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HISTORY OF THE UTAH MUSEUM OF FINE ARTS
AND ITS DUTCH AND FLEMISH COLLECTION

History of the Museum

Attempts to establish an art museum on the campus of the University of Utah date back to 1888-89 when the first
art gallery was created by the University administration in order to provide objects of art for study to the students in the
Department of Fine Arts organized in the same year and led by G. M. Ottinger.! The gallery, located on the fourth floor
of the main University building, housed paintings, prints, and sculptures.?

Unfortunately, both the Art Department and the gallery were short-lived and disbanded at the end of 1891-92 for
reasons that are unknown today. While an art department was in existence for the second time by 1898,* creating another
art gallery was not considered until April 11, 1949, when the Board of Regents responded to two generous promised gifts
of art collections by setting aside funds to refurbish the upper floor of the Park Building as a gallery which would hold the
Hudnut and the Hatch art collections.*

Mrs. Winifred Kimball Hudnut was a granddaughter of Heber C. Kimball, a nineteenth-century apostle of The
Church of Jesus Christ of Latter-Day Saints. After her marriage to cosmetics magnate Richard A. Hudnut, the couple
lived in Europe for a number of years and amassed a collection of European and Asian art objects, including several
Dutch and Flemish works. The death of her husband and the advent of World War 11 caused Mrs. Hudnut to return to the
United States in 1939 and live in New York. In Spring of 1949 Mrs. Hudnut donated much of her collection to the
University of Utah.”

lGeorge Martin Ottinger was a painter of religious subjects, genre and marine scenes. He came to Utah in September of 1861 at the age of twenty-
eight, having "walked every step of the way from Florence (Nebraska), a distance of 1079 miles, by my reckoning." (Vern G. Swanson, Robert S.
Olpin, and William C. Seifrit, Utah Art [Layton, UT: Gibbs Smith, Publisher, 1991] 16-17.)

2Ralph V. Chamberlin, The University of Utah. A History of its First Hundred Years 1850-1950 (Salt Lake City, UT: U of Utah P, 1960) 157.

3Swanson et al. x. The interested reader is referred to this book for its excellent and comprehensive chronology (x-xii) of pertinent developments in
the arts in the state of Utah.

4Inspired by their fellow Utahn Mrs. Hudnut, and strongly encouraged by then-University of Utah President Ray A. Olpin, Mr. L. Boyd Hatch and
his wife Anne McQuarrie Hatch officially donated their collection of fifteenth- and sixteenth-century English, French and Italian furniture and art to
the University of Utah on October 4, 1949, in order to aid the establishment of a University museum.

The cost of converting a floor of the Park Building into an art gallery was estimated at approximately $200,000 (Chamberlin 524).

5The Minutes of the Board of Regents meeting of May 5, 1949, include a complete list of "Gift of Art Treasures from Mrs. Winifred K. Hudnut."
The specific date of Mrs. Hudnut's donation is unknown.

A further note of interest: Mrs. Hudnut's daughter, Natacha Rambova, continued in her mother's footsteps and added variety to the
museum holdings, beginning in 1952 until 1963, with several bequests of Egyptian artifacts. According to the latest biographer of Rambova,
Michael Morris (Madam Valentino. The Many Lives of Natacha Rambova [New York: Abbeville Press, Publishers, 1991] 249-50), she also gave
precise instructions as to how she wished these pieces to be displayed.




The Utah Museum of Fine Arts (UMFA) was officially inaugurated in 1951 on the fourth or top floor of the Park
Building.® Mrs. Hudnut's collection filled the main gallery and two adjoining rooms.” From 1951 until 1964 the Museum
was supervised by Dr. I. Owen Horsfall, University of Utah Professor Emeritus of Mathematics.®

In 1967,° the University of Utah appointed Mr. E. Frank Sanguinetti as the first professional director of the
UMFA. Mr. Sanguinetti came from Tucson, Arizona, where he had held the position of director at the Tucson Museum of
Art.® In 1970, the entire Museum collection was moved from the Park Building to the newly-constructed Museum
building attached to the Art and Architecture complex on campus, where it is presently located.

The Growth of the Dutch and Flemish Collection--Selected Highlights

The University's collecting of Dutch and Flemish works of art preceded the establishment of a proper museum by
more than two decades.™ In 1926, Mr. Edward Bartlett Wicks offered the University his collection of over sixty
American and European paintings, which included three works of Dutch art. Since there was no museum on campus at
that time, Mr. Wicks's collection was accepted by the Art Department, located in the Park Building.*?

Mr. Wicks, a native of Syracuse, New York, moved to Denver, Colorado, in 1885, and then was sent to Salt Lake
City in 1887 as an employee of the Burlington Railroad. He founded his own business, the E. B. Wicks Company,*® in
1919 and remained in Salt Lake City. Most of his collection of paintings was acquired during his travels in Europe and
California.™

The three Dutch paintings donated by Mr. Wicks testify to his taste for painters of The Hague School, an
important nineteenth-century movement whose artists limited themselves almost exclusively to paintings of landscapes
and genre scenes that romanticized life in Dutch fishing villages. One of the three works, Fisher Folk (cat. 65) by Philips

6An article in the Salt Lake Tribune of May 5, 1951, announced the opening dedicatory reception.

7The Hatch collection, open to the public for the first time on April 26, 1952, was housed adjacent to the Hudnut galleries in a simulated Elizabethan
drawing room. An article in the Sunday edition of The New York Times dated April 27, 1952, described the opening.

8 Swanson et al. 193.

9Judging by correspondence in a few Museum files, Ms. Elizabeth Anderson was Acting Director of the UMFA after Professor Horsfall's resignation
until the arrival of Mr. E. F. Sanguinetti.

10Swanson etal. 199.

11No records exist that indicate the origin--or the whereabouts, for that matter--of the art objects in the short-lived art gallery that existed from
1888/89 to 1891/92.

12At that time, the Art Department was chaired by Utah genre and landscape painter James Taylor Harwood (1860-1940). Harwood's tenure as Chair
lasted from 1923-31 (Swanson et al. xi).

13Records held by the Utah State Historical Society indicate that the E. B. Wicks Company dealt in real estate, loans, and fire insurance. | thank
Librarian Michele Schick for sharing this information.

14According to a Museum press release dated September 5, 1961, the first exhibition of the entire Wicks collection was scheduled from September
10 to October 15, 1961, at the galleries in the Park Building.



