 184 cm. (51'/s" %X 72%/1"). Rijksmuseum No, 614,
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It was mainly at the great sales in the former Herenlogement (Horel
for Gentlemen) in Amsterdam (it stood in the place now occupied
by the Binnengasthuis, one of the city’s large hospitals), that Prince
Eugene of Savoy gathered the precious collection of paintings now
hanging in Turin; he spent the winter in Amsterdam, berween the
campaigns against the French army in the Southern Netherlands, The
abundance of good paintings was such thar Holland was able o
afford these *blood-lettings’, without itself being seriously impover-
ished. The lack of grear, really monumental landscapes by Aelbert
Cuyp in the Dutch Museums forms a regrettable exception to this
general rule.

This same lively art trade had one irreparably bad effectin the eigh-
teenth century. All canvases by prominent Italian masters who, as we
know, were represented in great numbers and beauty in Helland in the
middle of the seventeenth century, left the country. There was
Raphael’s famous portrait of Count Castiglione, for example, of
which Rembrandt made a sketch when it was auctioned in Amster-
dam in 1639 after coming from the estate of the late Antwerp banker
Lucas van Uffelen (drawing in the Albertina in Vienna), The buyer
of the painting was Alfonso Lopez, a great Jewish dealer of Spanish
descent, through whose hands went many paintings, including the
Flova by Titian (Uffizi, Florence) and his so-called Ariosto (National
Gallery, London). Lopez sold the portrait of Castiglione to Mazann,
a$ a result of which it later came to the Louvre.

Apart from this the Tuscan, Roman and Umbrian schools -were
not particularly popular in the Netherlands. At thar tme the great
Venetians of the sixteenth century were the best liked. Dutchmen did
not favour the trecento or the quattrocento, with the exception of
Manregna and Giovanni Bellini. They were, however, interested in
the works of Baroccio, Domenichino and especially of the Bolognese
group, the Carracci, Guercino and Guido Reni; and later in the eigh-
teenth century, artists like Albani, Castiglione, Carlo Mararti and
Trevisani were appreciated. This taste was not merely Dutch for
everywhere in Europe connoissears praised this kind of painting.

The best known collector of Italian art of the seventeenth century
was Gerrit Reynst. After his death the most important, part of his
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cabinet, twenty-four paintings and twelve statues, was shipped in
1660 t England as a present from the States-General to King
Charles IT who had just succeeded to the throne. On this they were
willing o spend no less than Fls. 80,000 (roday the Dutch gift is
exhibited at Hampton Court). Many Dutchmen able to afford it were
trying in the seventeenth century to follow the examples of Van
Uftelen, Lopez and Reynst.

Compared with Italian masterpieces, considered 0 desirable by
the great collectors, Dutch paintings in this period were less interest~
ing to the experts, and they were therefore quite cheap. Bur just
because of their cheapness, they were within the reach of more
collectors and this may explain the large number of collections in
the seventeenth century,

In the eighteenth century the situadon changed. The expensive
Iralian pictures had by then already left the country, not becauee
Holland held a sale from a bankrupt estate, as it were, but because
of a change in raste. In the new century the so-called * minor* Durch
and Flemish masters became more and more in demand in Paris and
elsewhere abroad for their intimacy and their cosy atmosphere, no
less than for their incredibly high artistic qualities, Small rooms with
their panelling and silk-hung wall sections, which had now become
fashionable, no longer offered space for the monumental Iralian
pieces executed “in the grand style”. These painters were also re
appraised in their own country. At the auctions the pearls of Dutch
pamting began to be much appreciated and to form the highlights
of many collectors’ cabinets; the general competition at home and
abroad raised their prices to new heights,

It is impossible to describe here the whole history of the cabinet
of paintings in the Netherlands. T restrict myself therefore, by way
of example, to mentioning the famous collections of Pieter van der
Lip (auctioned in Amsterdam in 1712), Gerrit Braamcamp of Am-
sterdam (auctioned in 1771) and joachim Rendorp (Amsterdam
auction on 1st October 1793), at which The Pantry (p. 239) of Pieter
de Hooch, his Mother’s Duties and his Linen Cupboard (p. 296)-
three major works now belonging to the Rijksmuseum—came under
the hammer. In the Van der Lip Cabinet probably also hung Ver-
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meer’s Woman in Blue (p. 296). Gerrit Braamcamp possessed, further-
more, Jan Steen's Merry Homecoming, The Fish Vendor (p. 229) by
Adriaen van Ostade and Rembrandt’s lirtle portrair of Dr Ephraim
Bueno (all three of them now in the Rijksmuseum), Thus ene found
in many Dutch cabinets works which are now world-famous.

It has been the fate of these collections that, generally speaking,
they were quite soon broken up. The merchant-class in the Nether-
lands had no long-standing traditions, The eighteenth-century collec-
tions that stayed vogether only did so because, at a fortunate moment,
they had been included in their entirety in public museums. It is these
collections which in particular deserve our artention.

First of all the Cabinet of Paintings of the Stadtholders. Its founder
was Johan Willem Friso. Whether in this he was following the exam-
ple of the rich Dutch merchants or that of his royal German relatives,
such as the Counts of Hessen-Kassel, cannot be established. On the
backs of his paintings the Prince had his eollection marks put, and
these can still be found on several works now hanging m the Maurirs-
huis. His early death in 1711 cavsed a lengthy standstill in the exten-
sion of the collection; but his posthumously born son, Willem Carel
Hendrik Friso, later the Sradtholder William IV, continued it after
reaching manhood. He did this together with his wife, the English
Princess Royal, Anna of Hanover, who herself painted.

When he had become Sradtholder of all Dutch provinces in 1747
and had established himself in The Hague, the Prince was able to
indulge his love for the arts more liberally, The most important pur-
chase he made was in 1749, when the painter Frans Decker, at the
auction of Willem Fabricius at Haarlem acquired for the Stadtholder
the large canvas of The Young Bull (p. 299) by Potter at the price of
Fls. 630. The painting was not expensive; a Flight to Egypr by
Adriaen van der Werff, purchased shortly before, had cost Fls. 2,500.
The Young Bull received a place among the earlier purchases for the
cabinet of the Prince and, since then, has always been a most popular
work of art—becaose of the incredible realism with which the cattle,
the bird in the air and the frog in the foreground have been painted
and, not least, because of the unusually large size of this remarkable
canvas,
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It was not given 1o William IV to devote himself for long o his
hobby. When he died in 1751 he was only forty years old; his son
and heir, William V, was then only three. In due course, however, he
w0 extended the collection he had inherited from his father. In this,
as in everything else he undertook, he received the support of his
guardian, Duke Emst Ludwig von Brunswick-Wolfenbuttel The
laster, who was very wealthy, spent large sums on purchases of good
paintings, Partly on the advice of the painter T.P.C. Haag, who from
1752 had been keeper of the Stadtholder’s collection, he made pur-
chases at the auction of the cabinet of the late Willem Lornier, which
was held at The Hague in 1763. Many paintings from this sale, how-
ever, which contained no fewer than 353 items, went to the cabinet
of A. L. van Heteren o which we shall refer later. In this collection
there were famous canvases such as the Feast of St Nicolas (p- 289)
and The Parrot’s Cage (p. 237) by Jan Steen. A year larer, at the sale
of the cabinet of the late Benjamin da Costa in the Hague, once again
purchases were made on behalf of the Prince. In 1765 he bought four
paintings at the Pieter Leendert de Neufville sale at Amsterdam and
another six from the collection of the Elector of Saxony, also auction-
ed there. In 1766 another six paintings were bought at the sale of
canvases belonging 1o Catharina de la Court, née Backer, inherited
from Mr de la Court van der Voort, and his son. The Prince also
acquired pieces from the art dealer Pieter IJver (Amsterdam, 1769)
and Gerrit Braamamp (Amsterdam, 1771).

Bur the largest increase in the Stadtholder's collection was the pur-
chase in 1768 of the entire Van Slingelandt cabinet, the best the Nether-
lands had to offer at thar time. For many years the owner, Goverr
Van Slingelandt, Lord of the Lindt, Chief Tax Collector for the
Provinces of Holland and West Friesland (1694-1767), had aimed
specifically av increasing the artistic quality of his cabinet. He had
voluntarily imposed on himself the restriction that his cabinet should
not exceed forty pieces, Whenever a painting of exceptionally fine
quality came on the market he tried to acquire it, but then disposed of
a lesser piece. Sometimes he was forced to buy up entire collections in

order to obtain a single item. What did not interest him went back to
auction,
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In his will Van Slingelands had laid down that after his deach his
collection was to be auctioned. But the Stadtholder, who knew the
reputation of the cabinet, approached the heirs with the request char
he be allowed to buy it privately as it stood. They refused on the
strength of the provisions of the will. William V was indeed not the
only applicant. The French Minister of Foreign Affairs, wo, the Duc
de Choiseul, who himself was an important collector, made enquiries
from the heirs. Perhaps his attention had been drawn to it by the
“directeur-général des batiments, jardins, arts ex manufactures du roi’,
the Marquis de Marigny, who with his travelling companion, the
engraver Cochin, had visited Van Slingelandt’s cabinet in 1767, when
he accorded it high praise. The French Consul at The Hague, Desri-
vaux, made great efforts on behalf of his master in Paris. The Queen
of Russia, Catherine 1, also asked for information regarding the
collection. But William V insisted, indicating his willingness to spend
a very large sum on the paintings and at last the heirs succumbed 1o
the then enormous sum of Fls. 50,000, the Prince having finally left ic
open to them to decide themselves what price they would accept.

As a resalt of this wonderful acquisition the Stadtholder's cabinet
became the richest ever known in the Netherlands. Apart from a
choice selection of Durch painting from the seventeenth century, it
included excellent Flemish works from the same period and, further-
more, works by Iralians, some French pieces and four sublime Hol-
beins which had come from William II1. Neither the holding of
family portraits of earlier date and other items like the fine miniatures
from the palaces in Friesland, as well as works of art from the Castle
of Oranienstein near Dietz in Massau, nor later legacies, purchases
and donations, however important, could change the character of the
Prince’s cabinet afterwards. Generally speaking, history has not been
very grateful to William V for what he did as Stadtholder but this
judgement does not apply to his praiseworthy activity asa collector,
For to him-even more than to his father and grandfather—we owe
the unrivalled quality of the Mauritshuis collection. The cabinets of
paintings existing at the time of the Republic of the United Nether-
lands have been of less significance in the formarion of the Rijks-
museum which was created later. Admictedly, in this instance too,
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famous cabinets were included which considerably increased the
quality of the museum's collections but, being among such numerous
paintings of different origin, they never came to dominate the mu-
seum. The most important cabinets to enter the Rijksmuseum, those of
Gerrit van der Pot van Groeneveld of Rotterdam and of A. L., van
Heteren, will be discussed later.

The history of the Haarlem Museum was not affected by cabinets
of paintings. The Rorerdam museum was o affected o 2 certain
extent, but in 2 manner all its own, as we shall see in a later chapter.

We do not wish to conclude this chapter withour recalling, as an
illustration of the spirit which imbued the eighteenth century collector,
an interesting and many-sided Amsterdam citizen of the time, Cor-
nelis Ploos van Amstel (1726-1798). In the first place this timber-
broker was important as a collector of paintings, drawings and prints,
of Rembrandt among others. But he did not stop there. Even before
this time some collectors, proud of their art treasures, had had prints
made of them. Ploos aimed at the same thing and undertook the work
himself, to which end he invented a new technique which he was able
to apply most successfully, in particular for the reproduction of
drawings in pencil, chalk and watercolour. In 1765 he deseribed his
invention in 2 book. This many-sided man also wrote about the theory
of the fine arts and on anatomy for artists, Moreover he manipualated
pencil and brush. He stood in the centre of the artistic life of the
Amsrerdam of his time, associated with artsts like [saic de Mouche-
ron, Jacob de Wit, Jacobus Buys and Cornelis Troost, whose daughter
he married. Thus his significance and that of his collection went much
beyond thar of a mere collector for pleasure. The spread of knowledge
of the art of Durch painting and drawing owes much to the work of
such men,
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THE FIRST DUTCH MUSEUM

The Dutch museums owe their existence to the French Revolution.
But just as that did not break out completely without waming, so the
museums, too, had their period of preparation. During the Age of
Enlightenment it had been suggested that the large collections of
prominent gentlemen, who usmally allowed them to be viewed by
those interested, should be opened to the general public. Florence and
Rome led the way in this, France followed: In 1750, 110 paintings
belonging to the King were exhibited in the Palais du Luxembourg:
like the large Rubens Gallery they could be viewed twice a week. This
was Europe’s first public museum of paintings. It did not exist for
long becaute Louis X VI soon wanted to have the palace put at his
disposal again to accommodate his elder brother. In the end however,
in 1793 —that is, after the fall of the Bourbons—the Louvre was opened
asa large museum of paintings. Before long it was to be immeasurably
enriched by the enormous number of art-treasures which Iraly and
other countries were forced to surrender to France as war tribute.
Thus the Louvre (named Musée Napoléon during the Empire) soon
became the radiant centre towards which the eyes of every art-lover
were automatically drawn. As with so many things in that period, the
achievements of Paris stimulated others to emulation.

The Netherlands were late to follow this lead. When the old Re-
public was:* liberated” in 1795 by the French Army, one of the first
acts of the * liberators* was to pack the cabinet of paintings of the
Stadtholder William V, who had fled to England, and o sead it to
Paris. This was merely a repetition of what the vicronious generals of
the Directoire had, in the past years, done so often in Iraly. Nobody
protested. On the following 28th September the ‘Batavians' sold part
of the Prince’s furniture in the Buitenhof at The Hague. A second
auction of royal furniture was held in the Huis ten Bosch, a royal
palace near The Hague on 16th August 1797. This time paintings had
beer added as well, but not the family portraits; a third sale took
place on 23rd July 1798; a fourth and fifth followed later that year.

But in the meantime a change had taken place which rurned out to
be of great significance: on 26th July 1798 the College of Admin-
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istravion of the Property of the former Stadtholder was dismissed;
henceforth all documents regarding the domains had to be addressed
to the Minister of Finance, Izaak Jan Alexander Gogel. It was he
who, acting on a suggestion made in the National Assembly by Albert
Jan Verbeek (2 man interested in the past), made a museum from
what remained of the art-treasures in the Orange Palaces. No doubt
Gogel, who, as a patriot, was pro-French, was guided by the example
of Paris.

He approached the task energetically and without delay. By 3rd
August 1798 he was already writing to *citizen’ Vermeulen at Leeu-
warden, asking him not to sell the paintings in the Nassau Palaces in
Friesland but to ship them to The Hague. These instructions were not
carried out but he succeeded a little later in getting the paintings from
the palace of Het Loo to The Hague, For the time being they were
stored with the royal family portraits in the Huis ten Bosch. On
12th January 1799 the art-dealer Cornelis Sebille Roos (1754-1820)
was appointed to supervise them.

Roos had already had some experience in this feld, for in 1798
he had been the first to organise a permanent art gallery in the
northern wing of the Trippenhuis where he lived in Amsterdam. He
received the title of Inspector of the Art Gallery of the Huig ten
Bosch; it was stipulated that he had to make an inventory of the
paintings and to exhibit them. No sooner had Roos received his
appointment than he set about finding out whether any paintings were
to be found elsewhere which would qualify for the art gallery, In the
palace of Soestdijk he found good canvases by Lairesse, Glauber and
Melchior d'Hondecoeter which were promptly sent to The Hague. At
the beginning of 1799 paintings from the Admiralty at Amsterdam
were added to them, among which was a portrait of Michiel de Ruyter
(p. 292) by Ferdinand Bol. Next, canvases and panels from the gov-
ernment buildings at the Binnenhof entered the Huis ten Bosch, and
then some from the Maritime Office at Rorterdam.

With due speed all these paintings were arranged in the Huis ten
Bosch to make 3 presentable whole so that, on 31st May 1800, the
doors of the National Art Gallery could be opened 1o everybody who
considered a visit to the first public museum collection in the Nether-
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lands worth sixpence (later the price of admistion rose to elevenpence).

Less than two weeks later the hrst purchise was announced: the
large painting of The Threatened Swan (p. 173) by Jan Asselijn. Now
followed a long series of purchases by which, in varying degree, the
two aims underlying the foundation of the museum were observed.
On the one hand it sought after artistically valuable pieces to replace
the Stadtholder's cabinet seized by the French; on the other hand
efforts were made to obtain works depicting the country’s past. A
sharp distinction between the two does not appear to have been made.
1t is remarkable but understandable, in view of these basic aims, that
nobody thought of buying works by foreigners. Thus a Potter, Wij-
nands, Teniers, Wouwerman, Ruysdael and a Rembrande, which later
tumed out to be a work by Fabritius, were bought, together with a
portrait of Oldenbarneveldt by Moreelss, the seabattle off Leghorn
by Reinier Nooms, and Bartholomeus van der Felsts ?urtrmts of the
Admiral Aert van Nes and his wife. Together with such paintings
there were also portraits of the heroes of their own time, in particular
of the Fourth English Sea War. The painter Cornelis van Cuylenburg
(1758-1827) painted them in 1801: the one of the Rear-Admiral
Willem Crul (who was killed in bartle in 1781 and who had been an
uncle of Gogel's) he copied from an original by J. J. Heinsius; of the
Vice-Admiral Arpold Jan Zoutman, who died in 1793, he made a
posthumous portrait. The museum had now become fairly up-to-date.
When the flow of visitors became satisfactory, the painter Jan Gerard
Waldorp was appointed as expert to show the public round the
museum. In 1801 the first, admittedly very short, catalogue (by
Waldorp) appeared. _

In the meantime Gogel remained interested in the development of
the museum. He even donated a sum from his own pocket for makmng
purchases. In this period of change and financial ruin it was not diffi-
cult to acquire good paintings in the Netherlands. Roos made exten-
sive use of the opportunity. There were also donations; for example,
in 1803 J. Zoutman gave the portraits of his parents. The acquisitions
of 1804 were important, for it was then that the town of Haarlem, in
an exchange transaction, handed over the paintings already discussed
in our second chapter.
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The museum in the Huis ten Bosch did not remain in existence for
long. It was closed in May 1805 when the Grand-Pensionary, Rurger
Jan Schimmelpenninck wanted the building as his summer residence.
The paintings pow had to be moved. They found accommodation in
the building at the corner of the Buitenhof which had formerly held
the Stadtholder’s cabinet. Thus the tradition of his private collection
was now, in a different form, conrinued by the State.

The history of the National Art Gallery ends with the advent of
Louis Napoleon as King of Holland. By a decree of 20th November,
1806, the first year of his reign, this monarch, inspired by the best
intentions for his new kingdom, appointed a commission with the
task of enquiring what institutions existed in France for science and
the fine arts, the aim being to promote similar institutions in the King-
dom of Holland. By the same decree the post of Director-General of
Arts and Sciences was created, o which Johan Meerman, Lord of
Vuren and Dalem (1753-1815) was appointed in 1807. Arttention now
became concentrated even more than before on the museums which
had been organised and liberally enriched in France through the revo-
lution, It suited Louis Napoleon, who had a raste for the fine arts; 1o
emulate the Paris Musée Napoléon in his own kingdom. Tt was now
1808 and the King had conceived the plan of moving his residence to
Amsterdam. He wished to make this city into a centre of arts and
sciences for the further glory of the Kingdom of Holland. He settled
in the only building sufficiently large and dignified to serve as a
palace, the seventeenth-century town hall at the Dam. The municipal
government had to leave it hastily, but part of the municipal art
collection remained in the large and small Court-Martial Chambers.
The collection could remain there withour difficulty, for the Court
did not need these rooms. In any case nobody knew what to do with
the excessively large paintings. The King of Holland therefore moved
in with The Nightwatch and its companions,

On the first day after his arrival in Amsterdam, on 21st April 1808, 'a
the King ordered the erection of a great Royal Museum. For the time
being it would be housed in some upper rooms at the palace. The
active force behind all this was Meerman. To him, probably more
even than to the King, we owe the Rijksmuseum.
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Louis Napoleon's liberality towards his new creation enabled Meer-
man to make some very important purchases before long. On 6th June
1808 a choice cabinet of paintings which had been collected by Gerrit
van der Por van Groeneveld was sold at Rotterdam. The Royal
Museum was enabled to buy works from it a price of more than
one hundred thousand guilders, an unheard-of sum in those days.
This was an acquisition on & grand scale comprising, in parsiculas,
paintings by seventesnth-century Dutch masters, works by Dou, van
Beyeren, Both, De Witte, Ruysdael, Van der Helst, Potter, Willem
van de Velde, Wouwerman, etc. A painting attributed to Van Eyck
- A Gothic Temple with Figures—was a curious *odd man out”. It was
in face The Holy Virgin by Geertgen tot Sint Jans. For the time
being everything was transferred t The Hague but in July the King
ordered that the purchases, together with the contents of the erst-
while National-now Royal—Art Gallery, shiould be sent 1o the
palace in Amsterdam. Rich and varied as this collection now was, it
was still without anything by Rembrandt. The city of Amsterdam
filled the gap, however, by transferring seven large canvases, two of
them Rembrandts, to the museum on 13th August 1808, and from
then on these were its highlights: The Nightwatch, and The Gover-
niors of the Cloth-Guild (p.197), The Banquet of the Civic Guard,
and The Gentlemen of the Doelen by Van der Helst, the so-called
Guards Peace by Govert Flinck, The Governors of the Spinning
House by Karel Dujardin, and the View of the I Jsel ontside Amster-
dam by Willem van de Velde the Younger, From the former Admi-
ralty of Zeeland a portrait of De Ruyter by Bol came o increase
the collection.

On 25th August 1808 Cornelis Apostool, a much-cravelled diler-
tante and former diplomat, was appointed Director of the Royal
Museum. He carried out his task most excellently.

The idea was that the Royal Muscum should not only contain old
works of art but also stimulate the work of living painters. For this
purpose some rooms of the palace were reserved for exhibitions.
By 15th September 1808 the museum and exhibition rooms wese able
to receive the public. It was a very great success. In 1809 once again
an exhibition of works by Durch contemporaries was held and several
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works were bought for the museum, among others the fine View in the
Park of Saint Cloud by Pieter Rudolph Kleyn (p. 269).

In the meantime Apostool was on the look-out all over the country
for desirable paintings, Thus in November 1809 he saw the collec-
tion of F, J. Boymans at Utrecht but did not advise buying it en bloc,
as the owner hoped, because in his opinion it conrained oo much of
indifferent or even poor quality. However the collection of A. L.
Gevers, page to King Louis and heir to the select cabinet of Adriaan
Leonard van Heteren was taken over in its entirety for about one
hundred thousand guilders. Once again, the 137 items were mainly
works from the Golden Age of the Netherlands. Among them were
famous pieces such as The Feast of St Nicolas (p.289) and The
Parrot’s Cage (p. 237) by Jan Steen, Ter Borch's so-called Paternal
Advice (p. 295), The Ox-Drove by Claes Berchem, The View of the
Martyr’s Canal at Amsterdam by Jan van der Heyden and The
Breakfast by Gabriél Metsu. The collection included, moreover, a
number of Flemish works, the most important piece being a sketch
for a dramatic Procession to Calvary (p. 139) by Rubens, and finally,
one or two works by Rubens of later darte. It is interesting to find
here also one primitive painting which was once again erroneously
attributed to Van Eyck: an Adoration of the Kings.

In the same year that these paintings were acquired Apostool
completed the first catalogue of the Royal Museam. In it he described
459 pamrings, as well as a number of antiquarian objects and some
fifty drawings.

Soon however the museum’s period of prosperity came to an end.
In 1810 Louis Napoleon resigned the throne and Holland was in-
corporated into France. There was no longer any money for pur-
chases. The paintings remained undisturbed where they were. They
were still ac the palace when the Prince of Orange, the son of Wil-
liam V who had died in 1806, made his joyous entry in December
1813 into Amsterdam after it had been liberated from the French and,
i his turn, sertled down in the former town hall. Apostool was still in
charge of the collection,

Now a change occurred. King William I did not want the museum
to stay in the palace. The inaccessible rooms had never been very
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suitable for the purpose, The aim was now o find the collection its
own home, as had indeed been attempted earlier, The home was
found in the Trippenhuis at the Kloveniersburgwal. It was a stately,
very monumental building, erected in the years 1660-1662, and had
been commissioned by the brothers Louis and Hendrik Trip, gun-
smiths and dealers in Swedish iron. It already had a connection with
the fine arts: we mentioned in passing that C. S. Roos had installed
exhibition rooms in it in 1798 for the works of living artists. In 1808
the State had bought its northern half to establish the Royal Institute
there, while the legislative body also used it. The southern section
belonged to the city of Amsterdam, having been bequeathed to it in
1771. In 1815, therefore, the museum moved to the northern half
of the Trippenhuis. After the interior had been somewhar altered,
it was opened in February 1817 as the Rijksmuseum. There was not
much space. Moreover room had to be made for the Cabiner of
Prints, and sharing accommodation with the Royal Academy, the
successor of the Royal Institute, which had been moved ro the
southern half, was no undivided pleasure, as it also eventually began
to complain of lack of space. In addition, the light in the Trippen-
huis was far from being ideal for a museum. Bue for the time being
these hardships were not so very serious.

King William T in his turn showed interest in the museum. It was
thanks to him that in the first years of his reign some fine purchases
could be recorded, such as Wouwerman's Kicking White Horse;
Govert Flinck’s Portrait of Vondel; Frans Hals' Jolly Toper (p. 151)
and-a corious example of the taste of the time— Moreelse’s Beastiful
Shepherdess; there were also, The Pantry (p. 239) by De Hooch,
The Waterjall by Jacob van Ruisdael, Jan Steen’s self-portrait, The
Cheerful Fiddler by Gerard Honthorst, Dreaming (p.207) by Maes,
a self-portrait by Troost; and various other works. To this impres-
sive list of acquisitions was added the first legacy the Rijksmuseum
received, Twenry-two portraits from the widow Balguérie-van Rijs-
wijle (1823). Thus the first fifteen years after French domination was
a flourishing period for the Rijksmuseam. Unfortunately a period of
stagnation followed, a result of the Belgian war and its consequen-
cﬁ.Owingwathmninshnrﬂg:ufmmymnynmnsmpim
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eluded the Rijksmuseum in those following years. The legacies of
the period caused irreparable harm to the national arc estate, for
much of what should have stayed in the Netherlands left the country
for good. After 1830 only two purchases are worth mentioning, both
of them made by King William I for the museum from his own
funds: The Egg Dance by Pieter Aertsz and The Night Banquet by
Joos van Winghe (in 1839).

Cornelis Apostool died in 1844, over eighty years old, after a2
directorship of more than thirty-five years. His successor, the painter
Jan Willem Pieneman, who was also Director of the Academy of
Art, only remained in office for three years and he had no successor.
For thirty years the Rijksmuseum had w make do with a governing
body. In the narrow sense, it faithfully discharged its task but during
this period the museam can hardly be said to have been truly alive.
When the excellent collection of the late King William 11 was auc-
tioned at The Hague in 1850, (eight Rembrandts, Flemish Primitives,
Ttalian art, e.), the Rijksmuseum acquired nothing. The Louvre
and the Wallace Collection in London now display what eluded the
Netherlands then. From this whole period only one acquisition need
be mentioned: The Portrait of a Man and bis Wife (pp. 152-3) by
Frans Hals which was bought in 1852 for the very moderate price
of Fis. 530.

When Louis Napoleon founded the Royal Museum in 1808, he had,
as we have seen, given orders for the former National Art Gallery
to be wransferred o Amsterdam. Some of the paintings and art ob-
jects, however, remained in the house on the Binnenhof at The Hague
to which they were taken in 1805. In the next ten years nothing
liappened to them. But when the Bartle of Waterloo had made an
end of Napoleon's empire for good, it was decided that the works of
art which the French had stolen in Europe at the time should be
returned to their rightful owners. A commission was put in charge
of ferching back whar belonged to the Netherlands and Belgium.
With great trouble and despite violent resistance on the part of the
French, the members managed to get inside the Louvre on 19th Sep-
tember 1815, under the protection of Allied troops thanks to
Wellington's intervention, On their instructions, soldiers removed
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from the walls the paintings from Holland, but sixty-eight were
missing, among them some important paintings. The majority of thess
still hang in French museums. With great joy the country received
back its art treasures. In The Hague the paintings were first of all
mken to the building where Prince William V's cabinet had previ-
ously been established. On 1st May 1816 the King appointed as
Director of the *Royal Cabiner of Paintings® the collector Johan
Steengracht van Oost-Capelle (1782-1846), and as Depury-Director
the painter Jan Willem Pieneman. They received 133 paintings under
their management, almost all of them from the cabinet of William V.
Seven pictures from elsewhere were added to them and eight modem
canvases which His Majesty had bought shortly before. In contrast
to the dual purpose of the Rijksmuseum, this collection took lirtle
account of the historical importance of its items.

For several years people looked for suitable premises for the mu-
sweum. In 1820 these were found at last, in the old Maunitshws, an
intimate building of a stateliness and distinction worthy of the royal
collections and moreover in & position as easily accessible as it was
picturesque. After a few structural alterations, the cabinet of paint-
ings was transferred there in August 1821, It was allocared the first
floor, whilst on the lower floor was the Royal Cabinet of Curiosities.
As in the Trippenhuis, therefore, accommodation had to be shared,
and in the long run this raised difficulties. But for the time being there
was no trouble, King William 1, who generally lived at The Hague,
took more interest in the Mauritshuis than in the Rijksmuseum. He
enriched the collection with many purchases, as had his facher in the
cighteenth centary, if not always with such happy results, One splen-
did achievement, however, was the acquisition of Vermeer's View of
Delfl (pp. 248-9) in 1822 and, in 1828, Rembrandt’s Anatomy Lessan
of Dr Nicolzes Tulp (p, 290), The Vermeer had first been noted by
Apostool but Steengracht had nor been in favour of the purchase.
It must have been peculiarly galling for the Amsterdam director that
his museum missed this typically Amsterdam group-portrait by Rem-
brandt, although money was available, largely from the proceeds of 2
recent sale of inferior paintings from the Rijksmuseum,

A vear later the popular NELRI-series, so-called from the first
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lerters of the Latin titles of the paintings (see p.303) by Comelis
Troost made its entry into the Mauritshuis. Apart from old works of
art, William I also bought modern paintings. When these numbered
abour 150 in 1838, they were transferred from the Mauritshuis 1o
Haarlem, where a separate museum for nineteenth-century art had
been founded in the Pavilion Welgelegen. 1t existed until 1884 when
its collections were added to the new, large Rijksmuseum in Amster-
dam. Since 1838 the Royal Cabinet has no longer contained modem
works. After the Belgian War, the Mauritshuis, too, entered a long
period of stagnation. A not very fortunate purchase in 1832 ended the
period of expansion for forty-three years.

Rouerdam got its museum later than Amsterdam and The Hague.
Its foundation came about differently from those of the Rijksmuseum
and the Mauritshuis.

At the beginning of the nineteenth century there lived in Utrecht 2
somewhat eccentric collector, Frans Jacob Otto Boymans (1767-1847)
who certainly possessed some valuable paintings together with many
of doubrful guality. In the rown rumours went around of drastic
restorations which he had effected on spoiled canvases and of *im-
provements' which some signatures might have received. This gossip
does not seem to have been totally unfounded but most people did not
know what was true and what was not, as the owner acted rather
mysteriously where his treasures were concerned. Whether Boymans
really was an art-expert was not clear but what is certain is that he
liked w be thought one. One gets the impression that criticism had
made him suspicious of the world because he did not feel cerrain of
himself. He seems 1o have been the personification of hurt vaniry.

Exceedingly proud of his collections, he conceived the plan of leav-
ing his paintings 1o a museuin which for all time would bear his name.
The wown of Utrecht had already had the chance of obtaining Boy-
mans’ collection during his lifetime but friction with the Burgomaster,

JACOBUS BUYS (1724-1801),
Portrait of Cornelis Ploas van Amstel. 1766,
Wood. 57 %445 em. (22047 % 17/s7). Rijksmuseum No, 667,
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Van Asch van Wijck, who presumably knew all too well the rumours
current about the collection, made it impossible for this plan to be
carried out. Just as these negotiations failed, Boymans received a visit
from an old colleague of his student days, M. C. Bichon van I Jssel-
monde, Burgomaster of Rotterdam. Rotterdam, then the third own
of the Netherlands, did not possess a museum. Burgomaster Bichon
realised the importance of having one and could not afford 1o be
fastidious. In absolute secrecy he agreed with Boymans thar Rotter-
dam to be heir to the collection, and that the town for its part would
provide a suitable museum building. That is whar happened. Shortly
after Boymans had made his promise, in 1841, the fine old Gemeen-
lands house of Schieland was bought. At that time Rotterdam irself
owned only eleven paintings.

After Boymans' death in 1847, the Romterdam art dealer Amoldus
Lamme went to Utrecht in order to value the collection that had been
left, aided by his son Arie Johannes, They established that it contained
no fewer than 1193 paintings! These were stored as in a warehouse, in
piles against the walls of five rooms in Boymans® house, in the stable
and in the attic. For a long time there had been no room to hang
everything. Furthermore some thousands of drawings were included
and a1 quantity of European and Asiatic porcelain. Only 239 pieces
were considered to be suitable for museum purposes, but that number
was increased later. Stll in that same year, everything was trans-
ferred to Rorterdam and on 3rd July 1849 the Boymans Museum in
the Schieland House was opened. The two Lammes became managers.
What could be considered the dregs of the paintings and art books
were auctioned in 1853 and subsequent years; the proceeds formed a
welcome fund for acquisitions.

In these auctions lies part of the reason why we remain in the dark
as regards the much criticised quality of the Boymans collection. The
other reason is the great fire which ravaged the museum in 1864,
Much of the original collection was then lost: a small portrait of a
woman by Rembrandt of approximately 1632, which must however
have been in bad condition, a fine Frans Hals, seven works by Aelbert
Cuyp and two by Jan Steen, a View of the Castle at Bentheim by
Jacob Ruisdael, a Philips Koninck, a Potter, eleven Moreelses, a
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Frans van Mieris, a Van der Neer, two Ter Borchs and much else. Of
the eleven pieces from the old possessions of the town which hung in
the Museum as well, six were burned. Also serious was the loss of a
large family group by Carel Fabritius which had been boughvin 1860
and of a beauriful Van der Helst, representing Rijckloff van Goens
-and his family, But fortunately important pieces were saved. The
rebuilding of the Schieland house, tackled parsimoniously, was com-
pleted in 1867, The insurance money was used to replenish the collec-
tion in Boymans® spirit. This was not always a success but at least
Rotterdam acquired a musenm which it would probably not have had
s0 soon but for the initiative and ambition of its strange founder,
Following the example of the large towns, the municipal council of
Haarlem decided to found a museum on Sth August 1860, It was
based on the Repasts (see pp. 148-9, 283) by Frans Hals and others
which, since the closing of the Doelen, had hung in the town hall. Ta
these the paintings from the hospitals and other municipal institutions
were added. It was only when all these works were brought rogether
in one building that it became clear what an enormous wealth of ars-
treasures Haarlem possessed. The quality of this core of the collection
has never been equalled by later purchases. In the town hall a number
of rooms were prepared for the museum; on 30th June 1862 they were
ready to receive the public. It had not been necessary 1o go w a lot of
expense on this account; nevertheless the result was impressive.



PRIVATE INITIATIVE AND OFFICIAL ACTIVITY

There came a lull in the activities of the Dutch museums. This could
not be attributed only to the financial crisis caused by the Belgian war
for this was overcome in the 1840s. The cause should rather be sought
in the principles of the liberal state, in which private enterprise reign-
ed supreme and the authorities wished to limit their own activiries to
2 minimum, There was plenty of interest in anything concerning the
past, the literatare of all Europe was full of it. In the Netherlands,
Potgieter even wrote a copious essay bearing the title The Rijks-
musenm (1844). But however intensive the interest in history and the
old masters it benefited the museums very lirtle. Romanticism was the
favoured creed of most Jovers of history, and unfitted them for a
proper appreciation of museums. A person like Potgieter did nort
know how to look. An old painting immediately stirred his thoughts,
bringing all kinds of matters of historical interest to his mind and
setting his pen in motion, which then took its own free course without
his eyes being involved. His country's past served him and his like as
a source of patriotic inspiration—a noble purpose indeed, which
meant much to national self-respect—but men who looked at art in
this manner could hardly grow into connoisseurs,

This does not mean that there were no connoisseurs. No less than
before, the Netherlands collected paintings, but this was not done
primarily by the museums. Purchases of significance were only
made by the private collectors. There was the industrialist from
Dordreche, Leenders Dupper (1799-1870) who in 1850 had inherited
an impartant collection of paintings by seventeenth-century masters
from his uncle Johannes Rombouts, which he increased considerably.
Dupper’s preference tended toward the landscape. His collection con-
tained wonderful examples of Jan van Goyen’s art. He also liked
arcadian scenes painted by the Iralianisers. The collection which he
bequeathed to the State of the Netherlands, to be placed in the Rijls-
museum, contained sixty-four paintings (apart from the Van Goyen
already mentioned) by Ostade, Jan Steen, Dou and Maes, for instance.

Another interesting collector was Daniél Franken (1838-1898), a
sensitive Amsterdam art-expert and antiquarian who started his
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career in the banking world. His speciality was Dutch prints of the
early Golden Age. He also collected paintings from this period, He
died a bachelor and left the Rijksmuseum a large sum of money for
purchases, in addition to his paintings, drawings and prints.

