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PREFACE

Ask any Dutch child what is meant by the Golden Age and he will give the right
answer without hesitation. For it is by this name that the seventeenth century is
traditionally known both in the Netherlands and abroad. It is understandable that
this should be so, though it does rather imply a lack of appreciation of other periods
of our history and their significance for national culture and prosperity. But it was
in the seventeenth century that every branch of science and art rapidly attained to
new heights; this was particularly true of the world of painting, for an incredible
number of artists lived and worked in this tiny land, producing work of such beauty
and craftsmanship that the fame of the Netherlands spread far and wide. It was
truly as if a miracle had happened in this small corner of the western world, and
something of the wonderment and enchantment it evoked is expressed in the name
“Golden Age”.

I am delighted that a2 comprehensive and representative collection of the works of
this period is now to be exhibited in Japan, and I am most grateful to the Director
of the National Museum of Western Art, the Mayor of the City of Kyoto and the
President Mr. M. Shoriki and his staff of The Yomiuri Shimbun, thanks to whose
initiative this major showing of Dutch art is taking place. Also on a previous
occasion this Newspaper was responsible for presenting an aspect of Dutch art to the
Japanese people; that was when it organized the large and very successful Van Gogh
exhibition. Now it is the turn of the seventeenth century, and it becomes apparent
how solitary Van Gogh was, the pioneer of a new era in painting, when compared
with Rembrandt and the large group of gifted artists who depicted the daily life and
the spirit of their time.

I wish this exhibition every success in both Tokyo and Kyoto. And I should like
to express my gratitude to all those through whose efforts it will be possible for
thousands of people, in a country with which the Netherlands has such special ties, to
become acquainted with this important facet of Dutch culture.

|

/

M.A.M. Klompé
Minister of Cultural Affairs,
Recreation and Social Welfare
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INTRODUCTION

The artistic protest

against mortality

Moments of vision

Which 1mages?

Just as our existence on this carth 1s doomed to mortality, our emotions, however
violent, our impressions, however indelibly they seem engraved, inexorably would
become blurred and fade away, were it not for an artist who protests against this
transcience. He will give these emotions and impressions a chance of survival: he will
write a poem in which, over and over again, lovers of a later age will think to
recognise themselves. He will draw the noble silhouctte of a volcano against the
heavens and it will become a beloved landmark for countless generations to come.

It is not the careful reproduction of reality that the artist seeks, not a historical
documentation, as it were, of the theatre of life: he is more audacious. Imagine that
the light of a late afternoon sun has played over the walls of the town, a spectacle
that held us spellbound. The essence of that very moment, the artist will try to
immortalize, at any rate he will try to capture it, as the only thing that really matters
to us. For that purpose he inevitably must choose transitory means: paper, linen, ink,
and paint. All our love and attention are needed to keep these fragile works intact for
even a few centuries.

In this respect, the painter is at a considerable disadvantage to the poct. In every
faithful transcript, the poem remains undamaged. But how much of the original
emotion is lost even in the finest copy of a painting! In the protest against mortality,
word is always victorious over image.

Involuntarily, for those “moments of vision”, as the British art historian, Sir Kenneth
Clark, once called them, the image of a Japanese volcano and of a Dutch town came
to mind. Which images are they, we ask ourselves, that so fascinated the Dutch
painters ot the 17th century?

The 17th century painter was untiringly interested n the smallest details of the flat
country-side behind the sandy dunes, in the roadsides of Holland and in the waterfront
of the old towns under high, clouded skies.

In a portrait, the artist can make an almost geographical survey of his subject’s
physiognomy, but at the same time, he may suggest, alarmingly, the yawning abyss
in a human character. He can evoke the limpid stillness of a Dutch interior, where the
light falls from a high window onto a young woman, scated at the clavichord,
awaiting her lover. But he can also bring to life the boisterous gestures of richly



A refined arrangement

The recognition of the
familiar

The sanctity of
every-day objects

The historical setting

dressed merchants at their sumptuous banquet.

All this fits into the trame of Dutch painting in the Golden Age. Most characteristic
perhaps, 1s the painting of landscape. It distinguishes itself from all contemporary
European landscape painting in that it totally lacks a rigid stylisation of nature into a
heroic or idyllic decor. The talent of the Dutch master will usually bring abour a
refined orchestration of nature, in which the observed elements are subtly rearranged,
so that a certam harmony and balance of values is created. The genius ot the greatest
can sometimes effect an exquisite enchantment, whereby we hold our breath. But
typically Dutch, n my opmion, 1s that this rearranging is only slight, and that the
amazement at the mysterious play of light is also somewhat tempered, because the
observer recognises, sumultancously, that which surrounds him every day.

The greatest charm of the 17th century landscape painting, it often appears to me, is
that the observer suddenly and wonderingly recognises the every-day in what, at
first sight, scemed a strange, enchanted land. And that also applies, mutatis mutandis,
to other types of painting: to views of towns, interiors and especially to still-lifes.

In this context, Professor Huizinga, formerly historian at the University of Leiden,
once spoke of the “sanctity of every-day objects”, and this is still experienced by the
observer of a 17th century Dutch painting.

There is one people that has felt this sanctity more strongly than we, a people that
lives with more respect for the lustre of every-day objects, and that is the Japanese
people.

It is that feeling, according to Professor Huizinga, that brings the Dutch house-wife to
polish endlessly her small house and all its belongings. It is an instinctive striving, he
says, for the lustre that the world must have had on the first day of creation. The 17th
century painter has only slightly retouched, barely transformed reality as we sce it, as
opposed, for instance to the Italian style of painting. Therefore his paintings provide
us with a wealth of naive information about the world wherein our forefathers lived.

And there we have come upon another, perhaps the most obvious characteristic of
Dutch painting. A child, or better a superficial human being, unimpressed by the



What is missing mn the
picture-book?

The imperfect form

enchantmenc of which we spoke, and unconscious of the talented arrangement of
reality, would be delighted, upon seeing a collection of these paintings, by the
completeness of the historic decor. He would—it has happencd—praisc the *“lust to
copy the every-day” which cnables him to make imaginary peregrinations through a
country of three centuries ago. Finally, grateful and content, and at the end probably
somewhat weary of the information given by thousands of paintings and drawings, he
would perhaps call out: *“what art in this world enables me to make such historical
wanderings? Which country of the past can I come to know more completely than the
Holland of the 17th century:”

And, insofar as he is right, and then only partly right—we have said it beforc—the
artist is a grcat deal more than an illustrator of historic reality. We can then say that
the artistic protest aganst mortality has succeeded. The picture-book of the Dutch
Golden Age cannot, because of all these reasons, be exchanged with any other.

What will we not find in this picture-book? To enlighten our insight with some
contrasts: certainly not the grand play of human figures in a umeless religious ritual,
as, for instance, the Madonna with Saints i Italy. Neither the worshipping of gods
and heroes in the trend of Greece and Rome. And therefore, not the soft rounded
limbs of naked goddesses stretched out on blissful sloping nicadows.

There is, as a matter of fact, one more big difference between our simple Dutch
painting, during the short time that it had reached its apogee, and her aristocratic
Italian sister on whom the attention had been focussed for so much longer: she the
Southerner, knows the power of a perfect form. Unerringly she is able to manipulate
and stylize the formal and conventional into a work of art. We, in the North, envy
her unconcerned certainty in the presentation of human gesture and pose. But we are
happiest and closest to ourselves, when our painters evoke in a landscape that which
seems to live inside of us in a less defined form. Or, when we discover in a portrait
somcthing that moves us, because involuntarily it has escaped an inadequate self-
discipline. It seems that we always seek after that which we are not. Naturally we try
to mold and complete ourselves by adding what was not originally ours. But our
hearts still go out to the form which has not yet become proud and final, but which
still breathes, so to speak, and which still leaves room for a bit of confused human



The garden of Holland

The origins of the Dutch
republic

The “splendid isolation”

natcure.

What, we must ask ourselves, were the living conditions that were so auspicious, that
during a short time, not even for the duration of a century, the Garden of Holland
brought forth such beauteous flowers? The answer is obvious: because for half'a
century, a protecting wall enclosed this garden whereby the climate became very
different from the rest of Europe.

The lowlands by the sea, which had always been situated at a distance from the

great cultural centres, and therefore had kept a typical provincial character, h.d, by
series of events, gradually been drawn into the centre of a new world empire: the
unwieldy empire of Charles V, Emperor of Germany, King of Spain (with all its
Italian and American possessions) and Lord of the Netherlands.

The Netherlands had freed themselves from the strangling grasp of this world-power,
in a battle of life and death, the 80 years war (1568—1648). In an almost desperate
struggle for freedom, they experienced for the first time their one-ness; and it was
then that the Netherlands’ national consciousness was born and the Republic of the
Netherlands was founded.

But in that longlasting fight against the superior power, the Republic unfortunately
did not succeed in freeing the wealthy South: Brussels, the old and prominent capital,
Antwerp, the rich port, Bruges and Ghent, already somewhat fallen asleep, but with
their worthy tradition of the first great Netherlandish school of pamting. They
remained under Habsburg rule as the Southern Netherlands, until much later, in the
19th century, they were united in the Kingdom of Belgium.

North of the Rhine Delta, there lies, somewhat after 1600, the swampy territory of
the new independent Republic of the Netherlands, safely protected by the sea and by
the great rivers, and by a gradually consolidating girdle of defenses in the East.
Originally a small and provincial country, which is soon to become very prosperous
from its sea-trade all over the world. A merchant republic that builds up a mighty
trade-imperium, whose ships sail every sea, in a reckless, early-capitalistic urge for
expansion. And it is at this time that the first trade contacts are made between two
partners, still entirely strange to each other, on the opposite ends of the earth: Japan



The simple pattern of
living

and the Netherlands.
But although Dutch ships sail all the seas, there reigns inside the walls of the garden of
Holland, a “splendid isolation” in regard to the rest of continental Europe.

In the first half-century of her existence, and certainly until 1648, when she finally
signs the peace treaty with Spain, and is officially recognised by that great power, the
small bourgeois Republic does not yet play a part in the absolutist Europe of Pope,
Emperor and Kings. Her pattern of life is consciously different; simpler; a patrician
democracy, one might call it, whose patricians are, for the time being, all but
aristocrats.

That “splendid isolation™ is the first condition of life for the development of Dutch
painting. Towards the last quarter of the 17th century, when that seclusion within
Europe is broken through, when the roads lie open again, when the Republic begins
to play a conscious and victorious part in the concert of the great powers, then
clearly, the unmistakable signature of Dutch painting begins to fade.

In her isolation lay the strength of Dutch painting. She could grow into herself,
unhindered by the grandiose allure of her Italian sister who lived under such entirely
different circumstances. We see it so often in the history of art. Not an absolute, but
a relative isolation is beneficial, and we may call this isolation “splendid” because of
its results. When communications are difficult, the foreign is assimilated slowly, and
the integrity of a regional art remains untouched.

When the differences in spiritual climate are considerable—too great for the foreign
element to be adopted without further thought or change—then the wonder at what
is foreign may become an irresistible urge to appropriate it. Truly appropriating the
foreign is a process wherein the strange is fused with the personal.

The very painters who are most indebted to Italy, whose landscapes brim with the
light of the South, remain essentially Dutch. Only Northern eyes could see the South
n that manner, only Northern hearts could so delight in it.

Because, during half a century, the Northerners were forced into isolation by
political circumstances, because Italy remained very far, the North was never
overwhelmed and it could remain itself, slowly assimilating influences from the
outside.

But, and then we come to the most important part of our analysis: at the outset, the



The great destruction

New patrons in new
circumstances

Dutch painter found himself in a most peculiar, even unique situation: he was forced
—and permitted—to make a new beginning.

In 1566, on the eve, so to speak, of the great liberation war against Spain, the rabble
of a few towns of the Southern Netherlands, next to the French border, had hurled
itself upon the superfluously decorated churches. In an irrationa! urge to d:stroy, the
mob wrecked the monuments that piety ot many centuries had erected and
preserved. We attempt now, at a great distance, to understand the religious ideals and
feelings of social unrest that incited these riots. We also know more of such
movements radically directed against imagery in the history of East and West.
Movements wherein man turns away in disgust from images which seem to cut off
cternity like a screen, so that he may listen once again, to the pure and inspired word.
In the Netherlands, the destruction of the greatest part of our painting and

sculpture of the late Middle-Ages, was due to the blind hate of the plebs; a hate that
ultimately had a liberating function for a whole people.

Thanks to the piety or the ambitions of spiritual and worldly patrons, the artistic
activity had been directed particularly towards the churches. Around 1600 when the
worst years of the war had passed, these churches must have presented a lost and sad
spectacle, like dead monsters, towering over the maze of low town dwellings. Soon
they are to be restored, but the sever: mentality of the liberated people allows little
decoration: the sunlight plays over white-washed walls and stately oak panels.

Thus the painters of the young Republic have to depend upon new patrons for their
commissions; their subject matter too is new. To illustrate this: in 1550, a rich
merchant would have had a funeral chapel consecrated in his favourite church for his
family, with an altarpiece on which patron saints presented him and his spouse to the
Virgin and Child. The chapel would have been richly decorated with precious
sculpture. In 1625, his grandson buys small paintings for his still modest house:
landscapes in which the apparently prosaic flatness of his daily surroundings is
marvellously recreated and yet instantly recognisable. And still-lifes with objects from
a daily life of eating and drinking that have been snatched from that prosaic
atmosphere in a masterly fashion, to live eternally in an inviolable lustre of sanctity.
But also the care-free, richly dressed, well-fed merchants who have themselves




The hunger for the image

The value of this artistic
heritage for modern man

portrayed at a banquet, raising their goblets in a gay flourish.