Sadée (1837-1904)," typifies The Hague School. This genre scene is an example of work produced during the heyday of
this movement from circa 1870 to 1885, during the so-called grey period, when artists exhibited a preference for a subtle,
almost monochromatic, range of colors and a certain overall silvery tonality. Although Sadée's painting reflects this
period stylistically, it differs from paintings by his fellow artists and their sentimentalized descriptions of poverty-stricken
peasants in that he added a sobering dose of social commentary to his scenes of daily life in coastal communities whose
inhabitants relied on the vagaries of the sea for their existence. The other two paintings from Mr. Wicks's collection are
also genre scenes but are works of less distinguished artists. ™

Twenty-five years passed after this modest bequest before the University was given more works of art from the
Netherlands. The Hudnut collection, installed in 1951, included several works of Dutch and Flemish art: The Virgin
Nursing the Christ Child (cat. 29) by the workshop of Peter Paul Rubens (1577-1640); a late seventeenth-century painting
of a classical scene (cat. 58) by an unidentified artist; a Portrait of a Lady as Diana the Huntress (cat. 55) possibly by a
follower of Sir Anthony van Dyck (1599-1641); and two ivory sculptures (cat. 39) showing the influence of the
seventeenth-century Flemish sculptor Francois du Quesnoy.*’

For the two decades following, this Dutch and Flemish art collection, like most University and College museum
collections in the United States, continued to grow haphazardly.*® In 1953 and 1959, Mrs. Marion Sharp Robinson
donated a Flower Still Life (cat. 56) in the style of Jean Michel Picart (ca. 1600-1682) and a portrait of A Cavalier of the
Stuart Court (cat. 33) attributed to Daniel Mijtens (ca. 1590-1642). A painting of Birds in a Landscape (cat. 53) by
Melchior de Hondecoeter (1636-1695) was given to the collection in 1965 by Mrs. Elsa Bamberger Michael. Mrs.
Michael, the daughter of former Utah Governor Simon Bamberger, and her husband, Herbert 1. Michael, were native
Utahns whose wide-ranging philanthropic interests benefitted a number of individuals and organizations. Mrs. Michael
will best be remembered for donating, aside from the above painting, the funds necessary to add another wing, named
after her, to the Museum.™

When the Friends of the Art Museum was organized in 1972 by the Museum administration,?® funds donated by
the members of this organization were used to fill gaps in the collection as well as to acquire works of art that would have
been unaffordable on the Museum's limited budget. Purchases made with these funds in the 1970s included objects as
diverse as a poster in Art Deco style (cat. 71) by Johan Thorn Prikker (1868-1932); a seventeenth-century genre painting
(cat. 32) by Theodoor Rombouts (1597-1637) and Adriaen van Utrecht (1599-1652); and two nineteenth-century prints
(cats. 63 and 64) by Jozef Israels (1824-1911).

15A receipt from the Mcdonald Art Gallery in New York shows that Mr. Wicks purchased this painting in 1915 for the then considerable sum of
$1,200.

16These paintings are Children on Seashore (cat. 70) by Henri Heyligers (1877-1967), and After the Storm (cat. 69) by Hollander de Meester, a late-
nineteenth-century artist.

17Mrs.. Hudnut also gave to the Museum a gift of two seventeenth-century Flemish tapestries. These are not included in this catalogue, which
concentrates on the collection of works of painting, sculpture and the graphic arts in the UMFA. To prepare a catalogue of the decorative arts would
be premature since the collection is not yet extensive enough to warrant this attention.

18Susan Donahue Kuretsky repeatedly comments on the fits and starts of university museum collections in her chapter "Dutch Art in Academia.
Observations on College and University Collecting” (Ben Broos et al., Great Dutch Paintings from America [The Hague: Mauritshuis, 1991] 85, 88).

19This addition, which increased the Museum's space to 35,000 square feet, was completed in 1972 (Swanson et al. 208).

20 Swanson et al. 208.
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Altogether, thirty-two prints and paintings from the Netherlands were added to the UMFA collection in the 1970s.
Among these is a painting by Ambrosius Benson, a sixteenth-century Flemish master, donated by the Stoddard family in
1976. Benson's work (cat. 2) depicts foreign, probably English, ladies and gentlemen dancing in a landscape setting.*
Not only is this painting one of the earliest Flemish works of art in the collection, it also confirms that the reputation of
Netherlandish artists extended beyond the narrow confines of national boundaries.?

Another noteworthy addition to the collection was the gift of Mr. and Mrs. N. Butkin in 1977 of a genre painting
of Shrimp Fishermen (cat. 66) by Evert Pieters (1856-1932), an artist of The Hague School. This painting was the first
nineteenth-century work to be donated to the collection after Mr. Wicks's gifts in 1926. Although Evert Pieters is now
considered a minor master of The Hague School, during his lifetime he enjoyed an international reputation and exhibited
frequently not only in Europe but also the United States. He is represented in a number of public collections in the
Netherlands, among them the museums of Dordrecht, Bergen op Zoom, The Hague, Haarlem, and Laren.

In 1978, Mr. and Mrs. Kenneth D. Newman gave two prints that have further enabled the collection to represent
the traditions of Netherlandish printmaking. One of the prints, a genre scene of ice skaters (cat. 67) etched in 1889 by
James Ensor (1860-1949), is directly descended from similar themes depicted by the sixteenth-century master Pieter
Bruegel the Elder.?

The 1980s brought the greatest number of additions to the collection: six paintings and twenty-one prints, ranging
from the sixteenth to the twentieth century and contributing to the goal of the Museum to assemble a wide-ranging general
collection. The subject matter of these works includes classical or mythological subjects as well as portraits, landscapes,
still lifes, and scenes of daily life. For example, one of three anonymous donations is a genre painting (cat. 48) by a
follower of Frans Hals (ca. 1580-1666). A painting presented to the Museum by Mr. and Mrs. F. W. Gay is a biblical
scene (cat. 46) by an unknown, possibly Flemish, artist of the seventeenth century. A Vanitas still life (cat. 52) painted by
Vincent Laurensz van der Vinne (1629-1702) was purchased with funds provided by the Marriner S. Eccles Foundation,
established by Mr. Eccles's will in which he stipulated that a specific amount of Foundation money be used for the support
of the arts in the state of Utah.

Mr. Marriner S. Eccles was a Utah native who, together with his family, founded the First Security Corporation,
the oldest continuously operating multi-state bank company. During the Great Depression, Mr. Eccles served as
Chairman of the Federal Reserve Board and was instrumental in creating the Federal Deposit Insurance Corporation and
the Federal Housing Administration. As the U.S. delegate to the Bretton Woods Conference he was also involved in the
inception of the World Bank.