By far the most important collector was the grear Amsterdam
banker Adriaen van der Hoop (1778-1854), He was most interested,
like Dupper, in the work of the Dutch painters of the Golden Age.
In this field, Van der Hoop outpaced all other Dutch collectors. His
greatest purchases were Rembrandt’s fewish Bride (pp. 200-1), which
he acquired in 1834 from the London art dealer J. Smith, and The
Woman in Blue (p. 296) by Vermeer. Round these peaks were grouped
four De Hoochs, five Jan Steens, two Hobbemas, the Porerait of
Marie Voogt Claesdr (p. 283) by Frans Hals, The Mill (p. 299) by
Ruisdael, and, furthermore, exquisite works by Metsu, Dou, Breke-
lenkam, van Saenredam, the two Berckheydes, Wouwerman, Potter,
Adriaen van de Velde, Hackaerr, Lingelbach and Pynacker, The Great
Landscape by Both, The Cannon Shor by Willem van de Velde and
many other works. He also bought paintings by Rubens, Van Dyck
and Teniers, as well as some foreign masters from the same period.
On the other hand, he possessed no ‘Primitives* and he had hardly
anything from the eighteenth century. When the collector of all these
fine paintings died childless, he left them all wo the city of Amsterdam.
The city considered itself unable to pay the death duties, however,
which was its obligation under Dutch law, and these were in fact paid
by some of its more public-spirited citizens, in particular Jacob de
Vos. Thus Amsterdam came to possess the most brilliant nineteenth-
century Dutch collection of paintings,

The following is another example of private initiative, In 1863 the
fiftieth anniversary of the Kingdom of the Netherlands was to be
commemorated. Art-lovers in Amsterdam who were aware of the
complaints about the highly inadequate accommodation which the
Trippenhuis afforded their finest art-treasures, had the idea of mark-
ing this occasion by founding a new building for the Rijksmuseum, a
temple worthy of the narional arts. Porgieter’s words would in this
way be transformed into deeds. A *Commission to prepare the
Establishment of an Art-Museum® was formed (1862) with the zeal-
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ous author and antiquarian Alberdingk Thijm as its secretary, and
among its members the writers Jacob van Lennep and W. J. Hofdijk,
the history painter Charles Rochussen, and the collector Jacob de Vos.
The government in The Hague indicated its initial approval of the
scheme.

The plan was that a large building should be erected in which
the collections from the Trippenhuis could be combined with the Van
der Hoop Museam, which since the death of the testator had existed
a5 2 separate institution, In this new museum, moreover, several other
antiquarian collections could be concentrated. It would therefore be
planned to show two things: Dutch art, and objects of historical inter-
est, side by side—or rather, linked together to make a synthesis; this
was the ideal of the middle of the nineteenth century. In imitation of
the former Musée Napoléon in Paris, and in honour of the jubilee
celebrations, the name of *William 1 Museum’ was proposed. The
Commission drew up & programme for an architectural competition
which, completely in the spirit of the time, stipulated thar the buiid-
ing should be monumental in design with a high, well-lighted en-
trance-hall or gallery, containing a colossal statue of King William 1,
while other brave and talented Dutchimen, who had helped in the
liberation of 1813, would be honoured by busts, plagues or inscrip-
tions. They stipulared thar brick, the national product, was to be the
building marerial.

The resulr was disappointing and none of the designs submirted
was approved. A plan by Messrs Lange of Munich was admittedly
given an award, but Dutch national feeling could not wax passionate
over a building with columns in Ionic and Doric style—very unsuited
0 Amsterdam. Moreover this project was too small and too expen-
sive. ‘We must found’, argued the Committer, “not a freestone
temple, but a Dutch museum of paintings.” The Roernmond architect
P, |. H. Cuypers also received an award for his design.

The Commission also made an effort to collect the money required.
The amount was to be made up by the State, bur this was never
done, Neither the Prime Minister, Thorbecke, nor his successors
appedred prepared ‘in these expensive times’, about which they com-
plained, to place on the budget an item for the building of the mu-
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scum, Thus the efforts of the Amsterdam people remained fruitless
and the jubilee year of 1863 passed without anything being achieved.
Efforts made in the following years were equally unsuccessful, When
in 1870 the Rijksmuseum accepted the Dupper legacy, the lack of
space in the Trippenhuis became worse than ever, sspecially as the
Royal Academy had absorbed even more of its rooms.

At last, in 1872, fresh initiative was taken by the Amsterdam
citizens and this led to Parliament (at the suggesion of one of its
members, van Houten) including an item for the museum plan during
the discussions on the 1873 budget. By this time the principle thar the
establishment of the museum was a matter for the Government had
been accepted. Amsterdam gave a site, as well as a contribution of
Fls. 100,000 to the cost of building. Moreover the city promised o put
its unrivalled possessions of portrait-groups of the Civic Guards and
other old paintings, its antiquities and the Van der Hoop Museum at
the disposal of the large Rijksmuseum on permanent loan. A new
commission, presided over by Burgomaster Den Tex, now got to
work on the project.

The challenged Lange design could be pur aside with an easy con-
science as its author had meanwhile died; after a lor of discussion
Cuypers received the commission in 1876. It is not surprising, since he
had followed all the planning from such close quarters (he was a
brother-in-law of Alberdingk Thijm), that in his final project he
retained many elements of the design as ir had been formulated in
1862. Thus the new Rijksmuseum became a typical example of the
ideas of the middle of the nineteenth century with their predilection
for history, as practised by Potgieter and Thijm, in fact it was the
most monumental example of these ideas in the Netherlands The
most glorious moments of national history were expressed in a nearly
perfect manner. A number of Cuyper's rooms were copied from out-
standing Dutch buildings of the Romanesque and Gorthic periods
(sometimes, for practical reasons, in reduced size). Decorative pictures
showing scenes from history covered the walls of the entrancehall;
great artists, musicians and men of letters glittered in the grey and
coloured windows which had been manufactured in England; the
plagques and names that had been desired in 1862 were engraved on
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the facade (this was also enlivened by scenes from the nation’s past
on tile). There were so many of them that they acquired for the Rijks-
museum the disrespectful nickname of “the building with the stcky
labels’. The Bible and Vondel were quoted in places where it seemed
appropriate and Alberdingk Thijm furnished an inscription in verse.
So anybody approaching the building was immediately greeted by a
display of patriotic sentiments.

In 1885 it was inaugurated with great solemnity, The picture-
section had by then been installed; the time-consuming arrangement
of arts and crafts was completed in subsequent years. The two-fold
intention of the founders of the museum was reflected in the numerous
purchases and donations which thereafter, under the successive chief
directors F. D, O. Obreen and Jonkheer B. W. F. van Riemsdijk, came
1o enrich the Rijksmuseum: pieces of both aesthetic and historic im-
portance were acquired. But while art-historical research, using new
methods in which Obreen was particularly interested, began to show
remarkable results, the study of works of only historic interest gradu-
ally moved into the background. The synthesis of history and art
began to be replaced by a greater concentration on purely aesthetic
interests and the road towards a new period had begun. _

In the years when Amsterdam was struggling for the new Rijks-
museum there was also a revival of interest in the Mauritshuis. This
was not due to the Director, Jonkheer ). K. J. de Jonge, whose proper
profession was that of Secretary of the First Chamber of the States-
General and Assistant Master of the Rolls, so much as to the energetic
and all-powerful Permanent Secretary of Arts and Sciences, Jonk-
heer Victor de Stuérs. In 1873 —the same year as that in which the
Rijksmuseum had appeared for the first time as an item in the budget-
he wrote in De Gids (The Guide), Potgieter’s old periodical, a sharp
article entitled *Holland at its Narrowest®, in which he violently
criticised the tepid spirit of the authorities regarding the museums.
Twa years lager he was installed as the first Permanent Secretary of
the newly created Arts and Sciences secrion of the Ministry of the
Interior. As leading official expert on the antiquarian property of
the country, he immediately began to interest himself in everything
within his purview. He furthered the building of the Rijksmuseum
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with all his strength, its purchasing policy carrying his stamp For
many years.

In the Mauritshuis things were handled in the same manner. The
collections were sorted under his personal direction. Stored away they
found important portraits and other works which had lain undisplay-
ed since its foundation. In order 1o make room, De Stuers arranged,
in 1875, that the Royal Cabinet of Curiosities should be moved, so
thar the whole building could be freed for the paintings. He himself
undertook the preparation of a new catalogue. And for the first time
in forty-three years money was again made available for purchases.
When in 1889 a fully qualified Director was found in the person of
the highly competent Abraham Bredius, the Mauritshuis was definitely
redeemed from its term of inactivity.

Abraham Bredius was a native of Amsterdam, descended from a
family of well-to-do merchants. By studying industriously he had
made himself the leading expert of his generation on the Durch old
masters. He had travelled and had acquired the necessary museum
experience in the Rijksmuséum where, from 1880 to 1889, he had
occupied the post of Deputy-Director of the Netherlands Museum
for Sculpture and Applied Arts. Originally he had favoursd the
Rijksmuseum with presents, especially paintings by little-known
Dutch artists. During his tme at the Hague, until 1909, and even
thereafter, he lent many pictures from his fantastic private collection
of Rembrandts and other old masters to the Mauritshuis. The greatest
single work was the Saul and David (p: 195), a canvas Bredius had
bought at the Rembrandt Exhibition in Amsterdam in 1898.

Among the numerous acquisitions which enriched the museum dur-
ing his period of office, the following are most worthy of mention:
Rembrandt’s Rest during the Flight to Egypt, a fine Moonlight by Aert
van der Neer, the tender Young Girl (p. 245) by Vermeer and the large
vase of Flowers (p. 130) which is the masterpiece of Ambrosius Bos-
schaert (both of them bequests by A. A. des Tombe, 1903); a legacy of
seven paintings by Dr T. Blom Coster (1904), containing ameng other
things portraits by Govert Flinck, Cornelis de Vos and Adriaen
Hanneman; the Singendonck bequest (1907) consisting of family por-
traits; a landscape by Frans Post (a gift from P. J. van Dokkum of
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Utrecht, 1906) and a small Jacob van Ruisdael (from Dr C. Hofstede
de Groot, 1909). This is but a small sample of many acquisitons. In
this period purchases kept pace with legacies and donations. There
were the fine Goldfinch (p. 205) by Carel Fabritius, still-lifes by Kalf
and Fijt, landscapes by Salomon van Ruysdael and Jan Vermeer of
Haarlem and the two charming small portraits of George van der
Miin. Moreover countless loans, which the director was able o effect
through liis personal connections, enriched the museum for longer or
shorter periods, so that something new was always to be seen there.
Bredius’ policy was successfully continued by his successor Professor
W. Maruin.

Although the Haarlem museum had been well provided with works
by the local school since its foundarion there were still gaps in its
collections. It could hardly be otherwise in a town so richly endowed
with native art-masterpieces. However, art historians such as Bredius
and Hofstede de Groot and Haarlem people like A. J. Enschedé
brought these gaps to light. In order to fill them, a separate society
was formed, * The Society for the Extension of the Collection of Art
and Antiquities in the Frans Hals Museum ', Year after year it donated
one or more pieces from the Haarlem School. Often these were works
by minor masters difficult or impossible 1o find elsewhere. In addi-
tion, there were loans from the Rijksmuseum and the Mauritshuis
and legacies from A. J. Enschedé, D. Franken and, in 1926, from
C. J. Gonnet. The important portraits which the museum received
have already been mentioned. The Frans Hals Museum has thus been
enormously enriched. Not only does it now contain some of the best
pictures by Jan van Scorel, Frans Hals, Verspronck and de Bray; it
has also become of the best collections of the Haarlem school—a real
El Dorado for those who are interested in art-history as well as are
for its own sake.

The spirit of initiative which Amsterdam gave the Rijksmuseum
and which Victor de Stuers and Bredius represented in The Hague,
was for the time being not felt in the Rotrerdam museunt. The Direc-
tors—A. J, Lamme from 1847-1870, Dirk A. Lamme from 1870-1878,
F.D. O, Obreen from 1878-1883 (after that he became the first Direc-
tor of the Rijksmuseum) and P. Haverkorn van Rijsewijk, 1884-1908

57



—used the initially limited budget at their disposal mainly to purchase
paintings, mostly smaller ones, by Rotterdam artists, They considered
the museum in the first place as a local institurion and only in the sec-
ond place as 2 national one. In view of the means ac their disposal, this
was a wise conception, for their financial limitations in the nineteenth
century were severe, not to say short-sighted. Just as Utrecht had once
declined Boymans' collection and afterwards missed the one belonging
to Florent van Ertborn, which later was to become the basis of
the rich Antwerp Museum, so Rorterdam missed its opportunity when
in 1845 the highly important Verstolk van Scelen collection was
bequeathed to the town: it was rejected in order 1o save the death
duties! The same thing happened in 1869 with the Vis Blokhuyzen
collection. This weak artitude was afterwards deeply regretted.
Apart from the paintings of the local school, the original national
and even somewhat intermational, collections formed the basis
of the museum. To these were added works by other Dutch
painters, the vast majority of them from the seventeenth century and
from the nineteenth when the museum was founded. Interest was
directed in particular towards works of the Hague School which were
then easy to obtain. For years on end the Annual Reports, which
started in 1879, reflect this attitude. The donations and legacies to
the museum were similar in character. On the whole they were not
of very great value. In contrast with Amsterdam, private enterprise
in the Rotterdam of those days did not greatly concern itself with
the fine arts. When in 1893 for the first time a work by J. B. Jongkind
was bought, the ‘Dutch”’ quality of the collection was still preserved,
because although the painter spent most of his life in France, he was:
in fact Dutch, and this picture was painted in Holland in about 1854:
it shows a moonlit view of Overschie (near Rotterdam), Obreen and
Haverkorn van Rijsewijk, besides looking after the collections; con-
centrated their efforts on increasing (during their probably abundant
leisure) their knowledge of the paintings under their care. They
regularly incorporated their findings in their Annual Reports, are-
historical documents of lasting value. They also kept in touch with
colleagues in other towns. In 1887 mention is made for the first time
of advice given by Bredius. The steady work of the two Directors
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gradually bore fruit, The *lean years' came o0 an end. Towards the
turn of the century the Boymans Museum began to attract the atten-
tion of wider cireles, to blossom out into an institution of more than
merely local importance.
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NEW PATHS

Not many years had elapsed since the inauguracion of the new Rijks-
museum before criticism of it began ro arise. It came from a younger
generation who approached art from a different angle. The aesthetic
value of a work of art, not is historic significance, was important o
them. They lived for beauty, not for the antiquarian content of these
exquisite testimonies of the past; they advocated the enjoyment of
the eve—or of the soul, if one prefers—not the appeal to reason. In
literature these concepts had already broken through in 1880 in the
urrerances of the young, enthusiastic authors who became known as
*the Eighries Group”.

In addition, the building, from shortly after its opening, had
not provided sufficient space. During and shortly after its construc-
tion sizeable legacies had been received, of which little or no account
had been taken beforehand; in 1877 and 1903 a large series of family
portraits from Jonkheer Jacob de Witte van Cirters; in 1880 the col-
lection containing fifty-two items of Jonkheer J. 5. H. van de Poll;
in 1881 the legacy of forty-four portraits bequeathed by the Dowager
van Winter, née Bicker; in 1885 the Liotard legacy of thirty-five
works: in 1898 some forty paintings from the G. de Clerq collection,
and % an. Thus discontent reigned about the museum. The fact that
only thirteen years after its opening, modernisations were thought
necessary, was not in itself surprising. The planning had taken a
long time; the original conceptions of 1861 had admittedly been
expanded but many of the old ideas had nevertheless remained.
Hence, as is often the case in such large enterprises, even at the opening
of the new building the latest ideas were not been included in it.

On the occasion of the celebrations to mark the coronation of
Queen Wilkelmina in 1898, an exhibition of Rembrandt’s works had
been organised in the Amsterdam Municipal Museum, It was a spec-
tacular display. Although art-historians have since denied the authen-
ticity of some of the paintings then caralogued as being by the master,
it remains a fact that the public has never before or since been able
to see so many of his works together. The Rijksmuseum co-operated
by lending The Nightwatch, among others. In the Municipal Mu-
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seum it was hung in 2 room with a side light (from the south). The
visitors came, as it were, unawares on the radiant beauty of the
masterpiece, Nobody had seen Holland's greatest painting in this way
before-not in the dark Trippenhuis, nor in the new Rijksmuseum
where Cuypers had hung the canvas on the first floor as the culminaz-
ing point at the end of the middle axis which formed the *Gallery
of Honout', against the south wall, where ix received the light from
the north through the glass roof, in so far as this was not intercopted
by the towers and high roofs of the building. The placing of the
painting was well thought out and intellectually responsible bur fell
short aestherically. And it was on this very aesthetic element that
the new conceptions of art laid full stress. When the painting returned
to its old position after the exhibition, the desire for a place more in
canformity with the new requirements continued and the argument
for modernisation was fairly soon won. In 1901 the Queen appointed
a preparatory commission. Behind the museum a shed was erecred
whose main axis ran parallel with that of the building and The
Nightwatch was transferred to it. An ingenious arrangement of
windows and hatches made it possible to study all kinds of lighting
on the canvas.

The result of the enquiry was expressed in a lengthy report, in
which it was established that a position with a side light from the
south-west was ideal for The Nightwarch. The next step was the
realisation of this wish. It was decided to construct at the back of
the museum, as a continuation of the *Gallery of Honour’, a room
of about 26 f by 36 & which would satisfy these requirements, The
task of executing it was given to the architect of the museum,
Cuypers, who at the meetings of the Commission, had raised no ob-
jections to the plan for building a new Nighrwatch room. Victor de
Stuers alone had been against it. His arguments were that the lighting
would hardly be improved and would become more variable, while
the great objection 1o a side light was that enly relatively few people
at a time would be able to visit the painting in the fairly small room.
Later he turned out to have been right.

In order o blend with the Rijksmuseum fagade, the * Nightwatch-
extension” was given 8 decoration in stone relief, on which was de-
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picted a scene showing how Rembrandt was supposed to have painted
The Syndics (strangely enough not The Nightwatch), surrounded
h}r his pupﬁs. On gither side of the passage s:md, 1ik¢ smﬁn:]s.
statues of the master himself and of Frans Hals.

The Ministry of the Interior had agreed with the plan for the
' Nightwatch-extension” but did not appear prepared to bear the
cost except 1o a very limited extent. In The Hague it was argued that
the initiative had come from the citizens of Amsterdam and thaz they,
therefore, would have to bear two-thirds of the financial conse-
quences, i.e an amount of Fls. 28,000. The lion’s share of this,
FL. 20,000, came from the painter Jozef Isragls. It was the sum which
had been collected abroad in honour of his seventy-fifth birthday.
Bredius, always liberal where museum matters were concerned, under-
took to provide the greater part of the balance, The * Nightwarch-
extension® was opened on 16th July 1906, the day on which Rem-
brandt’s rercentenary was commemorated. Amsterdam celebrated the
occasion in great style; it was hardly less solemn than the inaugura-
tion of the Rijksmuseum itself in 1885, Just as Johannes Bosboom, as
the most honoured Dutch artist living at the time had unveiled
The Nightwatch, so Israéls now acted as the doyen of the painters.

This was characteristic of the change in taste wich had occurred,
Although only five years younger than Bosboom, Israils was
ahead of him as an armist by almost a generation, for Bosboom,
who had started his career as an illustrator of natianal history, and
who in later years had painted church interiors in an impressionistic
style, had never quite lost his feeling for the old Dutch Calvinist
atmosphere, while Jozel Israéls in his fishermen-scenes and interiors
of the village of Laren had retained the romantic element, but did
not feel nostalgia for the past. He had no ambition to become, 5o w
speak, a painter-lecturer on national history. He stood therefore, more
than Bosboom, on the threshold of 1 new period.

The * Nightwatch-extension’ meant the beginning of a break with
the domination of the historical idea. Bug in addition it meant a
break with the idea thar a work of art, once it has received its place
in the pantheon of national glory, will have to occupy it till the
end of time. The static museum gradually began to turn into some-
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thing more dynamic. This was to be the beginning of a movement
of gathering momentum.

The idea that art’s main interest is historical was replaced by a new
valuation based on artistic merits alone; this paved the way for an
appreciation of other art besides that of the Golden Age, on which,
5 we have seen, interest in the Netherlands had for a Jong time been
almose exclusively concentrated. What Iconoclasm had left of medi-
eval art was lirtle valued, because it lacked the characteristics of the
‘national” in the sense of *bourgeois’, Protestant trading republic.
But for smilarly patriotic reasons in Belgium and Germany since the
Romantic age the pictorial art of the Primitives had been held in
esteem: there the Gothic masters did recall the glorious national pase
of Flanders and Brabant, of Cologne, Nuremberg, the Hanseatic
wowns and those along the Danube. It was only much later that
Dutch art-historians came to realise that the work of their own
medieval painters and sculptors was in no way inferior to that in
surrounding countries. Learned men from abroad sometimes pointed
the way, Only when this realisation penetrated did Dutch museums
begin to make room for the period which the brothers Boisserée in
Germany and Florent van Ertborn in Belgium had admired so deeply
since carly in the mineteenth century, The example set by them at
last became an incentive to Dutchmen also.

It was not among the paintings of the Rijksmuseum that changes
in taste first revealed themselves, Trs Director, Van Riemsdijk, still
belonged to the older generation with its strong historic leanings.
Neither the purchases of Northern-Netherlandish medieval sculpture
nor exhibitions such as that of early religious art in the Netherlands
which was organised with the co-operation of many experts in:1913
at Herrogenbosch, met with a wide response in the pictorial section
of the Rijksmuseum, apart from a few acquisitions such as Geerrgen's
Adaration of the Magi (p.87), which was bought in 1904. In the

JAN ADAM KRUSEMAN (1804-1862),
Portrait of Adrigen van der Hoop. Canvas.
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Boymans Museum with its much smaller, and hence more flexible,
c:ﬂlmﬂnmthcmwspiﬁtmuiimndim]fmnmﬁutm&w
museurmn authorities, as we saw, limited themselves during the nine-
reenth century to the paintings of the Golden Age, but the interest
of the Director Haverkomn van Rijsewijk was eventually aroused by
what was happening in the museum world abroad. Thus he relates
in the Annual Report for 1904 thar the exhibitions held during that
year in Siena and London of the works of Simone Martini had con-
vinced him that a painting of Mary with the dead Christ in the
BnymmMmummus:hcbyth:lmndnfdﬁlarﬁm Not a lirtle
proudly he added that it must therefore be by far the oldest painting
in a Dutch museum.

In the same year Haverkorn van Rijsewijk organised, for the first
fime in his museum, 2 temporary exhibition of etchings by Jongkind.
In subsequent months it was followed by one of reproductions from
dmﬁrﬂpmofmsﬁmhﬁumﬂﬁmni{lmbyth: Director per-
sonally), reproductions of drawings from the Amsterdam Cabinet of
Prints, the second part of the Breviarium Grimani, French prints
from the eighteenth century, and drawings and studies by Johannes
Bosboom. A very varied programme, by which a new element of life
had been introduced into the Rotterdam museum. It was to have a
flourishing future. To the Annual Report for 1902, by way of novelty,
a mpplemthadbemadd&d with the names of all those who in the
year in question had had a permanent admission-ticket to the Boy-
mans Museam. In 1903 one could read there for the first time the
same of the man who in future was 10 be of great significance to
modern museum activities in the Netherlands, F. Schmidt Degener.
In 1906 he had apparently not taken out a subseription, but the fol-
lowing Annual Report already mentions his name honourably among
the art-historians who visited the museum, and he is then mentioned
in the same sentence as Bredius, Hofstede de Groor, Moes and other
well-known figures. A year later Degener succeeded Haverkorn van
Rijsewijk as Director of the Boymans Museum, and 3 new spirit
entered the insutution.

Frederik Schmide Degener (1881-1941), 2 writer of unusual ability,
had made & reputation by his studies, while «ill a young man, €=
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pecially those on Rembrandt. No less striking than his culture were his
taste and breadth of vision in everything he undertock. This appeared
immediately on his taking office in Rotterdam, In that very year the
collection of the museum was enriched by a foreign painting, Two
Girls (p. 166) by one of the Le Nain brothers, probably Louis, given
by Adolphe Schloss. Thus the principle—or rather the tradition—that
Rotterdam limited irself to national art alone, was abandoned. The
extension of the collection in an international direction procesded
slowly but steadily, not only with paintings by old masters but in all
the fields in wich the museum was, or was to become active: sculp-
ture, drawings, prints and various expressions of applied art. As thess
fall outside our terms of reference, 1 must pass by purchases such
as a fine drawing by Piazetta, in 1909, but an interior attributed o
J.'B. 5. Chardin and lent to the museum in the following year by
J. ‘A. Frederiks may be mentioned. A still-life by Chardin increased
the collection in 1916. It was the first donation D. G. van Beuningen
made to the museum; many proofs of his interest in the fine arts were
to follow before long. Other acquisitions of foreign origin in these
years were a portrait of an abbot by Pietro Longhi (also attributed to
Alessandro Longhi or Jacopo Amigoni), bought in 1918, and a sketch
by G. B. Tiepola, represcating the martyrdom of St Victor (study for
a fresco in the San Satiro at Milan), bought in 1921, Degener himself,
before leaving Rorterdam, donated three paintings to the museum by
way of a parting gift, among them a large portrait of Margarita
de Medici by Justus Sustermans,

Another field now receiving attention was thar of the * Primitives”.
Among the changes started by Degener almost immediately after his
entrance upon office was the installation of a room specially devoted
to this period. The purchase in 1918 of a panel by Jan Provoost repre-
senting The Dispute of 5t Catherine (p. 273) with the fifty philos-
ophers, was an important acquisition. But it was natural enough that
the main stress should remain on Holland’s Golden Age. Works by
Aert de Gelder, Adriaen van Ostade, Adriaen Brouwer and several
athers were acquired. The altruistic help of the Rembrandt Society was
also invoked and given regularly so that purchases could be made. In
the past this had not been customary in Roteerdam, It was during
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Degener’s directorship too thar the Boymans Museumn acquired its firse
work testifying to the hitherto almost unknown talent of a native of
Rotterdam, Willem Buytenwech, Merry Company (p. 284). It was a
donation by a fellow-townsman, A, C. Mees,

In 1922 Schmidt Degener gave up the leadership of the Boymans
Museum to become Director of the Rijksmuseum, as successor to Van
Riemsdijk. Vicror de Stuers had died in 1916. The historical school
had now definitely been abandoned and the aestheric one was given
free rein.

Degener’s great work in the Rijksmuseum was a complete modern-
1sation of the rooms in accordance with the latest ideas. A thorough
sifting for quality made it possible for the paintings 1o be given much
greater space than formerly. In the course of these changes The
Nightwatch in 1924 moved silently back to its old room but on a
better lighted wall than it had previously occupied. In a newly
ereated section for national history were accommodated all those
canvases whose historic interest was obviously greater than their
artistic one, Works only of significance for art-historians obrained 2
phein:r:s:amhmﬁuuwhnrcth:spmiﬂhtmuldﬂudr to his
heart’s content, without the public being tired by curiosities, In fact
Degener continued in the Rijksmusenm the ideas with which he had
begun in Rotterdam. After his appointment as Director he immedi-
ately set himself to acquire foreign works of art. As early as 1922 he
bought a portrait of the Venetian senator Vincenzo Zeno by Tinto-
retto and a sketch of great virtuosity by G. B, Tiepolo, Telemachus
and Mentor (p. 301). Before long the collection from the Augusteum
at Oldenburg offered an extensive opportunity of acquiring more
Italian paintings (19231924, with the generous co-operation of the
Rembrande Sociery and private support). Afterwards numerous
Italian paintings were added, mainly thanks to the large donation by
Mr and Mrs Kessler-Hiilsmann in 1940, As a result of a donation by
Sir Henry Deterding in 1936, the first two Venetian views by Fran-
cesco Guardi made their entry into the museum's collection.

From the Spanish School a large Bodega by Alejandro de Loarte
was obrained in 1922 (a donation by a group of members of the Rem-
brandt Sociery), A portrait of the Marchioness De Llano by Anton
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Rapha#l Mengs was received from B. de Geus van den Heuvel in 1939
and in 1933 D. G. van Beumngen donated a fine small El Greco of
Christ crucified (p. 282) against a background showing Toledo. By far
the most important acquisition of the Spanish School was, however, the
portrait of Don Ramon de Satue (p. 271), a late, mature masterpiece
by Goya of 1823 (bought in 1922 with the aid of the Rembrandt
Society).

Some French paintings were also acquired. The ' Primitives® section
was extended by a group by Jacob Comelisz van Costzanen (in 1923);
a triptych by the Master of Delft (donation by J. H. van Heek, 1933);
St Jerome by Marinus van Reymerswaele (bought with the help of the
Rembrandt Sociery and the National Aid Fund, 1933) and two small
altar wings by the Master of Brunswick (donation by the Kessler-
Hillsmann 1940). To these were added, from the period of the Renais-
sance, the highly impressive portraits of Sir Thomas Gresham (p. 117)
and his wife (bought in 1931 with the help of the Rembrands Society).

In the meantime there were also acquisitions of Dutch seventeenth-
century paintings, M. P. VBute donated three biblical scenes by Barent
Fabritius and, through a provision in his will made possible the
acquisition of Verspronck's charming Girl in Blue (p. 285) in 1928.
Degener’s most discerning purchase in this fisld was made in 1926—
The Country Courtships (p. 154) by Willem Buytenwech, a painter
he had admired when at Roterdam. In 1936 Sir Henry Deterding
made some princely donations to the Rijksmuseum, which included
The Little Street (p. 247) by Vermeer and excellent works by Adriaen
van Ostade, Jan van Goyen, Aert van der Neer, Jan van de Capelle,
Salomon van Ruysdael, Nicolaes Maes and’ Jan van der Heyden.
More and more Degener's interest began to move again towards the
great Dutchmen of the seventeenth-century. He acquired the tenderly
painted Sick Child (p. 296) by Gabriél Mersu and the well known
Linen Cupboard (p. 296) by Pieter de Hooch (with the help of the
Rembrande Society and private citizens). A landscape by Hercules
Seghers was able 10 make its entry into the Rijksmuseum thanks to an
exchange; a large naval painting by Hendrick Cornelis Vroom, on
which one sees the East-India vessels sailing away from the Marsdiep,
was given by Dr J. W. IJzerman of Wassenaar (in 1930); the Rem-
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brandt Society donated a pen drawing with Dutch ships by Willem
van de Velde the Elder, the Photographic Commission a large land-
scape by Frans Post.

Later in his career, however, Schmidt Degener concentrated chiefly
on increasing Rembrandt’s representation in the Rijksmuseum, acquir-
ing some extremely important works: the large, reddish, warm The
Dental of 5¢ Peter (p. 291) from the Hermitage at Leningrad; and the
Titus in a Monk's Hood (p. 290) from Moscow, both of which were
bought in 1933 with the aid of the Rembrandt Seciety; the elaborate
portrait of Rembrandt's Mother as the Prophetess Anna (p. 290) from
the Augusteum ar Oldenburg (loaned by M. P. Véute of Amsterdam in
1922, in 1928 bequeathed by him to the Rembrandt Society and given
by it to the museum in the same year); the early panel dating from
1630 with Jeremiash mourning the downfall of Jerusalem (donarion
by the Rembrandr Sociery, with the support of privare cirizens, 1939)
and the figure of an eastern potentate (donation by the Kessler-Hiils-
manns, 1940). In 1928 the city of Amsterdam lent The Anaromy
Lesson given by Dr Deyman which had been damaged by fire.

This flourishing period for the Rijksmuseum came o an end because
of the outbreak of the Second World War in 1939 and the death of
the Director in 1941.

In the meantime Dr Hannema, who had succeeded Schmidt Degener
in Rotterdam, had continued on the road begun by his predecessor.
Under his directorship the museum benefited by large donations and
legacies which greatly changed its character and made it one of the
world’s great museums. A very important donation of enamel from
Limoges, silver, miniatures, sculprures, drawings and prints offered by
Dr A. T. Domela Nieuwenhuis in 1923, suddenly made the Cabinet of
Prints of world-importance, but caused an alarming shortage of space
in the old Schieland house. When the collection was swelled by the
estate of J. P. van der Schilden who died in 1925 the situation became
particularly difficult. Moreover, Dr J. C. J. Bierens de Haan promised
his whole, exceedingly sizeable, collection of prints as a legacy for the
museum (he died in 1951) and the Montauban van Swijndrecht legacy
of 1929 considerably increased the number of drawings and prints.

In 1924, so that the newly acquired works of art could be exhibited,
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modern art was removed from the building for the time being and
exhibited ar 8 Van Hogendorpsplein, which had been arranged for
this purpose after being vacated by the library shortly before. Tt was
an emergency solution which could only be temporary.

After the necessary preparations, the Municipal Council of Rotter-
dam decided on 12th April 1928 to found a new museum building,
It would be financed by the legacy left to the rown some time previ-
ously by G. W. Burger. When the plans became known they aroused
much enthusiasm among Rotterdam people. Even before a beginning
had been made with the new museum, donations began to pour in.
Mrs J. A. van Vollenhoven-van Staveren, for instance, donated a
ceiling-decoration by Jacob de Wit

The commission for the design was given 10 A. van der Steur, the
town architect of Rorterdam. He designed the new Boymans Museum
in the closest collaboration with the Director, Hannema. First of all a
small temporary building. in which lighting experiments were carried
out with the greatest care, was erected on the site where it was
stand, Afterwards the building progressed quickly. On éth July 1935
the new Boymans Museum was officially inaugurated, The building
satisfied modern concepts; no greater contrast to the Rijksmuseum of
Cuypers is imaginable. The element of history which had never been
represented in the collections of the Rotterdam museum was absent
also from van der Steur’s design. It was replaced by a purely acsthetic
form, dominated by the requirements of museum practice.

The growth of the collection of paintings in those years proceeded
rapidly and the quality became more and more remarkable.

In 1930 the firm of Van Beuningen, Goudriaan en Koenigs donated
Saenredam’s pure, impressive view in the Jans church ar Utrecht and
the Amsterdam art-dealer J. Goudstikker gave Ter Borch's rare Span-
ish Flagellant Procession (p. 295), In 1931, thanks to extensivie help
by the Rembrandt Society and Van Beuningen, Koenigs and Van der
Vorm, it was possible to purchase the so-called Vagabond (p. 97) by
Hieronymus Bosch. Six sketches in oil by Rubens’ own hand showing
scenes from the life of Achilles found their way in 1933 from the
Rubens exhibition at Goudstikkers in Amsterdam to the Rotterdam
museum. At the opening of the new building, Franz Koenigs gave a
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sizeable loan which included four paintings by Bosch (Saint Chris-
topher [p.95), The Wedding at Cana and two altar-wings) and
twenty works by Rubens. Later, in 1941, they were o be added to the
permanent possessions of the museum, Sir Henry Deterding, who had
givet Dutch paintings of the highest quality to the Rijksmuseum, did
not forget Rotterdam either and in 1931 donated a Village Feast by
Teniers and a piece by Gerrit Dou which was as subtle as it was
detailed—Y ounpg Woman Dressing (p. 288).

In this period there were purchases of important works by Maerten
van Heemskerk (in 1936) and [Jean Bapuste Perronneau (in 1937 —one
having already been obtained in 1924). With the help of the Rem-
brandt Society, Blindman’s Buff (p.256) by Cornelis Troost was
bought in 1939. Shortly before the outbreak of the Second World War
two superb works by Rembrandt filled a gap in the collections: Man
with a Red Cap (p. 291) (bought in 1937) and, in 1940, the charming
child’s head of Titus (p. 193), 1655 (both with the aid of the Rem-
brandt Society and many friends of the arts).

Unlike that of the great museums in Amsterdam and Rotterdam, the
character of the Mauritshuis did not change in the twentieth century.
The size and atmosphere of the fine old building made this neither
possible nor desirable. Activity there was restricted to the constant
aim of improving the collection and the way in which it was present-
ed. The acquisitions were, on the whole, limited o Durch seventeenth-
century art, and among them were works of the very highest qualiry.
The most important of these were the Portrait of the Ensign Loef
Vredericx by Thomas de Keyser (purchased in 1931) (p. 293) and the
Porerait of & Young Man by Ferdinand Bol (in 1927, with the aid of
the Rembrandt Society and private citizens). In 1928 Sir Henry
Deterding who had remembered the Rijksmuseum and the Boymans
Museum in such a generous manner, gave Gerard ter Borch’s exquisite
Lady Writing & Letter (p. 183) and in 1936 the delicate miniature-
like Girl with oysters (p. 288) by Jan Steen, The Couple by Frans van
Mieris; a naval picture by Jan van de Capelle and a Pastoral Scene
by Aelbert Cuyp. |. Goudstikker enriched the collection in 1919 with
a sunny ltalian landscape by Karel Du Jardin,

Occasionally a sixteenth-century painting was bought, in 1920, for
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instance, a Resarrection of Christ by Aelbert Bouts, and in 1939 a
Madonna with Child by Jan Gossaert. Another purchase slightly out-
side the normal run was a "conversation piece’ represenung the
Feytema couple by the late-cighteenth-century painter Wybrande
Hendriks (bought in 1937).