A paradox presents itself: the man who has freed himself with religious fanaticism
from the rich imagery of his fathers, and who permits not one image in his
church-services, this same man seems to have an unquenchable thirst for images in his
house. It has been correctly observed that in the Netherlands during this period,
there is no baker, no cobbler, not even the humblest citizen, who does not have his
house hanging full of paintings. A simple bit of research, based on carefully kept
records, reveals that more than 30,000 paintings from the Dutch 17th century exist
to-day in private or public collections. While during those three centuries, which
separate us from that abundant blossomming, so incalculably much must have
disappeared.

Involuntarily and inevitably, the question arises in the mind of the observer: what
value does this enormous heritage still have for us? If he searches for a simple answer,
impressed as he is by a small but carefully chosen sclection from this great opulence,
then it is possible that he may be struck by the pure humanity that speaks out to him.
To understand Rembrandt, one does not have to know the Dutch language.
Rembrandt stands with his feet rooted in the unique city-life of Amsterdam; but,
although he represents the most characteristic types from his direct surroundings, they
almost always make an appeal to the heart of humanity.

When he draws a decayed gate-way at the townhall of Amsterdam, it becomes an
entrance to a secret garden which no one has ever entered, but which people of all
over the world would like to know about. And a simple farm under waving trees is
more than just typically Dutch: a human habitation, united in full harmony with
nature. But the answer of the observer may also be a slightly different one: it is the
mysterious transparency of the every-day objects in the still-lifes, the interiors, also the
landscapes, that holds him spell-bound; this will be accessible to generations to come
and it seems to be intended for all time. Is this approach to reality, in short, not a
magic reailism? One of the greatest Dutch poets of this century, Martinus Nijhoff,
once expressed this in one unforgertable sentence:

“Look, it is not what it seems to be!”

And that answer also makes it understandable why this art is universally appreciated.
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ASSELIJN

Jan Asselijn
1610—1652

Asselijn was born in Dieppe, France. He studied in
The Hague and then in Rome where he stayed from
1641—1646. There he became influenced by the
painting of the French painter Claude Lorrain and his
Dutch followers. Upon his return to Amsterdam,
where he remained until his death, he painted the Italian
Campagna bathed in clear sunlight, and romantic
representations of ruins and tranquil pastoral life.

1=The Furious Swan

This large canvas must have been originally destined as a
decoration for a country house. The furious bird defends his

nest against the dog in the lower left corner. The painting in its
original state was probably big enough to contain the whole dog.
Later this representation was given an allegorical interpretation:
the State Pensionary, Jan de Witt, protecting Holland against the
enemy. This painting is unique in Asselijn’s oeuvre of
Italianized landscapes.

Canvas, 144%x171 cm. Monogrammed.

Amsterdam, Rijksmuseum
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AST

Balthasar van der Ast
1590—after 1660

Van der Ast was born in Middelburg, he worked in
Utrecht until 1632, and then in Delft until his death.

In Middelburg he was probably the pupil of his brother-
in-law, the still-lifc painter A. Bosschaert.  Van der Ast
is known for his minutely painted still-lifes.  As a rule
his compositions are simple, his colours muted. His
subject matter ranges from flowers, baskets and dishes of

fruit to shells, lizards and insects.

2 =Still-Life
c. 1620

Van der Ast has composed into a decorative unity all the
clements that he was wont to render separately in smaller and
more compact compositions. With extraordinary sensitivity and
delicacy he has depicted many kinds of fruits, flowers, shells and
insects. He has imparted space and airiness to the composition

by the introduction of a brilliantly drawn wine-branch.

Canvas, 121 x80 cm. Signed.
Bibl.: 1. Bergstrom, Dutch Still-Life Painting in the 17th Century,
London 1956, pl. 62.

Amsterdam, Coll. Dr. J. A. van Dongen
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BERCKHEYDE

Job (Hiob) Adriaensz. Berckheyde
1630—1693

Berckheyde worked and lived in Haarlem. He was the

elder brother of Gerrit Berckheyde with whom he made
a journey down the Rhine to Cologne and Heidelberg.
He is known for his views of Dutch towns,
topographically exact, and peopled with colourful

figures.

3 =Interior of the St. Bavo Church in Haarlem
1668

Berckheyde represents the interior of the Gothic church as seen
from the East. Typical of the Protestant churches of the time,
the interior is sober without decoration, except for the mourning
tablets of important Haarlem families on the plaster walls, and
the great brass chandeliers hanging from the vaults. The window
has been removed to make place for the present organ. At the
left one sees the pulpit around which the congregation stood to
Besides a place of worship, the church

was, at that time, a place where children and dogs could play

listen to the sermon.

undisturbed. On the right: a group of soberly dressed city
councillors; on the left: men, women and children dressed
according to the latest French fashion which was making
headway in Holland.

Canvas, 109.5x154.5 cm.  Signed and dated: 1668.
Bibl.: H.Jantzen, Das niederlindische Architckturbild, Leipzig
1910, pl. 87-88.

Haarlem, Frans Halsmuseum
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BEYEREN

Abraham van Beyeren
1620/21—1690

Van Beyeren was born in The Hague. In 1657 he began
to move restlessly about Holland until he died, near
Rotterdam, in 1690. Van Beycren is known for his
still-lifes of freshly caught fish in baskets or displayed on
market tables. He was, however, a very prolific painter
and he did not limit himself to one genre, as did many
of his contemporaries. He also painted banquets,
flower-and-fruit picces and towards the end of his life he

produced some scascapes and river-embankments.

5=Still-Life
c. 1660

Ripe fruit of contrasting colours, an oriental rug, fine glass and
plucked roses are composed into a rich pictorial entity. The
watch warns the observer that life on earth, despite its wealth
and luxury, is but a temporal thing.

Canvas, 84 x69 cm.

Bibl.: H.E. van Gelder, Heda—Van Beyeren—Kalf, Amsterdam
(z.j.), p. 33.

Amsterdam, Coll. Dr.H.A. Wetzlar
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BORCH

Gerard ter Borch
1617—1681

Ter Borch was born in Zwolle; he travelled in England,
France and Germany. In Miinster, Germany, he painted
several portraits of the envoys engaged in the Peace
Negotiations of Miinster in 1646—48. He also depicted
the actual signing of the Peace Treaty of Westphalia.
He settled in Deventer in 1654, where he became
councillor of the town. Ter Borch’s oeuvre is marked
by an independent artistic personality. His colours are
delicate and subdued, his rendering of materials is
remarkable. He is known for his genre paintings in
which a few stylishly dressed figures dominate the
composition. His portraits are of a fine quality,
especially the small full length portrait which he
introduced into Holland.

7 = Self-Portrait
c. 1670

Ter Borch depicts himself as a well-to-do patrician with an
impressive wig, posed in an clegant stance. This type of small
full-length portrait was a personal invention of the artist.

Canvas, 61x42.5 cm.

Bibl.: S.]. Gudlaugsson, Gerard ter Borch, The Hague 1959, no. 11, 232.

The Hague, Mauritshuis
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BOTH

Jan Both

C. 1615—1652

Both lived and worked in Utrecht. Fe visited Rome
from 1635—1641, there he came under the spell of the
Italian sunlight and the rendering thereof by the French
painter Claude Lorrain and his followers. It was,
however, not until his return to Holland that his style
developed to full ripeness.  This style distinguishes itself
by its balanced compositions bathed in soft sunlight.

His subject matter consists mainly of Italian landscapes
peopled with pastoral figures and their animals. He had
considerable influence on the second generation of the

Utrecht school of Italian painters.

8 =Italian Landscape
c. 1645

An Italian landscape with a country road on which ox-carts make
slow progress and peasants sit idly at rest. Although the

delicate rendering of the trees and rocks bespeak a loving
attention for detail, these elements are blended in a masterly
fashion into the composition. Both achieves a fine equilibrium
between figures and landscape. Typical of the Italianate school,
the mood of the painting is quiet and subdued.

Canvas, 117x106 cm.
Bibl.: Cat. Exhibition Italianate Landscape Painters, Utrecht 1965, no. 54.

Utrecht, Centraal Museum
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BREENBERGH

Bartholomeus Breenbergh
1598/1600—1657

Breenbergh was born in Deventer. For the greater part
of his life, however, he lived and worked in Amsterdam,
where he died. He travelled to Rome and remained
there until the end of the 1620’s. There he helped to
found the “Schildersbent”, the group of Netherlandish
painters in Rome. During his sojourn in Rome, he was
influenced by Bril and Poelenburgh with whom his
work is often confused. Breenbergh was not only a
painter of Italianate landscapes, he was also an excellent
draughtsman: his drawings of Rome and its environs

are masterpicces in themselves.

9=Landscape with Bathers among the Ruins
c. 1645

In an Italian landscape, dotted with ruins of Roman buildings,

a few small figures are bathing, dressing and strolling. The
sunny and quiet atmosphere is typical of the Italianate school.

The ruined wall resembles one found in the drawing of the
Aurclian Wall from 1627 in the Albertina, Vienna. The square
tower is one of the 381 towers that were placed ac intervals

along the wall which was more than 18 km. long. The unusually
high quality makes the attribution to Breenbergh uncertain.

Canvas, 51.5x78.2 cm.
Bibl.: Cat. Exhibition Italianate Landscape Painters, Utrecht 1965, no. 30.

The Hague, Mauritshuis
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BRUGGHEN

Hendrik ter Brugghen
1588—1629

Ter Brugghen was born in Deventer, but lived and
worked in Utrecht, where he was a pupil of Abraham
Bloemaert. From 1604—1614, Ter Brugghen stayed in
Ttaly where he became influenced by Caravaggio and his

followers.  There is an absence of works from his youth

his carliest painting is dated 1620. Ter Brugghen
painted scenes and figures from the Bible and Mythology

and some genre scencs.

10 = St. Matthew
1621

This painting is one of a scries of four canvases representing the
four Evangelists. This representation of St. Matthew the
Evangelist, shows a definite influence of Caravaggio, especially in
its rather coarse realism and the effective use of light. Ter
Brugghen depicts St. Matthew as an old bearded man writing,
while an angel is inspiring him. Since the early Middle Ages the
Evangelists were traditionally represented with their special
symbols: Matthew with the angel, Mark with the lion, Luke
with the steer, and John with the eagle. Often the symbols

were depicted without the accompanying Evangelists.

Canvas, 73.5x100 cm.
Bibl.: B.Nicolson, H.Terbrugghen, London 1958, pl. 15-16.

Deventer, Town Hall
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CAPPELLE

Jan van de Cappelle
1623/25—1679

Van de Cappelle was born in Amsterdam, where he
remained throughout his life. He was a businessman of
considerable wealth and a collector of art.  His collection
counted paintings by Simon de Vlicgcr, Jan Porcellis and
Willem van de Velde, all marine painters, by Jan van
Goyen, and drawings by Rembrande and Hendrick
Avercamp. Van de Cappelle was onc of the greatest
landscape painters of his time, he painted no more than
200 pictures however, including views of cstuarics and
rivers, invariably with calm waters. There are some 40

winter landscapes from his hand.

12 =Frozen Canal
c. 1652

One of Van de Cappelle’s earliest winter scenes. His composition
is harmonious, with a wonderfully delicate expanse of ice in
which the winter sky is reflected. The skaters are gone, the

figures that are present merge with the bank of the frozen canal.

Canvas, 60x54 cm. Dated: 165-.-(2)
Bibl.: W.Stechow, Dutch Landscape Painting in the 17th Century,
London 1966, pl. 187,

Enschede, Rijksmuseum Twenthe
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COORTE

Adriaan S. Coorte
c. 1660—after 1707

Very little is known about the still-life painter Adriaan S.
Coorte. The dates and places of his birth and death are
unknown. He is recorded as having lived in Middlelburg
from 1683—1707. Coortc’s still-lifes distinguish
themselves by a simplicity and purity of composition at
a time when still-life compositions constantly became
more richly decorative.  Coorte never painted
customary objects such as silver, glass and rugs, but
limited himself to small fruits, vegetables, and sca-shells
which he depicted with a minute delicacy.  His objects
are always arrayed on a stone slab, portrayed in a clear,

transpirent light.

14 = Still-Life with Gooseberries
1705

Companion piece to No. 15. Minutely detailed gooseberries are
depicted in a pure and transparent light. The artist paints the
fruit and the finely veined leaves with an extraordinary lucidity
and delicacy.

Canvas, 31 x23.5 cm. Signed and dated: 1705.

Bibl.: L.].Bol, A.Coorte, Nederlands Kunsthistorisch Jaarboek,

1952, p. 221, no. 46.

Amsterdam, Coll. A. Schwarz
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CORNELIS VAN HAARLEM

Cornelis Cornelisz. van Haarlem
1562—1638

Cornelis van Haarlem lived and worked mostly in
Haarlem. At the age of 17, he studied in Antwerp
where he must have undergone the influence of Flemish
Mannerism. In 1588, he established, together with two
Haarlem pamters, Goltzius and Van Mander “an academy
to study from life”.  This academy was probably no
more than a loose association of artists to draw from a
model. Cornelis van Haarlem was one of the leading
figures in the last phase of mannerist painting which
flourished at the end of the 16th and the beginning of
the 17th centuries.  His subject matter, typical of the
Mannerist school, was mainly scenes from mythology
and the Bible.