Two generous endowments made in the 1980s have allowed the UMFA to purchase twelve prints for the Dutch
and Flemish collection. One of the three prints purchased in 1987 and 1988 with funds from the M. Belle Rice Trust is an
engraving by Jan Harmensz Muller (1571-1628) of a religious subject (cat. 23). Part of the A. Bennion Cahoon
Endowment in 1988 was used to acquire nine etchings and engravings. Two etchings by the seventeenth-century Dutch
artist Antoni Waterloo affirm the diversity of subject matter interesting to patrons and artists: the classical theme of Venus

21Georges Marlier, in his comments on this painting, reports that in the seventeenth century, while the painting was in the collection of the Duke of
Norfolk, the dancers were identified as, from left to right, Henry VIII with Ann Boleyn, the Duke of Norfolk with the Dowager Queen Margaret of
Scotland, and Charles Brandon, the Duke of Suffolk, with the Dowager Queen Mary Tudor of France (Ambrosius Benson et la Peinture a Bruges au
Temps de Charles-Quint [Damme: Musée van Maulant, 1957] 237).

22See pp. 23-24 for a discussion of Netherlandish artists working abroad. See also John J. Murray, Flanders and England. A Cultural Bridge. The
Influence of the Low Countries on Tudor-Stuart England (Antwerp: Fonds Mercator, 1985), for a study of the impact artists and craftsmen from the
Netherlands had on the culture of England.

23Reproduced in Louis Lebeer, Bruegel. Le Stampe (Florence: La Nuova Italia, 1967), Plate 40.
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and Adonis (cat. 42) and a pastoral landscape (cat. 43). This endowment also enabled the UMFA to purchase several
engraved portraits and two etchings of genre scenes, The Horse and the Dog (cat. 35) by Pieter van Laer (1599-after
1642), and Three Drinkers (cat. 51) by Cornelis Bega (ca. 1632-1664).

The Dutch and Flemish collection gained six additions, five prints and one oil painting, in 1991. Among the
prints is an engraving of Charity (cat. 4) after Pieter Bruegel the Elder (ca. 1525-1569), purchased with funds from the
Friends of the Art Museum organization. The painting is a Flower Still Life (cat. 68) by Frederic Vermorcken, a
nineteenth-century Belgian artist, donated by Mr. Raymond Kiesel.

In June 1992, the UMFA's Dutch and Flemish collection received a superb example of the oeuvre of Pieter
Brueghel the Younger (ca. 1564-1637/8), Dance Around the Maypole (cat. 26), donated by Mr. Val A. Browning. Mr.
Browning, heir to the Browning Arms Co. and Browning Industries, recently received the University of Utah Honorary
Alumnus award. Mr. Browning studied mechanical engineering and law at Cornell University before joining the family
business. Numerous organizations that serve educational, cultural, scientific, or business needs have benefitted from his
philanthropy. Prior to presenting the UMFA with Brueghel's work, Mr. Browning and his late wife Mrs. Ann Browning
donated two Italian paintings and also named the Museum as beneficiary of a trust fund. Mr. Browning's promised gift to
the UMFA includes fifteen additional Dutch and Flemish paintings, and this generosity will someday result in a
Netherlandish collection of considerable importance.

24Mr. Browning's gift, when it occurs, will consist of the Dutch and Flemish works of art listed below. The collection is not accessible at present;
however, it has been examined by Rachel Kaminsky, Christie's Vice President Old Master Paintings, whose assessments are used to describe the
paintings.

Jan Provost (1465-1529):
The Madonna and Child in a Landscape (oil on panel, 13 1/4 x 9 1/2")

Adriaen Isenbrant and possibly workshop (previously Adriaen Isenbrant [1485-1561]):
The Madonna and Child, Seated in a Landscape (0il on panel, 12 1/2 x 8 3/4")
The Madonna and Child in an Architectural Setting (oil on panel, 12 1/2 x 8 3/4")

Dirk Hals (1591-1656):
Merry Company, a pair of paintings (oil on panel, 11 1/2 x 20")

Attributed to Gerard Donck (active ca. 1627-1635) (previously to Thomas de Keyser [1596-1667]):
Portrait of a Young Woman (oil on canvas, 24 x 18")

Sir Anthony van Dyck (1599-1641):
Bust Portrait of Hendrik van der Poel (oil on panel, 16 1/4 x 12 1/2")

Mid-18th century copy of a painting by Sir Anthony van Dyck (previously Sir Anthony van Dyck [1599-1641]):
Portrait of Francois Duquesnoy (oil on canvas, 29 x 23 1/4")

Francois Ykens (1601-1693):
Flower Still Life (oil on panel, 37 x 23 3/4")

School of Pieter de Hooch (previously Pieter de Hooch [1629-1683]):
A Musical Party in an Interior (oil on canvas, 21 x 25")

Attributed to Johannes Spilberg (1619-1690) (previously to Carel Fabritius [1624-1654]):
Young Man wearing a Helmet (oil on panel, 17 x 12 1/2")

Hendrik van den Burgh (1630-1680):
A Musical Party (oil on canvas, 21 x 25")

Adriaen van Gaesbeeck (1621-1650), Dutch (previously Gerard Dou [1613-1675]):
A Young Scholar in his Study (oil on panel, 23 x 31 5/8")
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A clear trend emerges in terms of how works of art entered the Dutch and Flemish collection. Individual donors
generally preferred to give oil paintings, usually one at a time. The only exceptions to this were Mr. Edward B. Wicks
and Mrs. Richard A. Hudnut whose gifts given at one time included a number of works of art. Donations made in
memoriam have also consisted of single oil paintings. Trust fund money was used to purchase several prints at one time.
Donations made without a specific purpose ranged from watercolors, drawings and prints to oil paintings.

Purchases for the Netherlandish collection, using Museum funds, were subject to certain constraints. Until 1967,
a museum per se did not exist; rather, donations of art to the University were administered by Professor Emeritus I. O.
Horsfall and displayed on the fourth floor of the Park Building. When Mr. Sanguinetti became the Director in 1967, he
initiated lengthy discussions with a number of public figures, members of academia, and potential patrons, regarding the
focus and configuration of the collection. After much debate, it was decided that a collection of a general nature would
best serve all areas of academic studies in the humanities as well as benefit the public at large. Since all aspects of the
entire collection needed attention and additions, the first purchases for the Dutch and Flemish collection using Museum
funds did not occur until 1972.