The nature and organisation of the Haarlem museum were such
that it did not share the growing interest in art from outside the
North Netherlands, In this local museum works by foreign masters
did not seem to be at home. Moreover, money for purchases was only
available on'a very limited scale. But this did not mean thar it was a
dead collection. To overcome the serious lack of space caused by the
gradual extension of the collections and to make possible a new, more
aesthetically appealing display, artempts were made to find other
accommodation. This was found in the former Old Men's Home
bought by the town in 1906. The architect L. €. Dumont made the
niecessary alterations, and on 14th May 1913 the new, larger home of
the museam, which now bore the name of Frans Hals, opened its
doors. [t had been an exceedingly happy thought 1o make a museum
of this sedate, stylish building, erected by Lieven de Key in 1608. No
building in Haarlem had retained to the same extent the dignity of
the seventeenth century. The generously constructed inmer court
guaranteed the necessary peace and moreover ensured good light in
the rooms. One problem was however to anise eventually: the steady
growth of the collections once again resulted in shormage of space,
which could only be partially overcome,
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AFTER THE SECOND WORLD WAR

After the Second World War the Dutch museums continued 1o develop
in the direcrion they had taken in the first quarter of the twentieth
century but at 2 quicker pace. The splendid work of the Foundation
for Netherlands Art-Possessions has been of the greatest importance.
During the war the Netherlands Government in London had con-
sulted with those of other countries which were occupied by the Ger-
mans, on the measures to be taken in respect of the art possessions
looted by the occupying power. As far as the Netherlands were con-
cemcd,dlcpuin:mnn;mmuchthuwurksufanha&hamtakm
from museams, as that many private possessions had been remioved
scross the Frontiers and that the total national estate had been seri-
ously impoverished. In order to remedy this state of affairs, an au-
thority was created which, in close collaboration with the allied
armies, managed after Germany's capitulation to return a consider-
able quantity of the looted property. Parv of this has come to the
State of the Netherlands. The Foundation for Netherlands Art-
Possessions, which administered this enormous stock of art works,
made long-term loans to Dutch museums of those works which were
important enough to qualify for such treatment.

The Rijksmuseum in particular benefited from this in all its sections.
"The collection of paintings was enriched by no fewer than forty-eight
items. Among them were two works by Rembrandr: the great Dead
Peacocks (p. 290) and the little portrait of the Spanish-Jewish phy-
sician Ephraim Bueno. There were also Jan Steen’s Offering by
Iphigenia; a modest still-life by Jan van de Velde; the Portrait of
Jacob de Graeff by Gerard ter Borch; landscapes by Jacob van Geel,
Bartholomeus Breenbergh, Jan van der Heyden and the impressive
painting of Burgomaster Emst van Beveren by Aert de Gelder.
Moreover many Italian paintings, mainly from the former collections
of Dt F. Mannheimer and Professor Otto Lanz, both of Amsterdam,
were also acquired. Thus an unexpected crop of great beauty was
harvested by the museum after the war.

After this highly welcome increase the aim during the post-war
years was to fill gaps in the collections before the soaring market
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should be completely exhausted. These existed primarily among the
Northern-Netherlandish *Primitives’, the early Renaissance and
Mannerist Dutch painters, Secondly, the national school of the eigh-
teenth cemtury qualified for expansion. Also the representanon of for-
eign painters was, in many ways, still weak. And as regards the
seventeenth-century Dutch painting, rich though it was, some things
yet remained to be acquired. There was Rembrandt’s work, which was
still less well represented in Amsterdam than in museums abroad,
such as the Hermitage at Leningrad, the National Gallery in Washing-
ton, the Metropolitan Museum in New York, or the National Gallery
in London—and this despite Schmidt Degener's zeal and the pieces
lent by the Foundation for Netherlands Art-Possessions. The collec-
tion of history paintings was also incomplete.

Through the increase in the grants for purchases, the help of the
Commission for the Sale of Photographs, the Jubilee Fund of 1958,
liberal donations and legacies and the never-failing support of the
Rembrandt Society, various opportunities for acquiring important
paintings did occur. The richest increases were among North-Nether-
lands * Primitives" and Renaissance painters; with works by the Mas-
ter of the Virgo inter Virgines, Geertgen tot Sint Jans, Jacob Comnelisz
van Oostsanen, Mostaert, Scorel, Maerten van Heemskerck, Lucas
van Leyden, Dirck Jacobsz and Pieter Pietersz. The collection of
seventeenth-century Dutch painters was expanded with the exceed-
ingly fine Adoration of the Shepherds (p. 288) by Jan Steen, one of
the rare religious subjects by this master, two still-lifes by Abraham
wan Beyeren, the large Interior of the Portuguese Synagogue (p. 181)
by Emanuel de Witte and a canvas by Hendrick Terbrugghen. To
Rembrandt’s work in the Rijksmuseum were added the captivating
sketch of Joseph, painted in grey, recounting his dreams (see p. 290:
bought in 1946, thanks to co-operation between the Rembrandt
Society and the Commission for the Sale of Photographs); a self-
portrait by the master (loaned in 1950); a youthful work Old Tobias
(loan 1956); a late portrait of his son Titus (loan from the Louvre,
1956) and, on the occasion of the 150th anniversary of the museum
in 1958, an early, Laughing Self-Portrait (p. 189). I do not propose to
specify the acquisitions in the field of eighteenth-century and foreign
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art which have been obtained since 1945, nor the paintings of an
historical nature.

The Mauritshuis no less than the Rijksmuseum was enriched by the
activities of the Foundation for Netherlands Art-Possessions. Through
its activities twenty paintings came 1o increase the collection in 1948,
But this acquisition was greatly exceeded by the generous legacy of
the former Director, Dr A. Bredius, who died in 1946, In his will he
had laid down that the twenty-five paintings which he had loaned to
the Mauritshuis during his lifetime were to be made over to it for
good. This meant that a collection of Rembrandts such as was not to be
found anywhere else in the world would stay in the museum for ever:
the great Saul and David (p. 195), The Negroes (p. 291), the portrairts
of Rembrandt’s mother and of his father; the Homer (p.291); the
Minerva and the Andromeda. The collection also included works by
Ambrosius Benson, Abraham van Beveren, Brekelenkam, Calraet,
Chardin, Aelbert Cuyp, Carel and Barend Fabritius, Hendrick Pot,
Salomon van Ruysdael, Jan Steen, Jan van Goyen, Willem van de
Velde the Younger and Moreelse, each of them highly imporrant
specimens of their particular style.

The following year a long cherished wish of the Mauritshuis came
to fulfilment: Mr and Mrs Ten Cate-van Waulfften Palthe donated a
badly needed painting by Pieter de Hooch representing a conrtyard
behind a house in Delft. Fine works by Rubens, Jacob Jordaens, Frans
Hals and Bartholomeus Breenberg have been purchased in recent years
and, finest of all Rembrandt’s Last Self-portrait (p.291) {purchased in
1947 with the support of the Rembrandt Society and many private
citizens).

The story of the Boymans Museum’s fortunes since 1945 begins
exactly like those of the Rijksmuseum and the Mauritshuis; here too,
was a unigue increase thanks to the Foundation for Netherlands Art-
Possessions. Twenty-four paintings from the former Koenigs collec-
tion came to the Museam in this way. Among them were nine sketches
in oil by Rubens and works by Comelis Engebrechtsz, Patinir, Van
der Neer, Avercamp, Jan Steen, De Witte, Van Dyck, Jordaens and
an impressive mountain landscape by Hercules Seghers.

In 1939, to stimulate purchases for the museum, the Boymans
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Museum Foundation was established. It has made possible the pur-
chase of many works—not only in the field of paintings; for instance,
in 1941 it bought the series of sketches by Rubens, alrcady mennioned,
from the estate of Franz Koenigs who had died in that year, Other
mstitutions such as the Erasmus Foundation also helped the museum
to purchase works of art, which now cost ever larger sums of money.

It would be impracticable enumerate the names of all those who, in
the past two generations, have helped through donations and legacies
to make the collections of the Boymans Museum of international im-
portance. The long line of Rotterdam benefactors culminared - and,
for the rime being, ended —with a world-famous collector who rivalled
the greatest Dutch collectors of all times, if indeed he did not sarpass
them, Daniél George van Beuningen (1877-1953), The undisputed
highlight of his collection was Van Eyck’s Three Marys at the Se-
pulchre (p. 81), bought from the Cook Collection ar Richmond. No
less important was The Great Tower of Babel (p. 120-1) by Pieter
Brueghel. Van Beuningen moreover possessed a very rare, early
triptych from Lidge, works by Dirck Bouts, Memlinc, Gerard David
and Stephan Lochner, Provoost, Van Orley, the Master of Saint Gilles
and the Master of the Life of Mary, an altar-wing by the Master of
Aix; the miniature-like panel with the Virgin in Majesty (p. 274) by
Geertgen tor Sint Jans, only discovered after the war, a Gossaert, a
Holy Family (p. 277) by Diirer, a whole series of Dutch paintings
from the seventeenth century, interesting Iralian pieces, and, from the
eighteenth century, works by Watteau, Chardin, Hubert Robert and
Guardi. We pass by the nineteenth-century part of the collection, the
Iralian bronzes, the drawings and applied art. With its acquisition of
this enormous collection in 1958, the Boymans Museum defnitely
became one of the world’s great museums.

In 1949 the Van Beuningen Collection had been shown ar the tra-
ditional Summer Exhibition art the Boymans Museum: It was a [estive
occasion in commemoration of the centenary of the museum, The
fortunate owner of all these fine works could not then foresee that the
Rorterdam municipality, out of gratitude for Van Beuningen's gener-
osity, would seven years later add his name to that of the founder
of the Museum. Seen in retrospect, the 1949 Summer Exhibition
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acquires a symbolic meaning: Boymans and Van Beuningen together
characterise a century of Rotterdam art life.

The Frans Hals Museum too received its share of works distribut-
ed by the Foundation for Netherlands Art-Possessions. Apart from
fine seventeenth-century pieces such as a family group by Jan Miense
Malenaar, the sixteenth-century (unfinished) Discovery of America
(p. 275) by Jan Mostaert is worthy of note. The purchasing policy
which had been followed in the past has continued unchanged in recent
times. An important additon to the collections was a colourful
Dance rosnd the Golden Calf (p.128) by Carel van Mander which
was bought in 1952,

The picture which we have given here of the history of the four
most important Dutch museums of old pamtings cannot, for lack of
space, be complete. It is, moreover, one-sided, for the limits of this
book compel us to leave undiscussed the collecting of nineteenth- and
twentieth-century paintings. We have also had 1o leave out the history
of the collecting of art objects: silver, copper or bronze, textiles,
farniture, clocks and watches, earthenware, porcelain and glass (an-
tique as well as modern) and many other things. They are subjects in
themselves. To these must be added sculpture, oriental art, objects
from classic antiquity, Indian art and works by the African and Poly-
nesian peoples. And even this would not be complete without a sketch
of the fortunes of auctioneering and the art-trade which has made
collecting possible. There is also the question of the art of exhibiting;
this has developed more and more quickly, especially in modern times,
and often achieved splendid results. And it would be intsresting to
enquire into the statistics of visits to museums and exhibitions. All of
this, taken together, would form a deeply enthralling fragment of
cultural history. But even the restricted field we have covered reveals
a reflexion of the national past of the Netherlands, the views, taste
and spheres of interest of the Dutch people through the ages. And not
of them alone: it is also a mirror of the generation which lived just
before us and of the one to which we ourselves belong.









JAN VAN EYCK (ca-1385/90-1441)

possibly with his brother Hubert (ca. 1370-1426)

Tee Tuser MaREs AT THE SEPULCHRE Panel

Boymans-van Beuningen Museum Height 71.5 cm. (287)
Width 89 ecm. (337)

The painter has depicted most impressively the discovery of the Resurrec
tion by piecing togedher the information given in the Gospels. The miracle
takes place in a Paradisial landscape, recalling that of the centre panel of
the Adoration of the Lamb at Ghent. Following an old eradinon already
found in the work of early Italian primitives such as Duccio, the three
Maries approach from the left, each dressed in a distinctive colour, but
anited 25 3 group by the milk-white of the headdresses they wear.

On the right are three sleeping soldiers who form a diagonal line running
from the foreground to the middle-ground of the picture. The drawing of
these sturdily buile figures contrasts sharply with the fluid outlines of the
Maries.

In the background Jerumalem's many towers give sirong vertical accents
w0 the composition. Although the view of the city is imaginary, the Mosque
of Omar can be recogaised.

In the centre, surrounded by these different elements, stands Chrsts
empry grave. This is a classical sarcophagus seen in revened perspective,
and not & romb cur from the rock as in the Bible, On ity long lid, placed
scross the romb, is seated an angel with waving gold hair, dressed enurely
in white. This figure is smaller, and quite different in appearance from the
Maries and the soldiers, clearly making a contrast between the heavenly
and earthly figures. In depicung only one angel St Mark's Gospel (16:3) is
followed (St Luke 29:4 an St John 20:12 speak of rwo angels in white),
The rocks at the left are later additions and did not originally complete
the compaition on this side. Another later addition, made abour 1470,
is the coat of arms of the chronicler Philippe de Commines in the bocrom
right-hand corner. Above this can be seen the ends of a few slanung golden
tays which formed part of a halo which appeared in another panel, origi-
nally placed to the right of the painting. This has been lost, but it may be
assumed that it tepresented the Resurrection of Christ. The scene of the
Three Maries at the Sepulchre was either the centre panel of a rriprych,
or part of a polyptych maling a series like a Frieze.

The auribution of the panel presents a difficult problem. On stylistic
groinds and because of the ineredibly high quality of the work, it is often
included among the early works of Jan van Evck. Some authorities,
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A DORDRECHT MASTER (ca. 1450-1469) A

St Aexes wite GEERTRUY wAN SLINGELANDT Panel

Rijksmuseum No. 131 H1 Helght 60.5 om. (23%4%)
Width 46.5 cm. (18Y47)

This panal is one of the earliest surviving examples of Northern-Nether-
landish paintng: The discovery of this work was somerthing of 3 semarion.
In 1957 it appeared on the English atc marker, 33 Flemish, but doubes
-arose about thic attribution, Heraldry pointed the way to its proper indenti-
fication, The coat of armw above the head of the female donor belongs o che
Haeck and Van Slingelandt van der Tempel [amilies, Adrinesy Haeck
came from a2 Dordrecht family. Berwern 1436 and 1448 his same appears
several tmes- as sheriff, reasurer and burgomaster of his mative wwn: He
died, presumably, in 145 or shortly afterwards, apparemtly without leaving
any children. Ha wile, Geertruy. van Slingelands, belonged w an arim-
cratic family, We do ot know the exace dates of her life bur from the
painung it appears that the must have supvived her husband, for it can be
seen from her clothes that she was a widow,

Az Dordrechr there existed in the fifreenth cemury a Convene dedicated
1o 5t Agnes. Among its temale residents berween 1450 and 1477 there were
no fewer than four relatives of Geertruy Haeck-van Slingelandt. The panel
it the Rijksmusenm shows us thar Geertruy hersell must also have been
meerested in the St Agnes Convent. Thid she perhaps have the plerare made
for the convent, when ihe was a widow?

Tt may be assumid that the work was painted by a Dordreche argist, The
ahernative would be a painter from a nearby wwn or a mavelling artin
brut i wiew of its style the lateer appears less likely, as the style js far From
advanced tor the middle of the hfteenth century. The panel would appear
to bave been the work of 4 man who, in 2 somewhat secluded place, con-
tinued oldes traditions which had been replaced in more imparming centres
by newer concepts. '

Far a long rime the painting wat privately owned in Brimi. On
17th May 1957 it was auctioned in London (as by & painter of the Bruges
sshool). In 1958 the Rijksmuseum acquired the panel from a Brinish art
dealer,






MASTER OF THE GATHERING OF THE MANNA (ca. 1470)

Tue OrFeminG 8Y THE JEWs :

Boymans-van Beaningen Museum No. 272 b Height 695 em. (27H47)
Width 51.5 e (20747)

This anonymons artust derives his name from a panel mn the Boymans-van
Beuningen Museum which is the pendant of the painnng reproduced here.
He wan one of the “small masters" of the Northern-Netherlandish promove
and was only discovered a few years ago, From the style of his work it may
be surmised thar he lived about 1470, It has been suggested that he may
have worked in Haarlem bue, falling material for comparison, this remains
a shot in the dark.

What strikes ws first in the ary of this anonymous painter, is the vivid
colouring. Fiery red, sorong yellow and olive green—he has the courage w
put them beside one another, against a background of delicarely chosen
grey in all kKinds of shades. His whire s clear, with soft, light hlue shades.
He avoids the wse of black as much as possible 5o that his palette never
becomes heavy. A second characteristic of his style s a fortunate fechng for
composition, He chooses o high view-point and s consequently in a
position to show much without indistinctness or giving an impression of
onudiness. Everything on the panel can casily be scen, for the small groups
are logically composed, and ogether form o circle;, which effecuvely
suggests space. The curve of the circle is accentuated by the slanting of the
choir of the temple building where the action takes place—the holocausy of
the Jews (Leviticus 1 and 6), which in the Middle Ages passed as an Old-
Tesrament parallel of the Last Supper.

The figures have something angular abour them and are slightly seylised.
but their faces and gestures are distiner. They are concentrating intently on
their acrions. Mowhere in this work Is there any pretence or idle oiteneation.
1t Is honesr and, o 2 ceftain extent, uncomplicated. Tts stmpliciey is un-
disturbed by archaeological or other details, by showy learning, by nervou-
ness in the elaboration of the theme or by tension. All the gualities
mentioned arc typical of the spirit of the Northern-Netherlandich art of
painting. May T go so [ar as o call this livtle painting representavive of the
' Dutch bourgeoisie®?

The panel probably formed part of an altarpiece composed of many
small scenes, It comes from the collection of the Farl of Mount Edgeombe
and was in 1951 acquired by the Boymans-van Beuningen Museum on the
art marker.
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GEERTGEN TOT SINT JANS (1460/1465-14590/1495 %)

Tue Aporation or TEE Magt Panel

Rijksmuseom No. 950 A1 Heght 90 em. (35357
Width 70 cmi (27%")

The praise of Geertgen tot Sint Jans was sung for the frst ume by his
Haarlem fellow-townsman Carel van Mander in his well known Beols af
Painters which appeared in 1604. The Facts given there are still the hasis
for any. life of the artist, aboue whom lirtle is known. He was probably
bom at Leyden and when young is supposed to have hecome a pupil of
Albers van Duwater whe wai @ famous painter in’ Hazarlem ar thar tithe
Geertgen's salent appears to have developed rapidly and before long hehad
become the leader of the Haarlem School, He died when he was abow
swenty-eight but despite his shorr life his art had considerable influence
Duaring the Reformation Geertgen’s work became scattered and his name
was Forgotten.

Since 1808 the Rijksmusenm had owned 2 panel by Geertgen representing
The Holy Virgin an the Van der Por Collection, which had beeny bought
in i enorety. Ar thar ome, however, the pamnnng had poc yer been
recognised as a work of the forgomen artist and was maken 1w be h';
Hubiert and Jan van Eyck. Only in consequence of the repewed interest in
the ‘ Primitives' was another work by the master acquired by the Rijks
museum in 1904, the painung reproduced opposite. The Adoration of the
Aizgi conforms o radition in the late Middle Ages. On the lef appear the
three kings fantastically amired. The figure of the negro i simply a
blackened white man withour any charactersne fearore of the negro race,
of whose existence the punter evidently kmew only from hearsay,

On the right, behind Mary with the Child and Joseph, is the stable with
the ox and the ass, vaguely reminiscent of a fragment of a Romanesque
church. Romianesque i this period should be interpreted both as 'Roman®
and as an Indication of the approaching Rensissance. Through 1 mpuntain
landscape the Kings approach once again in the distance, each with his own
suite of handsomely attired horsemen. Again we see the artise’s imagination
st work, He had apparently not seen mountaink with his own eyes, any
more than negroet, Bur in frony of this invented landscape we see 2 stream
with flowering bulruches, both true to life and commanplace. This soer of
thing Geerigen had definitely seen himself, somewhere at the edie of a ditch
or in the Duwch dunes which were still swainps at that time, The painting
was bought in 1904 by the Rijksmuseum at the smle of W. Hekking, Jr.
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ROGIER VAN DER WEYDEN

(ca. 1400-1464)

TeE DesceEnT PROM THE CROSS Panet
Mauritshure Mo, 164

Height 78 cm.  [309/4"

Width 129 cm. ((309%4"

The theme of The Detcent Fromt the Cros

was trexred by Rogier wan der Woeydm

erial alrarpiece

1539

AgRIN QEPICLE The. Sar

mEture, e #ArTrsis

have changed considerably. 1

sitton 14 less monumental, zio alres

implied by che sz

gHrey Are |

ments, ther draw

i and they ook mofe a

wiolerit i thoir may

10E IS 1E5s

(hiough

Metis i

were pambted sculprurs
wcreased by

ot —the donor— bt @ different arraripe

hins | bogn

et of the fisurs noled the crowd L

the scene ar the Magrirshn

umesous than in

grouml the on

'
pEnte
wape;
T

pamrer 1t

snimrazed by 3 Minder and sentles spirn
The pic v Jews dramancally mioving
of il of the dhangs

ch had rramformed spirimal

ty mkamg i presence fels. Hor

Memline

this resaon the pain

: {10
Behind the donoe, whose identty is

-
Fhey are there as pittron a

WNCETTRIN, »

1 (]
Paul

XH

eracted before their eves. They look as though they do nopsee 3t ac all
St Peter has W9 bead alightly melined towards los prowegs, 5 Paul looks

thet racantly before him. According o Dr & B de Vioes they were
piinted by a differert hand

Abawr the et of the |—|j'|'|*_i1:':_'| nothng  is leviown. [no 1827 Kmg

B9



MASTER OF THE VIRGO INTER VIRGINES

{probably: active abour 1470-1500)

Mary wrry Corp Sorrousmen py Four Famave Saisgs

{the * Virgo mter Virgines') Panel

Rijkumuseam No. 1538 VI Height 123.cm. (45747
Width 102 cm. (404s7)

Art historians lave been able o localise the anonymous pameer known as
*Master of die Virgo inter Virgmes' to Delft. He must have been anc of
the mosr important Dutch artisss of his ume and have exerted much
influence. Characteristic of his style are the lean body-shapes of his hgures
with pale, lank fngers, and the high, bulging forcheads of the women, His
eolouring iy delicate, with it tender pink-red and warm groy; He showed
Testraint even in the pormmaying of jewels and precious maverials which he
despised no more than his Flemish fellow-pamtess. He rarely allowed him-
seli 1o be seduced into displaying thae heavy splendour to which many of
the Flemith *Primitives® gave free rein. In contrast with them, lie ‘.d'lm;"l
retained a certain messure of reserve; it belonged to hiv strong feeling for
intmacy which, cven in wide landscapes and panoramas, does not Jeave
him. How modeuly Mary sits there in the almshouse, surrounded by four
saints; Cecily, Barbars, Urnula (she way the patron saint of Cologne and,
in Holland, of Delft) and Katharine. On the nght i che background stand
w0 more female sams, Margarer with the dragon and, presumably, Mary
tagdalen with her cimtment por. On the other side the yourhful fohn the
Evangelist and Jacob (¥) arc mnvolved in a discussion. A scene with so
many {emale saints would appear to have been pamted for & convent, There
arg no documents giving us any mformation os: to the origin of the
painting but when in 1808 it was rransferred from the National Musewm at
The Hague where it had bung since 1801, to the Royal Muoseum ar Amaters
dani, it was described ag *a'convent alearpiece”. How the panel had eone
to the Maronal Museuin i not' clear. We know, however, that the groumds
and the archives of the Kﬂnillgwdﬁ Convent near Delft had, afler i
séculdrisarion in the sixweenth century, come t the State. Does the aliar
plece also originawe from this convent, perhups, ind was it Kept by the
keeper of the archives at The Hague until the organisers of the new museun

broughe it to light again in 18002 The title used In 1808 might well contain
the eorrect indication of dee origin.






HANS MEMLINC (c2.1433-145%4) -
Porrrarr 0F 4 Man Panel
Mauritshuis No. 595 Height 30:1 cm./ (119"}

Width 223 em. (8947)

Although the back of the panel shows a family coat of arm, it has not yet
been possible o decide who is the subject of the Portrait of 4 Man by
Memline in the Mauriishuis, He was presumably onc of the wealthy
merchants of Bruges, the wwn where the painter worked throughout his
life. The panel is likely 1o have been origmally a wing of a diprych. On the
other (the left) wing, a saint or the Madonna may have been portrayed,
as in the case of the well-known lictle altarpiece with a porerair of Martin
van Niegwenhove ' the 5S¢ Ursula Hospital at Broges, Memline was as
much & painter of religious scenes a5 a porirait panter. In many of his
altarpieces he inserted realistically-observed donon’ portraits; mn addition
more than twenty-five independent porrrais by him bave survived. Of
these the one at The Hague is among the most important. The head wirh
luznrant curly lair; and the broad shoulders which look even heavier
owing to the fur-lined tabard, almost fill the whole picture, but the arnist
spared just enough room to indicare that his figure has bien placed n space.
Two small fragments of landscape, no more than minute triangles with some
greenery, a church with 1 little tower, a few houses and some trees, above
that a high, thinly clonded sky, suffice for him o suggest the whole breadth
af the flat Flemish countryside. The problem of it distance from the
partrayed figure, doss not arise, as the man's shoulders hide the intermediate
planes completely from the eye. Thus the landscape femaing far in the
distanes and doss not in any way draw the atréntion away from the head.
But the artist has given his complete amention w this subsddiary mateer and
elabarated it with 2 fine brush, as thouply it were & miniature.

'The painting appeared on 7th July 1894 3t the sale of Sir Andrew Fon-
taine in London (caralogue no. 46) and was then described a5 3 work of
Anronello da Mewsina. On that occasion it 'wus bought by the Rembrandt
Society for the Mauritshuis,
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HIERONY MUIS BOSCH (probably about 1450-1516) _

St CimistorHek AND THE InFant Jesus Panel

Boymuii-van Beuningen Museum No. 50 d Height 113 cm. {441/:7)
Width 7135 em. (28V/4")

In the Golden Legend, Jacobus de Voragine (Chapter XCIX) describes the
story of the giant Reprobus from Cansan who, looking for the mest
powerful master in the world, successively served the king of his country
and the devil, after which a hermit at last poinred out 30 him the omnipo-
tence of Jous Christ. His profession was wking peoplé on his broad
shoulders across the river at a spot where there was no bridge. But once he
almost succumbed under the seemmngly easy task of carrying a child across
It was the Child Christ who bore the burden of the world. From this event
the gant derived the name Christopher: bearer of Christ. In the Roman
Catholic Church be became the patron of travellers,

The globe which Christ generally holds in his hand in portrais of Saint
Christopher is absent in Hieronymus Bosch's painting, bur apare from this it
corresponds ta the wsual iconography, with a few additions here and there
that are rypical of the painter’s interest in all kinds of picruresqoe, demoniac
and piguant details: For instance, he included the hermir of the story looking
out of a strange prerchier hung up from an and tree m which he bives. The
devil also appears vn the panel in the shape of a dragon who sucks out his
head above the wall of a distant fortress situated on water, thus ternfyng
a bather. Bosch portrayed this story with his characterisuic imagination,
cxquisite colours and with delicate refinement. The srawberry-red cloak
of the saint as well a5 thar of the Child Clirist are blown by the wind and,
with 2 wide swerp fill 2 large part of the pancl. They make the glant seem
big and dominating in the wide, claborated miniature landscape with the
fiver in shades varying from greenish to grey-blue and the far, decp-blue
distance,

The painting is known to have been in Italy and later In the collection
of F. Koenigs at Haarlem. In 1940 it was donated by D, G, van Beuningen
w the Boyman: Museun Foundation,






HIERONY MUS BOSCH (probably about 1453-1516)
TrE VaGatonD Panel, round
Boymans-van Beuningen Museam No. 51 Dismeter 70.50em. (272/57)

This painting wsed to be called The Prodigal Son, having been interpreted
as such by Gustav Glick in 1904, The figure of the lean, unshaven
vagrant dressed in rags and the house on the left, in the door of which 2
couple is courting winle a woman ogles from the window, gave rise to this
interpretation. Later, however, objections arose 1o this bablical title. The
portrayal of the man appeared o depart too much from the customary
iconography of the Prodigal Son. For that reason preference was given 1o
the more grneral wrm The Vagabond. All the same ivis likely 10 have had
a special meaning, probably a pesimiste moral. Some critics have even
gane further and looked for an allegory on human life in general.

The mare we know of Bosch’s work (and our knowledge has been much
increased in recent yeary), the more allusions and symbols it seems to contamn,
Such allusions have been found in The Vagabond. The two figures in the
doorway of the inn at which the sign of the swan hangs, may represent
the constellation of Gemini (the Twins), the Indecent little man by the
corner of the hoase, Aquarius (the Waterman), The Vagabond himself may
be a man born under the canstellation of Saturn who as a resule &y
receiving his part of the sorrow caused on earth by this planes. Lotte Brand
Philip has perceptively suggested thar this circular panel may have been
one of four on the outide of an altar piece, representing the four elements
and the four temperaments; the three others must have been lost but we can
reconsroce what they looked like from old replicas. Ar this period the
vagaband was often used as a symbol for the Earth and at the same time for
melancholy, Finally it not out of the question that the melancholy exile,
the Prodigal Son, the lonely wanderer is a seli-partrait of the painter,

These different inmerpresacons do not necesartly contradict one another,
for the iconography of lar=medieval arc was an elaborate system i which
a single figure can be variously interprered. Bosch underswood the scoret of
bringiiig together many intricate intellectual themes in subdy painred scenes
— pointed, sensitive and full of atmosphere, in which complete harmony was
achieved berween the sublime manner of painung and the complicated
subjecti.

The painting wai successively in the collecrions of T. Schifl and Dr Al
Figdor, both in Vienna. In 1932 it was acquired by the Rottrerdam Museum

with the help of the legacy of ], P. van der Schilden, the Rembrand:
Sociery and friends of the Museum.
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QUENTIN MATSYS (1465 or 1466-1530)

Maoowea v 4 LANDSCAPE Panel

Boymans-van Beomngen Museum Height 41 em. (16Y/47)
Widch 28 cm, (117)

‘Whoever has familiarised himself with the world of Quentin, feels elevated,
as though he had taken flight from the brown earth in a glass bowl,' With
these poetical words Dr Max J. Friedlinder begins his interpretation of
Master Quentin's personality in his famous series of volumes on early Dutch
painting. He then describes the charming and noble female figures in
Quentin's work, and the precociously matre children. He dwells on the
fact that the artist used round, smooth and supple shapes instead of angular
ones and that he revelled in the ceaseless melody of undulating and con-
tinuoas lines, but also that, despite all the period's new possibilities, he
remained linked with older Duteh art both in his compositions and in his
painting technique. Matsys lived at a time of transition between the Gothic
world anil the Renamsance. In the eves of posterity this transition often
assymes the shape of 3 sharp division, of an irreconcilable conflice. Many
contemporaries. however, cannot have felt this s clearly. They saw the
possibility of synthesis. The Antwerp painter Quentin Matsyy, in particular,
understood it. His tender Madonna in a Landscape in the Boymans-van Beu-
ningen Museum reveals his undesstanding in unparallelled fashion, and i
one of his most complezely sceessful works.

Before Mr D. G. van Beuningen acquired it, the painting was privately
owned in Paris. With the core of his collecrion it came in 1958 to the
Rotterdam Museum,
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100

VITTORE CRIVE
{acrive berween 1481 and 1501)

St BoNavVENTURA Panel
Rijksmuseum No. 737 B2

Height 125 cm. (4944

Width 40cm (15%:7)

The hieh, narrow panels with holy hgores
by Carlo and Vimore Crivelli are in all
probahility pares of altar preces winch Were
once in Venetian churches. Such rerables are
similar in appearance to the iconostases of
Gresk Orthodox churches decorated with
stately rowi of saints standmg m front of
an even background of gold. Of all Talan
owns, Venice was situated néarest to and
had always lhad modt contaces with the
Byrantine Empire

But the manner in which the Crivelli
brathers praantes ed these l.l-"l.1!l: was ltalian.
T
]

ey lived during the transition from Gothic
o the Ruenaissance. The luxuriang, blond
hair of Mary Magdalen s almost like 2
German Gothic sculpture, hard of drawing
and calligraphically curled. Also Gothic are
the tendril motifs and the lesves on the
gold-coloured bodice of the saint and the
moulded {'I.!:.':L"i of her cufts, as well as the
anzular folds in which her cloak hangs
down. Bot the grey swone phinch with
cherubs® heads on which she stands and the
garlands of flowers behind her head are
pute Renaissance style

§t Bomaventura shows, less strongly, a
mixture of the two styles. The points of the



CARLO CRIVELL]

{ca. 1430/1435-ca. 1495)

ST Mazy MAacGhALEN Panel
Riflsmuseum No. 737 D1

Height 152 am. (591s7)

Width 49 em (19Y47)

halo behind his head. the folds of his cowl
and the canopies above the embroidered
figures of samnts on the brim of his cope are
reminiscene of Gothic, bor thess figures
themselves and the round arcs of the niches
in which they stand, as also the cherubs,
belong o the Renaissance. Working in 2
centre where all these different streams mert,
the Crivellis knew how to creare unity out
of diversity and bring harmony 1o it

The panel of Mary Magdaler which must
have bren painted about 1475, left Venice
at a time unknown to us and from the Solly
Collection went to the Kaiser Friedrich
Museum i Berlin, Later the panel was
bought by Dr F. Mannheimer of Amster-
dam whaose collection after the second World
War came to the Dutch nation. Lent by the
Diienst voor's Rijks Kunstvoorwerpen m the
Rijksmuseum since 1949

St Honavemtura with its pendant repre
senting St Louis of France, formed part of
the C. Butler Collection, af Warren Wood,
Hatfield, before being sold in London. Tt
was bought by J, W. Edwin vom Rath of
Amsterdam and bequeathed by him 10 the
Rijlksmusenm . 1941,
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PIERO Di LORENZO called DI COSIMO (1462-1521)

PorrearT OF Francesco GIAMBEETT Panel

Rijksmuseam No. 1875 B1 Height 47 am. (1827}
Width 355 am. (1337}

Francesco Giambert (1405-1480]) exercised the profession of furnirure maker
and intarsia worker ar Florence. He was the founder of the famous family
of architecss and sculptors bearing the name of Sangallo. This work has a
companion portrait of his son, the great architect Giulisno da Sangallo
(1445-1516).

Like the two sitters, the painter Piero di Cosimo was 3 Florenting. He
was born in 1462, In 1480, when Francesco Giamberti dicd, he was thero-
fore enly abour cighteen years of age, whereas Gioliano da Sanpallo was
then about thirty-seven. In view of the age of the latter in his portrait and
because af the style of painting, the date of the two paintings of father and
son i usuafly pur at abput 1505; this means that the porrrait of Francesco
Giamberti must be posthumous. The son probably ordered the two portrain
as a proud memento for posterity of himself but ar the same time as a roken
of respectful humage to the memory ofF his father 10 whom he undoubredly
owed a lot. Did Giuliano's removal from Florence 1o Rome at the and of
1505 perhaps occasion the commissioning of the panels?

In order to give Francesco Giambert's head a good likeness, Piero di
Cosimo probably worked after a medal cast during the liferime of the
siteer. This might explain why he rendered the head in such sharp profile
in contrast to thar of his sen who is seen in three-quarter-face. in the back-
ground 15 & sonny landscape. Ir has been wery carefully treaved in a
technique reminiscent of the Flemish pamnters: of that period and a licde
carlier—among others of artists like Hans Memlbine. Pechaps his paintings
were by then alteady known in Traly,

The Florentine pamter and writer Vasarl saw the portrain of Prancesco
and Gruliano i the middle of the sixteenth century. He copied the painting
of the son to illuscrate his book on grear pamters, sculptors and architects.
Both paintings were owned by Francesco da Sangallo (1494-1576), son of
Giyltano and therefore the grandson and namesake of Prancesce Glambertd,
Later they were the property of Prince William 11 of Orange. With his
esrate they went o the Frissian braonch of the Houwse of MNasay. King

William | gave them to the Mauritshuie, which in 1948 lene them to the
Rijlmuseum.
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LUCAS VAN LEYDEN (possibly 1459-153%)
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AERTGEN VAN LEYDEN (1498-1564)

Tar Rasvo oF Lazarus Panel

Rijksmuseum No, 1449 D1 Height 75.5cm. (29%:7)
Width 785 em. (38747

Aertgen van Leyden is a little-known artist. Van Mander gave a description
of his life in 1604, bur thereafter he was forgotten. Only i 1939 Profesor
1. Q. van Regeeren Alrena succeeded m compiling a survey of his work.
In 1946 the first pamong by the master made it entry into the Rijks-
museum. In some foreign muscums and private collections panels and
drawings by his hand had, in the meanume, been recognised.

Aerrgen was a Leyden man born and bred. He received his training there
from Cornelis Engebrechrsz and stayed in the town of his birth wntil his
death.

I the mamn Aertgen painted religivus scenes but on to these he thruse the
profane realism of the Renausance concepts which mn his time were working
their way through into the Northesn Netherlands: He liked compositions
in three dimensions; cffects of perspective, drawn-out figures whose long
limbs stuck out in all directions moving violently, and unexpecred combi-
nations of gay colours, The source of theis qualities can already be found
in his teacher, but in Acrtgen’s work they have become more dlaborar,
more preguant, more relaxed and also more capricious. This makes his an
arresting.