16 = Bathsheba Bathing
1594

The subject of Bathsheba is taken from the Bible (II Samuel

XI: 2). David, King of the Jews, saw one evening from his
roof, a beautiful woman bathing. He inquired who she was and
sent for her. David was greatly pleased with her, and, in order
to keep her, he sent her husband Urialr the Hittite, out into the
heat of battle, where he would certainly be killed. This came to
pass. Bathsheba became David’s wife and bore him a son.

But God’s wrath descended upon David and the child died at an
carly age. The artist has interpreted the scene from the Bible

in an entirely personal way: the two serving women, one is white
and the other a negress, are his own invention.

Canvas, 77.5x64 cm. Signed and dated: 1594.
Bibl.: Bull. Rijksmuseum III, 1955, p. 68.

Amsterdam, Rijksmusenn
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CUYP

Albert Cuyp
1620—1691

Cuyp was born in Dordrecht, where he lived and
worked until his death. He studied with his father, the
landscape painter, Jacob Gerritsz. Cayp. Cuyp’s carly
paintings are in the style of Jan van Goyen’s landscapes.
Shortly after 1650, however, Cuyp developed his own
style, obviously influenced by the Italianate painters of
Utrecht, in particular, Jan Both. There is no reason to
suppose that Cuyp himself ever visited Italy. Cuyp is
famous for his landscapes with cattle in a hazy, sunny
atmosphere.  His figures are usually rendered in bright
colours, contrasting against the transparent green, grey
and light brown of the landscape. Cuyp’s painting may
be considered a synthesis of the Dutch national school of
landscape painting, and the painting of atmospheric light
by the Dutch Italianate school.

17 =Evening in the Meadows
c. 1660

Cuyp depicts the moist atmosphere of a river at even-tide when
the country-side is drenched in gold. The details of the darker
foreground are highlighted with flecks of gold. The foreground
diagonal against the hazy waters serves to emphasize the depth in
the composition.

Canvas, 106x138 cm. Signed.

Bibl.: W.Valentiner and ].W.Moltke, Cat. of Coll. Dr. C.]J.K. van
Aalst, p. 100.

Huizen, Coll. of the late Dr. C.J.K. van Aalst
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GELDER

Aert de Gelder
16451727

Acrt de Gelder was born in Dordrecht, he left for
Amsterdam in 1661, where he became one of
Rembrandt’s last pupils.  In 1667, he returned to
Dordrecht, where he continued to work in Rembrandt’s
late manner, which he gradually devcloped into a personal
style. De Gelder is known for his portraits and for his

scenes from the Bible and from history.

18 = Portrait of Ernst van Beveren
1685

Van Beveren was Alderman and Burgomaster of Dordrecht.

He is pictured in a Polish dress-coat, his feathered hat is lying on
the table. De Gelder and his contemporaries, especially
Rembrandt, delighted in portraying their subjects in exotic
fantasy costumes. Van Beveren makes a rhetorical gesture with

his right hand, as if in the midst of discourse.

Canvas, 128 x105 cm.  Signed and dated; 1685.
Bibl.: K.Lilienfeld, Arent de Gelder, The Hague 1914, p. 68.

Amsterdam, Rijksmserm
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GOYEN

Jan van Goyen
1596—1656

Van Goyen was born in Leiden, by 1631 he had scttled
in The Hague, where he remained until his death.  Van
Goyen’s carly works are colourful and anccdotal in
quality, peopled with precisely drawn human figures.
In the thirties he developed a mature style in which the
human figure and other details are subordinated to the
atmospheric rendering of the landscape. A great expanse
of clouded sky dominates the composition which is
painted in tones of grey-green and yellow. His later
style distinguishes itself by a richer palette, and a more
detailed composition with a greater variation of motifs.
Van Goyen may be considered one of the greatest
landscape painters of the 17th century. Several
sketchbooks from his hand exist today, usually in
charcoal, sometimes coloured with a watercolour wash.

19 = View of the Village Papendrecht
1647

On the far bank of the river one sees the church and farmhouses
of Papendrecht near Rotterdam. On the right the ruin of the
castle ‘Huis de Merwe.” A late work, in which Van Goyen’s
brush is broadly handled because of the large dimensions. His
palette remains rather monochrome. A magnificent expanse of
sky, heavy with clouds, dominates the choppy waves of the

wide river,

Canvas, 117.1 x152.4 cm. Signed and dated: 1647.
Bibl.: W, Stechow, Dutch Landscape Painting in the 17th Century
London 1966, pp. 55-57.

Amsterdam, Coll, Dr. H.A. Wetzlar
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HACKAERT

Jan Hackaert
1628—after 1685

Hackaert was born in Amsterdam. He travelled to
Switzerland and perhaps to Ttaly in the years 1653—1656.
Little is known about the rest of his life; his latest known
picture dates from 1685. Hackaert was an exponent of
the Italianate school of landscape painters in the second
half of the 17th century. He painted Italian landscapes
and sunny wooded scenes.  His etchings and some of his

drawings are of fine quality.

20 =The Trasimene Lake
c. 1655

This panorama of the Trasimene lake in Italy can be said to be
Hackaert’s masterpiece. The observer is placed on a high level,
overlooking the gently rolling country-side with the Appenine
mountains rising in the background. The lake is depicted in the
glow of the evening sun, typical of the Italianate school.

Canvas, 65.5x75.5 cm. Signed.

Bibl.: Cat. Exhibition of Italianate Landscape Painters, Utrecht
1965, pl. 136.

Amsterdam, Rijksmuseum
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HALS

Dirck Hals
1591—1656

Dirck Hals was the younger brother of Frans Hals.

He seems to have lived mostly in Haarlem, but is
recorded in Leiden for a few intervening years. Dirck
Hals was especially known for his compositions of
“Merry Companics” peopled with many small colourful
figures, painted in the trend of Willem Buytewech of
Rotterdam.

21 =Merry Company
c. 1628

A merry company is depicted in a Dutch fantasy interior, the
walls hung with contemporary paintings. On the back wall,
two companion pieces: a favourite manner of portraying

husband and wife. This merry scene, with at the left servants
pouring wine into a cooler, and at the right an open bedstead,

may allude to the vanity and transience of wordly pleasures.

Canvas, 59x 85 cm.

Amsterdam, Art dealer P. de Boer
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HALS

Frans Hals
c. 1580—1666

Hals was born in Mechelen, Belgium, but his parents had
settled in Haarlem by 1590. Hals remained in Haarlem
until his death in 1666. His earliest dated work is the
Civic Guard of St. George from 1616. In this painting,
Hals frees the traditional group-portrait from a schematic
stiffness and rigidity, and he composes a lively group of
individuals in a bright palette. In his ensuing portraits
and groups, he developed this fresh realism embodied
with warm humanity. During the 1620’s Hals received
many commissions for portraits of important Haarlem
citizens. In these years he also painted a few charming
laughing children’s heads, for which his own children
probably posed, and several genre pieces. After 1640,
his colours become muted, his style more reserved, yet
never losing its force and expressiveness. His
commissions become fewer, however, from 1660
onwards, and he is forced to accept relief from the City
Council. His last and greatest works are the two
portrait groups of the Governors and the Lady Governors
of the Old Man’s Home in Haarlem, painted with an
extraordinary psychological depth.

22=The Merry Fiddler
c. 1630/33

A charming portrayal of a merry music maker with dunes and a
beach in the background. This background, and the cap of fur,
traditionally worn by fishermen, lead to the supposition that the
“Merry Fiddler” belonged to the population of one of the fishing
villages near Haarlem. This painting is one of a sequence of
fishermen, music makers, and merry young people.

Canvas, 83.5x67.5 cm.
Bibl.: C.Hofstede de Groot, Art News, 1928, Anniversary number,
p. 45.

Lugano-Castagnola, Switzerland, Coll. Thyssen Bornemisza
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NILPAATR TPy eFI e ~LRP Bartholomeus van der Helst

1613-1670 1613—1670

TPV e Flh e ~ALRMIN—LL AT TN, Van der Helst was born in Haarlem, but, by 1636, he had

163GIELITIIZ T 4 R F U & 2020 U % 2 THJE 2|4 settled in Amsterdam where he remained for the rest of
U7z TRIE7 &2 700 & 2 DM 2 45 < M (%152 his life.  He became one of the most fashionable portrait
ELTIBNKDHD— N7 5720 12D M R H: painters of the patrician class of Amsterdam. His
LT, ZELTETHi», LELIEEFLEDIX portraits are often flattered, executed in a smooth
RARL2L 250353, ti0EX/DH 2 R0lEM  colourful manner. There are a great many portraits
WMEH BB, FrHcbinondslernbiliTrs bearing his signature, but the variation of execution and
DIELEONZHONRLIELIESH D0 77>V 2 Fi - quality often suggests the work of his assistants.  Van

N R PR FE7, A PREMOEER S Z < flivTw der Helse also painted a number of guild and militia

%o group-portraits.
26=T 7 5L T AL FEREOEB 26 =Portrait of Abraham del Court and His
1654 4 Wife 1654

TTZFZNU TN ATNLVEIT AT AT ADFIRE, M Abraham del Court, a cloth merchant of Amsterdam, married
FTEMEDW~ VT « F o r—NLeb—F L LEEMSL 72, Maria de Keersegieter, daughter of a painter and art dealer,
BOBTIIBAR AT DI T BT % RS iF 125 In the painting the woman is plucking at a rose while her
DTN D, HHELLE, 5 DIREZORITSH - 7245, husband is looking meaningly at this gesture. Since the Middle
CNRESEL AR DT L TIKO R 52T & &, Ages, the rose has been a symbol of love: a rose has thorns and
EFHDAT TR LIz D TH -7z, FHHITHAYRSH S e s ) Bt i al found i . f
L P ) B Nl =i ~ e » a motif always found in representations o
- SRR D [ ¢ A e - ] Z B .
2y IO PEECREOM & i CHE N BN D £ 7 4 the Garden of Love since the Middle Ages.

—7Thd,

Canvas, 172x146.5 cm.  Signed and dated: 1654.
AV T r AR 172X1465cm 24 Fig - 1654 Bibl.: ].J. de Gelder, Bartholomeus van der Helst, The Hague
DoF AT L FARrR 777 F=virvERE 1921, no. 876.

in love there is no joy without sadness. In the background

Rotterdam, Museum Boymans-van Beuningen
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HEYDEN

Jan van der Heyden
1637—1712

Van der Heyden lived and worked in Amsterdam, but
the views in some of his paintings show that he visited
various parts of Holland and the Rhineland.  Besides
being a painter, Van der Heyden was also an inventor.
He was instrumental in the development of the

He still i

famed for his invention of a fire hose; the biggest hose in

fire-brigade and street lanterns in Amsterdam.
Amsterdam is named after him. His views of towns and
cities, peopled with charming figures, are gracious with
the bright pleasant colouring that foreshadows the 18th

century.,

27 =The Church of Veere, Zeeland
c. 1670

A luminous view of the church of Veere with charming figures
The late Gothic church,
dominating the flat country-side of the island of Walcheren,

engaged in their daily activities.

was built in 1479. The immense tower never received its spire
and the choir was demolished immediately after its construction.
In 1686, the church was partially destroyed by fire.

Canvas, 31.5x36 cm. Monogrammed.

The Hague, Mauritshuis
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HOBBEMA

Meindert Hobbema
1638—1709

Hobbema was born in Amsterdam where he died in
1709. Around 1657, he was pupil of his friend Jacob
van Ruisdael, the landscape painter, who had great
influence on his work. Hobbema limited himself to a
few themes, especially water mills, woods and dunes
throughout the country. Almost always, bright

rays of sunlight filter through the heavy foliage of the
trees. Hobbema’s landscapes are decorative, graciously
detailed, and often radiant with colour and light.

28 =Trees on the Water
c. 1660

For this painting, Hobbema has taken the composition from an
etching by Jacob van Ruisdael “The Travellers”. Probably both
the etching and the painting date from shortly before 1660 when
Hobbema was Ruisdael’s pupil. By introducing a clouded sky
above the trees, and by suggesting more space and light between
the trees, Hobbema has brought a more friendly, sunny
atmosphere than in the Ruisdael etching in which the swamp
exudes a secretive and oppressive atmosphere. Another version
of this painting is in the National Gallery, Melbourne.

Canvas, 70x90 cm.  Signed.

Bibl.: W.Stechow, Dutch Landscape Painting in the 17th Century,
London 1966, pp. 76-80.

Lugano-Castagnola, Switzerland, Coll. Thyssen Bornemisza
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HONTHORST

Gerrit van Honthorst 1590—1656

Van Honthorst, born in Utrecht, worked in Rome in

the years 1609—1621. There he developed a style based
on the chiaroscuro painting of Caravaggio and the more
academic school of Bologna. He painted scenes from
the Bible, mythology and history, single figures from
these literary sources, genre scenes and portraits.  Many
of his paintings were illuminated by candle-light; for this
he became known as Gherardo della Notte. He carned
himself a considerable reputation in Rome and received
many commnissions from highly placed personages.