Deaccessioning Policy

Decisions to deaccession, i.e., sell or trade, objects owned by the UMFA, are made by the Museum Director after
consultation with Museum staff. In general, the guidelines proposed by the Association of Art Museum Directors are
followed in the deaccessioning of objects.”® For example, if an object is in poor physical condition or of inferior quality, a
trade is contemplated,?® although works of art by minor masters that are not of museum quality often provide excellent
opportunities for study and are retained for that purpose.”” Deaccessioning is also considered if “the authenticity,
attribution or genuineness of the object is determined to be false or fraudulent and the object lacks sufficient aesthetic
merit or art historical significance to warrant retention."*

Jan Bruegel the Younger (1601-1678) (previously Jan Bruegel the Elder [1568-1625]):
An Allegory of Air (oil on panel, 21 3/8 x 37 1/8")

Jan Bruegel the Younger (1601-1678) and Hendrik van Balen (1575-1638) (previously Jan Bruegel the Elder and Hendrik van Balen):
An Allegory of Earth (oil on panel, 40 1/2 x 29 1/4").

25In 1987, the Association of Art Museum Directors published Considerations for Formulating a Deaccessioning Policy, a guide intended to establish
basic norms for the acquisition and sale of works of art by museums in the U.S.

26According to Mr. Sanguinetti, the UMFA has so far not engaged in any sales of objects (personal interview, 5 June, 1992).

27In the absence of written opinions on what constitutes "museum quality,” | propose that, for Netherlandish works, the remarks of a seventeenth-
century expert, J. van den Vondel, in the preface to his tragedy Adam in Exile (1664), connote an appropriate explanation of "museum quality" in
general. Van Vondel's comments refer specifically to history painting, but can equally well be applied to other works of art. He expected superb
technical skill and exceptional artistic invention so that "such a ... painting has the power to please and enflame the eyes and attention of virtuous
connoisseurs and lovers of art in their insatiable study of this ... work; because the... more accurately he [the viewer] looks at ... it, the more he
discovers what is worthy of study and what creates amazement: because everything in it is fixed, wrought and executed according to the demands of
nature and all things balance one another" (Qtd. in Albert Blankert et al., Gods, Saints & Heroes. Dutch Painting in the Age of Rembrandt
[Washington, DC: National Gallery of Art, 1980] 15).

8Con5|derat|ons for Formulating a Deaccessioning Policy, 2. Undefined terms like "aesthetic merit" or "art historical significance" offered without
explanation seem to have been kept intentionally vague in order to allow individual museum directors and staff the greatest possible leeway in
determining which objects to deaccession.
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If a work of art was donated, deaccessioning takes place only after the donor has died. In the case of the Dutch
and Flemish collection, only two paintings, both donated by the deceased Mr. Wicks, have been deaccessioned.? In all
instances, the trade of objects is undertaken to upgrade the quality of a specific collection.

Dutch and Flemish Art Collecting in Utah

From the outset, the donors of Dutch and Flemish works to the UMFA were a diverse group of people who do not
appear to share a common denominator. Their collecting habits were not shaped by academic interests or cultural heritage
(only one of the donors appears to be of Dutch ancestry);* rather, personal tastes and aesthetic appeal seem to have been
the motivating factors. Even an important collection like that of Mr. Browning, with its focus on Old Master paintings, is
conspicuous in its diversity. Works he has collected include examples of Italian, French, English, Dutch and Flemish
painting from the fifteenth to the nineteenth century. Other personal collections of considerable size, like those of Mr.
Wicks and Mrs. Hudnut, show the broad interests of their owners. Consequently, donations to the Museum, while
generous, did not result in a cohesive collection of Dutch and Flemish works of art. Instead, cohesiveness and
representative examples from all categories were accomplished by using Museum funds to purchase objects that filled
some of the gaps in the collection.

The Museum Collection as a Resource

A University art museum is expected to perform several functions. It should provide scholars, students or the
general public with an opportunity to view actual works of art or study artistic techniques or styles. It should foster an
atmosphere that encourages research on any aspect of the collection. It should be accessible to faculty and students as a
resource for augmenting University course offerings by providing classes with the opportunity to study specific works of
art. It should also be sufficiently diverse to represent a variety of styles and media from different countries and periods.

The UMFA's Dutch and Flemish collection of art fulfills all these objectives. The works of art in this collection
present examples of different styles, themes, and artistic skill, thereby acting as a cultural touchstone for members of
academia and the public. This collection can be used to develop the aesthetic faculties of all viewers and encourage
appreciation of Dutch and Flemish artists.

The Configuration of the Collection

In its entirety, the UMFA's Dutch and Flemish collection can be thought of as a kunstkamer, i.e., a curiosity
cabinet of paintings and exotica popular in the seventeenth and eighteenth centuries with the European upper-classes and
wealthy middle-classes. Contents and quality of these private museums varied considerably and bore testimony to the

29According to Charles R. Loving, Assistant Director, the first physical inventory of the UMFA's entire holdings was conducted by Museum staff in
August 1973 in order to establish values and whereabouts of all works of art owned by the Museum. Since no complete records existed before this,
works that could not be located were of necessity deaccessioned, including two Dutch works donated by Mr. Wicks; an oil painting, Harbor in
Holland, by the nineteenth-century artist Jan van Couver, and a watercolor, Fishing Boats Return, by another nineteenth-century artist, H. W.
Mesdag.

30Ms. Dorothy van Stipriaan donated a folio edition (see cat. 44), printed in 1941, of etchings by Adriaen van Ostade (1610-1685) as well as A Sheet
of Sketches of Children (cat. 62) by the amateur artist Erasmus Bernardus van Dulmen Krumpelman (1832-1909). Ms. van Stipriaan was the Fine
Arts Librarian at the University of Utah for a number of years. She also held a Master's degree from the University based on her thesis Biographical
Dictionary of Utah Artists (Robert S. Olpin, Dictionary of Utah Art [Salt Lake City, UT: The Salt Lake Art Center and the Utah American
Revolution Bicentennial Commission, 1980] 267).
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often encyclopedic tastes of the collectors.®" Originating in the sixteenth century, when kunstkamers also included objects
from the natural world like exotic shells, butterflies, or flowers considered worthy of examination or sufficiently bizarre to
qualify as "Art produced by Nature,"*? the conversion to cabinets devoted almost exclusively to art objects seems to have
taken place during the early decades of the seventeenth century.®®* An example of this type of private museum is
commemorated in a painting by Willem van Haecht (1593-1637) of The Cabinet of Cornelis van der Geest.** The work
not only inventories this Antwerp merchant's impressive collection of paintings and sculptures, but also observes the visit
of Archduke Albert and Archduchess Isabella, accompanied by Peter Paul Rubens (1577-1640) and Anthony van Dyck
(1599-1641).% Van der Geest himself is represented pointing to a painting by Quentin Massys (1465/66-1530).%

That the variety of objects in a kunstkamer is also a feature of the UMFA's Dutch and Flemish collection seems
fitting because of its works having been collected and donated by private individuals. However, as already pointed out,
careful purchases made by the Director of the Museum played the largest role in creating the emphasis on Netherlandish
art of the seventeenth century.*’

Private collecting habits of earlier periods are also in evidence in the number of engravings after famous
paintings.®® Some examples are an engraving (cat. 59) by John Browne (1741-1801) after the painting Banditti Prisoners
(1794) by Jan Both (ca. 1615-1652); a print (cat. 61) by Petrus Arendzen (1846-1932) after Jan Steen's (1626-1679)
painting Het Oestermaal (1661); and an engraving (cat. 50) after a painting by Nicolaes Berchem (1620-1683) entitled
Italian Landscape with a Bridge (1656).