In thee panel of The Raiing of Lazarus in the Rijlsmmsewm, most of the
figures have been grouped, in a wonderful subtle manner, in a circle
seen in perspective. On ity extreme right Lavarus has been portrayed; the
two mim talking 10 one anpther are on the extreme left; Christ stands in the
centre and on either side of him are the two sistors of the man risen from
the dead, these three hgures forming an arc of the circle, By this complicated
composition a strong link between the various figures has been achieved;
as a result they really stand rnight in the middle of the surrounding land-
scape. The very personal application of eolour contribures 1o creating the
result aimed ar

The painting was acquired in 1946 on the English art marker.
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JAN GOSSAERT VAN MABUSE (abou: 1475-about 1535)

Tux Meramorerosis or HERMATsEmoDITE AND SALMACH Panel

Boymans-van Beuningen Museum Heghr 32.8 cmu (137)
Width 21.5 cm. (8/27)

The Renaissance, which to an important extent arose as a result of renewed
interest in the Classics; owed to this source its strongly literary character
For the present-day onlooker, usually less versed and less interested i the
Greek and Roman stories, it is often’ difficolt to underscand what the
fifteenth- and sixteenth-century artists felt when they applied their best
artistic abilicies to all those weird, often sensuml, mythological tales

Such considerations occur o the viewer of the painting of The Mets-
maorphosis of Hermaphrodite and Salmaris, Ovid recounts m lis Meta-
morphoses (IV, 285), how Salmacis, the nymph of a well, prayed 10 be
allowed to become one with the man she loved, bur who did not respand
1o her love. How this prayer was answered Jan Gossaert portrayed on a
small panal, in delicste colours, painted thinly and glazed. The warer of the
well is of an amazing subtlery, the mood of the surrounding landscape is
sunmy, OFf course, the two bodis have been very finely observed anato-
mically 25 the new ideas of the time required. Their white muscles give them
the appearance of antique marble statues. Gossaert had been able w stdy
such sculprure closely during a journey 1w Rome, undertaken m 1508-1509,
The impressions formed were to remain with hum all his life. The struggle
between the two figures—the young man vainly amempting to escape the
grip of the violent woman who loves him—has been rendered in a lively
manner. On the lefl, m the background, one sees, very small, the process of
unification in a later phase, when it is already hall completed.

It is not known for whom this painting was made. Mr D. G. van Beunin-
gen acquired it in the North of France. With the core of his collection it
was bought in 1958 by the Boymans Musemm.
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JAN VAN SCOREL (1495-1562)

Tre Yousc ScHoLar Panel

Boymuans-van Beaningen Museum No. 412 Height 46.5 am. (18'4")
Width 35 em. (13%,%)

It was dunng one of those forumate periods of balance between assthetic
and mrellectoal, political and religious; spivitual and marerialistic forees
thar Jan van Scorel pamnred his young pupil. Ir was 1531, The new ideas
of the Renaissance had conguered bur they had not yer become so common-
place as to degenerate nto routine; the penecrration of Humanism had a
refreshing, civilising effect, but the religious struggle had not yer blazed ap
m all irs sharpness and destructive violence; the old polineal balance and
the traditional régime in town nd country were still strong; trade and
midustry fourished, excessive pursuit of profic widh its consequent train of
mtrigoc and crises did not yet seriowsly disturh sociery. In that world Scorel
had every reason o portray a fresh, quiet and clever young man. He is
healthy in body and spirit. The vivid colouring of the panel corresponds to
the liveliness of his face and hands, We see a boy without *complexes’, the
painting is suitably direct in approach and hay a simple, well-considered
COmpasition.

Scorel shows clearly thar he is not only a painter but also 3 Flumanise:
the Latin tests which he pus on the picture are not only there 1o indicae
that the pupil is taught Classics but thas the artist, 100, had mastered them,
The clear Roman lerering had only recently been taken over from the
tambstones and temple inscriptions of the Ancients to replace the Gothic
writing 50 difficult to read and operates here as handsome ormament. On
top sund, vory accurately, the yoar and age of the mrter: 1531-AETATIS
=12, It is sypical of the new period. The religious Middle Ages were not
so- interesied in osuch demils of human life. Underneath one reads the
philmsophical maxim: QUIS DIVES: QUI NIL COPIT-QUIS PAUPER?
AVAR {(Who is rich? He who does not cover anything. Who poor? The
miser). On the bit of paper which the child holds in his hand it has finally
been written: “Omnia dat dominus oon haber ergo minus® (*The Lord
gives everything and yer has no less’). With this the thooghts of the
Humanist returtied to his Creator.

The painting was booght by the Boymans Museum on 13th October
1864 at the sale of J. van der Hoop.
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MAERTEN VAN HEEMSKERCE (1498-1574)

Porteatr oF Anna Conng Panel

Rijksmuseum No. 112§ A 2 Height 84.5¢m. (3347
Width 65 cm, (25%47)

It is, in my view, 00 exaggeration to say that Amsa Codde is the swestest
woman ever w have been portrayed by a Dutch painter. When portrayed,
in 1529, she was twenty-six yesrs old. So much was related in dn incription.
cut in the original frame which sull surrounds the panel. In 1322 she had
married Masser Picter Bicker Gerrinz (1495-1567), Master of the Mint
and later; after 1534, Sheriff of Amsrerdam. The Bickers belonged to the
siling. (hex:

The young woman is dressed with refined simplicity in only brown and
black, a starched white hood on her head, exceedingly flarering o her
rosy cheels, and a fine white blouse decorated with littdle pearls: The face
has somiething aristocratic but the painting remains * bourgeois' nevertheless.
This is not becawse of the spinning-wheel behind which Anm is working
so zealously. We must remember that at the beginning of the sixteenth
century the spinning-wheel was still something new, an instrument invented
ot long before which in the early years of its existence was often a precious
piece of furniture, handsomely turned and sometimes colousfully inlaid:
Working-class women were not yer tuing them at the time, The spinning-
wheel therefore marked Mrs Bicker as a prosperows lady, though not &
noblewoman, despite the fact thar the wooden panel in the background has
been decorated with a classical frame, a fashionable novelty the Renatssance
had just introduced,

The spinning-wheel, moreover, serves a5 a foil to the figure and ar the
same time affords the painter the opportunity of showing his model's
hands in an occapanion and chus giving life w0 the scene. The thin white
thread between the elegant fmgers of the left hand i drawn with a very
fine brush-seroke. It is an integral part of the airy play of lines which keeps
the composition of the whole in such excellent harmony. The modest rust
red of the decorated band around the knor of flax formed a desirable
colour-accent to break the monotony.

The portrait came, probably. by inheriance, from the Bickess, Huyberts,
Ruytenburgh, Vin Leyen and van Rhenen to the Schimmelpenninck wan
der Oye families at Voorse and in 1931, to Jonkheer R. E. W, van Weeda
at The Haguo, In 1948 it way donarsd, together with it pendant; o the
Rijlsmuseim by Messrs D, and N, Katz.
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HANS HOLBEIN THE YOUNGER (1497-1543)

Promriarr oF A May wiTH A Farcon fanel

Maaritshuis No. 377 Height 25 em. (97/%7)
Width 19 cm. (747)

England and Enghish art owe an inestimable debt of gratimde o Hans
Holbein. When he left Basle to go to England where he entercd the service
of Henry VIIL as court painter, he presented his new fatherland with a
highly developed art of portrairure which England had previgusly lacked.
He created the state portrair and by doing sohe founded along-lived tradivion.
Forgenerations to come gifted portrait painters were drawn from the European
continent o England, as long as this coumtry could not supply its own
needs: Holbein was only able to exercise thar power by his sanling abilities
as a painter, He painted many portraits of the English aristocracy in their
handsome clothes of wool, fur, velver and silk, with their trappings of
costly decorations and sparkling jewels, looking quietly and often not a
little haughtily ahead of them. No doube they were very pleased with this
court painter who always knew how 10 mamtam the appropriate distance
and never made them appear insignificant or ugly bur always at their best,
as a London society-photographer still knows how o do with s models.
It is Holbein's greatness thar his art did notr suffer under this working
procedire. He always maintained his thorough, noble, refined qualicy, and
a subtlety which was not weakened by routne, His working method was
really more that of a miniaturist than of a painter of more sizeable works
but the great line of his compositions has in no way suffered chereby.

From the inscription in the background it is evident that Holbein pamnved
the portrait reproduced here in 1542 {at the end of his life cherefore) and
that the sitter was then rwenty-vight years oldl Hin idennty i not known
but the falcon presumably indicates that he was a nobleman.

The Metherlands have never owned many of Holbein's works. Four of
them of high quality, however, were transferred by Prince Willlam 111
from England o The Hague after he had become King of England. After
his death they remamed part of the Orange Collections wntil King William 1
of the Nedherlands in 1816 donated them to the Maurisshuis.

114



W
=
o
b=
pad
(@]
b
£
-«




ANTONIO MORO (ANTHONIS MOR VAN DASHORST)

[1318-1575)

PORTRAIT 0 Stk THoMas GRESHAM Panel

Rijksmuseum No. 1673 B 1 Height 9¢  am, (35%7)
Width 75.5 cm. (29947)

In Moro's work the Renaissance Art of the Northern Netherlands reaches
its international level. Anthonis Mor van Dashorss, born and bred at
Utrechy, disciple of Jan van Scorel, went out mio the world and began
10 make a reputation in Antwerp, Before long be was the favourite poreraic
painter of the Court and the aristocracy. He travelled to lraly and Portugal
and was sent to England to paint the bride of the young Prince Philip,
Queen Mary Tudor. Laver he followed his prince to Spain. Utrecht; where
his family remained, was forgotten; under the foreign-sounding name of
Antonio Moro the arrist acquired fame abroad In the meanume his
thorough Urrecht apprenticeship was by no means forgotten, but the artisc's
gatlook widened as a resulr of all shese journeys, which none of his fellow-
countrymen artists before him had made. He acquired 2 grace and sell-
assurance which made his work rescful; but above all he was 2 man with
a sense for what is called distincrion. The subjects of his porrmin loak
quieely at the viewer, but as though from a dissance. That distance they
always keep—the distance the perfect courier (like Holbein) always observes.
It s not his place 1o embark on a psychological analysis of the faces
pasing before him. He never becomes intimate with them. But his portraits
are cerminly always good llkenesses. Did he perhaps make them a licle
more beautiful, nobler, more dignified than they were in reality, and was
that-one of the secrers of his success?

Moro must have painted Sir Thomas Gresham's porteaie shortly before
1566, Gresham lived from 1519 to 1579, He was a prominent and pros-
perous English merchant, founder of the London Stock Exchange and of
Greslam College. He was also the representative of the wade interess of
the English Crown in the South Netherlands. It 1s there thar Moro must
have painted him. The identification of the figure is based on its Jikeness o
2 porrait of Gresham in the National Portrair Gallery in London.

Liy the eighteenth century the pamting belonged 1o Sir Robert Walpole's
eollection 2t Seeawhberry Hilll In 1779 1t was acquired by Rathanne 11 for
the Hermitage 2t St Petersburg. Tn 1931 it was bought by the Rijksmusesm
aided by the Rembrandt Society.
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DIRCK JACOBSZ {1495-1567)

Portrar or Pourenes Occo Panel

Rithsmusenm No. 1290 A1 Height 66 cm. (267)
Widtdh 5%cm. (21047)

The head of & nor very pleasant person looks penetratingly at us; while the
fingers of his plamp right hand elegantly hold a red and white earnation
and the finger tips of the left hand rest almost caressingly on a human
skull, Thar & low Dirck Jacobsz porcrayed Pompejus Occo for uwi: o
successful merchant who, judging from his face, must have been hand-
headed in business, cunning, without many scruples but who in his leisure
acted as 3 Maecenas and knew how to enjoy the refined spiris of the
humaniss: Amererdam’s firse mercator sapiend. He already belonge to the
upper class: of this his clothing 3 wirness, especially the mbard timmed
with exquisite fur and, last but not least, the family coar of arms which
hangs on a tree vrunk, almost hke a gay froi, in the right-hand top corner
of the panel, The town in the background is not sinaated on either the
Amsrel or the 1)sl It it a view based on the imagination of the painter,
and placed in & mountainscape equally the product of fanmsy,

In irs conception the painting shows certain resemblances to the greas
German art of portramure of the same generation. This is hardly surprising
i the portrait of a man who was in regular wuch with the Foggers: Bu
on the vther hand, the flowing method of painting, nowhere inclining
towards-a lincar style, 15 genwincly Dhusch, and so are the restful coms
position and reserved colouring, Pompejus Occo erigmated from Fast Fries-
land; He was born abour 1483 and died in 1537, In his time he was the
most important wholesaler and banker ™ Amsterdam. He furthermébre
possessed a fine library and corresponded with prominent humaniste From
a lewrer by the scholar Alardus of Amsterdam we learn thar Occo was
exceedingly proud of his humamsm, which the poreeai appears to confirm.

How the paintng left the hands of the Occo family we do not know.
Presumably it used wo hang in the boaed room of the almshowse of the
Occo family in Amsterdam. Tn 1895, at the sale of Doench in London, it
went to the collection of Richard Kaufmann of Berlin, which was sold in
1917 -when Mrs C. von Pannwite of Beanebrosk, Holland, acquired the

panel. From her estate it was in 1957 bought for the Rijksmuseum fram
the Jonkheer Johm Loudon legacy.
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PIETER BRUEGHEL THE ELDER

Fanel
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JOOS DE MOMPER (1564-1635)

Lanmscares 1T WiLn Boas Husy Panel

Rijksmuseum No. 1641 A5 Height 121 cm. (47307)
Width 1965 cm. (77147)

This wild boar hunt by Jovs de Momper shows the extent o which he
drew on fantasy. The brown rocks which arise almost unarrainably high
1o left and right are steeper than any which can actually be found in the
Southern Netherlands or even in the Alps. One has w0 go o the foor of
the Greek Pindus to find such inaccessible rock-formations but neither
De Momper nor any of his fellow-painters had ever been there. In
berween, immensely broad, swretches the river landscape wherein manv
ships move. They-are mainly sailing ships buc in front lie three galleys in
the harbour; The lintle town is reminiscent of a Netherlands fortification
at the Meuse, for instance that of Hoey, although the ground b hillier. Frum
the bastion on the middle plane, on which stand bronze canpons fone of
them fires a salute w the ships), blows the old Burgundian flag with the
red Cross of St Andrew on a white field. It was under this flag that the
Spaniards generally waged the Eighty-Years War in the Netherlands, There
are also German elements in the scene, in particular the wall pine tree
growing on the extreme left. But the two green lanes may well be of Durch
otigin. They are a prelude o the landscape are of Rubens, as it were
Typically South-Netherlandish is the Renaissance chiwmau on the high
mountain top in the righehand upper carner of the panel, It is buile of
red brick but the gate, the haluserade and the arcadsy are of white grooved
stone as are the frames and the decorarions of the Litticed windows. The
hunting-party, too, it Dutch. Again a motif oceurs which was also popular
with Rubens and his school, Perhaps these fgures are by the hand of
Sebastian Veanex (1573-1647). Compared with the vastness of mature they
are correct but small, They are upholsterings, fitted into the grear whole,
as are the mills, churchess, trees, citadels, flocks and so many more derails
which together give it its vivacity, its colour accents, spors of light and
shade, making the work an enthralling peep-show.

The panel belongs to De Mumpcn early work. It is one of the Kijks-
misseum’s most recent acquisitions, boughe in 1958 from a Belgian arr dealer:
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PIETER AERTSZ, called LANGE PIER (1509-1575)

Tie AooraTion of THE SaerreEros (fragment) Panel

Rijksmuseum No, & Height 90 com, (35%47)
Width 60cm. (23%/47)

When Pieter Aertsz, after fruinful years of apprenticeship in Antwerp,
returned in 1555 or 1556 o his native own of Amsterdam, he was soon
—and rightly -2 celebrated master to whom the most important commissions
available were given, Thus he was invited to paint a large altar picce for
the New Church, of which The Adorarion of the Shepherds is the centre
panel. It arracred much admiration and, ashove all, for that pare in which
these s g wonderfully cealistic ox-head,

Almest all of this main work of the artist was destroyed in 1566 ar the
ume of she lconoclasm. Seen in the larger contexr of Dutch history the
iconoclastic outbreak: may have been an inevitable necesity or an in-
cscapable fate which had 1o be suffered 1o make way for new ideas; but o
those dedicated to the fne ars it remains a regretrable episode which
cawed inctleulable damage to Holland's national heritage of art and made
a gap m the history of art which posterity can only bridge with difficaley.

Only 3 smiall fragment from Pieter Aertsz” masterpiece—the one most
admired-has been spared. It i¢ not known how it escaped destruction.
Being the property of the city It was taken to the Town Hall, where it
was hung in the Orphans” Room, When this building was burnt down on
7th July 1652, the fragment wus once again saved, This beauriful fragment
is therefore not only important a3 a work of art but, on sccount of the
events related here, ae an historic relic of old Amsterdam. In 1885 the
town lent it o the Rijkemuseum,

124






JACOFPO ROBUSTI, called 71 TINTORETTO [1518B-1594)
The ANNUNCIATION

T".'.-u CANYaie:
Rijkémuseum Mo, 2302 1 4

each Helghr 115 em. |

45117
Wideh 93 cm. (36

e

||”‘-

The many religious paintings of Jacopo Robusti for the mose part are still
to be found in the churches and convents for which they were painted
There are, however, two canvase of the Anmunciation 2t the Rijksmuseam
They were ordered to decorate the organ of San Benedeno in Vinice,
topether with two other pictures represemting Jisus and the Woman of
Samaria, now o the Uffzi ar Florence

The two works here reproduced remained in the chireh of San Benederen
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until 1739, Count Francesco Algarort, the author and scholar, ol Venetian
birth bur well known abroad, boughe them in 1746. He helped to form
the collection of Aupguste 111 of Saxony, but he probablv bought these
paintings for himaclf, They were afterwards in the collecdon of Prinee
Torlenia, They paseéd theough dealers” hands to the Van Beckenrath col-
|LI\,":II._'-[1 it 11!_'r]j|_'“ .1_l|_J |_|_||;j|. 0 Th.lt ot Protessor Oro Lane in Amaterdam.
Alter the second world war, the Dienst voor's Rijks Roerend Kundthern

lent them o the Rijksmusetm
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CAREL VAN MANDER [15345-1606)
I'vie Dance Rounp tHE GoLpex Cats

Lanvas
Frans Hals Museum No. 204 b Hesght 99.5cm

(39%47)
Widch 2165 cm. (8

it

For his Dance rom

d the Goldem Calf Van Mander wok lis mspiration
froen the trypeych of the same subj vy Lucas van Leyden (page 104)
Yameers, he greatly admired, He
copied Lucas’s composinion in outline, the wide, fantastic landscape with
mountams and rrees. rhe 1dea of

&
|
which, as we know from' his: 8ok of !

COnCEnirating most aiwencion on the
feasting lsraelites in the foreground whersas the adoration of the idol was
pushed back to the second plane and Moies" figure was lost even more in

the background. But as a Protestant Van Mander substitured a recrangular
panel for the tnptych thur making it 2 secular painting rather than a
1

devononal one. Now the-artise could, without becoming objectionable, revel
uninhibitedly in the portrayed of nosy enjovment, gay colours and mramn-
nered eleganee. The result therefore differed strongly From the example s
thres-quarters of a century’ previowly.

The Fl.‘.;.':IL]Hﬁ.. which is dated 1602, was ;_!u-.lgiﬂ in 1952 From the Limdon

are markor by the Frans Hals Museum




ABRAHAM BLOEMAERT (1564-1651)
lin Preaciime oF Jouw mae Barmist

Canvas
Rijksmuseum No,325A 2 Heght 139 cm. (54%"

Width 188 em. {747}

Long observation of a mannerist paintng 18 needed betare the main theme
can be distinguished. Abraham Bloemaert composed this pamting following
mannerist principies; We notice 1n wm the ferule green landicape, the
central group of fgures, and those on the left; only fimally do we see
St John himself standing in the shade of a copse. This i3 an alwogecher
curious interpretation of the desert of Judaca where, according to the Bible
(Matthew 3:1) the Baprist preached.

The painring must have been done aboue 1600, In 1671 it belong

d to
Henrk Houmes at Medembhk, then o Anthony de Rolk ar Hoom. The

Rijlksmuseum Booght it in 1950 In Loadon.
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AMBROSIUS BOSSCHAERT (ca. 1565 1621)

Froweis Pari2l

Maiiritshuis No, 679 Height 64 co (25'/47)
Width 46 cm, (181/:")

Ambrosios Bosschaert was one of the Protessans painters of the Southemn
Wetherlands who in 1585 Hled o Zeeland, where there was religious free-
dom. He thus brought to the north the Flemish siyle of flower painung: In
general he did not paint from parare bur composed imaginary bouguers,
sometimes of flowers which are never in season rogether, We usually pass by
these inaccuracies, for Bosschaert's brush gives his arrangements a pleasing
distinction; he became famous in the United Netherlands: This picture was
bequeathed to the Maunsvhuis by A, Al des Tombe-in 1933,
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SALOMON MESDACH

(active -at the begiroung of the seveinteenth century)

PorTrATT OF ANNA Boupaen CoURTEN Panel

Rijksmuseom No. 1541 Herght 96 em. (378,
Width 70 em. (275%/:™)

Salomon Mesdach was the artistic chronicler of Zeeland’s golden mge in
the first half of the seventeenth century. We know little abour him excepr
from his paintings. Apparently simple, they are also subtle and masterly,

showing his harmonions spirit and psychological insighe. In 1620 he pamted

Anna Bondaen Courten (1399-162

i, and her husband facol Pergens. These
portrats remamed in the family unci] in 1873 they were bequeathed 1o the

Rijesmuseam by Jonkheer [acob de Witee



HENDRICK AVERCAMP called THE MUTE OF CAMPEN

(1555-1634) Panal
Wimmer ScERE
Rijksmuisenm Mo, 392 Height 775 cm. (303"}

Width 132° em. [527)

The gay, abandoned swing of skaters over the jce was 2 joy o Hendrick
Avercamp. His mind was captivated by everything connecred with Dutch
fun on ice. Merrily the couples glide hand-inhand over the polished track.
Men strike our well with their legs. Others skate four abreast. A boy has
fallen on his somach. There are peasant women, in their typical clothes,
and elegant ladies; there are toddlers and van dandies, their hats with
enormous plumes tilted on their heads. One sees horse-drawn sleighs and
sledges passmg by. A few figures are playing ‘kolf’, the old game which
was cermainly known in the Netherlands by the begmning of the fifteenth
centiry, went from there to Scotland and rhen, by way of England, became
popular all over the world, to return finally 1o the Netherlands ander the
anglicized, meaningless name of ‘golf’. The sky s overcast. Tt looks as
though clouds are beginning to gather. Presently a mass of snow will
probably fall.

To the side lle the church and brick houses of a village, quier under the
snow, Hungry crows sit on the roofs and in the trees. The front of the
brewery on the waterside has been embellished with the coar of arms of
Antwerp. This is cerminly no coincidence for it all looks very Flemish here,
The whole idet stems directly from Brueghel's rradition. But in Avercamp's
work everything is finer, more stylish and precise; the colours and shapes
are less cxuberant, more reserved; life is calmer than was usually the cie
with the *Peasane® Master. The temperament of the Dutchman’ differs froim
that of the Fleming in trearing the same subject, In his winter landseape,
carried out in dessil like 2 miniature, Avercamp really siood nearer the
representations of January, as depicved in late-medieval breviaries where
the winter theme had irs origin, than o Pieter Brueghel.

The painting origmates fram the collection of G. de Clerq of Amsterdam
and was in 1897 booght by the Rijksmuseum with the help of the Rem-
brandr Sociory.
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PETER PAUL RUBENS (1577-1640)

Acwires Stavine HecTor Panel

Boymans-van Beuningen Mustum No, 389 ¢ Height 44 am. (17%7)
Width 51.5 em. (20'/47)

Abour 16261627 —the exact date is not known-Rubens painted a series
of eight sketches representing scenes from the life of Achilles, of which seven
are now the property of the Romerdam Museum, whilst the eighth is in the
Whitcomb Collection atr Detroir. They were meant as. designs for tapestries.
As the weaving technique entailed showing the scenes on the tapestries n
reverse, the figures on the skerches are all lefi-handed. The person who
commissioned the work was probably the wealthy Antwerp silk- and carper-
dealer Daniel Fourment, Rubens' future father-in-law. The theme was derived
from the stories of Homer, Virgil, Pausanias and Sratius. The first scone
shows Thetis submerging her new-bom son in the Styx. Then follow the
boy's educition by the Centaur Chiron, the tale of Achilles with the
daughters of Lycomedes; his deeds during the Trojan War; his wrath
against Agamemnan; Thetis® request to Vulean to forge some armour for her
son; the siruggle between Achilles and Hector; and the death of the heto
himself,

The skerch reproduced opposite represents the penultimate event, Hector
has fallen and ks pierced with a lanee by Achillms. The fipure gliding in the
air it Arhene, the goddes-protector of Achilles; the gate in the lackpround
indicares Troy.

In contrast with many of his large paintings, Rubens painved these rapid
sketches entirely by his own hand. They are exquisite examples of t}_:c
untrammelled force of imagination, the suppleness and fluency of his brush-
work and the certainty of aim by which the Antwerp master roused his
figures to life and gave them character.

"The eight skewches were mentioned in 1643 in the mventory of Damiel
Fourment ar Antwerp, They subsequently appeared in the inventory of the
estate of Jan Baptista Anthoine (died 1687) ar Antwerp: In 1724 they were
pwned by Dr Richard Mead (London sale of 20th-21st March 1754), the
buyer being Mr Johmson. They then appeared in the sale of Fulk Greville
(18th November 1794, no. 49). Six of them then became the property of
A, H. Smuth-Barry (later Loed Barrymore), of Marbury Hall, Northwick,
Cheshire. The Barrymore sale held m London on 21it June 1935, no, 28-33.
Dénation feom DL G. van Beaningen o the Bovmand Museum in 1933,
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PETER PAUL RUBENS (1577-1640)

Tae Procession 1o Caivary Panal

Rijksmuseum o, 2065 Height 74 am. (29"}
Widds 55 cm. (2137)

Rubens’ large altarpicces were for two centuries the Roman Cathalic ideal
of ecclesiastical art, often imitated in Belgium and abroad, Until the end
of his life Rubens painted these colossal camvases, incloding this one for
the abbey church of Affligham, commissioned in 1639 and placed in
position on Sth April 1637. It shows the Procession Calvary, and since
1815 has been in the Musée Royale, Brussels. Several sketches preceded i
final execution, in each of which the positions and ararudes of the hgures
are different. The sketch in the Rijksmuseum is probably the one submirted
by the artist to those who commissioned it in 1634 Another skerch in
grisaille was engraved by Paulus Pontius in 1632 (now the property of
Mrs M. Q. Marris, London), while a third, now hanging in the Copenhagen
Museum, must be of & later date. Rubens had worked on this subject from
about 1615, as could be seen from a skeech formerly in the Warsaw
Museum.

The representation of The Procession to Calvary conforms to tradition
_it could hardly be otherwise, with such a theme—but i execution, its
movement and the feeling for the whole composition and each separate
figure, are Rubens’ own creation. "The figure of the fallen Christ is charac-
teristic of Rubens. On the right are strong men who hold up the heavy
cross, one of them, no doubt, Simon of Cyrene (Luke 22:26), The kneeling
figure on the left is Veronica, portrayed as a blonde Flemish peasant
woman, who wipes Christ’s face with her kerchief (a legend which is not
in the Bible and only daves from the eleventh century). Behind her we
recognise Mary and John. Surrounding the central figure of the prostrate
Christ on the path to Golgotha is 3 rurbulent crowd of Roman soldiers,
women snd children. A heavy sky of menacing clouds harmonises dramati-
cally with the violent movement of the whole scene. On the right the
gketch has been somewhat reduced.

The painting was successively i the sales of J. Meyers (Romerdam 1722),
J. de Roore (The Hague, 1747), Therese van Halen (Amwerp 1749) and
Van de Marck {Amsterdam 1773). In 1781 Sir Joshua Reynolds admired it
at the house of the collector Van Heteren at the Hague. Together with his
collection it was in 1809 acquired by the Rijksmusenm.
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ANTHONY VAN DYCE (1599-1641)

Porrasrr oF QuinTipe Smomns: Canvas

Mauorishuiy No. 242 Height 98 cm. (38,7)
Width 84 em. (331447)

Quintijn Simons, 2 native of Brussels, was a paimer by profession. History-
painting was his speciality bue thie brought him no undying glory; as an
artist Simons has long ago been forgotten. His name 15 now only known
thanks to the fine portrait made of him by Van Dyck. Throogh this he
belongs 1o the group of figures who have meant little or nothing in hiswory
but derive their fame only from the greamess of she artist who painted
them. Who would ever have heard of Frans Banningh Cock if he had pot
been painted by Rembrandr as the central figure of The Nightwarch? Who
thicks of Dona lsabel Cobos de Porcel without bringing Goya's portrait of
her 1o mind? Who knows Madame Riviere but throogh Ingres® brush, and
who knows the short-lived Spanish infant Dion Balthasar Carlos bor from
Velasqoez' vision?

The portrait of Quintijn Simons was probably painted in 1634 or 1635
when van Dyck resided st Brussels. [t begame a simple, tor wo colourful
picture. The person represented stands cloaked in a sober bur distinguished
black coat before a2 brown wall. But how well lias the figure been character-
ped | The excessively heavy moustache has been elegantly stroked upwards,
the goatee beard has been cur punctiliousty, the fairly long hair which i
hanging down has been carcfully: combed, everything o lend his exterior
4 semblance of importance which is completely and hopelessly lacking from
the face inelf, For Simons appears to us here as an insignificant man, a well-
groomed but thoroughly unimportant figure. He appears nervous. He gazes
uncermainly around without apparently loaking for in?ihmﬂ m particulir.
The fingers of the right hand in 3 mannered posture grip the coar tensely,
With grear virtuosity Van Dyck has arranged the many narrow folds of
the iy, sofl collar and white cuffs 1o take pare in this snimated composition.

This canvas must already have been appreciated for its aruistic meric ac
an early date. In the cighteenth century at any rate, it was no longer a
family possession bur belonged to the collection of the Dutchman Govery
van Slingclandt. Later it was in the cabinet of Prince William ¥ and after
thar, with his collections, it entered the Mauriohuis,

140






ADRIAEN BROUWER (1605 or 1606-1638)

PortrAT oF |an DE Doop Pancl

Boymans-van Beunmgen Museum Height 195 em. (74°)
Width 12 em. (447)

When Adriaen Brovwer was born ar Oudenaarde in 1635 or 1606, Brueghel,
*The Peasant’, had been dead For almost half a cenrury, but hic cherful,
gay scenes of country-life stll attracted grear mwerest everywhere, How
Brouwer came into contact with Brueghels art we do pot know buot it is
cereain thae it inspired him to become in his turn o painter of pezsants, raw
and triee to life. In the same period a different style of pormaying country-
life was also known: that of elegant, lightly-dreised shepherds and shep-
herdesses with flowered crooks and big hats, playing the flute and coarting
in the shade of decorarive copses with their woally, cleanly-washed lirtle
sheep nearby. Brower did not like these charming but unrealistic intellectunl
stage and drawing-room portrayals, derived from reading poes like
Virgil's Buwcolica or its comtemporary imitations. He was atrracted by
reality. His peasants are far Trom elegant. They are shore and stocky, they
wear simple clothes, the men are unshaven, the women heavy and Far; they
drink and smoke (Equal sins! Did not the poer Adriaen Poirters call
smoking ' drankenness " 3); they shriek, they fight; they embrace one another
spontaneowsly and gruffly with both arms. Brouwer's peasants are people
living close 1o the carth in poorish, loam hus. He observed them directly
from the life. They seem 10 come from the same Brabant country as those
of Brueghel, even when Brouwer moved to Amsrerdam and later, in or
shortly before 1628, m Haarlem. There he worked in Frans Hals' sudio.
They had in common & direct vision of humanicy and a bold brushstroke.
Later Brouwer rewurned o the South Netherlands where Teniers the
Younger became his successor. He died, at thirty years of age. in Brueghel's
town, Antwerp.

The pamting by Brouwer in the Boymansvan Beuningen Museum can
best be described by the French expresiion pris sur le wif; in every stroke
of the brush, in every touch, life sparkles. The panel is known as the
portrait of Jan de Dood. The Rowerdam Musoum acquired it in 1958 with
the D. G. van Beuningen Collection,
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BARTOLOME ESTEBAN MURILLC (1618-1681)

Mapossg wrry Crun Canvas

Rijksmuseum No, 1688 Al Heighe 190 em. (748/,7)
Wideh 137 em. (537u")

This impressive painting was boughe by William [ for the Magntshais some
time before 1826, a choice rypical of current raste. The Stare already
owned 2 small work by Murillo, an Aomumciation. Thereafter he was out of
favour; laver gencrations, less prone to emotionalism than the Romanticisss,
were often not abie o appreciate Murillo's art at 1 full valoe. In any event,

most Prowestant MNetherlanders probably found him oo Catholic®: 1

regrottable. ignorance of Spanish arp played them falie. Smce 1948 the

Madomma wael Child has been dlent by the Maurtshuis vo the Rijksmuseam
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PHILIPPE DE CHAMPAIGNE (1602-1674)

PorTRAT of Jacouts GOVAERTS Capvd

Rijksmusenm No. 685 D1 Height 135em, {534/47)
Width 108 cm. (424/e

Champaigne was born m Brussels where he received his trmaming e

painter, bur in 1621 he left for Paris to cemplete his studies there, Only

seven yvears later he was appeinted court pair

4 1665 he painted 2

former comnpatrior; Jacobus Govaerts, then twenty-nine, wearing a white

cectrimmed surplice, s bonner m one hand, in the ather & staff crowned
with a silver Madonna statuerte, the roken of his dignity as Master of Cere
monies. The painting was bought in 1823 by King William | from Cieneral

Rottiers for the Mauritsshuin, In 1927 it was leny 1o the Rijksmuseam.



GERARD HONTHORST (1590-1656)

PorTrarr of Puvce Feenerick HeENDRIK

ann AMavria orf SoLms-BRAUNFELS Canvas

Mauritshuiv No, 104 Height 213 cm. (837"
Width 201.5cm, (83'%47)

Of the seveuseenth-century rulers of the House of Orange Frederick
Hendrik was the greatest Maecenas, Even in his youth when he lived with
his mother in the palace in the Noordeinde, The Hague, he ordered paint-
ings to decorate the walls of his rooms. Later, after 1625 when he was
marcied and had become * Stadtholder® he had a whole series of palaces buile
and decorated with the help of his wife Princess Amalia. In this atmosphere
the grear portrair of the Prince and Princess of Orange was painred, im 1637
or shordy afterwards, On the left stands the Stadtholder in the prime of
lifc—he was born in 1584—in full armour, with the baton of commander-
in-chief i his hand and wearing the English Order of the Garter. We see
ltim s a forceful man, aware of his posivion and power and his wife as an
inzelligent and no less self-assured weman, Her black dress is adorned with
a collar and cuffs of exquisitely woven lace and she wears a fortune in
pearls on her beeast and in her hair. The red comam with a gold-flowered
background, which recurrs in Honthorst's portraits, 15 held up by a rasselled
rope allowing us to see & Hat Durch landscape where an army camp i
pitched. Strangely this ix behind the Princess not her husband. Gerard
Honthorst was already famous when he painted this large canvas. For his
candlelight effects he had been given in Traly the nickname of Gherardo
della Mote, but soon after his return to the Netherlands he abandoned the
method to concentrate an portrait-painting. A short stay m England in
1628 may have contributed o this decision. In 1637 he was enrolled as
member of the St Luke’s Guild at The Hague, about the sate time therefore
as he painted this great double portrait. It was intended for Constantyn
Huygens, the faithful secrarary of the Prince of Orange and was placed
aver the mantel in 3 ground-floor roam of the handsome living-quarters the
latter had buile for himself ar The Hague near where the Minstry of
Justice now stands. In 1800 however, the portrait was already in the
National Art Gallery. For a considerable time is had—wrongly —been hung
under the name of Michiel van Micrevels,
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FRANS HALS (between 1581 and 1585-1666)
Tue Rerast oF tHE OrmcEns OF THE 5T JORSDOELIN Canvis

Frans Hals Museum No, 124 Hewght 179 em. (70727
Width 2575 cmi. (101Y4™)

In the same vear as the officers of the Sv Adfiaansdoelen, those of the
lorisdoelen had themiclves painted ar table by Hals, Here alio the Colonel,
]_!|||1'-i:n1r.3_;r|;5 Apernout iiluj'. EstEv T S1E% 00 the {ar lefl no doube by 2 window

when the canvas was hung so that his figure would be in the bese 1

Again the three caprains are seated naturally round the mble: next to the

Colonel sits Nicolaes Verbeek, then Michiel de Wael with an empry glass
In h|' '.'1.11:|E u|:_|{ 0o Ti|-_- ri'_'l.':'_ Nil._‘.':!.i.n !q |'-!'|.l'.lr|:. |I'W ¥ |E'.I.' :.ni'.l'":'1.{lll!|.