Upon returning to Holland, his fame spread quickly and,
in 1628, he was invited by King Charles I of England to
paint the portraits of the royal family. From 1635
onwards he was employed by the Dutch Prince-
Stadholders, Frederik Hendrik and William II, for whom
he painted portraits and allegorical scenes to decorate their
palaces. He spent his last years in Utrecht, at the head of
a large atelicr.

29 = Granida and Daiphilo 1625

This scene was probably painted for Stadholder Prince Frederik
Hendrik. Honthorst takes his subject from a pastoral play
written by the Dutch author, P.C.Hooft, in about 1605, the first
of its kind written in the Dutch language. Granida, daughter of
the king of Persia, has become lost in the woods where she meets
the young shepherd, Daiphilo, who immediately falls in love
with her. He follows her to her palace where he becomes page
Granida and

Daiphilo then decide to flee into the woods to live together as

to the prince who is designated to marry her.

shepherdfolk, but they are discovered by an attendant of the
prince, and Daiphilo is ordered to be put to death. The prince,
however, moved by the couple’s love, frees Daiphilo, who is
made a prince and marries Granida. Honthorst has chosen the
moment when the two lovers are discovered in the woods. The
composition is influenced by Italian proto-types. The figures, in

a tightly knit group, are placed close to the picture plane.

Canvas, 145x178.5 cm. Signed and dated: 1625.
Bibl.: ]J.R.Judson, Gerrit van Honthorst, The Hague 1959, no. 132.

Utrecht, Centraal Museum
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HOOCH

Pieter de Hooch
1629—after 1684

De Hooch was born in Rotterdam. He is recorded in
Delft in the years 1653—1658, where he was probably
influenced by Carel Fabritius and Vermeer. It was in
Delft that he created his greatest works in genre painting.
His subject matters were the strects and courtyards of
Delft, and interiors. Frequently, there is a see-through
into the next room which is illuminated by warm
sunlight.  After his departure from Delft to Amsterdam,
his work begins to lose its earlier qualities. It is not

known where or when he died.

30=Courtyard of a House in Delft
c. 1656

A charming intimate scene with a young woman drinking a

glass of wine, while she converses with a visitor who is smoking
a long earthenware pipe. The scene takes place in a typical
Dutch courtyard on a summerday. Another version in the

National Gallery, Washington.

Canvas, 78 x 65 cm.
Bibl.: 'W.Valentiner, P. de Hooch (Klassiker der Kunst), Leipzig
1929, p. 43,

The Hague, Mauritshuis
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KALF

Willem Kalf
1619—1693

Kalf was born in Rotterdam. Berween 1640 and 1645
he visited Paris, where he painted several fine kitchen-

interiors. He settled in Amsterdam, where he was also

an art dealer. Kalf married Cornelia Pluvier, a woman

famed for her talents in calligraphy and diamond

engraving.

He is especially known for his rich still-lifes
in which he displays precious objects and exotic rarities,

delighting in their texture, their colour, and especially in
their reflections of light.

31=Still-Life
c. 1678

Kalf paints choice specimens from a shell cabinet in rich colours.
Different shells and branches of coral are arrayed to the right of 2
fantastically shaped standing cup of which the stem is partly
formed by the figure of the sea-god Neptune, and the cup by a
nautilus shell. To the left is a Chinese coromandel screen, in
front of which other shells and a sea-urchin lie in the folds of an
oriental rug. The painting shows a developed pointillism which
one also finds in paintings by Vermeer.

Canvas, 52x43 cm. Signed.

Bibl.: LBergstrdm, Dutch Still-Life Painting in the 17th Century,
London 1936, pl. 32,

Heino, Foundation Hannema-de Stuers, Castle Nijenhuis
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KEYSER

Thomas de Keyser
1596—1667

De Keyser was born in Amsterdam, where he lived and
worked until his death.  From his early period there are
several group-portrait of regents and guilds of
Amsterdam. Many fine portraits, sharply characterised,
date from his mature period, as so several portraits of

horsemen.

32=The Anatomy Lesson of Dr. Seb. Egbertsz.
de Vrij 1619

Burgomaster and surgeon, Dr.Egbertsz. explains the details of a
masculine skeleton to the syndics of the Corporation of Surgeons
of the years 1618/19. The picture was commissioned for the
Surgeon’s Hall in Amsterdam. De Keyser’s composition is
strictly symmetrical, unified by the skeleton forming the central
axis. The group is stiff and hieratic compared to Rembrandt’s
“Anatomy Lesson of Dr.Tulp”, painted a decade later.

Canvas, 135x 186 cm.
Bibl.: R.Oldenbourg, Thomas de Keysers Tatigkeit als Maler, Leipzig
1911, pl. 1.

Aumsterdam, Historical Museum of the municipality of Amsterdam
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MOLIJN

Picter de Molijn
1595—1661

Molijn was born in London: at an early age, however,
Le moved to Haarlem where he remained until his death.
With Esaias van de Velde, Jan van Goyen and

Salomon Ruysdacel, Molijn was one of the main masters
of carly Dutch landscape painting, at a time when
landscape painting began to free itself from the more
schematic Flemish tradition and turned to a naturalistic
representation of the Dutch country-side.  Molijn’s earliest
works have restricted landscape aspects, and are, in fact,
basically genre scenes.  After 1630, most of Molijn’s
works can be said to fall in line with the painting of Van
Goyen, in their direct interpretation of nature and in their

brown-grey green colour tonality.

37 =Peasants Returning Home
1647

Naturalistic interpretation of a dune scene in the trend of Van
Goyen. The colours, except for some local accents iri the
peasants’ clothing, are soft and muted and are subordinated to
the atmospheric light.

Canvas, 76 x93.5 cm. Dated: 1647,
Bibl.:  'W.Stechow, Dutch Landscape Painting in the 17th Century,
London 1966, p.23-28.

Haarlem, Frans Halsmuseum
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MIJTENS

Johannes Mijtens
1614—1670

Mijtens lived and worked in The Hague where he was a
much sought-after portrait painter. His subjects were
mostly members of the Family of Orange and patrician
personnages. His portraits were influenced by

contemporary British court painters.

39 = Willem van den Kerckhoven with His Wife
and Children 1652

Willem van den Kerckhoven, advisor to the Prince of Orange,
His five children
who had died before the painting of this portrait are depicted as

is portrayed with his wife and ten children.
cherubs. The boy pictured in profile was born with a
disfigurement on the left side of his face. This portrait was
painted when Holland was enjoying an era of prosperity after
the Peace of Westphalia had ended the long and tedious war
with Spain.  The wealth of this patrician family is evident in the
richness of the clothes and jewels, and in the presence of a

negro servant standing by the horse in the background.
Canvas, 130x 180 cm. Signed and dated: 1652.

The Hagne, Gemeentemuseum (Bequest Van den Kerckhoven)
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NEER

Aert van der Neer
1603/04—1677

Van der Neer was born in Amsterdam where he worked
for the greatest part of his life. During the years
1658—1662, he apparently stopped painting in order to
run a wine-house. Acrt van der Neer is known for his
landscapes by sunrise or sunset, and by moonlight; also
for his winter landscapes and fires in the night.

Through a clear feeling and understanding of the
character and atmosphere of the Dutch landscape, and
through subtle observation of optical phenomena, he is
able to avoid any false romanticism. Especially in his

winter scenes, he achieves refined colour harmonies.

40= Winter Landscape by Sunset

This painting combines all the finest elements in the art of Van
der Neer: the delicate light and colour effects of a sunset in
winter with the reflection of light on the ice and against the
clouds; his talent for suggesting an unbroken depth with a
profound knowledge of perspective and space effects through
gradations of colour and light; the fine silhouettes of the trees,
houses and windmills, and the discretion with which he
introduces the figures as a supporting factor for his space effects.
The figures are engaged in various activities on the ice: some
are playing kolf, an old form of ice-hockey, some are pushing
sleighs, others are simply chatting.

Canvas, 95x126.5 cm.

Bibl.: W.Stechow, Dutch Landscape Painting in the 17th Century,
London 1966, pp. 93-95.

Lugano-Castagnola, Switzerland, Coll. Thyssen Bornemisza
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OSTADE

Adriaen van Ostade
1610—1684

Adriaen van Ostade lived and worked in Haarlem
throughout his life.  He was a pupil of Frans Hals.

Van Ostade’s work consists mainly of paintings,
drawings and etchings of genre-scenes, a few small
portraits and biblical representations.  His carly paintings
are devoted to lively, bawdy peasant feasts and pub-
scenes.  Strangely enough, there are no representations
known of peasants at labour by Van Ostade and his
contemporaries. Later his compositions become quicter
and more reserved, and usually represent domestic

scenes.

41 =Fishseller

1672

A tranquil market scene, with a fishseller standing in her stall,
cleaning haddock. The spire of the St.Bavo church of Haarlem
rises in the background. The quiet composition is typical of
Van Ostade’s later works.

Canvas, 36.5x39.5 cm. Signed and dated: 1672.

Amsterdam, Rijksmusenm
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REMBRANDT

Rembrandt Harmensz. van Rijn
1606—1669

Rembrandt was born in Leiden, where he received his
first painting lessons from Van Swanenburgh. In
Amsterdam, he studied under the history painter,
Lastman. By 1625, he was working as an independent
painter in Leiden with his friend Lievens. In 1631,
Rembrande settled in Amsterdam, the cultural and
commercial centre and great port of the Dutch Republic
By this time, his fame had already spread throughout
Holland and even over its borders. He obtained
countless orders for portraits of important Amsterdam
burghers, and executed a series of Passion subjects for
the Stadholder Prince Frederik Hendrik of Orange.
During this time he experimented with the techniques
of ctching, which he was to develop to great perfection.
In 1634, Rembrandt married Saskia van Uylenburch,
whose wealthy family was far above his own social
standing.  Saskia is the subject of countless paintings,
she died at an carly age in 1642.  About 1640, he
obtained an important commission to paint one of the
Civic Guard groups of Amsterdam. This was to become
his famous “Nightwatch”. The almost visionary
representation of the guards caused quite a sensation, as
Rembrandt had not depicted each member of the guard
in the traditional manner that was expected of him.
However, the reactions were, by no means, all negative,
many voices were raised in admiration when the canvas
was exposed to public view. It is erroneous to suppose
that Rembrandt was forgotten in his later years. He was
still thought of as a famous painter, and continued to
receive commissions, although fewer, because the broad
inspired technique of his later works did not correspond
to the taste of the public who admired the smooth
finished style of his younger contemporaries. ~ As his
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contacts with the rich Amsterdam burghers began to
break oft, his financial position worsened.  To support
hin in these difficulties, his son Titus (from his marriage
with Saskia) and his new companion, Hendrickje Stoffels

sct up an art business. Nevertheless, Rembrandt was

declared insolvent in 1656, and his property, including a

large art collection was sold.  Rembrandt was, without

doubt, the greatest of all Dutch painters.  He was,
above all, a painter of humanity, who painted his
subjects, often using scenes from the Bible, with infinite
compassion and understanding.  Throughout his career,
Rembrandt had numerous pupils, many of whom
became good painters in their own right.  Rembrande
died in 1669, outliving Hendrickje and his beloved son
Titus by some years.

42 =The Denial of St. Peter
1628

When Christ was caught and marched to Chaiaphas, Peter
followed him afar off to the high priest’s palace to see the end.
Then a maid came to declare that he had been with Jesus, but
he denied it.  He also denied the same questions twice, when a
cock told the daybreak. Peter remembered the word of Jesus,
which said to him, “Before the cock crows, thou shalt deny me
thrice,” and he wept bitterly (Matthew XXVI: 69-75).

About the subject-matter of this picture, there is another
interpretation : Bredius considers it to be ““St. Paul in the
Roman Camp”. Here, however, the title “The Denial of St.
Peter”” follows Kurt Bauch and others.  This subject is more
current in the Protestant world than in the Roman Catholic.
This painting, formerly in Karl von der Heydt Collection,

was acquired by Mr. Kojiro Matsukata about 1920.

Copper plate, 21.5 x 16.5 cim. Monogrammed and dated: 1628.

Bibi: A. Bredius, The Paintings of Rembrandt, Vienna 1936.

Kurt Bauch, Rembrandt Gemalde, Berlin, 1966, pl. 112, no. 44;

H. Gerson, Rembrandt, New-York. Amsterdam 1968-69 (in print)
Tokyo, Bridgestone Museum of Art
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44=The Adoration of the Magi
1632

Some wise men went on their way to Jerusalem at Herod’s
behest. They followed the star in the East and thus arrived at
Bethlehem. *“And when they were come into the house, they
saw the young child with Mary his mother, and fell down, and
worshipped him: they presented into their gifts: gold, and
frankincense, and myrrh” (Matthew 2: 11). It was only much
later that the Magi became the Kings of the Orient; Caspar,
Melchior and Balthazar.
young Moorish king. Formerly considered to be a copy of the

The latter is often represented as a

painting in the museum in Gothenburg, Sweden, now
attributed by most scholars to Salomon Koninck, this small
canvas, in the Hermitage since 1923, has been recently
examined and published as a sketch by Rembrandt.

Canvas, grisaille in brown and grey, 45x39 cm

Signed and dated: 1632.

Bibl.: I Linnik, Bulletin of the Hermitage, Leningrad 1968, XXIX
pp- 26-28 (with repr).