As is the case with many smaller university and college collections in the United States, quite a few of the works
of art in the UMFA's Dutch and Flemish collection are by lesser artists or obscure amateurs about whom there is little

31In the summer of 1992, the Amsterdams Historisch Museum held an exhibition entitled De Wereld Binnen Handbereik (Distant Worlds Made
Tangible) that presented a variety of objects from seventeenth-century curiosity cabinets. The exhibition catalogue provides an in-depth discussion
of kunstkamers.

32R. H. Fuchs, Dutch Painting (New York: Oxford U P, 1978) 34.

33James A. Welu, The Collector's Cabinet. Flemish Paintings from New England Private Collections (Worcester, MA: Worcester Art Museum,
1983) 8.

34Reproduced in Welu 9, Fig. b.

35Rubens himself was an avid collector, and a painting by Henri Staben, again including the Archduke Albert's and Archduchess Isabella's visit,
shows Rubens's kunstkamer, albeit of more modest proportions (S. Speth-Holterhoff, Les Peintres Flamands de Cabinets d'Amateurs au XVIlle Siécle
[Brussels: Elsevier, 1957] Fig. 42, facing p. 120).

Welu 8-9.
37More than half of the works of art in the Dutch and Flemish collection are from the seventeenth century.

38Particularly in the nineteenth and early twentieth century private collectors were very interested in obtaining copies of famous works of art--much
like the interest today in posters that reproduce well-known images. Owning a reproduction was considered almost as good as the actual object, and
it allowed collectors with limited means to acquire copies of Old Masters.
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published information.** A wholly different problem are several works of art whose attributions have been questioned,
and where little or no prior research existed.*

Identifying the subject matter and evaluating the condition of a work can present additional difficulties as, for
instance, in the case of a small oil painting (cat. 58) with a questionable attribution to Gerard de Lairesse (1641-1711).
This painting is probably in the worst state of any object in this collection.** In terms of subject matter it appears as
though the artist purposely combined quotations from several classical mythologies in order to provide his patron the
opportunity to engage in spirited discussions of the meaning inherent in the depicted theme.*

The UMFA's Dutch and Flemish collection is typical of an American university collection in that it is not focused
on a specific era or school. Yet it is precisely this diversity and wide range of examples that permits scholars and the
public a view of artistic creation in the Netherlands.

Works of art, as records of a culture, are not only related to societal conditions, but also enable viewers to
consider and analyze the social or intellectual position of the artist in society besides providing visual examples of how
people of the Netherlands responded to their surroundings. This catalogue, the first attempt at providing a complete
inventory of the UMFA's Dutch and Flemish collection,* is intended to function as a useful reference manual for viewers
in the dialogue with works of art.

39Like, for instance, Erasmus van Dulmen Krumpelman (1832-1909) (cat. 62), by profession a civil servant and teacher, by inclination an amateur
artist and art lover (Peter A. Scheen, Lexikon Nederlandse Beeldende Kunstenaars 1750-1880 ['s-Gravenhage, Neth.: Uitgeverij Pieter A. Scheen
BV, 1981] 127).

40An example is an engraving (cat. 3) supposedly by Claes Jansz Visscher (c. 1550-ca. 1612). Thorough research established that Visscher did not
create this engraving. The reader is referred to the catalogue entry for further discussion of this work.

41The condition report prepared by an unknown Museum staff member points out that the painting is heavily varnished; that there are several areas,
especially across the bottom of the work, where paint losses are severe enough for the canvas to be visible; and that the drapery on the three major
figures may have been painted in later.

42See cat. 58 for a discussion of the problem of attribution and an interpretation of the theme.

43 As Edgar P. Richardson, Director of The Detroit Institute of Arts, points out, "A museum collection means nothing until it enters into people's

minds, until it is interpreted, known, and loved" (Flanders in the Fifteenth Century: Art and Civilization. Catalogue of the Exhibition Masterpieces
of Flemish Art: Van Eyck to Bosch [Detroit, MI: The Detroit Institute of Arts; Brussels: The Centre National de Recherches Primitifs Flamands,
1960] 29).
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ART OF THE NETHERLANDS: VISUAL IMAGES
AS CULTURAL REFLECTIONS

The Dutch and Flemish works of art in the UMFA's collection span a period of several hundred years, from the
late fifteenth century to the present. A similar breadth is reflected in the themes of the works of art, with examples from
all subject categories, i.e., history painting, portraits, still lifes, landscapes, and genre scenes.** This thematic diversity
reflects cultural circumstances and artistic specialization. After a brief historical overview and short discussion of the
formulation of the Netherlandish canon, the following essay focuses on the themes represented in the UMFA's collection
and utilizes some of these works as examples. Also considered are foreign influences on northern artists during their
travels abroad, as well as the role of prints. Information specific to each work of art in the UMFA's collection is provided
in the individual essays of the catalogue.

Historical Background

From the fifteenth century onward, the area known today as the Benelux countries--Belgium, the Netherlands, and
Luxembourg--was a culturally homogeneous entity. Political conditions, rather than cultural differences, produced
several countries out of this domain.* In 1477, this enormous territory was ruled by the Dukes of Burgundy and included
the Benelux countries as well as parts of northern France. Through dynastic marriage, this area was absorbed by the
Habsburg empire and administered by the Spanish crown. But regardless of ruler, what remained the same until the end
of the seventeenth century was that this domain continued to consist of provinces loosely aligned with one another, each
careful to preserve its privileges.*® Attempts by the Spanish crown in the mid-sixteenth century to end this fragmentation
of power and at the same time insist on strict adherence to the Catholic faith ended in revolt and the infamous Eighty-
Years-War from 1568 to 1648.