_IJ-L'II'I;T\ Meterss L"l'&-:"l.l‘l anid Frederik Koni L '\-i! behind | |'!|:' |h:r.i
Cornelis Boudewijnsz, has got up and approaches the Colonel on the
extreme left. The three other figures are the standard-bearers and the
landlord (standing i the background; wecomd from nght)

hall of the St Jornsdoelen

The painting was made for the la
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FRANS HALS (berween 1581 and 1585-1666)

RepasT oF THE OFFiCERS OF THE 5T ADRIAANSDOELIN Canvas

Frans Hals Musenm Mo 125 H
Width 266.5 cm. (1057

e

3 om, (727)

When m 1627 the officers of the 5t Adriaansdoelen in Haarlem commis-
||'|!=1_--.j Frans ':'f||- (11 |’_~.15|}| '.|‘:|'|r |1|-r'.'_'|:t:. !‘.r.' I|i..-l1l"|; :|1;' IT'||11';|r'I-:|'|.'|.I|
I

theme in a b 1% |~,;_r\.;.-_-|-|| way The ger T!.l."l'r'll‘l'l are & ny |_'|.1_~ group sitnng

Facrer .'||;r|1.'|_'|.1|_'=_r1.*55. :y'ri.j:i-] T'|'||I ‘..::11|.'. \:.}” ‘:|':|.' |'J£ II-T"I{'.'I' T|'II' Wiﬂ'l{.'\'i'- -lﬂd
in the best Hehe, s the Colonel, the Haarlem Burgomaster Willem Voogt
In the centre are the throe capeains, Joban Schatter, Gilles de Wi
(wearing & hat) and Willem Warmond. The three heuwtenants, Ourgers
Akersioor, Marthev:s Haaswindiugs and Micolaas van h-.'!;‘.-i'lz‘. (wearmng a
hat) have been placed behind the able, on the extreme left: Those of lesser
ranl, the fscal Johan Damivs and three standard-bearers, sumnd around
them. In the background the landlord of the Doelen goes roand with the
wine iuH_ The ||E._|:1_|;:'|_ wis LI.IITIII.':_] for the St .\d!’.‘.-.‘a.l':‘.-i;-i"i‘]l'r'l At H-ilTl'U‘-"III. [t

went to the Town Hall, and then in 1913 to the Frans Hals Museum.
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FRANS HALS {berween 1581 and 1585-1666)

Tas joiry Toren Canvas

Rijkemuseurn No. 1091 Height 81 con (3177
Width 665 cm. (261/a™)

The sitter of this vivid pormraie is a5 vet unknown. He may eventually be
found among the drinking crele of the brewer Michiel de Wael; the
larter is seen in Hals' picrore of the St Jorisdoelen (1627) of which he was
captain, estentatiouily turning his wineglass upside down. Hals liked w
celebrate the virtoes of wine &y well as of beer,

This painting must have been painred abewt 1627, It was bought for
the H.i}h-,musmrm in 1816 at the sale of Barones van Leven of Warmond.

{Flease note thar the text on pages 150 and 151 ibonld be transposed. )



FRANS HALS (berween 1581 and 1585-1666)
LAaucHing Dot wrrs Bien Job Canvas

Boymans-van Beuningen Museum Height 695 ¢, (271

Hals several times painted figures holding beer jugs or tankards

|'-h

I - . i
f.;nl-._:.-_;.rr:,_': ooy I one of these ]"]l'- Tur I|.|1 -.II;.;'!,-:l:-I-. '.h.{l J!‘." Wit 2 stdman

was

or a fishermun, The simple earthenware mnkard with a pewter
common e 0 Holland ar thar time. The boy shows cheerfully thas his
mug s empry, w|'.1|-_-' a |.'.'.|:_'!‘.1'|.-:_' rrn'.'!ii loaks on

The namungE 1 from pi.‘;!-‘. i.i,i_ih; E\|_':;|'l|1 and must date from ,.1|:'_h|l'|r
162730, It belangs 1o the Almshouse Vian Aarde at Leerdam and has been

tent o the Roterdam Muoseun:
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JAN MIENSE MOLENAAR (1610-1668)
Eamiry Group

Fraris Hals No, 213 b
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JAN DE ERAY (1627-1697)

TennmNG THE ORPHANS Canvas

Frans Hals Museum No. 35 Heighe 1343 cm. (337)
Width 154 cm. (60%s")

The representation of the Seven Works of Charity had become a frequent
subjéct by the end of the Middle Ages, sspecially in the MNetherlands. The
theme is taken from a Life of Christ by the monk Ludblphus of Saxony,
inspired by a passage in St Marthew (25:3546), By practising the Seven
Warks of Charity; namely: feeding the hungry, refreshing the dhirsy,
giving hospitality to strangers, clothing the naked, visiting the yick, taking
care of prisaners, and, finally, burying the dead, the good Christian could
aspire to heaven. After the Reformation Prowstants no longer accepted
Ladolphus’ rext, But the Dutch continued to exercise charity, doing through
the Reformed what had formerly besn done by the Roman Catholie
Church. In this way Duwch towns got more orphanages, almshouwses and
charirable institutions than could be found in any other country in the
warld. There soon appeared in the decorations of these rooms of these
institutions 3 new isonography, based on tradiuon bur adapted to the
changed circumstances. When Jan de Bray was commissioned in 1663 to
execute a picture for the Orphanage of the Poor ar Haarlem, the subject
he chose was not new. Frans Pieterse de Grebber, amongst others, had used
it in a picture (1620), now in the Frans Hals Museum. Nevertheless, de
Bray’s treamment of the theme is decidedly modern: He successfully created
a synthesis of the old an new in a characterstically gay and balanced work:

On the left a woman dresses two poor children. She is helping a small
boy to put on & néw black jacket, with one red aleeve. This was the dress
of the Haarlem orphans which they wore untl the twenticth century.
Another woman on the right is distributing bread, large slices such as the
Dutch sl #ac woday, An orphan girl—she can be recognised by her black
dress with 2 red sleeve-has gratefolly mken a thick sdice of bread and
butter. In the foreground a boy ir eazing happily while another is obviously
pleased ar putting on an orphan's dress, Behind the woman with the bread
a pale boy is drinking from a pitcher. He i the only one to look pale—zll
the othets are rosy-cheeked and round-faced. The composition of the paint-
ing is vivid and natural. By placing figures in front of the dais where
charity is practised, de Bray gives the scene a depth completely in keeping
with the Baroque ideas of his time, This painting has been in the Frans
Haly Museum since 1913,
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JOHANNES BOTH (1618 or later —1632)

ITauan Laspscare wims SEETCHERS Canvis

Rijksmuseurn No. 391 Height 187 cm.. (73%,7)
Width 240 em, (94%/:")

More than the Italians themselves it was the fareign artists who, captivated
by the natural beaury of the Apennines and the Roman campagna. painted
them and made of them an ideal landscape. It 35 difficalt to establish wha
centribued more w this, the French led by Clands Lorrain and Poussin,
or the numeroes Duwch ' lmlmnsers”, Jan Both was one of the first of
these. In his large landscape in the Rijksmuseum the artst shows himself
from behind in conversation with an Iralian shepherd. He is no doube
making 1 shetch like his companion oppesite him. A liede further to the
right, a group of travellers passes by: rwo mules are loaded with a licter,
while three others follow with luggage, gazed ar by some shepherds whose
goats, on the left under the trees, are lying chewing the cud. Butr these
figures are really incidental, doing no more than filling in the grandiose
landscape. The setting sun envelopi in a golden glow mountais, castles
and the mirroe-like lake [probably Like Trasimeno), The contours of the
high rocks in the middle distance have become sharp but the bluish moun-
miny pn the horizen are dlready beginning to fade. The foreground is by
now in shade, but under the high rees on the left falls a last sunray, giving
far a moment remarkable fleeting depth 10 3 fow plans, humans and
animals,

This concepe of ltalian namire was 1o remain an ideal, the rrue idyll in
many countries of Europe for & very long time w come. Thas it i diffiealy
to over-esunmate the momtive given t the development of this type of
{andscape art by Jan Both and his followers.

This great picture 15 fimt mentioned at the sale of Quinjn van Biesam
at Amsterdam in 171%9; next at the sales of Pickfart in Roterdam in 1736
and Thomas Hamler in London in 1833, Later it was part of the A, van
der Hoop Collection ar Amsterdam; who bequeathed ip in 1854 w the
wown of Amsterdam, Since 1885 it has been lent by the rown 1o the Rijls-
S,
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JAN VAN GOYEN (1595-1656)

View on THE Meuse, DoRDRECHT Panel
Rijksmuseum No. 989 Height 55.5 am. (21%4")

Width 72 om. (28347)

Dordrecht was proud of being Holland's oldest town, the first to be granted
1 charter. Did van Goyen know the glorious history of the own? Was the
monomental Grear Church with its heavy uncompleted tower anything motre
1o him than part of 2 picture? Cenainly 2 number of Durch seventeenth-
cenmury townscapes were inspired by local patriotism. This thoroughly
Dutch riverscape is dated 1648,

The painting came from the sales of |, van der Marck (1773); 1. J. de
Bruyn (Amsterdam, 1798); A, van der Werdf of Zindland [1511); A. Lacose
{Dordrecht, 1832);: the cabinet of ], Lambouts (Dordreche, 1850); the collec-
pon of 1.. Dupper Wan, who bequeathed it to the Rijksmuoscum in 1870,




; - Canvas
Rijlemusewn Neo. 990 Height 88.5 cm.. (34
Width 1105 cm. (43U2")

lan van Goyen was bornin 1596 at Levden. He lived and worked in this
town until some time between 1632 and 1634, when he moved o The
Hague There he painted this pioture m 1641, The canvas obviously takes us
to the edge of the dunes, pussibly somewhere between The Hague and Ley-
den, To the left, in the middle distance, strerches the low ground along the
foog of the dunes, It is doubitful whether the place could be identified. Same-
times van Goyen paintéd his landscapes rnie to nature; ar others mot, The
painting was in the ale of A. Lacoste ar Dordreche in 1832; undl 1850 in
the cahinet of ]. Rombouts of Dordrech; then in the collection of L. Dupper
Wazn of that wown, who bequeathed [t to the Rijkemusenm in |8




HENDRICK CORNELISYZ VROOM (1566-1640)
THE Sxmnc oF East-Inoies MeERCHANTMEN Canvas
Rijksmuseum Mo, 2606 ¢ Height 1035 cm. (40%,7)

Width 1985 cm. (78%/27)

Hendrick Cornelisz Vroom opens the line of great Dutch marine painters.
Admittedly, he did not invent the genre but older pictures (on panel or @
prints) had been occasional pieces by masters who wsually applied them-
selves o other subjects. Vroom, however, devoted most of his life w the
seddcape.

Here he shows the sailing of & number of Easi-India ships on s May
1598, Three years previously Dutch ships had for the fist time andertaken
the trip to the Far Ease. It was the beginming of an intensive and prosperous
trade. No wonder that this second voyage to the Fast drew grear atnention,
The Commodore’s ship, Mawriting, sails majestically our of Marsdeep
followed by seven other ships. On the one side is the extreme tip of the
Dutch coast, on the other lie the dunes of the fland of Texel, In the fore-
ground, onlovkers enliven the scene. A woman cries into a big whire hand-
kerchief; in a rowing boat srands a trumperer blowing a last farewell w
those leaving. Was it perhaps the *Linle Song of the Prince of Orange’,
the Withelmus already famibar ac that tme, which was played on-such
occasions? In 1930 the painting was donated o the Rijksmuseum by
Dr J. W. LJzerman of Wassenaar.
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JAN VAN BE CAPPELLE (1626-167%)

Toe STari-sance Greerep By THE Home Fieer Panel

Ritksmiusenm No. 681 Hﬂight 64 am: (251447)
Width 92.5 cm. (36!/2")

The scene depicted on this painting would at first sight appear 1w be
realisuc. Ships fired salutes and with broad gestures of the anms the crew
welcomed rhe occupants of the sloop rowing alongside, inciuding the popu-
lar stadcholder, Prince Fredenk Hendrk: But the artist himself can hardly
have seeq this visit to the fleer, for the panel bears the date 1650 when
Frederik Hendrik had already been dead for three vears, Thux Van de Ca-
pelle’s scene is imaginary, possibly an in memoriam for the Prnce, or just
an arresting scene without any listoric or allegoric content, a very suctessful
portrayal of @ mood. For this the painter consulted his mawer, Simon de
Vlieger, who in 1649 had painted a similar visit to the flees by the Prince
{Akademie, Vienna); apparently a Favourite theme, there was a second ver-
stom by Van de Capelle (Boymans - van Beuningen Muosemm, Rocterdam),

The painting is amongst the oldest possessions of the Rijksmusenm: in
1808 it was already in che National Museum ar The Hague.




AERT VAN DER NEER (1603 or 1604-1677)

Roverscars 8 WinTes Canvas

Rijlomusenm No. 1720 Height 64 em. (25'4")
Width 79 em. (311/s7)

Van der Naer's ice scene showy amilarities to as well as differences from
that of Avercamp which is reprodiuced on page 133, They are alike, in the
first place; in the theme 2¢ well ai in i design, with the wide, frozen
river full of skaters in the centre and the houses on the left, while the high
sky 15 clouded, Bur Van der Neer was no maker of miniatures as was
Avercamp. He was just as mterested in the derails of the Ggures but he paine-
ed them with a heavier brush. As a reolt his men became sturdier, more
robust and less affected, bur also less carefree. Their size increased some-
whiat, their numbers decreased considerably. Van der Neer added few women
to his scene and no girls ar all. Also missing are the peasant women in their
flowery dresses. Thus there is comiderably less variecy although the *kolf”
game, sledge and horse—drawn sleigh remaia. The simple village has now
been roplaced by a large wwn with numerous siriking tall towers, Such
a richly vatied skyline did not exist anvywhere in the Netherlands of those
days. It is most like that of seventeenth-century Antwerp but che frozen
river does not show any resemblance to the Scheld:

With Vin der Neer the world has become more respectable, broader in
style, heavier in tone and form. Even the clouds and the sheafs of sunmays
which halo the wwn share this quality, The dark tones of the tree trunks
in the foreground accentuare it particularly. This new concepr is an im-
provement over Avercamp, prodicing a wider vision. The hranches in the
foreground combine with the high trees on the right, the lower ones on
the left, on the second plane, and finally the dack clouds in the sky, 0
provide a framework for the scene and weld it firmly into a whole.

"This wmt:m:npc used 10 be in the collection of Edward Gray at Har-
ringay; later, in 1839, with Brondgeest; and finally it became the property.
of A, van der Hoop of Amsterdam who 3 in 1854 bequeathed ic o the rown.
Since 1853 it has been loaned 1o the Rijksmuseum.
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LOUIS LE NAIN (1593 2-1648)
Two Gints

Canvas
Boymans-van Beaningen Museam No, 310

I Height 41  em. (16447

Width 303 em. (127

In the seventeenth century Dutch and Flemich realism was paralleled by

nung in France; contacts certainly existed between the rwo.
The most tmportant practitionery of tf

"bourgenis ' pai

his trend were the three brothers Le
M, Anroine {15887-1646), Louis(15937-1648) and Marthion | 1607 i-16771.
They came from Laon where they must have recetved their firss prainine
from a Dutch or Flemish artisy, It

is difficults 1o decide which pairitings
belong to each brother. Thar chown here may be by the hand of Louis. In

1908 it was donated o the Rotterdam Museum by Adolphe Schioss.
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BARTHOLOMEUS BREENBERG (1599 1600-berween 16535 and 1639)

Pravian Laspscare C

Maiireshuiy No. 932 Heighe 513 am. (20
Width 78  cm. (30%47)

The present-diay museum public, Intérestad as it i in' the old Ducch masrers,
ustially. does not realise the extent to which in Durch art of the seventesnth
centiry there wis 3 conflice between native and Ihternational conceprs
Bartholomeus Dreenberz was of the lamer school. At Rome be came in eon
tact with the German pamter Adam Elsheimer, with Paul Bril, a native of
Antwerp, and worked with the Urrechr artist Cornelis Poelenbuty. After his
return to Holland he was one of those who made sunny, southern landscapes
popular in Holland, He filled them dut with picturesque fragments of real
bnldings and ruins, magmatively armanged. Here the wall of Aurclianus
which surrounded old Rome 15 placed beside fragments of architecture From
ANTIQUITY, bur the mountams and the casile in the distance lovk as if Ihl-'}-
have been remembered from a journey through the Alps, The painung was

int the collections of Lord Ezerton, '|'hl.'~.ii|§l..'r and Alfred Brod in London
and was bought by the Maorirshuis i 1959,




JAN BAPTIST WEENLX (16211-before the end of 1663). Tir Visrr oy Josak ¥ax Test 1o Visason,  Canvas

Height 100 am. (36%.7). Width 179 em. (70Vs")

Rijkemuoseum No. 2620 A |

The tosn in the dismance, o the lelt of the conre, Iy Gon, an. Imporiant

Portwguese settlement in India, The ships lyimg i front are Durcch and

blockads
laring up. The figure an the white horse ls the Paymaswer of die Floet

Nalhica sl b
Johan van
India Company, i going to pay & visit to the pative

l-l‘:: .!\-’u n

%

G E 4 g
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Twrist

the town durmg ong of the tolania]l wars which ‘were forever

who, 23 Amhaszador of the Unlied Netherlands Fasi-
king of neighbouring

of gold thread with which the raler has hooonred him

i already hanging over bis shoulders. Ao Indian sreward seated on 2
beauniiul biack horse stcompanies fum, To the right, women and children
ully greet the welcome Zuest Thiz event took. place 10 1637, bus

cl
Weenix's rendering owes much to the magination, although the topography
ol the town seems reliahle. The artist himself liad never been in the Fast

In 1953 the painting was bought by the Rifkenusenm.
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PAULUS POTTER (1625-1654)

Horses A Fiein Panel
Rijksmuseurn Mo, 1911 Heght 235 em. {(90°)

Widdh 30 em. (LIWGT)

This painting it not the most characreristic work by Potter. As a rule he
limited himself to eahiner-pictures and his pamrtings of cattle were simple
in design. OF a cheerful temperament, be liked to see the Duich meadows
with the sunlight pouring over them on a beautiful summer’s day. Possibly
his munny vision was influenced by the ars of the " Italiznisess' but during
his short life he never visited the South. He wsually placed the horizon very
low, at it is only seen in the flar Dutch polders —an impormant sep in the
development of 20 individual Duteh vision of a linr_{n._i;&c. Horses i a Field
dates from 1649, The artist himself made an etching of i, with & few
changes, Bought in 1833 by A, van der Hoop at the sale of Jonkheer ], Goll
van Frankenstein at Amsterdam, in 1834 1t was bequeathed to the city of
Amsterdam and in 1885 lent to the Rijksmuseum.
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EAREL DU [ARDIN (1622-1678)

TrE Younc SHEPHERD Panel

Mauritshuis No. 760 Height 31.2cm. (12Y47)
Width 37.6 cm. (147/:7)

About the scene of this painting linde can be said. Somewhere- in Iealy,
probably in the Cimpagnas, & shepherd boy plays with his dog. He has
placed a basker with foud and a barrel with drink by his side. A sheep
and a goat are quictly chewing the tud and a lean white horse is grazing.
Some bare bones {botoom, right) provide 2 foil. In the distance rises the
bare massif, monumental and inaccesible, and above the deep-blue Italian
shky. Berween this background and the immediste foreground glides a
minute bird of prey. Everything in this pancl breathes peace. It i nos
dated. 1t must belong to the lasy period of the amist, who died in 1678 in
Venice. Presented by J. Goodstikker of Amsterdam 1o the Maurishuis, 1919,




JAN ASSELIJN (1610-1652)

Toie THAEATENED SWaAN Canvas

Rijksmuseum No. 382 Height 144 cm. (56%47)
Width 171 am (67%:")

In this painting a life-size swan, scolding loudly and violently clapping
his wide—spread wings, defends hiy nest of eggs against the threat of a
dog which comes swimming along from the left. It was the fist work
of art bought for Holland's oldest public muscum, the Nadonal Art
Gallery at The Hague. The Director, C. 5. Roos, wrote on 11th June 1800
10 Gogel, the representative of the Ministry of Finance, that he had bought
it *for next to nothing, namely for Fls. 95 —with premium and rable-money
Fls. 1080."

The subject, though not occurring often, can yer not be ealled rare. It
was almost certainly not an original idea of Aselijn’s. The vigurous com-
position and forceful painting suggest that this undated piece is among the
late works of the artist; The clear, bluish colouring as well as the moun-
tainscape which completes the horwon, are typical of the concepts of the
*ltalianisers’ among the North-Netherlandish painters, to which group
Asselijn belonged. He had stodied in ltaly and had in Rome come under the
influence of Claude Lorrain among others.

Later. the subject of the threatened swan was made into an allegory by
inscribing unider the bird the words THE GRAND PENSIONARY, on
one of the eggs the word HOLLAND and above the dog the words THE
ENEMY OF THE STATE. By "The Grand Penstonary” wai meant Johan
de Witt who, when young, had writien poems under the transparent nom
de-plume of “Candidus’. The white swan was his family crest. The nten-
tion of the allegory is therefore plain even if the meaning of *The Enemy
af the State” remains unclear.

Jan Asselijn, however, can have pouessed no knowledge of all this as
he died before De Win had been appointed Grand Pemsionary and before
the Republic became seriousdy theepened either from withour or From
within. It Is not known who added the lestery o the canvay but from the
evidence it may be deduced that it came from the estate of Jean Deutsr,
a brother-in-1aw and great friend of De Witt, who, in_honour of his great,
much-admired brother-in-law, had Awelii's painting, which he already
possessed or possibly boughe specially for the vecasion, made into an
allegory, m sccordance with the spirit of the time. In 1800 after the Jean
Deutz sale the canvas again came under auction in Amsterdam, in the Gilde-
meester Collection, and was bought for the National Art Gallery.
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THOMAS DE KEYSER (1596 or 1597-1667)

PreTER ScHouT Copper

Rijksmusenm No. 1350 Heighe 86 em. (337/4")
Width 69.5 em. (27V4")

Impressive, life-size portraits of horsemen such as were popular with
niost of the Wesr European aristocracy in the seventeenth cemury, were
only rarely orderad in the *bhourgois’ republic of the United Netherlands,
We know of only two: Rembrande's vivid poroaiv of the Amsterdam
burgomaster’y son [acob de Graeff, rding ar the head of a plamon of
horsemen before the coach of the young Prince William 1 (National
Gallery, London) and Poster's less ponderous; more dashing portrait of 2
rider in the Six Collection at Amsterdam. Even in a smaller size more
suited to the dimensions of Dutch houses, few horsemen were painted. In
the seventeenth and sighteenth centuries the Dutch with the exceprions of
the well-to-do youth of Amsterdam, seem t have practised horsemanship
less than the noblemen of other countries. There were a few painters of
such subjects, Thomas de Keyser being the most importany,

Pierer Schour, who had himself porrrayed on horseback by Die Keyser,
lived in Amsterdam from: 1640 o 166%. The paintng 15 dated 1660, In
the summer of that year the Prince of Orange who was not yet ten years
old, and who later became William LI, paid an official visit to Amster
dam with his mother, Mary Swart (davghter of Charles 1), The city wel=
comed the princely company with great pomp. A< happened often on
such occasions, a splendidly amired guard of horsemen, all impormant
townsmen, met the visitors and accompanied them on their festive entry,
Ong of the commanders of thiv cavalcade was the above mentioned Jacob
de Graeff; Pieter Schoot wias also among those raking part. Naturally
enough, he chose 1o pose in the handsome costume which he had been
wearing, and on the noble animal he had ridden, w commemorae an
event important in the eys of his contemporaries. Thus originated one
of Thomas de Keysers's subtle linle paintings, minute in dewil, pay in
colouring, harmonious yer always lively in composidon. The figure is
painted with great skill. Whether the landscape was added by the painwr
himself, is not quite cermin. Dr H. Schoeider believes it is by Adnaen
van de Velde

The portrait of Pieter Schout on horseback remained family propesty

until Jonkheer J. 5. H. van de Poll bequeathed it on his deach in 1850 1o
the Rijksmuseum,
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PIETER JANSZOON SAENREDAM (1597-1665)

St Many's Cruncy Ureetsr Canvas

Boymans-van Beuningen Museum No. 399 Height 1105 cm. (43'/2")
Width 139 em. (349347)

As the son of an engraver Pieter Saenredam had grown up in an artistic
family circle and it was therefore not strange that he devored his life to
art. He became & painter and also architectural draughtsman o, among
others, the architect Jacob wan Campen, his fellow-townsman of Haarlem.
Van Campen had also been trained as a painter but made his great re-
putation particularly by his buildings. Saenredam’s pictures often make one
wonder which art interested him most—painting or architecture. Baides
these two, he had yes another mterest; the Middle Ages. This deserves anen-
dion, for the first hall of the seventeenth century cared lipde as a rule
far what remained from the* Gothic dirt’, as Constantijn Huygens chose
0 express it once. Saenredam shared this remarkable menzal disposition
with van Campen; it does not even seem impossible that the lareer induced
him towards it. These three areas of interest are united in the painung of
the Mariaplaats ar Utrecht. The Church of Mary dated from Romanesque
times, When the Reformation broke through, the building came 1o the
Prowestants bur—strangely enough—the Chapter was allowed to conunue
as the worldly dutiss which the canons performed besides their spiritual
tasks were nor abolished. The only difference was that in futore the
gentlemen had 1o be members of the Dutch Reformed Church, This lent
the chirch a halo of respectability throughout the entire seventesnth and
eighteenth centuries, which may have been an additional reason for Saen-
redam choosing this time-hanoured building as the subject of a painting.

It was & happy thought an the part of the artist not o place the church,
which forms the main motif of the scene, in the centre of the canvas. Thw
he avoided the stiffness 1o which the portrayal of such a flar fagade seen
from straight in front, might have led. Now the viewer's eye glides over
the quict, innmare little square on the left, then moves upward and reaches,
by way of the two spircs i the background, those of the ‘Buurkerl”
(Neighbour's Charch) and the dome, the theme proper which, with the
ascending lines of the roof of the transeps, the chancel tower, the nave
and finally the clock tower, closes off the compoxition, The heavy mas
of the Romanesque structure also has a closed effect and it is indeed
fitting in this acrangement that the door should be closed: Afrer all, =
Romanesque Church did not open irs doors invitingly o the faithful.
Rightly, therefore, the little figures which give life to the painting are
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quite unconcerned with the church, They are interested in one anocher or
mymiersed in their own thoughts. Iy i doubrful whether these dliscrees, but
emlivening colour accents are the work of Saenredam himself. Their lively
style seeme to betray a different hand

The canvas is dared 1663 but was painted after 3 deawing which Saen-
redam had already made in 1636 (Teylers Moseum, Haarlem), The Church
of Mary was pulled down m 1813

I'he painning was boughs by the Boymany Museom in 1872,



GERARD HOUCKGEEST (about 1608-1661)

Inreion oF THE New Chorcs At Dever Canvas

Mauritshuis No. 58 Heght 56 cm. (227)
Widch 38 cm. (157)

Churches have always from olden rimes been painted by Dutch artists; In
the kater Middle Ages, they formed for Jan van Eyck, Rogler van der
Weyden or Geertgen tor Sint Jans, a sulmable background to Madonnas,
the fipures of sainre or other religious scenes. ln great measure they
suggested the atmosphere of devorion which should emanate from such a
piece, The Reformation secularised the church morif, as it did s many
others, and elevated it from 2 srylish background for something that was
comsidered more important o a subject worth portraying in iself, A whole
group of Durchmen now began to concentrate on it and Gerard Hovckgesst
was one of them. He was a native of The Hague bue later moved to Delft.
The two grear medieval churches of shat town were his most cherished
theme, The painung in the Maurishuis represents a view into the New
Church which dates from the fourteenth and fifreenth conturies, Through
the white-washed pillars is seen the wmb of Prince William I of Orangg, the
masicrpicee of Hendnck de Keyser, which was ercceed n the years
1614-1622 by order of the Staws, m honour of the ' Facher of the Facher-
land”®, in the choir which had been lowered 1o floor level. Tx was the most
beauriful romb to adorn 2 Durch church during Houckgeest's life; Both for
this reason and because of the memory of the beloved prince which i
honoured this monument enjoyed grear popularity and the queston arises
whether Houckgeest, in his Interior of the New Church, intended w pame
an undoubredly picturesque church interior, or the tomb which had for
every right-minded Duwhman so many historeal associanons. Above the
monument hang gaily painted wooden coats of arms in honour of Prince
William, his fourth wife Louise de Coligny and his sons Maurits and Frede-
rik Hemdrik, They all rese in the family vaule which is under the tomb.
These coats-of-arm unlortunately disappearcd dunmg the French Revo-
lution. The cournmment lantes with smandards on the walls were probably
From princely [unerals,

The viewer will also observe that naughty boys have drawn dolls in red
chalk oo the foot of one of the pillare!

The painting in the Mauritshuis i dated 1651, A the sale of ). van
Kinschot of Delft on 21s July 1767 it was withdrawn. Shorily sfrerwards
Prince William V- bought the painting for his cabinier, With the rest of his

collection it came 1o the Maurishub.
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EMANUEL DE WITTE [about 1617-1692)

InTERIOR OF THE PORTUGUESE SYNAGOGUE TN AMSTERDIAM Canvas

Rijksmuseum No. 2698 A3 Height 110 em. (43'4")
Width 98 cm. (38%/47)

The Portugusse Synagogue i the most beautiful in Amsterdam and perhaps
in the whole of Europe. It was buile by the Amsterdam surveyor and
master mason, Elias Bouman between 1671 and 1675, This was the period
when many Portuguese Jews, together with the Spanish onss, had achieved
great wealth there, after having been driven from the Iherian Peninsula
on account of their faith and having fled in large numbers to the Free
Republic of the Netherlands. Quite a few grear gentlemen were among
them, noblemen somenimes, a few of whom could even boast blood rela-
tonship with the governing House of Braganza. They adapted themselves
well 1o their new fatherdand and so it was possible for their house of
prayer to become a characteristic expression of the cool, reserved, smely
Dutch classiasm which had lirtdle need of pstentation 10 express distinction.
The building was in the shape of a rectangular block. Four hoge Tonic
pillars of sandstone support the three parallel wooden barrel-vauls. The
noble amplicity of the building, with the beautiful play of Lighe through
the high windows did not fail w captivate Emanuel de Witee, The painting
became an exception among the work of the gified painter of Calvinisne
whitewashed churches; as a rule he was not intorestéd in modern butldings.

With loving brush lic allows the sunlight o glide over the white pillars
and walls; he eanlivens the monotony of rhe walls with the rhythmic
verricaly of gav red curraining and he plays, at It were, with the contrmst
berween the wids, sober white space and the ¢rowd Alling it The tones
which predominate there are the brown of the dresses and the black of
the many big round haws which the men wear on their heads as prescribed
by the Jewish religion. But one figure shows up as being differene from the
rest: a tall blond young man in 2 somewhat uousual light blue over-
enar with red trimmings and red wockings. He stands in the full light of
the foreground and his appearance is important 25 a foil w the effect of
depth in the painting, Brightly polished yellow copper candelabra with
decoratively bent arms give a further feeling of space. It s remarkable
thar all this occurs on the lower half of the canvas; the wp is almost
entirely raken up by the three enormous brown wooden barrel-vaults seen
in marked perspective and the beavily profiled archioraves.

The pamting came from the Kaiser Feiedrich Museum ar Berlin, was sold
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to a Berlin arc-dealer, became pari of the Amon Jurgens Collection in
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GERARD TER BORCH (1617-1661)
PorTrair Or GODARD VAN ReEfDE van NEGELHORS] Copper
Rijksmuseurns No. 573 A6 ] 5cm. (534"

e (4087

Pormaarr oF Counr vax PEvARANDA

Boyvmans-van Beuninpen Musegm

ial avention among miniatore porteait

vart rulers or arhtocrate, as here

MOST

rd van Reede, Lord of Nederhorst (15881648} member of an old
mily. His pallor reflects his brad health: he dicd that year
tay at Munster Ter Borch alw painted the leader of the

r e Dracamuonte y Gurman, Count of Penaranda

slegation, Gaspa

(1590-1676). Whar a difference besween these two sivters;, of abour the
; !
b

Fames ags Pendranda s in wealth, l:|'_‘;|'_;"'|:uj1 -_'!|_-|_:_".r';r and: alerr,. We
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omes it was in the Kremer Collection, Pans, and the sale of E. Warneck
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Pans. It was bought in 1926 by I} G. van Beuningen at Rotterdam and

entered the Boyman,

van Beuningen Colleciion m 1958
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GERARD TER BORCH
Lapy Werring A LETTER Panel
Maurishuis No. 797 Height 3%  co |

Width 295 cini. |

Ter Borch is alio well known for his fine interors with fgires, often

.'1l_|_'||:1|'|.-_-|'.' of |,'1'|._ artiet’s tamily. Thus the beantiful letrer writer m thi

Mauritshuis is probably his sister Getina. The painung must lave origi-

nated abour 1655 or shortly afterwarde It comed from the avetion of the
Duc de Choiseul (Paris, 6th April 1772), was later In the Six van Hillegom
Collection ar Amsterdam, was bought ag the Six avcrion (London, 16th Oc
tober 1928) by Sir Henry W, A. Deterding and i

same vear o the Mauritsshuis. There are several replic:




VAN Ri IN (1606-1669)
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REMBRANDT VAN RIIN (1606—1669)
Tosrr AND ANNA Wit THE HE-CoAT Panel
Rijksmuseum No, 2024 A 12 Height 39.5 em. (15%47)

Width 30 am. (11%47)

The panel with the story of Tobit and the lirtle goar s dated 1626, It 15
the earliest work by Rembrandr to be seen in 2 Dutch muscum, The story
shown: here is in the Apocrypha (Tobit, 2:03-3:6), Anna, wife of old
blind Tobit has been paid for her wool spinning and given a lirdde goac
When she comes home with it and the old man hears the animal bleating,
he rhinks she has stolen . He refuses o believe her explanation that it
was a present and, desperate an the thoughe thar his-wife has sinned, prays
to the Lord that he may die rather than hear false words.

The subjecr and the composition of the scene were not an original ides of
Rembrandr’s. He copied the scene from a print by Jun van de Velde, made
after a drawing by Willem Buytenwech, making scarcely any ¢hanges at all.
Some parts of thiv early work are unprecedented in their excellence of
painting, for instance, the subtly claborated grey-brown fur lining of
Tobias' worn putk gown wnd the Folded hands of the old man. But the
piece also containg weale spots from which it can be wen that the areist
biad not reached full maturity yer. The action of the two figures is very
theatrical; the space of the lietle room in which the performance - for that
is really what it Is~is enacted is improbably narrow and the artist does not
make it clear to the viewer how the hut, which seems over-full with all
kinds of domestic utensils and Anna’s spinning gear and in which the fire
secnn to be placed directly on the stone floor, is arranged. The rendering
of the various elements is intensely detailed, in accordance with the custom
of the Leyden school of painting, Whereas his companion Gerard Dou was
later to achivve even greater refinement in this direction; Rembrande
abandoned this technique after he had left Leyden. The broad wuch and
the mystical combinarion of light and dark for which the painter became
famous are scarcely present here. That, too, he was only to develop in his
Amsterdam period. The stary of Tobit gripped Rembrandt throughour his
life. In 1645 he repeated the story of the lile goar; in 1659 he was to
painit the old couple again, waiting for the return of their son, and he
also devored etching and drawings ro this story.

“The painting comes from the Tschugin Collection in Moscow and later
went into that of Dr H. Baron Thyssen Bornemisza of Lugano, Baroness
Bentinck née Baroness Thyssen Bornemisza of London lent it to the Rijls-
musenm in 1956,
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REMBRANDT VAN RIJN (1606-1669)
i Stonwe BrIDGE Papel
Rijksmuseum Mo, 2020 Height 295 em. (11'/:7)

Widih 425 cm. [(16867)

In the yeard when he lived in Amsterdam Rembrind: roamed about a lot
in the mrroundings of the city, armed with his skerchbook and drawing

per. The landscape with the stone b
was the result of one those excursi
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sallles, 1863) and th Marguis of Lansdowne (Bowood, [883) Bought by
the Rijlemuseum ag the sale of James Reiss of London in 1908 with con-
and Dr A, Brediuos.
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REMBRANDT VAN RIJN (1606-1669)

| AUGHING SELF-PORTRATT l:._l’r';.'-'!