Leningrad, Hermitage Museum
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49 = Christ and the Samaritan Woman
1659

Although his people did not like the Samaritans, Jesus addressed
himself to this woman of Samaria at the well and promised to
let her drink “living water” if she would change her way of life.
John, 1V, 1-42). The woman is amazed and still rather
suspicious of this unknown man who secems to know her so
well. She moves away and looks for support while Jesus leans
towards her with a movement of persuasion. Nevertheless she

is curious, just as the little child who is with her.

The architecture of the well aceentuates the psychological
relations between the two principal characters. To the right, in
the background, the disciples who bought food in the city of
Sichar are approaching.

Canvas, 59.5x 74.5. Signed and dated: 1659.
Bibl.: K. Bauch, op. cit., no. 91; H. Gerson, op. cit., no. 349.

Leningrad, Hermitage Museum
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RUISDAEL

Jacob Isaaksz. van Ruisdael
1628/29—1682

Ruisdael was born in Haarlem, where he presumably
studied under his father Isaak van Ruisdael, an art dealer
and landscape painter, and under his uncle Salomon van
Ruysdael, the landscape painter. His carliest dated works
are from 1645; by 1657, he had settled in Amsterdam.
He appears to have continued living in Amsterdam, but
the identified views of his paintings show that he travelled
all through Holland. Ruisdael took a degree as Doctor
of Mcdicine at Caen, France in 1676, and apparently
performed successful operations in Amsterdam. He died
in Amsterdam, and was buried in Haarlem. Ruisdacl
was one of the greatest landscape painters of the 17th
century. Although he was, in fact, a careful observer of
nature, his landscape style is more personal, and more
strongly characterised by the play of romantic fantasy

than any of the other great landscapists.

54 = View of Haarlem from the Dunes of Overveen
c. 1670

Panoramic view of Haarlem with focus on the St. Bavo church
in the left background. The spectator is placed high above the
scene and looks down on bleaching fields in the foreground.

A large portion of the canvas is taken up by the great expanse of
clouded skies through which bright rays of sunlight fall on the
country-side below. Ruisdael repeated this view of Haarlem,

a so-called “Haarlempje” many times.

Canvas, 55.5x62 cm. Signed: ]. van Ruisdael.
Bibl.: ].Rosenberg, Jacob van Ruisdacl, Berlin 1928, no. 48.

The Hague, Mauritshuis
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RUYSDAEL

Salomon van Ruysdael
1600/02—1670

Salomon van Ruysdael, uncle of the landscape painter,
Jacob van Ruisdael, lived and worked in Haarlem. He
was a pupil of Esaias van de Velde, whose influence is
evident in his early works. In the 30’s he develops a
manner of tone painting in greys and yellows, which
shows an affinity to Van Goyen'’s painting of the same
period.  After 1641, his gamut brightens once more and
his compositions become richer. He is famous for his
landscapes with landmarks of Haarlem and for his many
river scenes. Like all Dutch 17th century landscape
painters, he never painted outdoors, but made sketches of
which he made free use in his paintings. In his old age
he painted a few still-lifes.  With Van Goyen, he may be
considered the main master of the middle period of
Dutch landscape painting.

57 =Ferry on the River Maas
1647

An animated river scene with a ferry carrying horsemen and
cows, some sailing boats and rowboats. On the shore the great
bastion of the Castle of Gennep. The emphasis on human
activity is exceptional in Ruysdael’s works of this period.
Canvas, 99x140 cm, Signed and dated: 1647.

Bibl.: W.Stechow, Salomon van Ruysdael, Berlin 1938, no. 422,

Aerdenhout, Coll. Jhr. Mr. John H. Loudon
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STEEN

Jan Steen 1625/26—1697

Steen was born in Leiden, and was inscribed at the
University of Leiden at the age of 20, probably to escape
military service. He studied under Kniipfer, the history
painter, in Utrecht and under Adriacn van Ostade in
Haarlem. In 1649, he married Van Goyen’s daughter,
Margaretha, and for a while studied under this landscape
painter in The Hague. He worked first in Delft, then
in Haarlem, and finally in Leiden where he obtained
permission to run an inn. He died in Leiden.  Jan
Steen is famed for his lively, sometimes bawdy genre
scenes.  These scenes very often have a moralising
content and are rich in symbols. However, the artist
always remains mild and humorous with a deep interest
and compassion for his fellow human beings. His own
family often posed for his paintings. Steen, a Roman
Catholic, also painted many scenes from the Bible.

59=Laban Searching for the Sacred Objects
c. 1660

Steen here depicts a subject from the Bible (Genesis XXXI).
Jacob, who had served Laban for many years to win from him
his daughter Rachel for a wife, departed secretly with Rachel, his
other wives and children. Rachel had stolen the sacred objects
belonging to her father, and had hidden them in the saddle
whereon she sat. Laban followed and searched through all

their belongings, but in vain, for the objects remained hidden.
Steen has made a visible effort to represent his vision of the
Holyland with such exotic animals as camels which he probably
had never seen.

Canvas, 109.5x144.5 cm. Signed.
Bibl.: Cat. Exhibition Jan Steen, Mauritshuis, The Hague 1958, no. 48.

Leiden, Stedelijk Muscum de Lakenhal
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60 =The Vanity of Life
c. 1667

Although traditionally called the “Brewery”, this painting should
rather be considered an allegory on the vanity of life. The
entire scene is dominated by a heavy curtain which alludes to the
“All the world’s a

Real curtains were also used at this time to protect

theatrical element of life (cf. Shakespeare:
stage”’).
paintings from sunlight and dust. In the loft, a small boy is
blowing soap bubbles over the raucous scene: earthly life can no
more escape death, than a soap bubble the destroying force of
air. Next to the boy, a human skull, another allusion to
mortality. The figures in the large hall are indulging themselves
in all sorts of human pleasures. In the centre, a foolish old man
is courting a young woman to the music of a hunchback with a
violin. On the left, two figures are preparing a feast of oysters,
the very symbol of luxury. In the background people are eating,
drinking and singing drunkenly. This figure was formerly
tactfully overpainted before the painting was bought by
Stadholder Willem V whose father was a hunchback, and because

it was traditionally believed that a hunchback brought bad luck.

Canvas, 68.2x82 cm. Signed,
Bibl.: Op. cit., no. 53.

The Hague, Mauritshuis
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STEENWIJCK

Pieter Steenwijck
c. 1615—after 1654

Little is known about Steenwijck’s life; he is registered as
having worked in Delft in 1642 and in The Haguc in
1654. Hec was a painter of interiors, genre-scenes and
still-lifes.

61 = Allegory on the Death of Maarten
Harpertsz. Tromp c. 1653

Steenwijck has composed a still-life to commemorate the death
of the great Dutch naval hero, Maarten Harpertsz. Tromp who
was killed in a sea battle in August 1653. A funeral oration for
the hero is propped up against a human skull covered with a
beret. Around the skull are grouped the attributes of the
Admiral: a sword, a hipflask, a rare sea-shell, a globe of the
world encircled by a laurel wreath as those which were presented
in Aantiquity to honour champions. An engraved portrait of
Tromp hangs from the table. The burnt out candle symbolises
the hero’s snuffed-out life.  The composition is firm and
concentrated, with a well balanced distribution of the masses.

The predominant tone is a yellow-grey.

Canvas, 79x101.5 cm.
Bibl.: 1. Bergstrom, Dutch still-life painting in the 17th century,
London 1956, p. 146.

Leiden, Stedelijk Museum de Lakenhal
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STREECK

Jurriaen van Streeck
1632—1687

Van Streeck lived and worked in Amsterdam. He is
known for his still-lifes, which were influenced by the
work of Kalf in their use of colour and lighting effects.
In 1680 Van Strecck stopped painting and became an

inn-keeper.

62 = Still-Life
1665/70

Blue Ming porcelain, as pictured by Van Streeck, was imported
in the 17th century by the Dutch East India Company, and was
a prized collector’s item. Here, as often was the case, a Dutch
craftsman has monnted a silver lid on the Chinese jug. The
silver bowl was traditionally used with a special spoon for hot
brandy-wine. The tall fluted wine glass forms a solid vertical
against the juxtaposed diagonals of the two bowls. The bone
handle of a knife juts out towards the observer, adding to the
depth of the composition.

Canvas, 63.8x52.3 cm. Signed.

Bibl.: LBergstrom, Dutch Still-Life Painting in the 17th Century,
London 1956, pp. 286-289.

Amsterdam, Coll. H.M. Russell-Brenninkmeyer
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SWEERTS

Michael Sweerts
1624—1664

Sweerts was born in Brussels; he studied in Rome from
1646-1654, where he became a follower of the
Bamboccianti, a group of painters who depicted the daily
life of the lower classes of Rome. In 1656, he founded an
academy of drawing in Brussels which was to exist for
only a short time.

Perhaps he also headed an academy in Amsterdam. In
1661, he joined a group of missionaries and departed for
the East. He died in Goa (India). He is known for his
poetic genre scenes in silver-grey tones, and for his

portraits.

63 = Painter’s Studio
c. 1650

The painter’s atelier was a frequent subject in 17th century
Dutch painting. This painting should be considered as a
programmatic work aiming to illustrate the phases in the
education of a young artist according to academic principles.

In the atelier pupils are drawing from plaster casts of classical
works of which a great heap is lying in the foreground. The
master is painting at his easel and in the background a servant is
preparing the oil paints. The scene through the doorway is
reminiscent of a Roman street.

Canvas, 71x74 cm.
Bibl.: Cat. Exhibition Michael Sweerts and contemporaries,
Rotterdam 1958, no. 4.

Amsterdam, Rijksmuseum
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TRECK

Jan Jansz. Treck
c. 1606—1652

Treck was born in Amsterdam, where he lived and
worked until his death.  He belonged to the generation
of the still-life painters, Pieter Claesz., Willem Claesz.
Heda, and Den Uyl (his brother-in-law), who developed
the so-called “monochrome breakfast-piece”, wholly
national in character, and mainly confined to Haarlem and
Amsterdam. These still-lifes distinguish themselves by

a simplicity and intimacy of composition, and a
remarkable range of tonality within an almost
monochrome palette. Later these compositions give
way to a richer style, displaying a greater wealth of
objects in brighter colours which, however, never

exceed the limits of harmony.

64 = Still-Life
c. 1640

A simple composition, typical of the “monochrome breakfast-
piece”. Treck’s rendering of the shining pewter jug and the
pewter salt-container with a plate on it, has a remarkable
expressiveness and tangibility. The white of the firmly
modelled napkin, a favourite motif of this school of still-life
painting, forms an interesting contrast to the dark gleaming
metal, and the deep red of the wine in the fluted glass.

Canvas, 74.7x67.2 cm.

Bibl.: N.R.A. Vroom, De schilders van het monochrome
Banketje, Amsterdam 1945, no. 268.

Otterlo, Rijksmuseum Kroller-Miiller
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ULFT

Jacob van der Ulft
1627—1689

Van der Ulft was born in Gorinchem necar Dordrecht.
He visited Italy, and was recorded as residing in Rome in
1650. Besides paintings of Italian landscapes, harbours
and architecture, there are drawings, etchings and

glass-paintings from his hand.

65 = The Old Town Hall of Amsterdam
1651

The old Town Hall of Amsterdam, dating from the 15th
century, was ravaged by fire three times, the last fire in 1652
demolished the building completely. Already work on the new
town hall, now the Royal Palace, situated behind the old, was
well advanced. On the left: the entrance to the old hospital of
St. Elizabeth. Van der Ulft based this painting on a drawing by
Saenredam from 1641, after which that artist later executed a

painting, dated 1657, now in the Rijksmuseum, Amsterdam.
Canvas, 70.5x84 cm. Inscription on the awnings on the right:

The old Town Hall of Amsterdam painted by ]J. van der Ulft from a
representation from life, burned July 7, 1651.

Amsterdam, Historical Museum (loan of the Foundation for the
benefit of the structure of a new historical muscum in Amsterdam)
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VELDE

Willem van de Velde the Younger
1633—1707

Willem van de Velde the Younger was the son of
Willem van de Velde the Elder and elder brother of
Adriacn van de Velde. He presumably studied under

his father, a scascape painter and later under Simon de
Vlieger. He became one of the greatest marine painters
in the second half of the 17th century.  Van de Velde
lived in Amsterdam until 1672 when the French invasion
of Holland forced him and his father to seck employment
in London. Two years later, he was taken into the
service of King Charles IT of England. Most of his work
was done at Greenwich as official marine draughtsman
and painter to Charles I and James II.  He was actually
present on his yacht at the British sea-battles, of which
he painted only the victories. His best scascapes and
sea-battles were painted before his departure from
Holland.

66 = Calm Sea with Ships
1655

Van de Velde represents a mirror-like sea with meticulously
painted Dutch ships. He achieves a fine balance between a
subtle observation of the sea and sky, and an increasing interest

in the human activity on the boats.

Canvas, 52x66 cm. Signed and dated: 1655,

Amsterdam, Coll. Dr. H.A.Wetzlar
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VERKOLJE

Nicolaas Jansz.Verkolje
1673—1746

Verkolje lived and worked in Delft.  He was an exponent
of the last generation of the Dutch school of genre
painters characterised by their extremely fine and

dclicate brushwork. Besides paintings, there arc a
number of drawings, woodcuts and fincly exccuted

mezzotints from Verkolje’s hand.