At the end of the war, the region was divided. The South, unable to free itself from Spanish control, remained
with the Spanish crown and the Catholic Church.*” Here, artists continued relying on commissions from the Catholic
Church, court members, or the nobility. Antwerp remained the foremost art center for historical painting and religious
pictures that stressed Counter-Reformation themes. *®

44In 1669, the French theorist André Felibien initiated the categorization of art according to subject matter, a convention still employed today in the
study of Dutch and Flemish art. Although compartmentalizing Netherlandish art in this manner is often difficult because objects or settings cut
across artificially imposed boundaries, discussion of works of art in this essay will observe established convention and follow the lead of recent
exhibition catalogues that consider specific categories (Peter C. Sutton's two works, Masters of Seventeenth-Century Dutch Genre Painting
[Philadelphia: Philadelphia Museum of Art, 1984], and Masters of 17th-Century Dutch Landscape Painting [Boston, MA: Museum of Fine Arts,
1987], or Gods, Saints & Heroes, an exhibition catalogue of history paintings, by Blankert et al., to name a few).

45Summarized succinctly by Jakob Rosenberg, Seymour Slive, and E. H. ter Kuile, the division of this area was based entirely on military successes
and not on cultural, ethnic, or religious differences (Dutch Art and Architecture 1600-1800 [Baltimore, MD: Penguin Books, 1966] 10). Distinct
cultural identities did not develop until the nineteenth century, when Belgium and the Kingdom of the Netherlands separated in 1839.

46Titles held by Charles V provide evidence of this loose federation. In 1548, Charles was Duke of Brabant, Limburg, Luxembourg and Gelderland,
Count of Flanders, Artois, Hainaut, Holland, Zeeland and Namur, Lord of Friesland and Mechelen (Peter Limm, The Dutch Revolt 1559-1648
[London: Longman Group UK Ltd., 1989] 6-7).

47Blankert etal. 21.

48One of the benefits of the massive destruction caused by the war was that private dwellings and official structures, including hundreds of new
churches, had to be rebuilt. The decoration of these buildings kept painters busy with many commissions, particularly of religious subjects (Erik
Larsen, Seventeenth Century Flemish Painting [Freren: Luca Verlag, 1985] 12).

17



The North, or today's Netherlands, won its independence from Spain and the Catholic Church. Calvinism became
the official religion, although tolerant attitudes toward other religions encouraged immigration,* as did the booming
economy. Fueled by lucrative trade, the urban economies of cities like Amsterdam provided surplus income that allowed
working- and middle-class citizens, the burghers, to become art patrons.”® With church and aristocratic commissions
almost eliminated in the North,>* seventeenth-century artists had to adjust to the demands expressed by patrons from the
middle- and lower-classes. These patrons were interested in a variety of themes, often more secular than religious in
nature, for the decoration of their homes. Artists responded by painting what they perceived as marketable, often selling
their works at fairs, through art dealers, or using their studios as salesrooms. Rather than artists completing specific
commissions for patrons, potential buyers visited artists' studios to view paintings available for sale.”® Strong competition
resulted in specialization--often even within specific categories--and once an artist had found a popular subject, he or she
continued producing similar paintings.*

In 1839, when the northern and southern Netherlands--after an attempt at union--separated into the political
entities still existing today, artistic specialization was largely a result of the increasingly important role played by art
dealers. Art dealers influenced artistic production and public appreciation by promoting certain artists or schools through
auctions and exhibitions. Artists had little or no personal contact with patrons and often signed exclusive contracts with
dealers for the sale of their work. Particularly paintings by artists of The Hague School were vigorously promoted by
several Dutch dealers.®® These artists painted landscapes and genre scenes to the exclusion of almost any other topics.
Contemporary opinion compared their work to that of seventeenth-century masters and spoke of a second Golden Age

49Blankert et al. 21. Jan de Vries points out that, although there are no accurate estimates, "tens of thousands" left the southern Netherlands for the
north for either religious or economic reasons (Christopher Brown, Dutch Landscape. The Early Years. Haarlem and Amsterdam 1590-1650
[London: The National Gallery, 1986] 79).

50Blankert etal. 22.

51The Calvinist religion forbade the decoration of churches, and the aristocracy played only a minor role as patrons of the arts (Bob Haak, The
Golden Age. Dutch Painters of the Seventeenth Century [New York: Harry N. Abrams, Inc., 1984] 28).

%2 aak 28.

53Like, for instance, Adriaen van Ostade, whose genre paintings almost always depict peasants (Sutton, Dutch Genre xvii). Another example are
landscape painters, some of whom specialized even further and exclusively produced either forest scenes, seascapes, topographical views, or
Italianate views (Burton B. Fredericksen, Masterpieces of Painting in the J. Paul Getty Museum [Malibu, CA: The J. Paul Getty Museum, 1988] cat.
28).

As Lyckle de Vries comments, "In the seventeenth century, the extent of production and the keen competition encouraged... specialization
within the traditional specialties. One was not a still life painter, but a painter of fish still lives, etc. (Das Ausmass der Produktion und die Schérfe
des Wettbewerbs hatten im 17. Jahrhundert die ... Spezialisierung innerhalb der traditionellen Fachgebiete gefordert. Man war kein Stillebenmaler,
sondern Fishstillebenmaler usw.)" ("Das Ende des Goldenen Zeitalters am Beispiel der Genremalerei,” Holldndische Genremalerei im 17.
Jahrhundert. Symposium Berlin 1984 [Berlin: Gebr. Mann Verlag, 1987] 349).

A print by Hans Collaert after Stradanus illustrates the working methods that allowed an artist to cater to patrons interested in owning an
original work of art at a reasonable cost. In an almost factory-like setting, the master adds the finishing touches to a large canvas. Assistants are
engaged in different tasks, like preparing canvasses and paints, and those more talented or more advanced in their training also work as painters.
Collaert's print is reproduced in the exhibition catalogue Die Sprache der Bilder. Realitit und Bedeutung in der Niederl&ndischen Malerei des 17.
Jahrhunderts (Braunschweig: Herzog Anton Ulrich-Museum, 1978) Fig. 1.

54Ronald de Leeuw, John Sillevis, and Charles Dumas, eds. The Hague School. Dutch Masters of the 19th Century (London: Royal Academy of
Arts, 1983) 131-132, 133.
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when discussing works by The Hague School artists.> Especially popular with international collectors, paintings by these
masters commanded high prices.”®

Karel van Mander and the Formulation of the Netherlandish Canon

When Karel van Mander published his Schilder-Boeck in 1604, the earliest surviving art-theoretical treatise of the
Netherlands, the North and South were already separated, although an official treaty would not be signed until 1648.>"
Van Mander, an artist and art theorist, primarily relied on two important sources in his attempt to establish a standard for
artistic production in the north. The first was Giorgio Vasari's Lives of the Most Excellent Painters, Sculptors, and
Architects dated 1568, an anthology of Italian artists. The second source, according to a recent re-evaluation of van
Mandgg's treatise, was a portrait series of northern masters assembled by Domenicus Lampsonius and Hieronymus
Cock.