Maurizshuis No. 598 Height 154 cm. (6"
Wideth 12.2cm. (47

I'ere have been few painters of laughter. The hxing of thay one moment
of gaiety which transforms the face is: among the mose difficule pasks

Rembrandt dared it, and was successful, The painver wears an iron collar

re a soldier, why 15 not known, He often portraved himself and
others in desguiaes

About 1629/1630, Prom the auctions of Van Cleef (Pars; 2nd April
1B64), C. de Boissitre [(Paris, 19th Pebrusry 1883} and the Langloms
Paris

Caollection, Bouelit m Pariy by the Maurntchuis in 1895,



REMBRANDT VAN RIIN (1606-1669)

Susanna Batnmg Panel

Mavrizshuis Wo. 147 Heighe 47.5 em. (18947)
Width 3% ¢m. (15%7)

Anxiously Susanna rturns away, hiding her nakedness as well as posible.
Beautiful in the classical sense of the word she is not, and we know that
Rembrandt was criticised for this reason by those among his contemporaries
who advocated the ideal of classical beauty. They wiched to see a naked
figure as an ancient Venus statue, bur Rembrands, never having been in
Ttaly and knowing the Greeks and Romans only from books and pictures.
and being little impressed by them, was of a different mind, To him the
story of the chaste Susanna was not an excuse for displaying the splendid
ideals of beauty held by antiquity, but 2 pathetic human case

The story of Susamna was a cherished theme amosg the painters of the
Baroque. Unedifying ac ir is, it does not apear in the Bible bur at the end
of the Old Testament Book of Daniél (Daniel 13) which is counted among
the Apocrypha. In it one reads thar Susanna lived in Babylon and was
the wife of the wealthy Joachim. As she went bathing one day i the court
of her house, having sent away her maids 10 ger ginmment and soap, she
was sucprised by 1wo old men.

Contrary to most painters, who portrayed Susanna in her full bezuty,
still unaware of the disaster awaiting her, Rembrandr chose the moment
in: which she became aware of the warchers and cowered away in her
fright. Not the beauriful picture thar the old men saw before them with
their covetous eyes, bur the reaction of the suddenly surprised woman
intocent of any evil. The beaudful clothes lying beside her, the golden
aintment pot on the edge of the well, which is handsomely decorated with
lobe ornaments in relief, and the stately palaces of Babyloy In the back-
ground are indications of the environment in which the deama unfolded.

The date on the panel (enlarged on the right) should perhaps be read as
1637, The painting is from the aucrion of P, ], Snijders (Antwerp, 23rd
May 1758) and from the collection of Goverr van Slingelande. In 1770
it was bought by Prince William V and with his collection it came o the
Maurishuis,
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REMBRANDT VAN RIJN (1606-1669)

PosTearr of REMERANDT's Sow Trros Canvay

Boymans-van Beuningen Museum No. 351 Height 77 em. (30'47)
Width 63 em, (24947)

This is how Rembrandt saw his thirteen-year-old son sitzing, 4 small boy
huddled behind 2 wooden desk 100 high for him, the ink well in an opened
leather bag dangling between the fingers of the left hand, the quill-pen
in the right hand while he presses his thumb against his soft child's cheek
and stares before him, pondering over what he will pur on paper. On the
brown-blond curly locks lies a warmly-coloured berer. A somewhat brood-
ing obscurity reigns over the room but bright light falls on the child. How
different from Jan van Scorel's clesr poriraiz of the sprightly, perhaps
somewhat precocious, schoolboy (page 111) is this young Titus saring
dreamily ahead of him. Yet here is the same theme, although treated in a
twially diffecent manoer. Indeed, like Scorel, Rembrande had been taught
Latin ln hiv younger years and like him he had come 10 know the spirit
of Humanism, but in 1653, when his son sat for him, thar was 3 long time
2g0. Ar this period artiss were not concerned o display their learning:
they were imetested in 3 humanistic mosif only in so far as it provided
material for 2 purely pictorial creation and an interpretation of deep
human feelings,

Rembrands remained i the grip of the subject. About a year laver he
was to paint Titus again, reading o book, again with the berer an the
exuberant curly hair, liv by a single sunray which gleamu through the
dimness of the room (Kunsthistorisches Museum, Vienna), This portrait
of young Titus comes from the callection of the Farl of Crawford and
Balcarres, London. It was bought by the Foundation of the Boymans
Museum in 1940
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REMBRANDT VAN RIJN (1636-1669)

Save LisTenmic 1o Davio Poavivg oxN THE Hare Canvas

Maarishuis No. 621 Height 1305 em. (51347)
Width 164 cm. (64%/")

"And it came to pasi, when the evil spirit From God was upon Saull thar
Diavid took an harp, and pliyed with his hand: so Saul was refreshad,
and was well, and the evil spirit departed From him® (I Szouel 16:23)
This is the theme which inspired Rembrandt to one of his most impressive
paintings. There sits the grear king in prandiose attire, 2 gold crown on
the colossal turban which marke him a4 an Oriental, the red velver cloak
of majesty round his shoulders over an exquisite golden yellow cafiang he
holds 2 large javelin, Opposite him, a5 though huddled away in a comer
in the semi-darkness, David, the humble Jewish boy, plays the harp, A
few rays of light bruch his faze, neck and hands. The king is, of course,
seated in the full light but s parly hidden by the curtain which hangs
down the cenire of the composition, separating the two figures; he &
ashamed of the evil spirit which had taken possession of him and which ho
had not resisted and of the evil he has wrought; be hides his face in the
drapery which must be attached to the canopy above the throne and with
pare of it wipes away a tear —a ugn that beis begmni.nr, D TOCOVET,
Rembrandt, of course, did not paint thiy picrure after a reading of only
the sentence quoted. On: the canvas appear details from other paros of the
same story, There is the javelin m the hands of the monarch (its point is
visible), | Samuel 18:40 and 11 1ell of this terrible weapon with which
Saul threatened David. This explains why the young harp-player sirs so
anxioutly i his corner, his face mrned away from his king, and why Saul
hides his face from him: * And Saul was afraid of David' (I Samuel 18:12).
Rembrandt neither signed nor dared the painting but it must belong
to his marure period. For whom it was painted is oot known, The earliest
mention only dates from July 1826 when it was bought at the sale of
A J. Petir of Malines by Pieretz. Next it formed part of the sale of the
Duke de Caraman (Paris, 10th May 1830), the Didot Collecrion in Paris
and the Alphonse Oudry sale (Partis, 16th April 1869) where it was bought
by Durand-Rucl Thereafrer it belanged 1o the collections of Arthur Stevens
and Bargn d'Oppenheim of Cologne who sald it 16 Bourgenis, He sold it
w Georges d'Ay ar Epesnay, after which Durand-Ruel bought it back.
Dr A, Bredius bought the canvas from him in 1898 a1 the Rembrandt

Exhibition in Amsterdami, lent it to the Magritshuis and bequeathed it 10
this institution on his death in 1946,
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REMARANDT VAN RIJN (1606-1669)

Tue Goveanoks oF TRe Crord Gonn (rg Syspies) Canvias

Rijksmusenm No. 2017 Height 1915 am.  (75':7)
Width 279 cm. (1097/s°)

Curiowsly, untl a short rime ago it was noc known who were depicted
in this world-famous painting. Only in 1957 did Miss 1. FL van Eeghen
succesd, thanks 10 extensive knowledge of Amsterdam’s municipal history
and much research, in ending she anonymity of the six figures shown. The
big canvas unofficially called The Staalmeesters or Syndics was painted in
1662 for the Wardens’ chamber in the Clothiers' Guild in Amsterdam, where
there were six similar pieces hanging; each showing five seated gentle
men and one standing. The oldest dated from 155%. Rembrandr's com-
mission entailed his following an established wradition. The College of
Syndics comprised, firstly, the cloth-dyer Willem or Gulliaam van Doeyen-
burg who was about forty-six years old (died 1687); in the painting he
occupies the Chairman’s seat behind the centre of the table. The gentleman
on his left, who rises from his chair, s Volekert Jansz (died 1681). He
belonged m a Friesian Bapeist family and in his leisure collected curios,
books and other interesting material, The oldest member of the company,
seated on the lefl, was Jacob van Loon (1585-1674), a Roman Catholic
wheo had a draper’s shop in The Dam at the corner of the Kalverstraar.
O the extreme right sits another Catholic member of the College, Aernout
van der Mye (c. 1625-1681), He was a clothier in the Nieuwedijk and a
prominent personality in the cloth rrade. The youngest Syndic, on the
right of the Chairman, is Jochem de Neve (1629-1681) who came from
a family with Nonconformist sympathies so that he could not make much
headway in the ruling world to which he belonged by birth,

Behind the gentlemen stands a sixth figure, the valet. By tradition he
was entitled o figure on the group-portrait of his masters, He did not
have to pay for rhis, but had to stand and remove his hat which his
miasters never did in the badly heated hooses of the tume. Even in church
a gentleman did not rake off his hat except during prayers. The old ra-
dition of the valet appearing in the portrait of his masters has not yet
fallen into disuse in the Netherlands

Six different types, very divergent characters judging by their faces,
members of different religions who in the free Republic could live beside
and with one another, are here grouped around a table. The modest black
and white of their clothes contrases with the costly red Eastern cloth on
the table which gleams in the ray of sunlight Falling into the room. The
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Eroup, on Whose cOmposition Rembrandt spent extreme care, is hiels
wgether, as it were, by the onk itlu::iiiﬂ;._: of the rear wall which protruds
a little on either side. On the right one sees about two thirds of the chimney

piece: on the left, pare of the side wall in which the windows are

e’ Coure in Amsterdam 1n 1662

The painting was placed in the Synd
and was transferred on 27th November 1771 to the arr roam of the town
R [

hall. Since 15th August 1808 it has been lenr ro the State by the city of

Amsterdam.
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REMBRANDT VAN RIJN (1606-1669)

SELE-PORTRAIT AS THE ArosTiE Paul Canvas

Rijksmuseum Ni, 2024 A 13 Height 91 cm. (35747)
Width 77 em. (30U47)

In abour 1661 Rembrandt painted a number of apostles and evangelists,
Whether they made up a series, and whether this was ever finished, we
can no longer establith, Several of these canvases have been preverved
annl the present day, scariered over the whole world, bur they no longer
constitute & complete ser. Iris asumed that Rembrande's Self-porenair as
the Apostle Paul formed pare of this sequence. The figure has the customary
arrribotes of Paul, 2 sward and 2 book. Cariously enough, he wears the
sword under his Jefl armpit instead of at his side. Bur the Biblical actributes.
usually marter lictle 1o whoever looks at it; what he sees s a monumental,
striking self-portrait, one of the last of the long and varied series in which
the artist immortalized his own features. Here he i révealed as an old
tman; at ffey-five he 15 grev-haired and worm with age

Underneath the signature, the canvas carries the date 1661 to the left
aof the centre. [t onginated I the year, therefore, when Rembrandt painced
the Clandin: Crodis for the new Amsterdam wown hall, the big canvas
which was removed shortly after it had been pur In position, It is the
disappointment over this calamity which shows on the painters face? He
had had to swallow even more before thar. A few yesrs previously he
had been declared bankrupr. His beawtiful house and previous art-treasures
had been 1old. For a long rime, already, domestic warries had borne heavily
an him; Should the expression of his face be interpreted as the wise resigne
ation of & man purified by sorrow? Or & it more correct to restrict oneself
to establishing thas suffering and tragedy marked this face? We can only
BuLss,

The painting belonged succewively to the eollections of Fournier in Paris
and Corsini in Rome (antil 1807). After that it belonged to Lord Kinmaird,
Rosie Priory, near Dundee, Next it was acquired by Mr and Mrs De

Bruyn-van der Lesuw of Muri. In 1959 Mrs de Bruyn donated it to the
Rijksmuseam.
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HERCULES PIETERSZ SEGHERS {1589 or 13901637 or 1638)

Lasnscare Canvas on Panel

Boymam-van Beuningen Museum Heighe 292 cm. (113/27)
Width 54.5 cm. (21727

When this ansigned painting wrened up in England at the Sotheby sale
m London on 9th May 1951, it was announced as being by the hand of
Jan de Vos (1593-1649). Though incorrect, this was a likely attriburion.
The Leyden artist Jan de Vos had been a contémporary of Seshers and
did indeed work in the same style. Through the art dealer D, A. Hoogen-
dijk of Amsterdam the work was subsequently acquired by the Boymans
Muscum afrer having been identificd s a masterpicce by Seghers.

The wide landscape and the way in which it is composed, with a
mountain and coppice in the foreground and beyond that & visra of trees
and some buildings, do not differ from the conceprion of landscape arc
prevalent during that period in most twwns of the provinces of Holland
and Utrecht, The working our of this theme here is much more arresting,
however, than with the popular masters of the period such as Esaias and
Jan van de Velde, Alexander Keirinx or Gilles 'Hondecoeter. How much
grander is Seghers' work "bound rogether by the warm light of lare after
noon which makes the colours of nature darker, banishes the fleering
shadows and tender nuances, and evoke a static and yer radiant universe,
like 2 moonscape’ (). G. van Gelder). There is no point in cying to
identify the landscape, for it has been buils up from elements which may
have existed separately but which only came together in the imagination
of the artist. The view strerched over the flat land of Holland, with a hilly
horizon which, like the hill covered with vegetation i the foreground,
reminds one of the Montferland or the Elterberg in the province of Gelder-
Land; in the middle, 3 small pool which may have been inspired by a back-
water of the Rhine in the same area: all this is filled our with a rotunda,
which seems 1o come from laly, and a square tower standing by Toelf,
a favourite mouf of Seghers which he painted an two more of his sketehes,
But on further consideration the view appears to be too wide after all w
be typically Dusch. It reminds us thar Seghers must have travelled through
mountainous regions where he would have had the oppartunity of secing
below him wide plains spread out at his feer,

The landscape in the Boymans- van Beuningen Museum appears to be a
late work by Seghers; perhaps it originated about 1630-1632.
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REL FABRITIUS [1622-1654)
FPORTRAIT

Panel
Boymans-van Beuniogen Muscum Mo 139 Height &5 cm. (25%")

Width 49 cm. (194"}

The Fabrious brothers bath painted two s
and that by Carel in Munich recall Rembrandte

The artists wear handsome clothes, like

portraies. Those by Barend,
in. method and trearment.

those of Rembrandt in his self-
porerainy, ‘with dashing caps on their curly

locks and cloaks { r":_r _._,.m::h.'
over their shoulders, The other
dam, is hatlew and withous theatricality, or any attempt to show the model
than he was; it is direct, troe-to-life and original Bequeathed
ta the Museum by B |, O, Boymans in 1547

portrait of Carel Fabrious, in Romer




CAREL FABRITILIS (1622-1654)

I'ne GorprmcH Panel

Maoritsheis Mo, 605 Heighe 33.7 em. (134"}
Width 22.6cm. (3°/x7)

The Goldfinch is unique in the history of painting. Unzil recently the
manner, subject and inspiration remained unclassifiable; Only in 1950 did
a young Swedish art-listorian, Kjell Bostrom, show thar the panel had
been 3 door for a niche decorated in trompe-l'oeil, a genre in which Fabri-
tiue excelled, Often they were designed to cover a fireplace m summer
when it was not in use, They were, of coutse, not framed: this would have
disturbed the illusion. In the Argnberg, Camberlyn, Thuore-Blirger and
Martinet sales; bought at the latter by the Mauritshuis in 1896
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FERDINAND BOL {1616-1680)

PorTrart oF Boy m Povrsi CosTise Canvas

cm. (62447)

Width 1205 cm. (47V/27)

Boymans-van Beanmingen Museum No. 48 Height 158.5

£

Why i the boy dressed so exotically? We know only thar Polish armre was
popular in the Netherlands in the seventeenth conmary, Bol's master Rem-
brands used it, for imstance, in The Polish Horseman. The enthusiastically
received visit of Queen Louise Mana Gonzaga 1o Amsterdam in 1645, on
her way to Poland, may have

given rise v this Fashion. Bol's porerair of this
still anidentified boy s as charming as it s elepant. o1 dared 16562 the
Van der Waeyen coat-of-arms was added in the nineteenth conrury. Boushe
by the Rotrerdam Museurm i 1565,
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NICOLAES MAES (1634 1693
DeraminG
Rijksmuseum No. 1302

Lanvai
Height 123 cm. (48%a7)
Width 96 om. (37347)

Micolace Maes had been back about two years in his hative town of
Dordrecht, away from the guidance of his greatr master Rembrandt bue

still strongly ||'|'_-||j|_:1i_L'd by his arg, when i .'I.l'l(lu.' 1655 he painted tiiis

young woman. She s simply dressed, p pi & servant or peasant The
subject recalls Rembrande though the concepr of the figure i less profound,
the brushwork less heavy, Maes was o wrm slowly away from the example
of Rembrandt t the lighter style of the next generapon. The pamung
Ircim {_;;'||||,j|:|!_'|\:| and was |.-|IL|L:.:'.I by the Rulksmuseum in 1829,
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AERT DE GELDER (1635-1727)

Porvrar oF EENST vAN BEVEREN Canvas

Rijlksmuseom No. 966 B6 Heighe 128 em. (50%:%)
Widch 105 cm. (41%s";

In his porrraits Rembrandr often worked mn a realistic manner bur some-
times he dressed up his models in srrange costumes, which create a splendid
effect but impress to-day's viewer as resembling a weird fancy-dress party.
His example was followed by many of his pupils. Aert de Gelder here shows
the ruler Emst van Beveren, Lord of West-] Jsselmonde and de Linde;
Sheriff 2nd subsequently Mayor of the vensrable town of Dardreche, in
fancy-drese. He wears a doublet of 3 cuc no longer in fashion in 1685
—the date appearing on the canvas-but considered 10 be "Burguniian’
that is, reminscent of the *old fatherland”. It most nearly resembled early
sixteenth-century wear. Over the doubler is 2 heavy grey-green, red-lined
coat embroidered with gold thread and Fastened with cords, highly decs-
rative, but scarcely wearable as an article ever of formal apparel, unless on
the sage. This heavy coar harmonises wonderfully with the woven cloth
with green leaves which covers the mble in the lower right hand corner.
A curtain in the right epper cormer completes the composition, It has been
partly opened 1o disclose a cupboard with books. In comparison with it
heighs the canvas bs remarkably wide so that it is well adopted 1o the
broad figure. The portrait is one of De Gelder's most impressive works,

Ernst van Beveren was borm in 1659 and way therefore abour twenty-six
years old when he was painted in this self-assured and ostenmtious pose:
A family coar of arms which was larer added o the rop left corner of the
canvas disappeared during recent cleaning. The portrait came, presumably
by inheritance, into the possession of Baron van Hardenbroek van Berg-
ambacht of The Hague. At 3 sale in Amyterdam in 1918 it was bought by
the collecror J. J. M, Chabor of Wassenaar (later of Clarens). After his
death and as a result of the Second World War it came to the State which
lent it in 1946 to the Rijksmuseum,
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PHILIPS DE KONINCK (1619-1688)

View ovEn & Frat LAnpscare Canvas

Boymans-van Beuningen Muweum No. 243 Height 95 em. (3737)
Width 120 cm- (477147)

Extensive landicapes riven by sireams, evocations of wide space under high,
cloud-burdencd skim—these weee the specialities of Philips de Koninck.
These views often seem to have been taken from the Elterberg, the Swan
“Yower in Cleve or the Valkhof in Nijmegen, but after further consideration
they all appear to be fantasies on the theme of the Rhenish plain, studdod
with farms or elegant country-houses which do not really exist in that
neighbourhood, with parties of hunters, travellers or deeam-towns which
recall Arnhem in the distance. In them reality is improved and embellished.

Philips de Koninck was born in Amsterdam, the son of 3 well-w-do
goldsmith, Aert de Koninck. He received his aristic training from his
clder brother Jacob ar Romerdam. In 1641 he resurned to Amsterdan, the
city in which he lived until his death. There he became friendly with
Rembrande and Vondel. The art of the first influenced his work while he
portrayed the latter several times. Apar: from being an artist Philips
de Koninck also kept an inn ar the Rotterdam ferry station and w0 was
assured of 3 decent income. Was it on the ships which moored there that he
undertook journeys, from a spontansous urge for pure ¢njoyment of narure
and in quest of subjeces for his canvases? Curiously enough, we know
hardly anything abour this with certainty. It is noteworthy thar the appear-
ance of Amsterdam ioelf, of the canals and the river [Jssel, does not seem
to have held any attractions for this man although he lived in that ey for
almost the whole of his life. In this De Koninck may be compared with an
artist like Meindert Hobbema, except that some of hiv drawings must have:
originated in the Dutch polder country right under the smoke of Amster-
dam. They are reminiscent of the numerous topographically accurate
skerches which Rembrands made in the environs of the city.

This panoramic view over flat land i dawd 1664, In 1847 it was
‘bequeathed by F. . O. Boymans to the museum at Rorterdans.
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ADRIAEN VAN DE VELDE (1636-1672)

Fauny Grour 1% A LANDSCAPE Canvas

Rijksmuseumn No. 2446 Height 148 em. (58'47)
Width 178 am. (7O'")

I the Renaissance the habit of ravelling to the countryside and enjoying
nature had arisen; in the Middle Ages this had not been the custom, Nature
had besn considered essentially s a source, provided by the Crestor, of
all kinds of useful materiali such as grain, vegerables, mear, wool and
anything else Man needed. That nature could also be beautiful and could
provide relaxation they did not realise, at least not consciously.

The * discovery’ of nature led to the emergence of the country house,
first of all in laly; nexs this fashion gradually spread over the countries:
of Western Furope. For going into the country had rapidly become so
popular that it may well be called a fashion. In Holland country places
srose everywhere during the seventeentls century in the nelghbourhood of
the large towns. Hotels with *haliday-sccomodation” did not yet exist in
those days. Nog only did the well-to-do townsmen possess their country
residences: before long it was no exception to find that the better-off middle
classes, wo, could afford a say in the country during the summer.

Adriaen van de Velde was influenced by this new trend when he paioted
his landscape with family group. Or should one speak of a family pormait
in a landscape? It is difficulr 1o decide which to call ir. Judging from the
various features shown, the picrure is of the edge of the sandy dunes west
of Flaarlem. It was in thar town thar the painter had enjoyed the most
important part of his training, studying under Jan Winant and perhaps
also Philips Wouwerman: The couple in the centre are possibly the artist
himself and his wife. The bead of thix man should be compared with Van
de Veldes self-porrrait in the Mumcipal Museum ar The Hague: In 1667
_the dare appearing on the great landscape~he was thirty-one years old,
which may well correspond with the age of the gentleman in rthe picrure.
‘The ¢nlours of the figures, especially of the lady’s red frock, that of the
maid with the child on her lap on the left, and of the two white horses
before the open cart in the background, are fresh and contrasungly piquant
againse the more subdued tones of the landscape. These elements give the
broadly-treated whole highlights of spontancous gaiety. Tt is a paintig in
which all reserve, complexity and heaviness bave been ovércome. We do
not know if the building which sticks out in the distance above the trees
was 3 country house owned by Adriaen van de Velde, or whether he had
perhaps only rented it for the duration of 2 wummer.
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The painting comes from the sales of Lord Rendlesham (London, 1806)
and J. van der Pals {Rorterdam, 1824). The Amsterdam collecror A. van
der Hoop bought it in 1834 in London from J. Nicuwechuys. In 1854 he
bequeathed iz to the city of Amaterdam which in 1383 lent it o the Riks-

museum,
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JTACOE ISAACKSZ VAN RUISDAEL (1628 or 1&29-:'1.31}

View or HaanLeEm Canvis.

Rijksmuseum  No. 2071 Height 43 cm. (167067]
Width 38 cm. (157)

Rusdael painted Haarlem dizens of times, moat often seen from the weit,
where the first row of dunes near Overgeen gave him a wide panorama
Pechaps it was his patrpey who made the painter fepeat the same theme o
often.

Ruisdael’s views of Haarlem are not all the same shape, Seme are broad
50 5 10 leave room for portraying the surroundings) othes are mll, three-
quarters Alled by grey, eloud-laden sky, with the silbourtte of the town in
the har_'kgruum!_ It seems that such wide vistas must have been more t the
artist than just a picturesque point of deparmire. In this view of Haarlem
which hangs in the Boston Museam there i the small castle at Cleve where
in 1573 the Spanish Commander Don Federico de Toledn estahlished his
headquarters during the notorious siege of Haarlem. But we know thar the
castle was in ruins in Ruisdacl's time, which proves that he was inerested
in historical s well as picruresque themes. 1s thiy also true of the pictare
in the Rijksmuseum? We canmot tell, Bur Ruisdael was certainly interested
in other things beuides the picturesque and colour. For example the linen
in the foreground: we know that Haarlem's surroundings were renowned
far their bleaching-sstabilishments.

The pamting dawes from 1670. It comes from the sale of Baron van
Nagell van Ampsen [The Flague, 1851). Bequeatheéd o the Rijlsmusenm
in 1870 by L. Dupper Win of Dordreche,
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MEINDERT HOBBEMA (1633-1737)
A WATER-MILL Panel
Rijksmuseum  No. 118

Hewghe 62 cm: (2435 7)

Width 855 cm (33%4§7)

Hobbema ic boch a discipls of the classi

¢al Tandseapsty, dach as Ruisdasl, and an
innovator in this genre: Although he

lived In Amiterdam he often swent into

to hod his landscape-

wooded
Owertjysal. In
that region, in the company
before Whalst

Ruisdael’s preferenve was for vismas

arrestingly lighred by a comphicate

F'It-"‘-' of sun and shade, with tress ervang
gi foils, for Hobbema the mees form a
foreground which screems the  harizon

from view. Ruysdaels favoar dramatic

cloud masses and sombre shady

way for the seremity of & diffuse sunlight
and subtle nuances of coloor Ino chis

Hobbema heralds the pamuong of the
eighreanth century

The subject of A4 Water-Mill m the
Rijksmuseum was often vsed by Hobbema
the William

{ was suctionvd

[he - pamntmg came [ra
Smith Collection, Lond
in Liondon in 1822: in Pars in 1824 1n

London in 1831:-in '|_"._=.!1I".le,'_::.l i 1B25:

m

A wan der H_:u,'.|'|‘ ollectian, Amsterdam
Bequeathed by him in 1854 o the oy
of Amuterdam, which in 1885 lent it to

Rayksmueeum,




WILLEM VAN DE VELDE THE YOUNGER (1633-1707)
Tt Carroeen Prrzes oF 7HE FOUR-DAY Sea BATTLE Canvas
Riplesmoseum No. 2471 Height 58 cm. (22747

Width 81 em. (31747

The navies of the Netherlands Republic and England foughe each other
in ‘three wars in the seventeenth century (1652-1654, 16651667, 1672
1674). OF these wars we passess a rich heritage of paintings by Willem
van de Velde the Elder, the son of a sea—caprain, Sailing had been in his
blood from an early age. When battle was joined he had the Adairal’s
express consent 1o sail round berween the big ships in a galley, making
aceurate skewches of what occurred, like a press photographer of roday.
On his return home he elaborated these notes into the greaz pen and ink
pictures. He cannot really be called a painter. His son worked differently.
He had received his maining from the naval painter Simon de Viieger, but
he used his father's drawings as a basis for his pictures. There appears to
have been a division of labour between father and son which achieved
exceedingly good results, As an exception, however, Van de Velde the
Younger appears o have been present ar the great Four-Day Batle
(11th—t4th June 1666) in which Admirals de Ruyter and Cornelis Tromp
defeared the English Fleer under the Dukes of Albermarie and Prince Rupert
off the North Foreland. There iy, at any rate, 2 drawing by his hand
on which can be seen the capture of the English ship, the “Royal Prince’
which had gor stuck on the Galloper sandbank. He also made two
pictures of another episode of this engagement, the arrival ar the Goereese
Gat of the captured ships ‘Seven Oaks', *Royal George' and * Convernine ",
This event made a tremendous fmpression on Dutchmen which explaim
why this commemorative picture was commissioned, The Dutch red, white
and blue flutters proudly from the eswutcheons of the captured ships,
which have been disarmed after their defear, their sails full of hole. The
picture i¢ both an intereting and reliable historical document and an
attractive work of are. The ses is calm. Sunrays from the high, half-
clouded sky sparkle on the grey water and cast spors of light on the hulls
and sails of some ships. This could almoet be called ' open-air-pamting
It iy as though one smells the salt sex wind, and the empry foreground gives
an impression of breadch. The composition is skilful, the colours alive and
real.

From the sales of | P, Wierman (Amsterdam, 1762) and Neufville

(Rotrerdam, 1785), G. van der Pot Collection, Roterdam; bought by the
Rijksmuibeum in 1808,
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JAN VAN DER HEYDEN (1637-1712)

[vMacivany View oF THE CHURCH OF VEERE Canvas

Mauritshuis Wo. 315 Height 31.5cm. (121457)
Width 36 cm. (1447)

The artist was borm at Gorkum bur lived for the greater part of his life in
Amsterdam. He travelled, once wvisiting Veere in Zeeland, a small town
with a crowded past. During the fifteenth and sixteenth centuries the Nether-
landish navy achored in its harbour. From those grear days dared the Chureh
of Our Lady with 115 monumental wower, pamted true-to-life by Van der
Heyden; its environs spring from his imaginarion.

In the evening sun the shadows have grown long. A Few hgures enliven
the scene, but without disturbing the quistness of the atmosphere,

From the Blumenthal Collecticn, Parfs. Then in the sale of L, Cottereau
(Paris, 30th May 1870). Bought by the Maurimshuic in 1935
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GERRIT ADRIAENSZOON BERCKHEYDE (1638-1698)

Tz Guear Manxzr a7 Haaniew Canvas

Frams Hals Museum No. 464 a Height 695 em, (274"}
Width 90.5 em. (35%s")

In contrast to Jan van der Heyden's imaginary view of the Church of
Veere, the cool, lear wiew of the Grear Market at Haarlem by his con-
remporary Gerrit Berckheyde is a purely ‘realistic portrait® of a own.
It raises no problems; it is a very accurate, if rather cold, reproduction of
g part of Haarlem.

The painting is dared 1696. Lent by the Rijksdienst Roorende Kunstheriz
at The Hague:




WILLEM CLAESZOON HEDA (1594-1680)

St Liv Panel

Frans Hals Museum No. 705 Herght 585 cm. (237)
Width 79 cm. (3'47)

A still-life with one or two jugs, a few glasses, a plate, 3 dish with a pie
or half a dozen oysters beside which liss a lemon, has long been called a
‘breakfast-piece’ by art historians, This term should aot, however, be
understood 1o mean that our ancestors of the seventeenth century started
their day with a meal of pies or oysters and beer or wine The original
meaning of the erm ‘hreakfast' was ‘a light meal ar any hour of the
day’, and ir was more often used o mean "everything ser out for o meal,
mmcluding the food, cutlery and crockery”’. Haarlem was the own whene
the ary of painting breakfast-picces was most pracuised and achieved it
most beauniful resulzs, The greatest master in this field was Willens Clags-
eoon Heda. Especially in the fist half of the sevemeenth century,
Durchimen did not limit themselves to painting the dishes, pitchers, glasses
and food with careful realism; they liked to philosophise on what they .
saw, to make their still-lifes teach a moral. To them food and drink became
symbols of the transitory nature of matermal things. The same was true of
glass, while precions meraly ‘aroused asociationy of richiss which in the
hereafter would be viluslee Tt 33 not possible to define accurately s what
extend Heda wished to perpetuate such thoughts symbalically in his srill-
Tifes but It is cermin that he worked them jato his paintings,

Heda's breakfast-piece in the Frans Hals Museum s light in touch and
very sofl in tone, with tender grey dlver and pewter—how refined is the
difference in appearance between these two metalsl-and white table
damask, verging on grey. The knife which cut the pie has & handsome
handle inlaid with mother-of-pearl; on the blade ope reads in mmiall, modest
but clear lettering the signature of the painter and the daze: FIEDA 1633,

Bought in 1957 from an Ansterdam ari-dealer with the help of the
Rembeandt Sociery.






WILLEM KALF (1619-1693)

Sty Lare Canvay
Width 62 cou (2947)
Rijksmuscum No. 1320 Height 71.5 em. (28%/57)

At the head of the long lin of Nomhern-Netherlandish stili-life painters
~in the seventeenth Century zlone there were more than five hundred -
stands the name of Willem Kalf, His first teacher was Cornelis Saftleven,
who taught him how w paint gentle interiors with peasants, cooks, vege-
uhlﬁmdaii kinds of utensils. We do not know what his second master, the
y-sided Hendrick Gerritsz Pot of Haarlem, added to Kalf's knowledge
zmi concepts. Later, bevween 1640 and 1645, we find him in Parié among:
the large cirele of *Flemish® artists who made a good living there. KalPs
palette became softer here and his interest turned more and maore 1o in-
animate objects. He was influenced by the Southern-Netherlandish painter
Frangois Rijckhals bur his firsc sull-lifes were not of wery high qualicy.
Only after he returned 10 Amsterdam did he achieve full mastery of the
style which made him famouws. Kalf turmed to cluarescuro painting, pos-
sibly under the influence of Rembrande. Like him, he also enzered the art-
trade (nore the quantities of Oriental carpets, Chinese porcelain and ex-
quisite silverwork in his still-lifes). The paintng in the Rijksmusenm be-
longs to the group of exquisite seill-lifes in which Kalf rendered the riches
of Holland, looming up from the almost mystcal obscurity of an un-
clearly defined room. The portrayal of the material it perfect; the fine
Chinese Ming dish, the richly decorated, typically Dutch silver jug and
the fragile glass have been arranged with grea feeling for harmony.
Amnidst all this richness the argist retained a certain reserve, however, which
resulted in delicacy rather than pompousness, Often the artist used the
same object in more than one compositiom, but the groupings vared
accoriding to hiz fancy at the time. The Sans Souci Palsce near Potsdam
possested 2 will-life by Kalf very like the one in the Rijksmuseum, The

piece was acquired for the museum in 1821 a1 the sale of the A, |, Brandt
Colleerion.

124






1 Southern

z de Heem he

his life to pan

Mot

a =

[0 Decome Enows

Adter

way o go

T

h works., Yet he hever entirely became

He toned down the Flemmsh excessei in his com

hich blendad objects ot many

er wears De

harmomz whole, In
North Netherl

atid popularization of the Antwerp

inde. “There he became

he Rotterdam Museimm




ABRAHAM VAN BEYEREN (1520 or 1621-1690)
STl Lir Canvas
Riflamuseum: No 305 A3 Height 126 ¢m. (49907

Wideh 106 co (417%™

Azain and azain Abraham van Beyeren was forced 10 move, persecuted
|

by his creditors, [ seems <orous that this artise, comstantly m fiman

difficulties. cxcelled in the depiction of sumptuous gronk srll-lifs, Sil
work and gold, watches and jewellery, porcelain, fine glass, vélvet earpets
exotic fruit and flowers are heaped rogether oo marble table-tops. In the
soft light of his scudio: the wine glitters in a gobles, while a piece of gil ver
shines from the semiqobscurity, This delicare stil

must divte from about 1655. In 1958 it was booghe by the Rijksmuseum,

fe with i light toech




ABRAHAM VAN BEYEREN {1620 or 16211630

Syt Lire wrrH Fm

Frans Hals Museum No, 724 Height 46.5 cm
Widch 64 cm. (254))
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favourite subject with many Dueh artiste, including Abraham van Boyeren:

]
Ajs the son of a glass-maker of Ihe Havue he must in his youth have seen
newly-caught fish on the Scheveningen beach, He pr sbably started painnng

: o i =
it under the mftuence of his brother-in-law and wacher, Pieter de Purter:
[har Van Beyeren had contacts with the fishing trade appears from the

xrear plague i the hurch of Maassluis which the fishing guild of thiat

v ordered from him, Moreover he often painted from 4 small boat

Phis picruere 15 realistic and BATOOUE I Somp

on. Another version,
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with a few differences, hs

Bousht 1959 from the Haarlem are-market
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AEILBERT CUYP (1620-156591)
Merek oF Roovess Dirscrme THE Satmon Frsrmme Near Dorouecsn
Canvas

Maoricshuts' No. 25 Heighs 123 am. (48%/:")
‘Width 134 cm. (6087}

This it a porerait of the Dordreche aristocrat Pieter de Roovere;, (son of
Pompejus) Lord of Hardinxveld (1602-1658), who was Bailiff of South
Holland. The identification of the fgure is based on the family coar-of-
arms which hangs en the front of the horse's harness and 3 comparison
with anothes portrait of Lord Pierer which by preserved in Dordrechi.
The painting may have originated a few years before the death of the
sitter, in about 1650 when Aelbert Cuyp was about thirty yeéar old. The
fisherman 1o the right holds our a salmon; other fish lie on the ground,
indicaring, with the water and the fishermen hehind, that De Roovere was
in charge of salmon fishing on the river near Dordreche. In the seven-
teenth century salmon fishing was an imporwant source of income for
Dordrechr. The house in the background recalls the face that the island of
Dordrechr used 1o be studded with country-residences where the well-
to~do citizens passed the summer,

The wvelver, fur-lined costume of the horseman is elegant and seems
stightly fantastic. Did the inhabitans of Dordrech acmally wear such
clothes in the middle of the seventeenth century? Certainly such pseado-
Polish '(or Hungarian) costume waw a caprice of fashion i those years,
and appears in several portraits of the period (iee page 206).

Through Aclbert Cuvp's talene this occasional piece became an atractive
work of art no less than an interssting and represéntative scene. That the
painting wed to enjoy A certain pogrlarity éan be seer from the face that
there are several copies of it, Through inheritance the piece came into the
possession of Jonkheer O. Repelaer van Driel (1759-1932) of Dordrechy,
whose great-grandmother was 2 De Roovere. In 1820 it was bought from
him by the Mauritshuis,






JAN HAVICKSZ STEEN (1626-1679)
Pue Ium
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JAN HAVICKIZ STEEN (1626-1679)
Tue Lure Praves Panel
Mauritshuis No. 779 Height 31 an. (12907)
Width 27.5em. (10%,7)
.
His wife, his parents and his children were jan Steen’s principal models,
Their characteristic fizures can be seen over and pver again {with that of
the artist himself) in his interiors, eating, laughing, playing. Hete Steen's
wife alone i3 the subjecy, for once notr depicied in & furnished room: bur
posing before a neurral background. Grietje was the daughter of the land-
scape-painter Jan van Goyen. She was born in 1639 and probably died in
1669, The portrait supgests that she may have been musical, a5 mdeed
were her husband and many of lis Dutch fellow-artiszs of the seventeenth
cemtury. One often seex musical instrumenis in Steen’s paintings. In Fact
‘there exists a self-portrair in which he himself plays the lute (Thyssen-
Bormemisza Collection, Lugano). Tt s not a direct counterpart o this beaun-
ful female musician but belongs to the same groups of works.