68 = The Summons
1674

A young dandy, who has been engaged in a game of
backgammon with his beloved, is disturbed by a military
messenger with a summons to battle.  The game the young
couple is playing, a game of chance, alludes to the changes of
fortune in human life.  Also symbolic is the painting hanging in
the background: the dcath of the youth Adonis. The youth,
beloved by Venus, the beautiful goddess of love, was killed at an
early age, an allusion to the possible fate of the young dandy.
Verkolje has rendered the rich materials in his composition with
remarkable delicacy.

Canvas, 59x53.5 cm. Signed and dated: 1674,

Bibl.: E. Plietzsch, Hollandische und flaimische Maler des 17.
Jahrhunderts, Leipzig 1960, pl. 345.

The Hague, Mauritshuis
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VERMEER

Johannes Vermeer van Delft

1632—1675

Vermeer of Delft has been considered for the past 100
years the greatest Dutch painter of the 17th century next
to Rembrandt. Little is known about his life, and only
36 of his paintings are accepted as his genuine works.

His concentrated manner of painting, however, implies
that his oeuvre was probably not very large. There are
no drawings or etchings from his hand. It is known that
Vermeer ran an art shop to support his big family of nine
children. Vermeer’s paintings usually represent still,
peaceful interiors with one or more figures. His work
shows an evident interest in the problems of space and
perspective; he probably made use of a Camera Obscura,
a device commonly used in the 17th century to obtain a
faultless perspective. To this rational approach to
reality, he added a lofty dimension of poetic inspiration.
His poetic sense manifests itself in his masterly use of
light. Vermeer’s light evokes an atmosphere of rest and
tranquility, a mood of limpid silence and peace. His
light clarifies and accentuates, never in harsh contrasts,
always in subtle harmonies. Two centuries before the
impressionists, Vermeer depicted light, not as a painted
phenomenon, but by an extraordinary use of colour.

A fine example of this manner of painting is his
magnificent “View of Delft” in The Hague. Vermeer’s

painting is the very synthesis of form, colour and light.
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VERSPRONCK

Johannes Cornelisz Verspronck
1597—1662

Verspronck was born in Haarlem where he lived and

worked until his death.  He is known for his portraits,

which are simple and stately in their composition. His
often charming figures show a definite influence of

Frans Hals.

70 = Anthonie Carlos de Liedekercke
1637

Companion piece to No. 71.

De Liedekercke was a captain in the Navy of the Dutch States

In 1640 he made an ambassadorial voyage to

He married Wilhelmina van Braeckel, whose portrait
Verspronck may have painted

Generals.
Morocco.
is a companion piece to this one.
their portraits on the occasion of the 10th anniversary of their
wedding. Gerard ter Borch portrayed the couple with their
only son. In the upper right hand corner, as was customary, De
Liedekercke’s coat of arms is painted. The influence of Hals is
evident in the broad manner of painting, and in the robust,
characteristic representation of the captain.

Canvas, 84x66.5 cm. Signed and dated: 1637,

Bibl.: C.A. van Hees, Identificatie van de z.g. Colenbergh van Braeckel
portretten in het Frans Hals Museum, Oud Holland LXXIV, p. 233,

Haarlem, Frans Halsmuseum
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VLIEGER

Simon de Vlieger
1601—1653

De Vlieger lived and worked mainly in Amsterdam,

In later life he moved to Weesp, a village outside of
Amsterdam, where he died. He was a teacher of
Willem van de Velde the Younger and of Jan van de
Cappelle, both marine painters.  Although De Vlieger
painted and drew landscapes, animals and figure subjects,
the larger and more important part of his work is his
seascape painting. He is famous, especially in his later
works, for his calm serene representations of the sea in
shades of silver.

72=A Calm
c. 1650

This seascape is one of De Vlieger’s last works. It is a simple
composition with, at the left, a dark foreground, a favourite
device to emphasize depth. At the right a ship is giving a salute
shot. Quiet horizontals with sparing vertical counterparts add
to the atmosphere of stately calm.

Canvas, 64.5%100 cm.
Bibl.: W.Stechow, Dutch Landscape Painting in the 17th Century,
London 1966, pl. 230.

Rotterdam, Museum Boymans - van Beuningen
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VOSMAER

Daniel Vosmaer
c. 1625—after 1665

Vosmaer lived and worked in Delft, where he was an
eye-witness to the great ammunition explosion of 1654.
He painted this event repeatedly.

73 = View of the Old and New Church of Delft
1665

An original view of Delft as seen from a tiled gallery. The
effective diamond perspective was also used by Vermeer in his
interiors. There is some reason to suppose that Vosmaer used
a Camera Obscura, a common device employed to obtain a
faultless perspective. The two churches and the red-tiled roofs
still form a part of the Delft panorama, the windmills have

disappeared.

Canvas, 91x114 cm. Signed and dated: 1665.
Bibl.: 'W.Stechow, Dutch Landscape Painting in the 17th Century,
London 1966, pl. 251,

Delft, Stedelijk Museum “Het Prinsenhof*
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WEENIX

Jan Baptist Weenix
1621—1660

Weenix was born in Amsterdam.  He left for Italy in
1642 and worked there for Pope Innocent X.  After his
return from Italy, he added the Iralian “Battista” or
Baptist to his name. By 1646, Weenix was working in
Utrecht.  He died in his country house near that city.
His ocuvre includes Iralian sca-ports and landscapes, the
latter often dotted with ruins and peopled with shepherds
and their flocks. He also painted portraits and some

still-lifes.

74 =Dead Partridge
1650

The partridge is painted as a “trompe I'il” composition, which
was very popular in Weenix’s time. This type of painting was
introduced in 1504 by an German painter working for some time
in Italy Jacopo de’ Barbari, and followed by many artists

including Carel Fabritius and Melchior d’"Hondecoeter.

Canvas, 49.5x43 cm
Bibl.: 'W.Stechow, Art Quarterly, 1948, p. 188.

The Hague, Mauritshuis
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WILLAERTS

Adam Willaerts
1577—1664

Willaerts was born in Antwerp, but he lived and worked
mostly in Utrecht.  He was a marine painter of the

first gencration of Dutch landscape painters, whose style
is marked by a rather stiff conventional composition,
determined by the traditional Flemish three-plan system.

75 = The Embarkation of Prince Frederik V of
the Pfalz, King of Bohemia, in England c. 1613

This representation of a historical event which happened to take
place on a beach, can be scen as a forerunner of the later
The English

shore line with carefully delineated houses and trees rises steeply

naturalistic beach-scenes by e.g. Van de Cappelle.
in the middle distance. On the right, curious fishing folk and
fine ladies and gentlemen are watching the departure of the
Prince. A couple has actually waded into the water. The
fully manned ships and a large rowing boat throng the left side
of the composition. The colouristic appearance, sharply defined
in three different strata, is reminiscent of other carly landscapes of

that period.

Canvas, 88x145.5 cm.
Bibl.: W.Stechow, Dutch Landscape Painting in the 17th Century,
London 1966, fig. 199.

Amsterdam, Nederlandsch Historisch Scheepvaart Museum
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WITTE

Emanuel de Witte
1615/17—1691/92

De Witte was born in Alkmaar; he was active in Delft,
but worked mainly in Amsterdam. The greatest part
of his ocuvre is devoted to church interiors, most of
which are partly or wholly imaginary. During his life
he was already famous for his knowledge and use of
After 1660 his works mcluded a few

domestic interiors, market scenes and fanciful views of

perspective,

harbours.  Some of these were painted on contract in

payment for his board and room.

76 = Domestic Interior
c. 1665/70

One of the few domestic interiors in De Witte’s oeuvre. The
influence of De Hooch, who was working in Amisterdam at this
time, is evident but the composition is more severe and less
detailed than De Hooch’s works. There is an undeniable erotic
element in this painting: an officer is lying in the bedstead, his
coat and sword thrown on a chair. He is listening to the woman

making music.

Canvas, 77.5x104.5 cm.
Bibl.: LManke, E. de Witte, Amsterdam 1963, no. 241.

Rotterdam, Museum Boymans - van Beuningen
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WOUWERMANS

Philips Wouwermans
1619—1668

Wouwermans lived and worked in Haarlem. His ocuvre
is large and varied; besides the many landscapes with
battle scencs, camps and hunts, he painted a few religious
and mythological subjects. In his riper works, horses

arc always dominantly present. A white horse is the
focal point of most of his battle scenes.  Although there
is no certainty that Wouwermans ever travelled across
the Alps, Italianate clements enter into his compositions
after 1650. At the same time his palette becomes
brighter and more varied, and his figures become more
plentiful, moving with a grace and clegance that
foreshadow the 18th century. Wouwermans had many
followers, and was much sought-after in 18th century

western Earope.

78 = Staghunt by a River
c. 1665

A lively elegant portrayal of a hunting party with horses and
The figures of the
hunters and their ladies, the surprised shepherds, the bathing

dogs in an imaginery Italianate landscape.

children, and the preoccupied fisherman are all the products of

a fecund fantasy.

Canvas, 77x 117 em. Monogrammed.

Haarlem, Frans Halsmuseum







FT—7zzVhvT

~VFY Y - TF—=TzNhvT

1585-1634

HAYRYDOEEY YWENT2T—7 2V H Y TET LRT
LT 2Tz, L LB b avyvitil,
TN TIOHT(E L7, oI W, e
PR NEAEOEDOHET, WHmI775 v FLfe
B DRELZF Tz, P L2y L7z %
BRI TP LA, 22 THTFRRD 50, MA@
IR GERRDOFRK O BTN > T 5. APFE,
%h%nOW@mﬁﬁEHoL1%7_8&<,on
Wl TR EARI 2R LT, 7—7 2 L h Y
Y CIZRT — b 29 B AR DD EGE b&ofﬁ
#%THDe

79=24— pEU

7 —7 = N v 7 OESI IR, Bl 24— Y 0
TTHB, QiR TROADENR Sy — 2132 3 & LTw
3, FROEFTTIZ—ADOBRArfie L 25 L L TKEY]
WX, 20BFTERKDOLEZED 2DWTW5, HES
3 kil 2OENRRREST B R — VEUONREE 20
HTW 3,

RY ¥Z7 A¥E HVE 141x195cm EXFOES
7o0—=v¥v 7u—=vi vHRERE

0=/ b= ADEE

S ADWEIHATERABF X 23 » TR T2, ZDF »
FYIBF L ERNERIZE 5. IOYEIZT—7 2 L
A TOMDT v 5 v RBE A DNV

Ry ¥R2¥ KE AV 85x225cm
7u—=v5y 7uo—=vi5vhRXERE

AVERCAMP

Hendrik Avercamp
1585—1634

Avercamp, called the Mute of Kampen, was born in
Amsterdam, but at an early age moved to Kampen,
where he lived and worked until his death. His early
landscapes were obviously influenced by Flemish
painting, in their high horizons and their bright local
colour. He developed an independent style in which his
horizons are lowered, and local colours are subordinated
to the atmospheric tonality of the landscape.  Human
figures always played an important part in his painting,
never losing their anecdotical quality. Avercamp is

especially famous for his winter scenes with skaters.

79 = Skating Scene

A lively skating scene typical of Avercamp’s work, with on the
In the left middle
background a man is cutting open the ice, in order to catch

foreground two men tying on their skates.

some fish; behind him a horse is drawing a sleigh over the ice.

A wealthy gentlemen and his lady are watching the scene from
the foreground.

Pen and bistre, aquarelle on white paper, 14.1x19.5 cm. Monogrammed.

Bibl.: ].Bolten, Dutch Drawings from the Collection of Dr.Hofstede de
Groot, Utrecht 1967, no. 1.

Groningen, Groninger Museum voor Stad en Lande

80 =Two Fishermen in a Boat

The two fishermen are depicted with a forceful simplicity.
We do not find
this scene in other drawings or paintings by Avercamp.

The drawing probably is a study after nature.

Pen and bistre, aquarelle on white paper, 8.5x22.5 cm.
Bibl.: ].Bolten, op.cit., no. 3.

Groningen, Groninger Museum voor Stad en Lande
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AVERCAMP

81 = Winter

Two fisherinen walking along a frozen water. Man in a

cape watching a woman with child in a sleigh.

Pen, aquarelle and gouache, 9.3x14.9 cm.  Monogrammed.
Bibl.:  C.J.Welcker, H.Avercamp en B.Avercamp, Zwolle 1933, no.
T22.

Amsterdam, Historical Museum, Coll. Fodor

BISSCHOP

Jan de Bisschop
c. 1628—1671

De Bisschop was born in Amsterdam.  He was a
well-known jurist who pleaded for the Court of
Holland. During a trip to Italy, De Bisschop studied
the Iralian masters, and made many drawings after their
works. He settled in The Hague where he worked as

a gifted dilettante in ctching and drawing. He is known
for his fine pen drawings in the brown ink that was
named Bisschop-ink after him. His drawings are

influenced by the Italian school.

82 =The Rotterdam Gate in Delft

A masterpiece among the drawings of De Bisschop. Vermeer

painted the same quay in his famous “View of Delft”, but from
a different angle. Like Vermeer, De Bisschop was occupied
chiefly with the rendering of light. He depicts the light of a

late afternoon casting shadows over the peaceful quay.