Besides providing biographies of dead and living masters, van Mander also dispenses practical instructions to
aspiring painters. In his Exhortatio, for example, he urges young Netherlandish artists to diligently practice the drawing
of figures so that the work of northern artists will no longer be seen as inferior to Italians who consider themselves
preeminent in painting the human form, a skill necessary for the creation of scenes from history.*® Although this comment
seems to demonstrate van Mander's preference for history painting, a less dogmatic statement in van Mander's preface
allows that not all artists are equally talented. Those whose ability does not permit perfection in history painting, have his
blessing to concentrate on that which they do do well, be it genre painting, landscapes, still lifes, or portraits.*

55de Leeuw et al. 115.

56Canadian collectors, for instance, were willing to go to considerable expense for a painting by an artist of The Hague School (de Leeuw et al. 117).
An example of the increasing market value of paintings by The Hague School masters is Jozef Israels's work. His pictures "fetched about 3,000
guilders around 1890, but by 1910 collectors could expect to pay some 30,000 guilders and one work was sold for 100,000 guilders™ (de Leeuw et al.
125).

A thorough discussion of the role of art dealers is provided by de Leeuw et al. (130-134) who comment that, from the eighteenth century
onward, dealers increasingly took over the commercial aspects of the art trade that previously had been part of the artists' obligations. The reason for
this separation of roles--the artist as producer, the dealer as seller--was the increasing demand for works of art by the middle class, as well as the
increasing number of artists catering to this demand. Where previously patrons and artists personally discussed specific commissions, the
burgeoning demand for works of art rendered this system too cumbersome. Art dealers functioned as intermediaries and provided artists with a
public space for exhibiting their work and patrons with a specific location where they could view works of art by a number of artists (130).

57The South was ruled by Archduke Albert and his wife Isabella, the daughter of Philip 111 of Spain. The northern provinces were governed by the
regents, members of the wealthy merchant class.

58In his publication Shaping the Netherlandish Canon. Karel van Mander's Schilder-Boeck (Chicago: U of Chicago P, 1991), Walter S. Melion
describes the Lampsonius/Cock portrait series of 1572 as the first northern canon. Van Mander augments this series and also uses Lampsonius's
written evaluations of each master's artistic talent, recorded in Latin verse below the portraits (Melion 143). For two examples from the
Cock/Lampsonius Set, see cat. 5 and 6.

59Rudolf Hoecker, Das Lehrgedicht des Karel van Mander (The Hague: Martinus Nijhoff, 1916) 47, verse 71.

According to Melion's re-evaluation of the Schilder-Boeck, van Mander's goal was to ensure equal standing of northern artists, whose talent
for landscapes was widely admired, but whose aptitude for figures was denigrated, especially in comparison with Italian artists. This reading of van
Mander differs considerably from the generally accepted view that "Dutch art theorists [like van Mander] accepted as an article of faith the notion
that history painting was the highest form of art" (Sutton, Dutch Genre xv).

60Hoecker 15.
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Thematic Diversity in the UMFA's Dutch and Flemish Collection

The prevalence of secular topics in this collection seems to indicate that artists themselves paid greater attention
to demands by patrons and the open market than to art theorists.®* Genre scenes and landscapes predominate,®?
concurring with recent statistical analyses of seventeenth-century Netherlandish art collecting which indicate that, like the
artists, patrons also seem to have purchased according to personal taste rather than critical opinion. This is not to say that
Flemish artists, relying on traditional church and aristocratic patronage,® created only history or religious paintings and
that Dutch artists, catering to the bourgeoisie, received no commissions of this type.** Rather, the change in patronage
shifted the focus from history painting to themes of a secular nature. While the wealthy merchant class continued
collecting paintings of a biblical or mythological nature in keeping with classical art theory, the burghers preferred
paintings that reflected their environment, although many of these seemingly secular works include moralizing messages
or have religious connotations.® By the nineteenth century, the creation of history scenes played an insignificant role;
instead, artists painted landscapes, portraits, and genre scenes.

61Although several treatises became available in the seventeenth century, few artists seem to have been interested in owning a copy. Of 280
inventories of artists' belongings that included books, van Mander's treatise--the most popular of all those available--was found in only twelve (Haak
63). The reader is referred to Haak (61-62) for a list of seventeenth-century authors of art-theoretical works.

62Lea\ding the seventeenth-century artist and art theorist Samuel van Hoogstraten to complain that "Art since the Iconoclasm in the previous century,
in Holland is not entirely destroyed, although the best careers,... the [decorating of] churches, are closed to us as a result, and most painters devote
themselves to meager matters, indeed even entirely forsake painting for trifles” (Blankert et al. 46). This development must have been particularly
irksome for van Hoogstraten who supported art-critical tenets established in fifteenth-century Italy that rated history painting as the most desirable
artistic expression because of its emphasis on the artist's inventive powers and the skill required in painting the human figure.

63As pointed out by Larsen, in the southern Netherlands, or Flanders, which remained under Spanish rule and continued adhering to the Catholic
faith, "commissions for religious [i.e., history] paintings were paramount for a painter. He could not earn his living otherwise" (270).

64Ostensible examples are, of course, Rembrandt van Rijn, a Northerner who painted numerous histories, and the Southerners Pieter Bruegel the
Elder and his son Pieter Brueghel the Younger, whose genre scenes enjoyed extraordinary popularity.

John Michael Montias's statistical analysis of Amsterdam inventories of collections determined the obvious; namely, that “religious
pictures occurred much more frequently in Roman Catholic households [than in Reformed households]" (John Michael Montias, "Works of Art in
Seventeenth-Century Amsterdam. An Analysis of Subjects and Attributions,” Art in History. History in Art, eds. David Freedberg and Jan de Vries
[Santa Monica, CA: The Getty Center for the History of Art and the Humanities, 1991] 338).

65Blankert et al. 24. The reader is referred to E. de Jong, Tot Lering en Vermaak. Betekenisse van Hollandse genre-voorstellingen uit de
zeventiende eeuw (Amsterdam: Rijksmuseum, 1976), or L. Goedde, Tempest and Shipwreck in Dutch and Flemish Art: Convention, Rhetoric, and
Interpretation (University Park, PA: Pennsylvania State U P, 1989) as two of many sources for further reading on moral or religious meaning in
secular works of art. See also cat. 27 and cat. 54 for two examples of genre prints or paintings with didactic meaning.