The portrait of Grietje Steen is of exquisite subtlety, both as regards i
careful finishing-touches—almost like 2 miniature—and the well-chosen
tasteful colouring whose subdued tones harmonise so splendidly with one
another, Jan Swen came from Leyden, the town where, under the lead of
Gerard Dou, the art of detailed painting was carried 1w it greatest hoights,
and afer leaving his place of birth, he did not abandon the manner he had
been taught there Time and tme again, betwien works of a more forceful
character, he returned w his more detailed manner. These were often his
muost subtle and also his most witty piecss. As already mentioned, his
family was a source of permanent inspiration to him.

The beautiful Lute player is from the sale of G. Smith (London, 1880),
then in the P. ). Heseltine Collection, London, and a Duech private col-
lection, Exhibited from 1919 in the Maurishuis which boughe it i 1928,
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JAN HAVICKSZ STEEN (1626-1679)
Tue Parnor's Cace Canvay ont Panel
Rijksmuseum Mo, 3245 Height 50 cm. (19847)
Width 40 em. (15947)
The Parrot's Cage shows, literally, the *Jan Steen howsehold® but this
time it is not one of those untidy, notsy houscholds which, rather unjost-
fiahly, are/ thoughe to be typical of Steen's work, bur a calm, ordecly
uiterior with well-zp-do people. The artuw has combined his colonrs with
amazing craftsmanship. Those in the centre form an unexpected, piguans
combination and are of @ refinemens which recalls the previous generation
of Mannerists; the mauve jacker of the young woman, the pure white of
her apron and the greenish-blue of her many-shaded silk skirt, placed
before a grey wall against which the grey-black costume of the dice-pluyer
beside ber contrasts demurely. Steen was a painter who, without fur-
rendering his persanality, was slways open to the influenees of others. Full
colours like the red-brown of the Turkish table cloth and the jacket of
the woman to the left baking vysters on the fire and the hues of the cheer-
ful boy with the cat on the flvor (he was umdoubiedly Steen’s own som)
belong, however, 1w the generation of the Baroque,

Mo meaning or story should be looked for in this painting. s virues
lie in the picturesque beauty of the interior, withour further arridre-pensée,.
As 3 source of information about the seventeenth-century it is probably
only of small valoe. As in The Innt in the Maurishnis (page 233) the
varous components are in thennelves undoubtedly realistic but the com-
bination of the kitchen fire with the sculptured Hrtle gateway on the left,
the parror cage in the middle and the backgammen-players w the ngh
with a large bed in the background, obvioudy existed only in the aruan’s
imagination. These are all things which Steen often depicred in his
paintings.

The painting comey from the Lormier sale (The Hague, 1763) and the
Van Heteren Cabiner ac The Hague. In 1809 it was bought for the Rijks-

IMusFEum.
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PIETER DE HDOCH (1629-1683 or after)
Tue Pantry Canvas
Rijksmuseum No, 1248 Height 65 cm. (25%4")
Widih 60.5em. (23%h"7)
L]
With all their intimacy, the interiors of Pieter de Hooch always have
something spacious abous them. This is because as a rule he did not confine
the painting 1o 3 single room bur showed a view into others or the garden
or street through open doors or windows. It scems probable thar the painter
had never seen such interiors in reality bur composed them in lus studio,
like his contemporary, Vermeer. The Pantry is an example of this com-
bination of adjoining rooms. The effect of perspective is subtly reinforced
by the way in which the tiles of the first room are differenty laid from
those in the second. The woman in the foreground may be De Hooch's
wife, Annetje van der Burch. The child 1o whom she passes u jug is their
eldest son Pieter, borm in 1655. Here he i about three years old and there-
fore still ¢lad in *long clothes’. In the seventeenth century boys used 10
wear skirts until their sixth year, 2 custom which still exisss on the island
of Marken., The sleeves of the doubler and the collsr, however, were
different for boys and girls so that we can tell this was in fact 2 boy. The
two streamiers hanging from his shoulders are prohably ape vsed in learmn-
ing to walk,

I am always inclined to think thar the portrait decoraing the wall in
the room adjoining the srest, 15 of the painter’s Facher and thar Picter de
Hooch, proud of his listle son and heir, wanted to make a sort of family
piece of The Pantry. 1t should be admitted, however, thar no dehnite
proof for this has yer been found.

The picce was painted about 1658 when De Hooch was still working in
Dielft, The architecture of the interior is still simple; The warm muddy tone
which predominates accentuates this unpeetentions, bourgeais, but intimate
scene. Lator, after he moved to Amsterdam, De Hooth was o direct his
atention wowards the lusunows howses of the well-to-do in Holland's
Golden Age. The Pantry appeared ap the sales of Pleter van der Lip
(Amsterdam, 1712), 1. Walraven (Amsterdam, 1763), 1. I. de Broyn (Am-
sterdam, 1798), P. de Smeth van Alphen (Amsterdam, 1810) and Mrs
Hogeuer (Amsterdam, 1817). Booght by the Rijksmuseum,
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BIETER DE HOOCH (16291683 or after)

THe Suarl Country House Canvas

Rijksmisenm Mo, 1251 Height 61 cm. (247)
Width 47 em. (18%57)

L
When Pieter de Hooch moved from Delft to Amsterdam he En:g.m Lo
concentrate his inserest on the richer section of sociery. In the long run this
did not always bepefiy his arr for the painter could not always guard
against the attraction of excessive nches, excessive refinement. In i
Small Country Hosse in the Rijksmuseum, this iz, however, not yer the
case. This canvas must have been painted abour 1665, therefore some twor
or three years after the artist had come 1o Amsterdam: It i sill entirely in
aceorilance with his Dellt srvle but introduces different figures -and objecm.

We sce 2 well-to-do couple chatting comforeably on a sunny summer’s day
in the shade of a bush. The man is smoking a pipe, the womat squeezing 3
lemon into 2 gobler of Rhine wine. Uninterested in the chareer of the rwo,
a girl in the background scours 2 copper pan over the rain-bute. Bur another
woman with 2 glass in her hand is obviowly greatly interested in the con-
versation. This scene may be a laner-day rendering of the old theme of the
‘five senses”. The combination of two rich and rwo simple fgures i
nutewnrihy.

The house that closes off the hackground is low and small but buily in
the “grand style’ with stately anwral-stone pilasters which consrast sharply
with the fresh red bricks of the walls, It is too beauriful for 2 farm but wo
small for an atistocmatic country-house in the Beenister country or alongside
the river Vecht. It posibly reprosonts & building m one of the gardens
which ar the ume were vimated close under the walls of Amsterdam, in
the Diemer polder or a Tittle farther away, near Sloten. With its gay, bright
colouring, its fine compositions of people with a howse and garden and its
suceessful combination of respectability and simplicivy, the Small Country
Howuse 15 one of De Hooch's mosy cheerful 2nd harmomous works,

The painting belonged 1o the Chaplin Collection (England), Ax the O'Neil
sale in 1832 5t was bought by the collector A, van der Hoop of Amsterdam

who in 1834 bequeathed it to the city of Amsteedam. Lent to the Rijke-
myseum in' 1885,
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JOHANNES VERMEER (1632-1675)

Tre Coor Canvas

Rijksmiuseum Mo, 2527 A1 Heighr 45.5 cm. (177/s")
Width 41 cm. (164s7)

Netherlandish painters did not show figures engaged in different work in
order 1o obtain 3 “snapshot’ effect. During the Renaissance they were more
imterested in the mtellectual side of 3 picture, while after iz, due 1o their
purely: aeithetic aims, they changed from humanists o painters. It was
their great malent which made possible this development and saved the
Dutch from an artistlc impasse, For the Renaissance had aimed ara synthesis
of art and intellect but after a shors period when the ideal appeared to have
been reached, panting threatened to degenerate into pieudo-learning, muo
a thoughtless repetition of subjects of earlier days.

The Cook is indisputably the most noble product of this triumph of art
over pure intellect. 1t seems hard 1w connest it with the theme of the five
senses, The painting itself does not seem to have any particular meaning,
Vermeer has depicted the cook with wonderful concentration. She is
completely sbsorbed in her work, pouring out milk from a simple, red-
glazed jug o an earthenware pot. The rendering of the various subsrances
is ourmanding: the creamy quality of the milk, the crumbly nature of the
bread on the table; definitely no longer fresh, the dry rushes of the basket in
the foreground, the hard gleaming surface of the Nassau stone pitcher, the
shining scoured ysllow copper of the recepracle on the wall. The pamnting
1 amazingly detailed. All the stains, the holes and the nail in the whire-
washed backeround have been painted in order o aveid monomomy.
Viewing it as a whole this is 2 gay scene, with bloe, green, yellow, wiolen
pink, brownish and brick-red and white in various strengths, combining in
4 poanced harmony.

The canvas dates from about 1658, It is mentioned ar Amsterdam sales-on
16th May 1696, and on 20th April 1701. Subsequeritly in the J. van Hoek
Collection at Amsterdam, in 1719; the P, L. de Neufvills Collection,
Amsterdam, 1765; I, J. de Bruyn, Ansterdam, 1798; H. Muilman, Amster-
dam, 1813; ]. Six Collection. Bought by the Rijksmuseum in 1908,
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JOHANNES VERMEER (1632-1675)

Youne Gy Canyas

Maurishiis No. 670 Height 46,5 cm. (18147)
Width 40 am. (15347)

Only a few of Vermeer's paintings are left, no more than about thirty.
Possibly many of his works perithed in the explosion which in 1654
destroyed a whole districe of Delft. But she principal reason why his art is
rare must lie in the fact that he worked very slowly. Vermeer's compositions
have all been built up with extreme attention to demail. Nothing has heen
left ro chance. The placing of the figures, colour, the light, rendering of the
materials and, not o be forgotten, fometimes the empriness of the back-
grounds; is all thoughr out in an exceedingly detailed manner. The Young
Girl in the Maurirshuis in its sober simplicity is an exception to Vermesr's
work in general. As far as we know, he made only one other study of a
head: the young woman looking back, from the Duke of Arenberg col-
Jection. According to Dr A. B. de Vries, ‘no Durch painter ever honoured
woman as he did”. Vermeer's women are usually placed in interiors and are
presented full-length, seen either full- or parter=face,

Tt is not known whao this gitl was or the artist’s “mtention’ in painting her,
1 stress this question deliberately because Vermeer was never interested in
picturesque qualities alone. In this case, however, nothing reminds us of
this or that story, of allegory or symbolism, A soft shimmer of light is
caught in the dark, A simple colour contrast; blue beside yellow, stands out
against the obscure background. 1t is the play of light glimmering in the
pearl which decorates her ear, more softly repeated by the two great, moist
eyes and, onee again, fleetingly, by the smile on the lower lip, Thus for us
Vermeer's Young Girl is nothing but pure beauty, bue very great beauty.

The painting is signed ar the top but not dated. It is assumed thae it
origmated abour 1660, [t was sold in Amsterdam on 16th May 1696, It then
disappears from view until 1882 when Mr Braam of The Hague sold it

to A. A. des Tombe of that town who bequeathed the piess in 1903 1o the
Maurithais.






JOHANNES VERMEER [16:32-1675])

Tee Lomie Stresr Canvas

Rijksmuirom No, 2527 A 2 Height 543 cm. [21%57)
Width 44 cm. (17%s7)

The old quarters of Delft today no longer contain the little Fagades which
Vermeer depicted so magically, for in about 1660 they were demolished o
make room for a new building for the Delft St Luke’s Guild completed in
1661. According to P, T. A_ Swillens, Vermeer shows the rear view of the
Old Women's Home on the Volders Canal. The Fagades of the lateGothic
brick house on the right belongs to a,type which sull exisn, eypesially in
Gelderland and Westphalia, as well as in Utrecht, The lower part of the
building has been whitewashed. Buc the closed shutters over the lower
wrindows have not been touched for years and the paint on them has become
drab-green and shabby, The small window panes are ser i lead. In the
open doorway sits a woman doing needlework. Near the simple wooden
bench before the homse two children are playing in the sireer. Whart the
game is, we cannot see, possibly knucklebones. In the passage berween the
houses anather waman bends over the butt of rain water. Beside her stands
a2 broom which suggests that she is drawing water o scrub the streer. The
small, yvellow' paving-bricks look spotlessly clean.

Against the house 1o the laft, of which we can only sec half (it 13 the Old
Men's Home), grows a vine. The green of the leaves has separated because
the blue paint which Vermeer mixed in it has almost completely eliminased
she yellow, but the fing; pale tone which now characterises the canvia is such
that ope eannot regrer the change.

The painting must have originated about 1658, In a sale of 1696 another
similar piece by Veemeer, A View of Some Houses is mentioned, but this
can no longer be rraced.

First mentioned at an Amsterdam awction on 16th May 1696, Then in
the collections of G. W, Oosten de Bruyn (Amsterdam, 1800), Van Winter
{Amsterdam) and Six (uneil 1921). Donared 1o the Rijlemuenm by Sir
Henry Deterding,
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JOHANNES VERMEER (1632-1675)

Tue LeTren Canvad

Rijksmugerm No, 2328 Height 44 om. (17%47)
Width 385 em. (15%37)

Like other picrures by Vermser, this one shows the interior of the artist’s
house, but composed according to the rules and refinements of Baroque.
In the first room hangs a map of North Holland while on the right stands
a chair on which lies & pile of music paper. A handwoven carpet (perhaps
made in Delft¥) has been draped back to reveal the next room. The later
is clearly lighted but one cannor see ghe windows as they are belimd the
wall o the left This device of hiding the sources of light was much used
by Baroque painters. Oblique lines runming from the foreground o the
background link the two rooms: the broom standing behind the chair
against the wall, the two slippers beside it and, especially, the black and
white marble tiles laid in @ zig-zag pattern. Tn the second room, in full
light, a lady looks up from ber lute-playing and exchanges a few words
with 2 maid who has just brought her a leteer, The play of light. perspective
and even the iconography lead the eve casily from the foreground to the
second plane, Nothing is left to change: the gaze passes from the chair in the
dark room to the seared lady, and the lercer forms the centre of the second
plang, On closer examination, the picture reveals all sorte of exquisite
demilsz the wonderful play of colouns which have been preserved in
incredibly frech conditiom, the small yer pronounced highlighss an the
black broom and the white pearl an the ear of the lady, the brilliant red
of the maid's lips, the piece of beauriful brocads which has been hung along
the whitewashed wall, the blue sewing box and the laundry baskes on the
floor, just wuched by lighe

These components, in all their rchnss and multiplicity, have been
combined into a perfect unity. The painting must have originated about
1666. 1t is possibly identical with a work which was sold on 16th May 1696
at Amsterdam, Later it belonged vo the |, F. van Lennep Collection at
Amsterdam:. Messcherr van Vollmboven sale, Amsterdam, 1892, Acquired
for the Rifksmuseum in 1893 by the Rembrande Sociory
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FRANS VAN MIERIS (1635-1681)

Tre Socmer axp THE Giny Panel

Maurnishuis No. 860 Height 43 em. (167/47)
Width 33 em. (137)

L]
Mot only is this a finely painted panel by the artist who in the third
quarter of the seventeenth century was the leading master of the Leyden
School, but also a picture with 2 moral story-mther like that of the
Prodigal Son. The work is dated 1659, It has been described by Dr H.
Gerson as fellows; “The daring subject has received witty treasment. The
visitors and the contents of the ragm leave no doubt as o the subject of
the picture. But really the subject hére is less relevant than the seductive and
fascinating manner of painting. Who else has ever so complerely and s
subtly harmonised the colours of 2 painting with the silver lustre of silk?
The technique is perfect, according o the best Leyden recipe. without being
boring. The stll-life of lute and jug againe the white wall recalls Vermeer
although Frans van Miers was probably not following Vermeer's example:
Van Mieris’ larer works oflen regress inwo the Leyden smoothness and inmo
superficial technical refinement bur about 1635-60 he was, with Metsw, an
important figure in Dutch painting.'

Anather version of this picture, with variants, was in the Nostitz Gallery
at Prague. All his life Frans van Mieris worked i his birthplace, Leyden.
He leamt painting from Gerard Dou and Abrabam van den Tempel. He
had 2 fairly profound influence on the next generation, especially on his
sons Frans and Willem: bat neither of these reachied the heights of their
father.

Lent by the Rijksdienst voor's Roerend Kunstbezit w the Maurithils
n 1948,






MELCHIOR IYHONDECOETER (1636-1695)
T MewacERy

Canvas
Ritksmuseom: No. 1223 Height 135

cm. [(53YE7)
Width 1165 oy, (34947)

D'Hondecoeter painted this decorative picce for the palace of Soestdiik,
which Prince William 111 had bought and had had re
varions arpisrs. Most HHPOCant was d"Hi
best painter of live birds

built and decorated by
mdecaeter, then reputed to be the

in the Netherlands, Even today his PICIUTES ATe
In his town garden ar Amsterdam he keps a ymall
menagery, as did the Prince wo ar Soestdijk. Diutring the French Revolution
this canvas, with other, was removed from Soestdijk 1o the Naronal Ar
Gallery collection, the predecessar of the Rijksmuoseum,

unrivallied 'of their kind.
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JAN VAN HUYSUM (1682-174%)
Frowers anp Faurr

Runksmuseumn MNo, 1274

While Ambrosiud Nosschaert’s ars herdlded the flowerpiece, Jan van Huy
I o

wum's work followed an

a long development. In his colouring the painter
|

amed more and more a

ht, airy effeces, in accordance with the e of
the eighteenth eentury. This was his greatest innovation, To this stall-life the
process had only juse begun, so that it must date from the first years of the
eighteenth century. His lower-pisces influrnced painters throvghour Europe
Mhe panel was donated by Mits Meschert van Vollenhoven-van Lennep

of Amsterdam o the city which m 1892 lent it o the Rijksmuse




CORNELIS TROOST [1697-1750)
Boaxb sax’s Burp Canvas

Bovmans-van Beumngen Musieum No. 447

Heght 68 ¢m. [26847)
Wideh 74 ¢m. (29V/57)

design and the theatre, which pro-
im with such French

Troost was greatly influeneed b

T
1. p— | - ale i Five
vided the subjecss of many of his pastels. Thix links h

artists as Guillor, Wantean, Lancrer and Pater, although he was not direetly
mflaenced by thim. Troust’s game takes place in the garden of & country
residence, pechaps beside the river Amstel, although the scenery is more like

a decor for an operetta with hgures in elegant and colowrful dress—for an

amateur performance in which, despite the best mrentions, the necessary
speed and refinement are just lacking. Bought by the museum in 1939 aided
by the Rembrandr Sociery,
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CORNELIS TROOST (1697—1750)

EXANDER THE GREAT 1N TH# Bavric o7 Canvai

e (43147
21

Width 1325 ¢mo (5.

Troost was one of those who pracieed the grand #tyle " which was much
more fashionable in the Netherlands than many of us realise today. The
' hisporical piece

K

2l ‘content evoked heroic 1deals much admired

y
{ theatre as well. According 10 the ar-
rian. |. Kooef, Troost did not merely take over 1t

painting. His Alexander the Grear in the Batele

haracteristics peculiar to him: fmgenuity of composition. thorough
light. The work is a good

technique and hne colonr and trearmegt of

of Dutch "classicim”, The paunung s dated 1737, Tt appeared

Muilman &

les {Amsterdam, 1813) and was in 1880 bequeathed
J: 5. H. van de Poll ro the Rijk

ESTUITL.




TAKOQ JELGERSMA (1702-1795)

PopTEATTS OF ALpERT AND Henpmix FARRICIUS AS CHILDEEN Pastels
cach Huight 34om. (133/:7)
Frans Hals Musenm Nos. 178 and 179 Wideh 29em. (11%67)

The name of this painter has been forgoten amid the overwhelming riches
of excellent artists whom the seventeenth century Netherlands had ac their
disposal. But in many a foreign wwn a master of his qualities would have
remained honoured. His pastel pormrain of the Fabricius boys, sons of
Willem Fabricim of Haarlem are atractive cabinet-pieces. The elder—in
1748 when he was painted, he was twelve vears old —was already turning
mto a gentleman, a young tuler in miniature. On his self-assured lintle face
we read the self-will of a far from casy persomality. He must haye been
spoiled, nsed 1o a Jot of servants who saw to hix fashibnable eurls and
where at his beck and ealll The younger brother—he was only ten
years old-seems of a more impulsive natore; ptﬁupi he was l.]u'u:]-.—
tempered. Bath are elegantly dressed as though they were adults, Notwith-
smndmg,, these are tlmrming children’s p-ﬁt:r'.lllts.

In 1883 they were bequeathed from family property by Jonkheer J. €. W,
Fabricius van Leyenburg o the Frans Hals Museum.
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TIBOUT REGTERS (1710-1768)
JAm Brak AND BB EAMILY

Rifksminesm No, 2014 A 3

The atmosphere into wh it Keprers leads us

that of his conmemporary ma. He shows us that bensdes the ricly and

proud suling families, there were alvo living in Holland w ealthy people
ted quicter and simpler lives. The minister seated on the [eft |

. sinee 1743 a eeacher in the Baptist communin

s the Hibrary. The father, Horman By
.

group. Cornelis 15 on right, with hic
. I'he

Iy pe " conversaton preces . The penre originated in

"

:f.-;||‘ %

their rwo child

500 L

i1 e seventeenth century,
however, in the Netherlands, In (904 Mis C. M. Bakker of Baaen gave thi
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JEAN BAPTISTE SIMEON CHARDIN (1699-1779)

GRACE BEFORE THE MEAL Canvay

Boymans-van Beuningen Museam Height 505 an. (19407)
Width 665 cm. (26'47)

The art of the * bourgeois” subject which the Le Nain brothers had pracrised
in the sevenreenth cenwury (see page 166) was continued mn cighteenth-
century France by Chardin. That be was inspired by the Flemish school
appears clearly from a note om & picture sent 1o the Paris Salon of 1746:
*Un tableau, répétition du Bénédiceé, avec addition, pour faire pendant A
uri Teniers, placé dans le cabiner de M. de la Live.” Five yean afterwards
he exhibited the same work in the Salon: it was then described as
“ répétition du tableau, qui est au Cabinet duRoi, mais avee des changements.”
A drawing in the Salon catalogue of 1761, which belonged wo Gabriel de
Saint-Aubin (now in the Cabinet des Esrampes, Paris), proves thar the
canvas exhibited then is identical with the one now hanging in the Rotrer-
dam muoseum,

Chardin did not only imitate Teniers, He adapted Teniers' pictorial ideas
to suit French taste. The craftsmen, the alchemists and the peasants were
replaced by the lower middle classes. He replaced good-natured Flemish
cxuberance with a subtle good taste and often with elegance, The colouring
became lighter and more delicate. Bu the most important thing was that
his great talent made of every subject, which in other hands might easily
have inclined towards anecdore, a warmly human picture, without however
lapsing in the process into the pathetic or swentimental. So Chardin became
the great master of whar is intimate. He did not overload his paintings with
dramatic, theatrical or heroic-effects, Tt s curious to realise thar this painter
worked in the Paris of the perind of the frivolous regency of the Due
d'Orleans and of the over-refined culture of the Coure of Louls XV and
Madame de Pompadoor. All this life went pass him, living m his rathes
isolated house in the Faubourg Sant-Germain. He concentrated his whale
attention on stll-lifes of simple, someumes very beauuful bur never rally
precious things (here, too, the Durch painters influenced lum), He: chose
as his subjects children and happy mothers, simple bur never poor interiors.
He shows us in this paintings one particular facer of French life, and thanks
o hin are, this can ateeact our interest and our sympathy, Only a lager
generation was to discover all this and 1w learn how 1o appreciate ar ies
valug the sublime qualities of Chardm’s worke

The painting comes from the collection of De La Live, Pans; a lawyer
called Forier (from 1761, auctioned 2nd Apnl 1770); Choiscul-Pranstin
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(sale of 8th February 1793); Charlier; Camille Marcille (about 1860-1857);
Eudoxe Marcille; Sir Roberr Abdy, Paris, and D, G, van Beumingen, Vier-

hooten, Holland, With his collection it was in 1958 acquired by the Roter

dam Museum
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JEAN BAPTISTE PERRONNEAU (1715-1783)

PoxrrAarr o SazA Hmvoarsw Pastel on Parchment

Rijksmusoum No. 2951 B 3 Height 58.5cm, (337)
Width 46 cm. (18'+")

In the eighteenth cenmury several prominenty French portraitisss tried
their luck in the Netheelands. Perroneau travelled there frequemtly, in 1754
going for the first time 1o The Hague where there were more Francophiles
ar the Court than anywhere else in the country. Only larer was he also
find a clientéle in Amsterdam; bur during 3 third visiv to the Republic in
March 1763 he made pormraies of Apent van der Wasyen (1684-1767), a
prosperpus  businessman. and former governor, who was then already
sevenry-sight years of age, and hi? wife, Sara Hinloopen. She was then
seventy-four; she had 2 wothless, mumbling mouth, her chesks were fallen
in, the flesh had become Habby and her expresion vacane. Or &id she sill
have keen eyes and is her Face only marked by boredom 23 a result of the
long sitting? Her hair has obviomly not yet been arranged. Her dres is
hidden from wview by a néglipé of flowered Tndinn dimask and a wide
neckerchief.

The pastel Is as vivid in drawing as in wlour, The fine light blue of the
dressing-gown and the white of the warf and Gp frame the pink face
The portrait is extraordinarily human; whether Sars Hinlpopen had an
amiable chiracter is a different question. The painter portrayed his mdrh
uncompromisingly 2s he saw them. His concern was that his portrait should
accurately reflecy lig sirer’s pessonality, His patrons seem to have accepted
this, as, somewhas later, Goya's patroms did abse. Cerrainly many citizens of
Amsterdam had themselves painted by him in 1763,

By inheritance the portmair of Sara Hinloopen, with thar of her husband,

came mto the possession of the Van Lynden famuly. In 1950 the Rijks-
museum bought it from Barm van Lynden van Horsewaerde.
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JEAN ETIENNE LIOTARD (17021739
Lanpscare wean Geweva  Pastel on Parcmem
Riksmupseum ™No. 2949

Heighr 45 .cm. (17%/47)

Widch 58 em. [2277,7)

Lirdard™s art 4 bese feprisented [n the mupietums
of Geneva and Asmyterdam,. These are the two
towns thar meant most o the ariss Geneva
waé his birth place. Amsterdam the ciry where
he gner his funme wife, Laer he rewmed
Switzzrland after mravels throughont Europe
and ir was thers hie painted his own poreo,
n\nd:nly tucked sway Ip 2 comer, a drawing
pencil m his hand, 3 red bonmet og the deek
grey hair, looking out from his stwdio st the
landscape before him (as 11 says on the back
of the pastel), Tr i 2 gay, sunny summer's day
A vine B growing m the garden in the fore-
groond, Behind in the meadows the dry
yellow hay hes on the fand. Furcher away cows
are grazing and g man doves two black horses
before. the plough. Esen Farcher off ure some
houses among trecs aod betind them e the
mountams, frsg low, then high and snow-
covered. The bloe shy above pleams in 3 even
expanse, An inexpressible ealm ‘pervades this
peaceful landecape This paste]l reflecss that
love of marure which Lintard folt ot the end
of hie life:

]

=
-— —
r
!
-
5

It renimined 1o the postesdon of the Llomid
family until Mia M, A. Listird !ll:ql.l'.*p!-Li'll.'lj
itin 1875 o che Rijesmusenm.

| .
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PIERRE FPAUL PRUD'HON (1753-18%23)

Rurcen Jan SCHIMMELPENNINGE AND His FAMILY Canvas

Rijksmuseum No, 1923 ¢ Height 2635 cm. (103947)
Width 200 cm. (78%47)

The grear portrait of Schimmelpenninck and his family s amongs the
most arresting that Prud’hon painted. It is cool in tone, reserved in cha-
racter, and despite its large dize, the composition i harmonious and lacks
the unartracuve colouring of his lawr works, which conformed 1w the
taste of his ome. When he painted the Ambassador Schimmelpenninck in
1801 or 1802, the arrist had achicyed a mastery of his style. He had
rejected the hand tigid lines of classicism, i heavy colour and 1o monu-
mental type of composiion. Romatnicism had not yer influenced ham, so
thar ar the age of forry, Prud'hon was at the peak of his abilives:

The same can be said of Rurger Jan Schimmelpenninck (1761-1825).
He had not been borm into the old ruling class and so had not been
destined for poblic office. After the completion of his law srodies he
established hamself in Amsterdam as a lawyer. The Fretich' Revolution in-

spired ths intelhigent young man widy progressive ideas. He was swiftly

successful. He became the Ambassador in Paric and then in London in 1802,
in the same year representing his country at the Peace Conference of
Amiens: Napoleon had sympathy for this worthy man whose modern ideas
wete tempered by humanity and prudence, and in 1805 nominated him
Grand Pensionary of the Batavian Republic. He resigned this office in
1806, however, when Louis Bonaparte became King of Holland, A eataracy
compelled him to leave public life. '

Schimmelpenninck’s small son Gerrin (1794-1863), whe in the painting
i playing happily with a deer, followed a career worthy of his father,
He became a prominent diplomar and banker, director of the Netherlands
Handelmuarschappy and, in 1848, Prime Minister, His sister Catherina,
whom we se¢ on Prud'hon’s canvas standing on the left, way later o go 10
London: as the wife of the Duteh ambassador Salomon Dedel,

The portraic group was exhibited in the Parny Salon of 1892, Until 1929
it remained the property of the Ambasador’s descendanss. In thar year in
was donated by Mr and M Drucker-Fraser o the Rijksmuseum.
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PIETER RUDOLPH KLEYN (1745-1816)

View 1§ THE Pars oF Samst CLoun Canvas
Heighs 99 cm. (397)
Rijlsmuseum No. 1354 Width 130 em: (511/57)

Louis Bonaparte, who in 1806 was made King of Holland by his powerful®
brother, the Emperor Napoleon, took grear trouble over the prosperity
of tus kingdom. He was also a patron of the arts who enabled a number
of promising young painters and srchiteets to study in Paris and Rome, In
1808, Pieter Rudolph Klein, aged twenty, lelt for France as a protegé of
the King of Holland to put himsell under the tuition of ], L David. The
year after his arrival ar Paris he painted this View m the Park of S¢ Clowd.
The park is seen from the centrecof the grest avenue, at the rime newly
laid out by Le Notre, and sill in existence moday. One can recognise the
place eadily, for since 1809 lirtle has been changed, In che distance is the
Pont de Sévres; on the left the banks of the Seine, now marred by sheds,
The stately high trees have in the course of time been replaced by othen
which, however, stand in the same places and look as fme s those that
Kleyn painted.

The colouring of the landscape s forceful but at the same tme sOme
what diffuse. Nowhere does 1t show the strong, bard wones one so often
finds in David’s work. There is no evidence at all here of his influence on
his pupil, One would rather be inclined w call the View in the Park of
Saint Clowd Romantic. 1ts chapes and planes, the play of light, and the
colours recall the Empire siyle. Kleyn has here painted a delicate-and
dr:.‘lm-r work. In the years 15081809 our artist painted yet other landscapes
m the invirons of Paris, but this clear view is one of his best works: The
painting was included in an exhibition o 1812 at the Royal Palace, Amster-

dam, and was bought there for the Royal Museum, the predecessor of the
Rifksmuseum,






FRANCISCO JOSE DE GOYA Y LUCIENTES (1746-1828)

Porrsarr oF Doy Bauoy Satuos Guivas

Rijkemusenm Height 107 om, (42147)
Width 835em. (38247)

Goys often not only signed and dared his canvases bur also mesvoned®
the name of the siteer. On Goya's canvas in the Rijksmuseum one reads

i the left lower corner *D. Ramon Satue Akalde de Corme P. Goya 1823°.

The sitter was 3 judge in Madrid. Like Goya he was in favour of the

new liberal ideas, and they were both forced o take refuge when in

1823 the monarchist counter-revolution broke our. This porrrair, then,

wai painted in 1823, The grey badkground and gemle light suggest thae
it way made indoors, The sitter 5 informally dressed, the collar of his

shin open for comforr, the pleated jabor falls to the side, the black jacket

and the red waistcoar underneath have been carelesly arranged, look

creased and worn. His rangled hair is brushed forward and needs dressing.
No gentleman would show hinself in the streer like this. Bur Don

Ramon Sawue is mtensely alive here, for Goya has wsed all his shill 25 2
portraitist in painting him. The Face reflects the spirit of revolution. Neither

he por Goya were o accept dictatotship or the flattering sryles which

tollowed the reign of Joseph Bonaparte. The portrait is not in keeping with

the official style of post-Napoleonic Spain. Goya was 1o Jeave his country
in 1824 o flee to Bordeaux, where he died four vears later,

This painting belonged to the collection of the Marquess de Heredia in
Madeid. Tn 1890 it was sold ar the Benito Garriga sale in Paris, and entered
the possession of Dr |, Carvallo, near Tours, in 1902, In 1923 is was bought
by the Rijksmuseumn with the help of the Rembrandt Society.
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COUTH NETHERLANDISH PRIMITIVES
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SIXTEENTH-CENTURY ITALIAN PAINTERS

Posdigeim Porrerart of o Lady (R

Tivism TRild i & Landeape (B)

Grambaridisia Moromi

Tintwretto The Woman rakien o Adfultery [R] e
Trareracr of = Camaldo]emron Maak (1)
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SOUTHEAN NETHERLANDISH BAROQUE
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SEVENTEENTH-CENTURY INTERNATIONAL TRENDS
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FRANS HALS AND HIS SCHOOL
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Melchine d*Hondessuter
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JAN STEEN
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REMBRANDT AND SEGHERS
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Seill-life with a Ham.

Canvas. 75 cm. X 105 em. (29%/¢7  41%/s") Boymans-van Beuningen Museam
Still-fife witk Books. Wood. 36 cm. X485 cm (1Y X197 Mauri
Heesuxmncx, Masnrew van, 1498-1574 ; Portrait of Amma Codde.

Wood, B45 cm, 65 cme (3357 X 25W™) Rijflommusenm ... ooovuines ven TEF

Porirait of a Man.

Wood. 114 cm. X B3.5 emm (49772 %33°) Boymans-van Beumingen Museunm 276
Herst, BasTroLoveus van per, 1613-1670 ¢ Portratit of Andries Bicker,

Canvas. 93,5 cm. X705 cme (360" x370") Riksmusewm .. ... ... cyal ]

The Banguer of the Civie Guard jn the Large Hall of St Jorisdaclen

Peace of Munster 1648,

§% 88 B

Canvas 232 em X547 em. (186" % 215%s™) Rijlhomuseumm . ...cvveueran 294

Young Conple, Canvas

172 em. % 146.5 om, (674" % 57%/+") Boymans-van Beoningen Museum ... 294

Princess M. Stuzrt (1631-1660) a2z & Widow.

Canvas 1995 em. <170 con (784" % 6674") Rijksmuseom .. ... e 294
Hexpais, Wysnann, 1774-1831 : The Notery Kdbne and bis Cleck Jan Boseh.

Canvas 63 e X5 o, (244" % 20'0") Rifkemosemm oovoooroneens on 3

Hevomx, JAx van vew, 1637-1712 : Imaginary View of the Cherch of Veere.
Canvar 31 5om. 236 con (129" X 144%") Maurimhuis ... .
Still-life. Wood. 27 cm. % 21 cm. (104" 8™) Mavritahuie
View of the Martelasrigrache at Amrterdam.

Wood. 44 cm. X 57.5 em. (17867 522%™ Rijkemrusetm ... .00ooonunns 297
View of the Jersit Church at Dusseldorf,
Wood. 51 cm. X635 con (207/a" 5% 24%/5") Maurfoshuls ... .. .000venn.. 297

Hoseema, Memoeet, 1638-1709 1 A Warermill. ;
Wood. 62 crn. X 855 em. (24%6" ¢ 330/4") Rijkomoseum. ..00vnue oo, 26217

Hooees, Cuanies Howasn, 17641837 ¢ Lowis-Napoleon, King of Holland,
18061810, Canvas, 325 cm. X 147 em. (87" % 577%") Rijkamutenm ...