Black chalk, pen, Bisschop ink and wash, 9.5x 16.0 cm.

Bibl.:  ].Q. van Regteren Altena, Jan de Bitschop, Openbaar Kunstbezit,
1964.

Anmsterdam, Historical Musemm, Coll. Fodor
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BOL

Ferdinand Bol

1616—1680

Bol was born in Dordrecht, but lived and worked
mostly in Amsterdamn where he died.  He was a pupil
of Rembrandt in the years 1632—1635.
works, especially his drawings and ctchings, he was a

In his early

faithful follower of Rembrandt, his drawings are often
confused with the works of the master. His portraits
soon become influenced by the smoother, more
flamboyant style of Bartholomeus van der Helst. His
bitlical scenes remain close to Rembrandt in style unail
1641, there after his biblical and historical representations

become more baroque.
83 = The Angel Appearing to Hagar in the
Desert c. 1645/50

The scene is from the Bible (Genesis XVI: 1-6.).
Sarah was 76 years

Hagar was
the servant of Sarah, the wife of Abraham.
old and despaired that the son which God had promised them
would be born to her. According to the custom of the times,
she therefore gave her servant Hagar to her husband so that she
When Hagar found
herself with child, she despised her mistress and being harshly

There the angel of the

herself might obtain the name of mother.

treated by her, fled into the wilderness.
Lord found her, revealed to her the future of the child she was to
bear, and bade her return to her mistress. In due time Hagar
gave birth to a son named Ishmael. Bol depicts Hagar kneeling
in the desert to the angel who stretches out his hand to her in a
comtorung gesture.

Pen, bistre and wash, 18.0x23.2 cm.

Bibl.: M.D.Henkel, Tekeningen van Rembrandt en zijn school.

The Hague 1942, pl. 93.

Amsterdam, Rijksmuseum, Prentenkabinet
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CuUYP

Albert Cuyp
1620—1691 (See Cat. No. 17 for biography)

84=View of a Wide Landscape

This drawing is probably one of Cuyp’s landscapes retouched in

the 18th century. In the lead pencil drawing underneath Cuyp’s

hand is recognisable. The heavy wash is from the hand of a

later artist.

Black chalk, grey wash on white paper, 18.5x48.4 cm.
Bibl.: ].Bolten, Dutch Drawings from the Collection of Dr. Hofstede
de Groot, Utrecht 1967, no. 15.

Groningen, Groninger Museum voor Stad en Lande

FABRITIUS

Barent Fzbritius
1624—1673

Barent Fabritius was born in Midden Beemster; from
1655—1663, he worked in Leiden, and from 1670
onwards in Amsterdam. Barent was the younger
brother of the better-known painter Carel Fabritius
whose influence is unmistakable in his works. Barent
was also definitely influenced by Rembrandt, especially
in his use of chiaroscuro. He painted biblical and

mythological subjects and portraits,

85 = Adoration of the Shepherds
1647/50

The figure of the Christ Child is depicted in a bright light with
Mary and Joseph beside him. Out of the evening a group of
shepherds is coming into the stable to worship the Christ Child.
The drawing is probably from a late period in Fabritius’ oeuvre.
Pen in bistre, bistre and blue wash with red chalk, 24.4x24.2 cm.

Bibl.: D.Pont, Barent Fabritius, The Hague 1968, drawing no. 3.

Rotterdan, Musewm Boymans - van Beuningen
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FLINCK

Govert Flinck 1615—1660

Flinck was born in Cleves but soon moved to
Amsterdam where he became a pupil and close follower
of Rembrandt. Later his portraits became influenced by
the colourful style of Bartholomeus van der Helst.
Flinck was greatly admired by his contemporaries, he
became a wealthy man and was able to assemble a large
art collection, among which were the magnificent
landscape drawings by Rembrandt, now in Chatsworth.
Flinck’s ocuvre consists of portraits, and biblical,
allegorical and historical scenes.

86 =Study of a Tree 1642

An expressive study of a picturesquely gnarled tree-trunk,
depicted in short curly strokes of the pen.

Pen and bistre, 18.9%19.3 cm. Signed and dated: 1642,
Bibl.: ].W. von Moltke, Govaert Flinck, Amsterdam 1965, no. D226.

Rotterdam, Museum Boymans - van Beuningen

FURNERIUS

Abraham Furnerius c. 1628—1654

Furnerius was probably born in Rotterdam. He became
a pupil of Rembrandt between 164045 in Amsterdam
and died in that city. Furnerius is known for his

drawings. Paintings by his hand have not been found.

87 = Landscape with Woods

In this drawing the influence of Rembrandt is evident in the
sensitive rendering of light.

Pen, bistre and wash, 16.2x22.5 cm. The signature of Rembrandt
is from a later date.

Bibl.: M.D.Henkel, Tekeningen van Rembrandt en zijn school,
The Hague 1942, pl. 139.

Amsterdam, Rijksmuseum, Prentenkabinet
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GOYEN

Jan van Goyen

1596—1656 (See Cat. No. 19 for biography)

88 = Anglers on a High Bridge
1651

Two other drawings exist of this subject, both dated 1651,
With abbreviate means Van Goyen has sketched a direct and

forceful impression of a quict summerday.

Charcoal and grey wash on white paper, 11.3x19.8 cm.  Signed and
dated: 1651.

Bibl.: ].Bolten, Dutch drawings from the collection of Dr. Hofstede
de Groot, Utrecht 1967, no. 29.

Groningen, Groninger Museum voor Stad en Lande

KONINCK
Philips Koninck
16191688

After 1641,

he became a pupil of Rembrandt, whose influence is

Koninck lived and worked in Amsterdam.

evident in his work. Although Koninck painted several
portraits and biblical scenes, he is known mainly for his
landscapes.  In these landscapes, usually with wide vistas,
he suggested vast space by the use of wide horizons and
sweepingly clouded skies. His landscape drawings are

of extraordinary fine quality.

89= River Valley with a Hill in the Background

The spectator looks down into the valley of a river with boats,
probably the Rhine. The hill in the background is probably the
Elltenberg, near the german border.

Pen, bistre and wash, 16.8x31.8 cm.
Bibl.: H.Gerson, Philips Koninck, Berlin 1936, p. 44.

Rotterdant, Museum Boymans - van Beunigen
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LIEVENS

Jan Lievens
1607—1674

Lievens was born in Leiden, where he worked together
From 1635-44

he lived in Antwerp, where his portrait painting became

with the young Rembrandt until 1631.

influenced by the portrait painter Anthony van Dyck.
Besides portraits, his ocuvre includes landscapes, scenes
from the Bible and from history, and genre scenes.  His
work was, in many instances, unmistakably influenced
by Rembrandt.

portraits and landscapes.

As a draughtsman he excelled in

90 = Woods with Reclining Couple

Lievens made many drawings of wooded landscapes with a few
small figures, usually shepherds. In this drawing, the couple
and their dog are completely subordinated to the immense,
forcefully drawn trees.

Pen, bistre on Japanese paper, 21.7x37.2 cm.

Bibl.: H.Schneider, Jan Lievens, Haarlem 1932, no. Z 315.

Amsterdam, Rijksmuscum, Prentenkabinet

91 =Study of a Tree

An expressive study of an immense oak tree, dwarfing the birch
trees beside it.

Pen, bistre and wash, 37.5x22.9 cm.
Bibl.: H.Schneider, op.cit., no. Z. 258.

Rotterdam, Museum Boymans - van Beuningen
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MAES

Nicolaes Maes
1634—1693 (See Cat. No. 34 for biography)

92 = Christ and His Disciples at Emmaus

The scene is taken from the Bible (Luke XXIV: 15-31). After
Jesus has been crucified, two of his disciples walk sadly towards
the village of Emmaus. Jesus appears to them, but they do not
recognise him, and they tell him of the crucifixion of their
Master.  When they reach Emmaus, they persuade Jesus to
partake of a meal with them, and when Jesus broke the bread
and blessed it, they recognised Him. Maes has depicted the
moment when the two disciples ask Jesus to share a meal with
them. The influence of Rembrandt is evident in the abbreviate

but expressive and forceful drawing.

Reed pen and bistre, 20.7x20.9 cm.

Aunsterdam Rifksmusenm, Prentenkabinet

93 =Boy Listening on the Stairs

Maes depicts the eaves-dropping boy with thick rapid strokes of
the pen. The artist repeatedly used this theme for his paintings;
sece No. 34 of this exhibition.

Pen and bistre, 17.5x17.5 cm.
Bibl.: 'W.R. Valentiner, N. Maes, Leipzig 1924, pl. 47.

Rotterdam, Museum Boymans - van Beuningen
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REMBRANDT

Rembrandt Harmensz. van Rijn
1606—1669 (Sec Cat. No. 42 for biography)

94 = The Wrath of Ahasuerus
c. 1633

Ahasuerus, the great Persian ruler, better known to us as Xerxes,
is seated on a throne. He is wearing a high turban and a gold
chain with a pendant around his neck. The Bible (Book of
Esther) tells of his despotism and cruelty. In this drawing
Rembrandt pictures him in a wrathful mood, cutting the table

cloth with a knife.
Pen, bistre and wash, 17.6x12.9 cm.

Bibl.:  O.Benesch, The Drawings of Rembrandt, London 1954, Vol. I,
no. 85.

Amsterdam, Rijksmuseuss, Prentenkabinet

95 = Old Man Standing by a Shed
c. 1633

With highly suggestive means, Rembrandt depicts an every day
scene. A cow is eating placidly ont of its manger, while an old
man is coming around the corner. A wheelbarrow stands in

front of the shed. This subject is unique m Rembrandt’s ocuvre.

Pen, bistre and wash, heightened with white, 15.2x 18.1 cm.
Bibl.: O.Benesch, op.cit., Vol. II, no. 393.

Amsterdam, Rijksmuseuns, Prentenkabinet

96 = Old Man
c. 1633/34

A bearded old man, dressed in a cloak with fringes, stands,

looking pensively into the distance.

Pen and bistre, 16.7x12.7 cm.
Bibl.: O.Benesch, op.cit., Vol. I, no. 238.

Rotterdam, Museum Boymans - Van Beuningien
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REMBRANDT

98 =Team of Horses Resting c. 1637

A woman feeds one horse, while the coachman covers the other
with a blanket.
going abstraction.

The woman and coachman are sketched in far-

Black and red chalk, 17.0x27.2 cm.
Bibl.:  O.Benesch, op.cit., Vol. 11, no. 461.

Amsterdam, Rijksmuseusn, Prentenkabinet

99 =Child Trying to Walk between Two Women
c. 1640

In the second half of the 30’s Rembrandt made many studies of
the woman, probably Saskia, in her houschold. With great
simplicity, Rembrandt renders the touching event of a child

learning to walk.

Pen and brush, bistre, 16.8 x12.7 cm.
Bibl.: O.Benesch, op.cit., Vol. II, no. 412,

Amsterdam, Rijksmuseum, Prentenkabinet

100 = Esau Selling His Birthright to Jacob
c. 1640/45

The subject is taken from the Bible (Genesis XXV: 30-34).
Esau, son of Isaac, and elder brother of Jacob, returned home
from the chase on one occasion, famished. He asked for some of
the lentil soup which Jacob had just made ready. Jacob asked
him for his birthright in payment, and Esau sold his birthright
saying: “Behold, I am on the point to die (of hunger), what
shall this birthright profit me:” In the drawing, Esau, still n
hunting clothes, has just received the bowl of soup, and over the
table clasps Jacob’s hand in the promisc he has just given.

With great perspicacity, Rembrandt captures the exhausted and
almost resigned expression on Esau’s face.

Pen and bistre, corrected in white, 16.7x15.7 cm,
Bibl.: O.Benesch, op.cit., Vol. III, no. 564.

Amsterdam, Historical Museum, Coll. Fodor
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REMBRANDT

101 =The Raising of Lazarus
c. 1641/42

The subject is taken from the Bible (John XI: 33-46). Jesus
receives a message of the death of his friend Lazarus. He comes
to the grave four days later, and the Jews standing there say:
«‘Can he who made the blind see, not make the dead live?”

And Jesus called to Lazarus to rise up from his grave. And the
man who had been dead four days stood up, and seeing the
miracle, the people praised God and believed in his glory.

‘With forceful strokes of the pen, Rembrandt depicts the dramatic
moment when Lazarus arises from his grave.

Verso: study of a seated woman in black chalk.

Pen and bistre, 18.3x15.8 cm.
Bibl.: O.Benesch, op.cit., Vol. III, no. 518.

Rotterdam, Museum Boymans - van Beuningen

102 ="The Departure of Tobias and the Angel

c. 1642

The subject is taken from the Apocryphal Book of Tobias.
Tobias, impoverished and dying, bids his son, Tobias, to go out
and fetch the silver talents which he had lent to his friend

Gabael in prosperous days. When the young Tobias goes out to
find a travelling companion, he meets the angel Raphael, disguised
as a young man. The angel tells him he knows where Gabael
lives, and that he will be his companion. Tobias introduces the
young man to his parents, and they set out for the journey,
bidding the old people farewell. In the drawing, Rembrandt
depicts the young Tobias hastily tying his shoe, while the angel
bids farewell to the unhappy parents. Brilliantly Rembrandt
presents the psychological contrast between the eagerness of the
youth and the sadness of the old people. The story of Tobias
seems to have fascinated Rembrandt all through his life. Many
drawings and a painting were dedicated to this subject.

Pen and bistre, 19.1x17.0 cm.
Bibl.: O.Benesch, op.cit., Vol. IV, no. C. 45,

Aumsterdam, Rijksmuseum, Prentenkabinet
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REMBRANDT

103 = Christ as a Gardener Appearing to the
Magdalene c. 1643

The subject is taken from the Bible (John XX: 11-16). After
Christ had been buried, Mary Magdalene went to his grave and
saw that the stone of the grave had been removed. Looking
into the grave, she saw two angels sitting where Jesus had lain.
She wept, thinking that the body of Jesus had been stolen. As
she turned around, she saw Jesus standing there, dressed as

“If thou hast
Rembrandt
pictures the Magdalene kneeling before Jesus who is dressed as
A painting by Rembrandt of this
subject is in the collection of Her Majesty, the Queen of

Great Britain.

gardener, but she did not recognise him and said:
carried away my Lord, tell me where he is”.

gardener and carries a spade.

Pen and bistre, 15.3x 14.6 cm.
Bibl.: O.Benesch, op.cit., Vol. I1I, no. 538,

Amsterdam, Rijksmusenm, Prentenkabinet
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REMBRANDT

104 =The Return of the Prodigal Son
c. 1644

Rembrandt takes his subject from one of the parables Christ used
to teach his disciples (Luke XV: 11-32). A father had two

sons, the younger asked him for his rightful portion of goods,
and departed to a far country. There he wasted his money with
riotous living.  When he had spent all, he became hungry and to
carn his keep, he became a swincherd. Then he remembered his
rich father with all his servants and returncd to him, saying:
“Father, I have sinned and am no more worthy to be thy son”.
But inspite of the protestations of his jealous clder brother, who
had always worked diligently, his father was overjoyed to have
his son back, and celebrated his homecoming with a great feast.
Rembrandt chooses the moment when the exhausted son returns
home and kneels in penitenee before his father. The story of
the prodigal son, and its theme of forgiveness fascinated
Rembrandt who dedicated etehings, drawings and paintings to
this subject.

Pen, bistre and wash in India ink, 17.5x17.7 cm.
Bibl.:  O.Benesch, op.cit., Vol. HI, no. 562.

Rotrerdam, Museum Boymans - van Beuningen

105=Study of the Good Samaritan Attending the
Wounded Man c. 1648/49

The subject is taken from the Bible (Luke X: 25-57). A certain
lawyer asked Jesus what he should do to inherit eternal life, and
Jesus answered that he should love his neighbour as himself, and
he told him this parable: ‘A certain man was attacked by
bandits, who, after robbing him, left him lying naked and half
dead. By chance, a priest came by and saw the dying man, but
he did nothing, and a Levite also saw him but passed by on the
other side. But then a Samaritan found him, and he had
compassion on him. He bound the man’s wounds and brought
him to an inn and gave the host money and asked him to take
This Samaritan, and not the priest or the Levite

Rembrandt here has

care of him.
was a true neighbour to the dying man”.
hastily sketched the powerful figure of a nude man being atte:  d
to by a bearded man.

Pen, bistre and wash, 21.1x31.4 cm.
Bibl.: O.Bcnesch, op.cit., Vol. 111, no. 621.

Rotterdam, Museum Boywmans - van Beuningen
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REMBRANDT

107 =Farmhouse with a Haystack c. 1650

Rembrandt, a keen observer of nature, catches in a deceptively
simple manner the cssence of the peaceful atmosphere of a small
farm.

Pen, bistre and wash, (scpia by a later hand), 9.1 x17.9 cm.
Bibl.: O.Benesch, op.cit., Vol. VI, no. 1223,

Rotterdam, Museum Boymans - van Beuningen

108 = View on the Muiderberg c. 1652/53

In Rembrandt’s day, Muiderberg, situated on the Zuiderzee near
Amsterdam, was a favourite place to spend a summer’s day, and
many artists were attracted to the ruined church with its square

the masterly effects of

tower. The abbreviate way of drawing,

light and space point to a date after 1652,
Reed pen and bistre on brownish paper with printed text on recto and

verso, 15.7x20.6 cm.
Bibl.: O.Benesch, op.cit., Vol. VI, no. 1302.

Rotterdam, Museum Boymans - van Beuningen

109 = Farm amidst the Trees c. 1653

Rembrandt’s landscape drawings are often merely brief notes to
himself of places or things that caught his attention. These he
sketches with an extraordinary directness, sometimes only
indicating his subject with a few strokes, leaving a great deal to
be imagined. This approach to drawing may perhaps be
familiar to Japanese eyes.

Reed pen an bistre, 12.0x22.7 cm.,
Bibl.: O.Benesch, op.cit., Vol. VI, no. 1324.

Rotterdam, Museum Boymans - van Beunigen

110=Two Cottages and Trees c. 1652/53

Rembrandt depicts two small farmhouses on the embankment of
With a
minimum of means, he renders the calm atmosphere of a

The mirror-like

a canal with small boats lying tied to the shore.

summer’s day, saturated with water and light.
water is indicated only with the lightest wash.

Pen, bistre and wash on brown paper, 11.0x14.8 cm.
Bibl.: ].Bolten, op.cit., no. 69.

Groningen, Groninger Museum voor Stad en Lande
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REMBRANDT

113 =Indian Archer c. 1654/56

One of a series of copies after 17th century coloured miniatures
by Indian Mogul artists. Rembrandt’s copies after these

miniatures are admirable proof of the master’s ability to enter
into the spirit of these, for him, exotic works. The dark skin

colour is clearly indicated with red chalk powder.

Pen, bistre and wash, 18.9x13.0 cm. The signature is of a later date,
Bibl.: Q. Benesch, op.cit., Vol. V, no. 1202.

Amsterdam, Rijksmuseum, Prentenkabinet

114 =Landscape c. 1656/59

A curved road leads to a village in the distance. The artist
makes use of round unbroken lines, sometimes light and delicate,
sometimes swelling and stronger. With a minimum of means he
achieves an effect of space and airiness.

Pen and bistre, 10.7 x 26.4 cm.

Bibl.: M.D.Henkel, Tekeningen van Rembrandt en zijn school,

The Hague 1942, no. 81.

Amsterdam, Rijksmuseum, Prentenkabinet

115 =David Taking Leave of Jonathan c. 1656
The subject is taken from the Bible (I Samuel XX: 41). This

is the maturest version of a composition which occupied
Rembrandt repeatedly in the first half of the 1640’s. Jonathan,
son of King Saul, was a dear friend to David, although
Jonathan had been warned by his father that David would some
day reign over Judah instead of him. Rembrandt pictures the
final farewell of the two friends before Jonathan is killed in
battle.

Pen and bistre, 14.3x18.3 cm.
Bibl.: O.Benesch, op. cit., Vol. V, no. 1025,

Amsterdam, Rijksmuseum, Prentenkabinet
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REMBRANDT

116 = Coriolanus Receiving the Ambassadors
c. 1657/58

Coriolanus, a Roman patrician, banished from his city, was
advancing to attack Rome. The Roman senate declared it was
willing to restore his rights to him on the condition that he
would not enter Rome. The senate sent its ambassadors to
negotiate with Coriolanus, who refised to submit. In the end
his wife and mother moved him to stay away from Rome. In
the drawing, Rembrandt depicts Coriolanus receiving the
ambassadors from the Roman senate.

Pen, bistre and wash, red and white chalk, 28.8x19.1 cm.
Bibl.: O, Benesch, op.cit., Vol. V, no. 1034.

Rotterdam, Museum Boymans - van Beuningen

117 = Seated Female Nude
c. 1661

Here Rembrandt has sketched a female nude, capturing the very
mood and presence of the woman with an extraordinary
directness of vision. In his last years, Rembrandt abandoned
previously developed systems of graphic expression, and adopted
a highly suggestive and immediate method of visualization
which used different means and media in a haphazard way.

Pen, bistre and wash, red and white chalk, 28.8x19.1 cm.
Bibl.: O.Benesch, op.cit., Vol. V, no. 1144.

Rotterdam, Museumn Boymans - van Beuningen

118 = Road Leading through a Forest
c. 1661

In all the latest specimens of Rembrandt’s landscape drawing,
there is no evidence that they were done from nature. The
grandeur of Rembrandt’s vision displayed in them, makes it
probable that they were all done from memory.

Pen, bistre and wash on grey paper, 13.3x20.3 cm.
Bibl.: O.Benesch, op.cit., Vol. VI, no. 1368.

Aumnsterdam, Rijksmuseum, Prentenkabinet
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SAENREDAM

Pieter Jansz. Sacnredam 15971665

From 1628

onwards, he specialised in the painting of architecture,

Sacnredam worked in Haarlem and Utrecht.

usually interiors of churches, which he prepared with

With his thorough

exact and minute drawings.
knowledge of perspective he achieved an extraordinary
illusion of space. He avoids picturesque effects, and thus
his compositions arc remarkable in their simplicity and
clarity, utterly faithful to reality. His colour gamut is
dominated by shades of white of the plaster used on the
interiors of churches, accompanicd by almost

transparent tones of silver-grey and pink.

119 = Interior of the St. James Church in Utrecht,
as seen from the North 1636

The St. James church is one of the four parish churches of
Utrecht, designed in the 13th century.  In the 15th century,
however, the church was totally altered.  The interior to-day
has hardly been changed since Saenredam’s drawing.  The
church is sober with brass chandeliers hanging from the high

cross vaults, and a few mourning tablets on the walls.

Pen and watercolour on blue paper, 26.8x42.4 cm.  Signed and dated:
14 August, 1636.

Bibl.: Cat. Exhibition Picter Jansz. Sacnredam, Centraal Muscum,
Utrecht 1961, no. 136.

Rotterdam, Museum Boymans - van Beuningen

120 =Interior of the “Buur” Church in Utrecht,
as seen from the North 1636

The “Buur” church is the oldest parish church in Utrecht.

After a fire in 1253, in which the Romanesque church was
demolished, the present church was started.  In the 15th century
it was rebuilt into a Gothic Hall church.  The drawing,
exquisitly detailed, represents a situation corresponding to the
present one, and was used as a basis for two different paintir . by
Saenredam.

Pen and chalk on blue paper, 41.7 x26.7 cm. Signed and " .ted:
16 August, 1636.
Bibl.: Op.cit., no. 129.

Utrecht, Municipal Archives
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SEGHERS

Herkules Seghers
1589—1638

Seghers studied in Amsterdam, worked in Haarlem,
Utrecht and finally The Hague.  He is known for his
paintings, and especially his ctchings of imaginary
landscapes; these landscapes usnally have rocky cliffs
rising on the left and right of the composition with a
view through the middle into the far background, the
sky is dominantly present in his landscapes. His etchings
form an uninterrupted sequence of experiments with
which he made a tremendous contribution to the
graphic arts.  His constant preoccupation with the
techniques of etching, led Seghers further and further
into the world of pure fantasy. The development of
these techniques was accompanied by an original and
interesting use of colour. He sometimes printed the

same ctching in different colours.

123 =Landscape with a Pine Branch

View of a flat landscape from rocky cliffs. Seghers uses an
intricate system of short lines and dots for the landscape in

contrast to the peaceful sky.
Etching in black, on brown linen, coloured with brush (first state),
14.3x19.5 cm.

Bibl.: Cat. Exhibition Herkules Seghers, Rijksmuseum, Amsterdam
1967, no. 17.

Amsterdam, Rijksmuseum, Prentenkabinet
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SAENREDAM

121 = View of the Cathedral Tower and Old Town
Hall of Utrecht 1636

The cathedral tower, finished in 1382, dominatcs the entire city
of Utrecht. The tower is flanked by the nave, destroyed in the
hurricane of 1674. The big house on the left was municipal
town property, containing the Weighinghouse and offices. The
two houses farther along the Old Canal constituted the town
hall, which was torn down in 1824, for the construction of the

present town hall.

Pen and watercolour, 51.2x38.5 cm. Signed and dated: 15 Oct. 1636.
Bibl.: Op.cit., no. 115.

Utrecht, Municipal Archives

122 = Interior of the St. Anne’s Church of
Haarlem, as seen from the East 1650

In 1646, a Renaissance church in the shape of a Greek Cross was
added to the Middle Age chapel of St. Anne.
of the interior and exterior was in sober Dutch Renaissance.

The decoration

Great Ionic pilasters support the centre vault of the church.
The church pews are placed facing the pulpit on the left from
which the sermons were held.

Pen, watercolour and red chalk, 38.2x51.0 cm. Signed and dated:
June 18, 1650.

Bibl.: Op.cit., no. 79.

Amsterdam, Rijksmusenm, Prentenkabinet

SEGHERS

124 =Valley Surrounded by Hills

A landscape of fantasy with threatening rocks surrounding a
valley.

Etching in blue on yellow linen, dry point used on rocks,

(second state), 10.4x18.3 cm.

Bibl.: Op.cit., no. 20.

Amsterdam, Rijksmmusenm, Prentenkabinet

125 =Town with Four Towers

The intensive use of colour points to a later date in Segher’s
ocuvre. The landscape is Italianate in appearance.

Erching and dry point on green prepared paper, coloured with
brush in brown, 20.4 x32.3 cm.

Bibl.:  Op.cit., no. 48.

Amisterdam, Rijksmusewm, Prentenkabinet
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