Hesnn Ths Youscen, Haxs, 1497-1543 : Portrait of @ Man with o Falcon,

Wood, 25 cm. X 19 cm. ($7/a" X7V/s*) Mouritshutis o .. . oovsnrssinoenss 115
Portrait of Elisabeth Schmid,
Wood, 45 cm. X 34 ey (E7%0” 5 13%57) Maurfeshuls . .oovvinnsiooiisnas 27

Honpecorren, Mouowox o, 163616951 The Menagers.
Canvas. 135 em. X 1165 com, (534" % 45%") Rijkomussum ... _..._... 254
Birdy. Canvar 159 em, X144 em. (62%s" X 564") Rijksmusenm ... ..., 287
Howraoest, GERRIT VAN, 1590-1656 1
Portrait of Frederick Hendrik and Amalia of Solms-Braunfels. i
Canvag, 213 cmc X201 em. (B3 383"} Manritabiuds .. ...0000rens va 44T
Hoocy, Poerer oE, 1629-1683 or after: The Pantry. '

Canvas. 65 em. 2605 cmu (25967 x 239") Rijheamussum ... .oovvvunre. 339
The Small Conntry Home,

Canvis, 6] con X047 cm. (24" 2 18Y/5™) Rifksmuseum . ..ovuvnvernrnnn.. 341
The Linen Cuplonrd,

- 72 o XTS5 cme (283" 30Me") Rijksmusesm ooy.ivaien e, .. 296

Hovcrceest, Greanp, c. 1600-1661: Tnterior aE the New Church, Delfl. -
Canvas. S6em XM em. (22%%15%) Mauruhuls ...,

10



Hirvsuse, Jast van, 1682-1749 : Flowers and Fruiz

Wood. 81 em. X61 em. (M6 % 24") Rifommuseum .. ... TR g T Eaer ey
A Study of Flowers, Wood, 81 cm. %61 cmi (314" % 247) Rijksmusenm 287
Landicape. Copper. 57 am. 368 cm. (22V/3" % 26%4") Hijksmusesm . ... 300

LsexmnasoT, Ansiaes, end of 15th century-1551 : Madorms and Child,

Wood 3l em X20em. (124" x77/¢") Boymans-van Beuninger Museom 277
Jacomsz, Dinek, 1495-1567 : Portrait of Pompeijas Occo.

Panel. 66 cm.X(54 cm. (26" 21%4") Rijksmusesm .0vvvevnnnre voan. 19
Jamoaw, Kamsr ou, 1622-1678 : The Foung Shepherd.

Wood 31.2em 2376 o (120" 5 147"} Maneitshtis o ovvesnrrennns Hrd |
Jmceasua, Tano, 1702-1795 ; Portrait of Albert Fabricius as « Child.

Pastel 34 cm. X 29 cm. (138 % 11%%") Frans Hals Musewm . .......... 258

Porrrais of Hemdrik Fabricing ar & Child.

Pamel. 34 om X 39 em. (138" % 11%*) Frans Haly Mosenmy .. oo nns -
jmwt; n:.xlﬁib-lﬁ?‘i': }ﬁmr 1{; tterdam,

3 em, X111 em. (36547 < 434"} Boymans-van Besningen Muoseam

Jompazss, Jacos, 15931678 : Adurlﬁmlo{‘xh Shepherds.

Wood. 125 em. X 95 em. (49Y4" %3734} Maurihois o ooovenusronsnen.

The Coin Fomnd in the Mouth. of & Fish,

Canvas, 119 an. X 197.5 cm. (467" X 777"} Rijksmusenm ....,........

A Satyr. Canvas. 135 cm. X 176 cm. (53Y” % 69"} Rifommsedm ... ...
Kavr, Witses, 1619-1693 1 Still-life.

Canvas. 71.5 cm. > 62 eme (28°47 X 2447) Rijkemusetm: ..., ..o, .. 22§
Kxy, Aomiaen Tromasz, 15441589 : Partrait of Willismr the Silens,

Wood. #8 cm. X35 em. (1876”5 139s") Rijksmutenm . _...... . ... ..
Kevssn, Tuowas pg, 159971667 ; Fieter Schout.

S8 B § &

Copper: 86 co. X695 em. (33747 3 29/4™) Rijhksmosenm ... ... ..0..0 Irs

Partrait of the Ensign Loef Vredericx,

Wood. 92.5 cn. X 69 em. (364" X 274a™) Mavriohuis ... ... ..0overes 293
Kiryw, Preven. Runovest, 1785-1816: View in the Park of 5t Cloud.

Canvas, 99 cm. X 130em. (397> 5106") Rijkemuseiim ... .......0000.. 269

Kntp, Joszeii-Avousre, 17771847 : Place de s Concorde,

Canvas, 1295 o X997 em. (517 % 384s") Rijksmisenm ..., ........
Kowmex, Pruurs pa, 1619-1688 : View over @ Flat Londicape.

Canvas. 95 em. 3 120 em, (37%4" % 477/4") Boymans-van Beuningen Museum - 244

A Flar Landscape wwith a River, '

Capyas. 925 om X112 em. Rifksmussum ...oeverenenan. T T v 380
Enuseuan, Jan Aoaw, 18041862 : Portrait of the Collector A, van der Hoop.

Canvas. 125 cm. <99 em, (494a" % 39"} Rijlormmseunt . .ooii e
Lastsian, Prerea, 15831633 ; The Flight into Egype.

Wood, 29 em. X255 cm. (11%6° % 10%) Boymans-van Beuningen Museum 252
Levoew, Aswraer vaw, 1498-1584 ¢ The Raiting of Lavarns.

Wond, 755 em, X78.5 cow (29943 3070} Rijksmuseum ..o...o..,.... 107
Leenan, Lucas van, powibly 1489-1535 : The Dance of the liraelites round

the Golden Calf. Wood. 93 cm. &7 om, (364/a" 2 2BUe") Rifksmuseum J04-105

The Serpiem, Wood, 133 cm. %97 cm. (520" < 38Ve*) Rijksmusenm ., ... 274
Lmce, Braworne av, ¢, 1415: Norfolk Tripeych.

Wood, censral panel, 33.2 cm X 323 cm. (1373012447) )

wings, 33.2cm. X132 em. (13" % 54") Boymans-van Beuningen Museum 273
Livoeraacu, Jonaxses, 1622-1674 1+ An Ttalian Hurbour, :

Canvar, 78 om. 266 em. (309" % 26™) Rijksmuseum . ........ T T ]
Liorann, Jeaw Evmesse, 17024789 Landicape near Geneva,

Pasel on parchment, 45 cm %58 cme (17207 X 2296") Rijkemmuseun  264-765

3



Portrait of Francewo Algaroiti.

Pastel on parchment. 41 cm. 33135 emu (169" X 12%") Rijksrousenm .. .
Lowam, Pietno, 1702-1785: Maked Scene.

Canvas, 85 cm A 1085 em. (330" X 429" Rijksmusonm o ceecencani-a
Masvie (Jaw Gossarurs), e, 1475-1535 ¢

Metamorphosis of Hermaphrodite and Salmacis,

Wood. 328 em. K21 5xm S;}'xt”:":l Boymans-van Deuningen Mutesint
Mars, Nicovas, 16341693 ; Dreamung.

Canvai 123 om X 96 em, (407" X 379") Rijlsmumetim: .. oevencnsnnns

Prayer withows End, '

Canvar IMon ¥ 113 om. (524" X 441/") Rijhomuwrmm .. ovveranunans
Macxnasco, Arsssanoro, 1667/81-1749 : Hermits in & Landicape.

Canvas. 545 em. X 3% am. (210" X 15Y5") FajEamumisum .cveyyiarasans
Manoes, Camnr van, 1548-1606 : The Dunce Rownd the Golden Calf.

Canvas, 9935 cm. X 2165 am. (399" »854") Frans Hals Muscom
Masier oF Arx, first half of the 15th century 1 The Frophet Fsaish,

Left wing of the Anmumcintion tripéych.

Wood. 1015 com. X 68 cm. (397" 3 26%4") Boymans-van i
Master oF Areuasr, active 1490-1510: The Seven Works of Charity.

Wood. 101 cm. X555 cm. (394" % 217a7) Rijksmupseum .. ... _..
MasTer oF Duurr, = 1490-1520 : Trpeych.

Wood. Central panel, 84.5 ém. X 68 cm. (334" % 2644")

Wings, 84.5 om, =30 em. (334" % 1Y) Rifkemuseum .. oooonianiias
Master of DoxperecHT (), c 14504 : 5r Agnes with Geertrny tan

Slmgelandr. Wood. £0.5 cm. X 465 amu (299" X 18Y4") Rijksmuseum ...
Masyexn or Sees NosTea, late 15th century : The Vanity of L‘m Life.

Wood. 88 cm. X 104.5 cm. (348" :-HI.'?-‘)“E-‘ijknnmm 2T
Masrer or TitE Deati oF e Viearw &7

The Death of the Virgin,

Wood. 58 cm. X 78 co. (227/s" X 309"} Rijksmuseum ..., o h iy :
MasTer oF TiE GarsEninic of THE MannA, © 1470 : Offering of ‘the Jews

Wood. 69.5 em. % 51.5 em. (274" % 20Y/4"} Boymans-van Beuningen Museum
Master or 1sx L oF Maxy, active 14631480 The Visitation,

Wood, 104 em- X576 e (417 22%,") Boymans-van Beuaningen Miteum
Masten oF Tan Vmco e, Vimoines, probably sctive sbour 1470-1500:

The Virgin and Clild surrounded by Four Female Saints.

Wood. 123 am 3 102 em. (4834* 2 40457) Rijksrmusoum .., .. ..

The Annunciation,

Wood. 573 em. 47 cow. (224" 5 18Y/4") Boymans—van Beumingen Musewm
Matsys, QuesTiv, 1465/66-1530 : Madonna in & Lindscape,

Wood. 41 cm. % 28 cm. (16" 3117} Boymans-van Beuningen Museuni . .

The Blessed Vibgin,

Wood, 75 omux63 cm. (290" X 2450 Maurishuis ..
Memtine, Haws, . 1433-1494 § Porerait of & Masn,

Wood. 307 emux22.3 cme. {1134 B84 Maurinbusi

Herseés drinking,

Wood. 43 cm, X 16 em. (167" X 6"/4") Boymans-van Beuningen Museum . .
Masacse, SaromoM, active at the beginning of the seventeenth comniry ¢

Portrait of Ama Bowdaen Courten,

Paoel, 96 cm. % 70.em. (7% X 27%") Rijkamuseim
Mersv, Gammiet, 1629-1667 ; The Sick H-'d}

Canvas, 332 em. X 27 2cm. (13%e" x 1094") Rijksmusenrs ... ..

The Sporteman’s Present.

Canvas 51 em. 48 e (2004 X 187A4") Rijksmuseum
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. Micitimn Jansz vaN, 1367-1641: Portraic of Acgie Hasselaer.
Wood. 70 cm X 58.5 em. (2"} 22W") Rijlesinudeum oo voiacniosaias
Pormait of Prince Maurits,

Wood. 2205 ome 3¢ 146 om (BFY4" X 5740%) Rijlommsenmm - oonovvinnnn T

Miigis, Frars van, 16351681 : The Soldier the Girl,

Panel. 43 cm X313 o (1674 % 137) Madrinhuly .o..ooviinnanianiaa
Portrait of the Artist and bis Wife.
Wood. 253 om. x 20 om. {10%" X 7") Maurieshiais .. covoevivicienans

Mg, Frans van pen, 17191783 : Porirait of a Lady.

Caavas. 53,5 cm. %42 cm. (21° X 16/¢") Rij Ml seswmran By e g

Motrsasn, Jaw Miryse, 1610-1668 : Family Growp.

Panel, 615 ey x 80 e (244 2 5100Y) Maunihols oo
Judith Leyster playing the Harpsichord.
Wood. 385 com. X 29,5.cm. (1543 % 111/s") Rijksmmmenm . oooooon

Momren, Joos pe, 15364-1635; Landicupe with Wild Boar Hunl
Wood, 121 cm. 1965 cm. (1?'.‘1'!(?’?*:'1’} Rijksmmsenm: o< o-vversnrren

Moxsriss, Pavies, 1571-1638 : “The Litple Princess'.

Canvas, 79 cm. X 625cm, (I1Ys" x2457) Ry NPT s o bre il

Moxo, Asrorn, (AxTaomsz Mor vay Dassowsr), 1519-1575 ¢ Portrait of
Sir Thomas Gresham. Wood. 90cm, X755 cm. {35%s” X 299s") Rijhs-
EMUM L scrcrrssrrarprrmsr T e a T r e w A A AR
Porerait of & Goldsmitis, )

Wood. 11835 cm. X 90cm, (#6427 % 35%") Maurishuls ... ... ococanis

Monont, Grovaxse Barrista, o 1310-1578 : Porrrain of a Young Lady,
Canvas. 735 cm. X 65 cme. (29" X 258¢") Rijkemusenttt oovervvoeenenis
Portrast of a Camaldolensian Monk:

Canvas. 58 cm X492 e (22997 % 191,") Boymans-van Beuningen Muscum

Mosrazrr, Jan, ¢ 1475-1555/6: A Propber,

Wood, 100 e X33 em, (399" % 20'") Boymant-van Beuningen Museum
An Episade of the Conguest of America,

Wi 865 cm. x0 1523 om. (35° X 60") Frans Hals Museuny ,...........
Porrrait of a Lady,

Wood. &4 cm. 485 em. {E’h’}{l?’] Riflomuseum ..opcorviannrannrs

Movcuezon, Frepumic px, 1633-1686 : An Jtalisn Landicape.

Canvas. 39.5 cm, X323 an. (158 % 1276") Rijksntuseum ..., ..

Murnro, Baxrtovrosm Esvenan, [616-1682 : Madonna wirth Child.
Canvas. 190 om X137 o, (740" % 53") Rijksmuseum oocovcnncnrnes

Murys, Nicotass, 1740-1808 ;: The Lovers of Art.

Wood, 78 cm. > 66 em. (300" % 267) Beymans-van Beuningen Museum ..

Nam, Loy Lx, 159371648 : Twa Girls,

Canvas. 41 cm: 2305 em. (16447 127) Boymans-vin Beuningen Muszum

Nirn, Asar vaN pEn, 1603/4-1677 : A Frost Scene.

Canwvas. 64 oo X% 79 eme (2500 X310 R mnmiedin - ce s ves s inmscaans

Nupr, Ecton VAN pER, 1634/6=1703: A umhr Hunds.

Wood. 49 em X395 an: (19Y4" X 154/%7) ilu 7 i B

Ouiry, Beanann van, c. 1488-1541 1 Christ Cracified, with the Virgm anad
St fabm, Wood, 140cmi< %3 em. (3597 XI7) Boymani-van Bew

pappmsibmadadadiBiadbipasdabralisanars loeed ot i

ningen Museom
Oitans, Aomiaew, 1616-1684 ¢ The Fab Vendor,

Canvay, 36.50m X395 em | (LW R 150") Rijksmuseuns .. oooiiaic
Patem, Jeaw Barmoen Joseest, 169517365 Fite Champiire.

Canvas. 44.5 om0 55 eml (17427 X 219" ) Boy mans-van Beoningen Miuteum
Pamovm, Joacmu, o 1480-c. 1524 : Sadam MJ Gomurrah on Fire.

Wood. 23 on: X285 o (973 1144") Boymans-van Beuningen Muscun: ..
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FPayoss, Cunistard, ¢ 1618-1666/7 ¢ Still-life, "m
Wood. 87.5 co. 373 cm. (34Y2" X 28%*) Boymans-van i
Prxxosodeay, Jeaw Barrore, 17151783 1 Porirair of Sare Hinloopen.
Pastel on parchment. 58.5 oo (46 cm. (237 % 18Y%”) Rijhsmuseum ... ...
Puiazevra, Giovaswsi Batrisra, 1682-1754 1 Friie-girl.
Canvas, B3 em} 645 cm. (32" %2547 Rijksorwweum .. ... .....
Puvensz, Awar, o 1550-1612 : Portrait of a Womans.
Wood, 1075 con. X85 co. {42'/2" 2 33%¢™) Rijkrmuseum. ... ..........
Puarresonracne, Nrootas oe and Camrarcse, Jean-Barnste pe
$£2 CHAMPAIGRE
Fonronus, Jacoso Cannveoy called 1494-1557 ¢ Portrait of & Youny Lady.
. Wood. 46.4 con. X312 cm, Rijkemusemm .. o.oonnnnnnninn
Post, Faaws, c. 1612-1680 : Srazilian Landscape,
Canvas. 1075 am. < 1725 cm. (424/4" X 68"} Rijksmuseum ..............
View of Tamaraca Felamd, .
Canvas. M.5 con X 24 em, (136" % 99™) Mauritshuis .. ... ..,
Porrer, Pavius, 1625-1654 : Horser inu Fleld,
Wood. 235 cm. %30 em. (9Ya" X 11%47) Rijksmuseum . .
The Young Bull.
Canvas. 235 cmy X 339 cm (924" % 133Y5*) Maurishuly ... ...,
Landscape with Castle,
Wood. 58 om. > 66.5 cm, (2F/5" % 26Y4") Rijksmusenm | . |
Puovoost, Jan, c. 1465-1529 : The Dispute of 5t Catharine,
Wood. 160 em. X 70 cm. (63 % 27%4") Boymans-van Beuningen Museum . .
Pruv'uon, Preses Pavw, 1758-1823 ; Rusger Jun Schimmelpennince and his
Fanuly, Canvas. 263 em. % 200 cm. (10313" X784 Rijksmuseim ., ...,
Porrer, Prerin og, c. 1600-1659 = Still-life with Fiih,
Wood. 68 cm. 98 cm. (26847 % 38%*) Fram Hals Muosenm , .
Pruacxes, Apam, 1622-1673 : Landicape,
Wood, 40 om.x 43 cm. (13%" X 1670") Rijksmuseum .
Recreas, Tinour, 1710-1768 1 Jan Brak and bis Family.
Canvas. 675 cm. X 84 em. (263" % 33Y/4") Rijksmuseum

i Ea W
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Remsaanor vaw Ruw, 1606-1669 : The Campany of Frans Benningh Cocg
{The Night Watdh). Canvas. 359 cm:3 438 cm. (141:$xuzlfﬂ Rijks-

38284
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Tobit and Anna with the He-Goat,
Panel. 395 em. X 30 em. (154" X 11%*) Rijlsmuseum
The Stone Bridge.
Panel, 295 em. %425 em, (114" 16%") Rijksmuseum
Langhing Self-Porerair.
Copper. 15.4 cm. % 12.2 cm. (6* X 4'v") Maurisshais ...
Susanna Hathing,
Panel. 47.5 em. 39 oo, (184" % 15%") Maurinhuis ..
E:;;mir ;; Rmirmit*il:!fm Tim:P

vas, 77 em. X 63 em; (30047 % 249/¢*) Boymans-van Benminpen Mussum
Sunl Listening To Dawid Ffu;inf on ihe Harp, =
Canvas. 130.5 em, 3 164 cmy (51 A XA ) Manrshads .ooo i,
The Governors of the Cloth-Guild (The Syndics),
Canvas: 1905 em, <279 an. (75 ™ % 1057e") Eiii:mus-tum :
Self-portraic as the Apostle Paul,
Canvas. 9 em. %77 cm, (357" 2 30Va") Rifksmuseum. ..
The Bridal Conple (The Jewish Bride),
Canvas 121.5 em. X 1665 cm. (477" # 659" ) Rijksmueam .. ...
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Joseph tellmg bis Dhreami,

Canvad 51 em. %39 em. (2007 % 15447) Rijkomosan ... oo daaiee pi ]

Simeon i the Temple,

Wood. 61 cnC48 eon, (2475 18WAT) Maurishals: cioiocicoiian. oo 350

Jeremsiak monrming for the Rum of Jerusalent,

Wood. 58 cm, 2 #6 e (227" X 18Ys") Bijkemsseim oo uvescisrsise- . oo

Rembrandt’s Mother as the Pro 5 Anna.

Wood 60 com. X 48 oo, (23%e™ % 187/s7) Rijketmuseitm o ouiiediaraiasais 390

Titns in & Monk's Hood,

Canvas. 795 cm )68 oo (311" X 26W0") Rijkemusentr. oo 290

Vo 108 et &3 ah. (426" 324¢") Riflamuseusm 25
em, X B2 cm. (423a" 2 I i TP PR Wy P R

The Amatomy Lesson of Professar Tulp,

Canvas, 1695 em, % 2165 cm. (6687 X 851/4") Mamrimhois .. oo o 000l 290

The Dead Peacogks, .

Canvas, 145 em X 1355 om, (574" 20 53447) Rijksmuienm . ..ol 199

Man wuth a Red Cap. .

Canvas. 102 cm. % 80 em. {415" % 31Y+") Boymane-van Beuningen Mustwm 291

The Brother of Rembrandr,

Canvas, B0 em. X 67 cm (V" ) 26%6*) Mauritshuis .. oooiivias e 291

Pexce. Wood.

745 con 3 101 em. (294" X 394/07) Ba]ml.u—m Benningen Mozeum . ... 291

Partrait of the Painter (The Last Self-porerait),

Canvas 39 em. X310 am, (23" % 2006") Mauriesbois . ... oo o0 0oe 291

The Two Negroes.

Canvas. 77.8 om X645 cm. (308a® 5 254*) Mourichuls .............. 291

Homer.

Canvas. 108 ennx 825 om. (428X 3240") Mawricthuis ... ... 201

The Denial of 5t Peter.

Canat. (54 em. X169 om. (6080 2 65%) Rijlemuseum ... ... ... .- %1
Roszet, Hisesr, 17331808 « The Pameer's Studio.

Canvas. 37 cm. ¥ 46 cm. (148" X 184"} Rifksmusesm .,......000 ..., 302

Romexti, Excorr pE, . 1456-14961 Portrait of Pierro Cenni,
Wood, 42 om. % 32 em. (1644 % 1285} Boymansvan Beuningen Museum 278
Rusesia, Siz Peren Paur, 1577-1640 ¢ Achilles slaying Hector. Wood,
44 cm. 3 515 amu (17" % 2044%) Boymans-van Beuningen Museum ..., [33
Evening Landscape. Wood.
495 cm. ¥ 54.7 cm. (194" % 21Y/e") Boymans-van Beuningen Museum  [36-737
The Procession te Calvary. )

Wood. 74 omn. 555 cm (290" X 2150} Rijksmuseum ...oovevinnroas.. f38
Poriradt of Midhel Ophovias. i

Canvas. 1113 am % 825 em. (4355 3 3207) Maurishals ..ooeeenin,., 280
Diana Bathing.

Canvas. 150 e 118 oo, {59 € 46%/5") Boymans-van Beuningen Museum 260

Thetis dips Achilles into the Siyx. \

Wood. 43 cm. % 36,5 am. (1677 % 14Y47) Boymans-vin Beuningen Museum 281

The Martyrdom vof St Livinms, .

Wood. 82 cm. 57 cm. (3244 X 220s") Boymans-van Beuningen Museum = 281

;ﬁhﬂ cmj“i;;-_'- (37" 23") Bo Be M 281
96 om. 2 60.5 oo 2 23%") Boymans-van Bemingen Museum

The Assumption of the Virgi }

Wood, 90 cm, %61 cmu (359" X24") Maucinhuls ....oooooooii oo 280

Portrait of a Carmelite Monk, _

Wood. 41 cm. 229 enu (164" X 11%07) Boymans-van Beuningen Museum 281

315



Adam and Eve in Paradize Ny ) oy S S
Butspaes, Jacem vawn, 1628/29-1682 ¢ View of Haarlem,
Canraz, 43m}(3'3m.g::l'>{15':| Rijlamusenm ..., ko e R
The MUl near With Bif rateide.
Canvas. 83 con X 101 em. (329" % 394") Rijlsmusenns , ... .....
Ruvicn, Racues, 1664-1750: A Flower Pizce,
Copper. 545 cm. X 36.5 cm. (21%s" X 14447) Rijkomussum .. ... B -
Ruvsnam, Satomon Jacomss vaw, 1600-1670: A River View,
Canvas. 10om. X 1515 e (43%° % 59%¢") Rijkomuseum ... ..
Sasnarpas, Purves, 1597-1665 : 5t Mary's v Litredht, Canvas.
N10.5 oo X139 emu (430" X 548,%) Bcrmmmleunmgmﬂm yyed
The Interior of the Church as Assendelfr,
Wood. 50 cm. %76 em. (194" 290" Rifksmuseums ..., ......... =
The Old Toun Fall, tevdam,
Wood. 64.5 cm. 283 cm. (25Y5" X 32%a) Rijkommseum ,......._..... an
St laws, Geexroen Tor, 1460/65-1450/952 1 Adoration of the Magi.
Wood. 90 cm. X 70 em. {355 % 74 Rijhsmuseum .
The Tree of Jesse.
Wood, BY cm. %59 cm. (3573 231/¢%) Rijksmueum
The Holy Family and Their Kindred.
Wood. 137.5 e %105 cm (34" %4100 Rijksmvesom . ..0uuess ol e
The Virgin in Majeity,
Wood. 225 cm. % 18 ém. (875" X7Ys*) Boymans-van Beuningen Muoseom
Scuarcery, Govrmen, 18431706 : Portrair of William I11.
Canvas. 76.5 con. X 65 am. (3075 255" B LT
Scoszr, Jan vaw, 14951562 ¢ The Yomung Stholsr.
Wi 463 oo X 35 em. (1847 X 134"} Boymans-van Beuningen Museum
The Baptitm of Chrin.
Wood. 120.5 cm;x 15635 em, (470" X 610s™) Frans Hals Musenm. .. ...,
St Mary Magdalen,
Wood., 67 % 76.5 cm. (2843”3 30™) Rijksmusteam
The Crasaders at Haarlem (1527).
_ Wood. 114.5 cm. %276 cm, (45" X 108%4") Frans Mals Musesm ... ...
SeceErs, Hezxcures, 1589/90-1637/38 : Lan ape. Canvas on panel,
293 em. X457 em. (117/4" % 18”) Boymans-van Beuni Museum
Landscape. Wood. 30 em. < 53.5 cm. (1184”3 217) Rij
Stemn, Jan, 1626-1679: The Inn,
Canvas 68 oo 42em, (264" 20 3294™) Mauricshuis
The Lute Plyer.
Wood. 3 cm. < 37 S em. {12Vu" % 10%4") Mauritshuis
The Parrot's ng,
Canvay on r.u « 50 om. X 40 cm- (1947 % 1394") Rijksmusesm ., .
A Girl With Oaypers.
Wood. 205 em.x 145 em. (87 X $3/0") Mauritdhuis _
The Poultry ¥ ard,
Canvas 1074 cm. %814 cm, (A2 327) Mavrivabis ... .. .00 o0
The Sick Lady,
Canvas. 78 cm. 635 cm. (29767 X 257) Riflamusetnm . ... .........
The Prince's Birehday (The Prinsjesdag),
Wood, 46cmu X625 cm. (6" < 24%0%) Riflomusobim .. LS n i
The Adnn;t.u'au of the S‘htpﬁ;rm':.
53 em. xb4 e (220" XI5y Rijkemisteurm: . . ,_..... -
The Feast of 51 Nidholas,
Canvas, 82 cm, X705 cm. (324" 3 27%s") Riflemusesm
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Forerair of the Painrer.

Canvas, 73 cm. 62 e (289" > 29/y") Rijlommusent ... p0pprnonnn,. 289

The Dancing Lesson of a Caz.

Wood, 68.5 cm, % 59 con (280" 3 234") Rijkamuesn. oo ovvayenerons on 289

The Disciples ar Emmans.

Capvas, 1M o X104 em. (32%" X 417) Rijkmmmuseum . crrag ety ML

Light Come, Light Go. )

Canvaa 79em 104 eme (31V4" % 41%) Boymansvan Beuningen Musenm 2859

Village Wedding.

Canvas., 64 cm 81 em. (25047 X 31") Boymans-van Beuningen. Museym: 289

Alerry Company.

Cagvas, 53 em. 64 om. (20700 % 2500™) Magrshuds ., 0oviver aonmncas %9
Strozz, Bemmanno, 1581-1644 : Dacid with rhe Fead af Goliath, Canvas.

164 am, 3 106 e (645" X 41%4") Boymzns-ven Beuningen Museum ... 279
Tewrni, Avnasas Lasuzersz van pew, o 1622-1672: Jan van Amistel and

bis Wije. Canvas. 142 e B8 em. (556" X F1MT) Boymunssvan: Ben-

SRR VISR i 4Tid i A gk A a e S i o L] o M
Tenmrs, Davio, 1610-1690 : The Alchemise,
Wood. 27.6 cm. %375 cmu (107" X 1400™) Maurirshuis ...oo... 000000 281

Texorororoucos, DouenEos, see Greco, i
Timaiot, Perrecemo, 1527-159%6 1 The Vidtation.

Canvas 76 con. X102 cm. (29757 5 40MsT) Hijkemuteum o ooviiiiiinciaes 278
Treroro, Grovaxm Barrista, 1696-1770 : Telesnachus amd Memsor.

Canvas 110 o 72 cm. (434" X 26%™) Rijksmusemm .. -coioeanna-o 30

Virgin and Child, with St Jobn Baptine.

Canway. B85 cm. X695 em. (347" X 27V0") Rijhamuseam ... ...op0..- 301
Tieroro, Giovaxw Dougxico, 17271804 : The Flight into Eﬂpn

Canvas, 68 oo X 101 cm. (2657 X 3PUT) RihSmnsesmn oo eiesenens o
TintoreTro (Jacoro Bowusti), 1518-15%4 ¢ The Annunciasion: The z‘l.n;rl

Canvar. 115 om. X 93 o (45147 K 36%0") Rijksmsenm .oooovvniviraan 6

The Asnunciation: The Virgin.

Comvas, 115 omo 593 en (45747 X365 Rijlommusenmy oo o cppe vanpeons 17

The Woman Taken in Adultery.

Canvas. 160 am X225 cmu (63% 88"} Rijkamusenm -y .en 279
Tiscrwery, Jonass Fueomien, 1750-1812 1 Portrair nf Princess Wilbelwina

of Prussse. - Pastel on paper: 60 em 3 50 em. (28/a® X 19%7) Rijksomeum 304
Trriaw, (Tooano Veceiumo), scove before 15311-1576: A Child in & Land-

scape. Canvas, 180 cm. % 125 am. (707" 2 494") Boymansvan Enmm;m

MISIEEER o et v b A s e w s Ikt e o e g e o
TaoosT, Connerts, 16971750 ; Ehm‘muu $ El,ff

Canvas. 68 cm. 74 cm. (260" X 29%") B ~yanh Demmiogen Mowam 256

Alexander the Great at the Batele of rgmﬁm

Canvae 110cm. X 13235 cm, (43%a" X 52067) Rijommseam .....vocun.c 257

Farmily Gronp in an Intevior.

Canvas. 94 cm. <815 cm. [3?'?(.’-.‘!'1’-"} Bikammsum oo nvivnsamncns 03

Portrait of Van Der Merich

Wood: 72 cm. X 57 em. (268%" 225"} Rijksomseum < <.ovenine Tl 303

The Garden of & Town Homse.

Canvay, 66 crmi i 56 con [26° X 22") RiJKSmusewm i vusnasansninases 303

Erat Sermo inter Fratves (The Brethren began to Talk

Pastel on paper. 56.5 ool K725 em. (224" 3¢ 2844™) Maurmeshuls , ... 503

Rumor erat e Casa (There wai o Noige in tho

Pastel on paper. 56.5 con 3725 cm, (22Va" X 284s™) Mauritshuly o000 303
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liaae Swwders,
Canvas. 57 ¢m. X 47 cm. {!th'x}Pfl'} Riflsmueeim | i aiaioo il

The Wedding of Klory and Reospe. -
Panel n:ﬁ[;':rﬂ. 64 e B3 eme {25V XA Maurishuls o.oo... .o
Jan Lepi 3

Panel on paper. 58 cm. X43 an. (22" % 16747) Rijksmuseum
Troowrwyx, Woures Joaswes vax, 1782-1810: The *Raampoarijc’,
Amuterdam. Camess 57 em. 48 om. (224" X 1857 Rijlesmuseum ...
Vacceesy, Wennen van new, 1585< 1627 : The Govemnors of the Lepers'
Hease, Amsterdam. Wood. 134 em. X192 om. (32%4" % 75%4”) Rijksmuseum
Vanvrrerw (Gaseans van Wirmar), 165317361 View of Rome:
Carves, 48 cm. 97 Rom. (18%s7 % 384s") Rijfkamuseum .
Vacaxqguer, Dimco, 1599-1660 : Srill-life,
Canvas, 108 cm. X 87 em. (42" 34"} Rijlsmusesm .. __ ... ___..........
Veioe, Aomiaex van oe, 1636-1672: Family Growp in & Lmd:u!rx{!;‘h
) 2

b mmyrer v

Artist and His Family). Canvas. 128dm. 3 105 com. (500" X 414y
MOIERME r-scwens na

303

E2EE

..................................... LT 213
Viios, fax van g, c. 16201662 : Slifﬂﬂ,l'e.

Canyas. 69 em. 2895 cm. (274" % 35Y") Rijksmoseum .. ..., cuwsl 250
Veioe us Eroes, Wictes vas of, c. 1611-1693 : Council of War on Bosrd

the ‘Seven Provincer. Canvas 117 cm. X175 cm, (461" X 687/5") Rijks-

e e e F U £ S5 e

Naual Bartle ar Ter Heyde

Canvas 170cm, X289 em. (66" % 11384} Rijksmusevm ....._...... 294
Veine vhe Yousces, Witles vax oE, 1633=1707 t The E.‘jgmmi Prizes of

the Fowr-day Sed Battle. Canvaa, 58 £m. % 8lem. (227 “310") Rijks-

BHIDEUM . = R L L e e Ka e a e e e e e -

The Harbour of Amsterdam,

Canvae 1795 am. K316 am, (PP X 14%™) Ritksrusenm .. ... ... 298
Vexing, Apmiaen Pirreasz vay oe, 1589-1622 : Prince Maurits at the

Haorsemarket in Valbemberg, Wood. 555 cm.x 134.5 cm. (217 252707)

Rijkamuseum ... . .oenn o ovinen. T L P wimr - S
Vexzowm, Jan, 1650-1693 : The Message.

Canvax, 59 cm 535 em, (”lll'h'xil'] Maorihily ouoovnenyyiisineny 296
Virsrrn, Jaw, 1632-1675: The Cook.

Canvas. 455 emic4l em. (1777 X 16'0") Rijksmseum ..., ., ... riws:

Yomng Girl. Canvas 46.5 cm. % 40 em. (18Y/s* X 15%47) Mauticshuis ., - . . 243

The Little Street,

Canvas S4A3eauX#om (23" X174 Rikmuseum ... ... e P 247

View of Delfe.

Canvas. 985 cm X 1175 cm. (387" X 46M") Maurishuis ..., ... 248249

The Letter. Canvas. ++om. X 38.5 em. (174" X154") Rijksmuseion ... 201

Biina and ber Companiony,

Camvas. S on 105 em. (38" X 419") Masrinhuis ...o00ion...

A Woman in Blue, teading o Letter.

Canvar. 465emXWeom. (189" X 159%*) Riflomusonm +..ooosonronns
Venowess, Pacto (Paoto Cauami), 1528-1588: The Supper at Emmans.

Capvas G6em.X7%cm., (24" % 31‘.?'-*’) ﬁlm:ﬂhb‘h] Museum
Verscrioer, Lizve, 1650-1686 ; Arriva of Charles IT gt Rotterdam.

Canvas 124 em. 225 cm. (48%s" X $8%%"™) Rijksmusenm ...... £ aadle [
Vinsenoncs, Jan Conwrimz, 1597-1622: Portrait of a Little Girl in Bluc.

Canvar. B2em. X 66.5cm. (324" X 2684y Rijkamusenm -.o.-ooo0ees
Vaoow, Hesoacx Consuiiisz, 1566-1640: The Suiling of Ean-indies

Merchantmen, Canvas. 1035 em. 5 1985 cm, (417 X780} Rijksrmuseum
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Arrival at Vlessingen of the Count Palatine Frederick V and bis Wife

Elizabeth, Canvas. 203 en X A0 o (7977 X 1617) Frans Hali Musewm 298

The Return from Brazil of Pasler van Caerden.

Canvas, 1Hem. X279 cm. (36Y"X1097s") Rijksmuseum ............ 298
WatTeat, |sar-Arvvone, 1684-1721: Indircretion,

Camvan, 55cm. X6bem. (215" Klﬁ‘) ven DBeuningen Musewm 302
Wr.nﬂx, Jax Harrer, 1621-1663 = The Vids j‘!ﬂm can Tewied o Vidapar,

Capvas. 101 e X179 e (3987 X70H") Rijkeomseom (.. ....... 16§-163

Drad Game: Canvas, 172 cm. X 160 cm: (676" X63") Rijksmusenin .... 287
Wi Roith van pes, e 1400-1464 ; The Descent from the Cross.

Wi Thom X129 cm. (304" X 50%N") Maomishuis ... i.vvnies -
WinarrTs, Abasm, 15771669 : The Mewse, near Den Brie,

Canvas. 142cm. tll cm. {55’!‘1"1'1'-?1'1’1"]

Boymans-van C Y I e e
WiT, Jacos pE, 1675-1754: Grmﬂﬂr with Putti.

Canwas, 109 em. ¥ 1105 em. (427" }-:lll‘ft'} Rijkemuseurn . .ovvvnnnnn..
Wirre, EuanunL oE, ¢ 1617-1692 1 Interior of the Portugnese S;mlgagn.

Amisterdam. Canvas, 110 e, %98 em, M3 XIBNT) Riksmnusesm . f&!

Imerior with o Lady st the Harpuchard,

Canvas, 77 on X 104 om, (304" % 41%) Boymans-van Beoningen H.usulm 296

The Fobmuarker. Canvas. 52 cm. X 62 cm. (200" X 24%") E.u'.kmm:lmm 97
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