The decline of patronage for history paintings is obvious from Montias's statistical data, referred to by Blankert et al. (23), of inventories of
collections in Delft. Here, the collecting of history paintings declined from 46.1% at the beginning of the 1600s to 16.6% in the late 1600s.
"Modern" patrons, i.e., the Calvinist bourgeoisie, now collected landscapes and genre scenes (Montias 346).

66This situation may have, at least partially, been caused by nineteenth-century artists' inability or lack of interest to create convincing and
accomplished history scenes. De Leeuw et al.'s comment that “the grand florish and the monumental conception required for a convincing history
piece had been lost in the eighteenth century" is supported by a quote from a nineteenth-century critic who concluded that comparisons with history
paintings by Old Masters resulted in "bitter humiliation for the present day" (39).
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History Painting

Several paintings and prints in the UMFA's collection agree with the definition provided by a twentieth-century
scholar of history painting as relying on biblical, mythological or historical sources for inspiration.®” This definition was
accepted, albeit with qualifications, as a standard by Albert Blankert et al.,®® whose exhibition catalogue published in
1980 is the most definitive work to date on history paintings created in the northern Netherlands.

The painting The Virgin Nursing the Christ Child (cat. 29) from the workshop of Peter Paul Rubens exemplifies
how international, and particularly Italian, trends are acquired and assimilated by Netherlandish artists. Like many other
northern artists, Rubens made the almost obligatory journey to Italy in 1600 and worked and travelled there, interrupted
only by a trip to Spain, until 1608.%° The emphasis on color typical of Italian artists like Titian (ca. 1490-1576) and
Tintoretto (1518-1594) is apparent in the UMFA's work. Although depicting a devotional image, Rubens's familiarity
with classical sources enabled him to infuse it with an allusion to classical mythology."

Strictly mythological in nature is a seventeenth-century painting by an unknown northern artist whose artful
arrangement of figures and quotations from classical sources combine to confound efforts at precise interpretation (see
cat. 58). On the other hand, a fifteenth-century print (cat. 3) created by an unknown artist faithfully adheres to a biblical
source and presents the viewer with an easily understood depiction of apocalyptic events preceding the Second Coming of
Christ. Another print with a religious theme is an engraving by Hans Collaert of Sara (cat. 22), an account of the conflict
between Abraham, his wife Sara, and their maid Hagar. Here, visual reality and allusions to divine intervention mesh
seamlessly. Comfortingly familiar to the viewer, a typically northern European thatched-roof house provides the
background for a monumentalized figure from the Old Testament.

Portraiture

Two prints (cat. 5 and 6) in this collection are from the Pictorum aliquot celebrium Germaniae inferioris effigies,
the portrait series utilized by Karel van Mander as the nucleus of his Schilder-Boeck.”” Domenicus Lampsonius, a

67Lydia de Pauw-de Veen gtd. in Blankert et al. 18. An even more succinct definition postdates the one proposed in Blankert et al.: History painting
does not depict "current or even recent events,” but comments on “significant human actions as they were narrated by the Bible, myth, the historians,
and the poets" (Svetlana Alpers, The Art of Describing. Dutch Art in the Seventeenth Century [Chicago: The U of Chicago P, 1983] 159).

68Blankert et al. (19) do not consider landscapes with small figures of historical, mythological, or religious significance (like, for instance, the print
by Antoni Waterloo of Venus and Adonis [cat. 42] or Herman van Swanevelt's Birth of Adonis [cat. 41]) as "true history painting" and rely on van
Mander's vagueness to prove their point. In his Schilder-Boeck, van Mander urges his readers that "It would be good if your knew your history from
books or from poems... as to better order your landscapes accordingly. But especially do not forget to place small figures next to big trees..."
(Hoecker 212-214: "Twaer goet/ waert ghy u storycken voorweter Schriftich/ oft Poetich/ naer u benoeghen/ Om u Landtschap daer naer te schicken
beter/ Maer boven al en weest doch geen vergheter/ Cleyn Beelden by groote Boomen te voeghen...") Van Mander's inclusion of this advice in his
chapter on landscape painting begs the question whether sixteenth- and seventeenth-century artists and patrons regarded any scene with historical
content a history. Since paintings by the sixteenth-century Netherlandish artist Joachim Patinir, for example, in which the landscape dominates over
the religious figures, are regarded as histories, the view of Blankert et al. seems unnecessarily restrictive. For the purpose of this essay, works of art
that include mythological, historical, or biblical scenes are categorized as histories.

89 arsen 92, 96, 97, 103.
70Larsen 90.

71Van Mander incorporated Lampsonius's biographies in his compilation of Netherlandish artists and also used Lampsonius's evaluation of artistic
prowess (Melion 143).
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Flemish humanist, Latin scholar and privy secretary to the bishops of Liege, and Hieronymus Cock, an Antwerp
publisher, collaborated in compiling portraits of twenty-three fourteenth- and fifteenth-century Netherlandish artists for
this series. By depicting the artists in bust-length portraits--a traditional typus based on antique tradition--and using facial
expressions and gestures understood by contemporaries as visible indicators of intellectual reasoning, the masters were
categorized as practitioners of the Liberal Arts. The entire series was intended as a document that emphasized the
contributions of these artists, underscored their humanistic scholarly leanings and, by extension, elevated their status from
mere craftsmen to humanistic scholars.” Issued by the Cock Publishing House in 1572, these portrait prints include a
Latin inscription by Lampsonius that refers to the talents specific to each artist and exhorts aspiring painters to look to
these masters as examples.”

The popular success of the Cock-Lampsonius series fostered later efforts. At the beginning of the seventeenth
century, Hendrick Hondius, a publisher from The Hague, and the engraver Simon Frisius collaborated on a collection of
portraits of artists that included and expanded on the Lampsonius/Cock series (see cat. 25 for a print from the
Hondius/Frisius set).

However, the most inspired--and ambitious in terms of scope--collection of portraits based on the tradition
established by Lampsonius and Cock is the Iconography by Anthony van Dyck (1599-1641) which consists of eighty
portraits engraved by several printmakers.” Two of these portrait prints are in the UMFA's collection (cat. 31 and cat.
30). Van Dyck used the same format as his precedessors and portrayed the artists Jan Lievens (1607-1674) and Martin
Pepyn (1575-ca. 1642) as gentlemen scholars. Lievens is shown with sheets of paper and a book as indicators of his
erudition. The background in the portrait of Martin Pepyn consists of classical architecture, an allusion to his knowledge
of antique sources and preference for history painting. That the Iconography combines portraits of artists with other
notables like philosophers, aristocrats, and statesmen, is further confirmation of van Dyck's intent to endow artists with
the same elevated social rank.

The painting Portrait of a Lady (cat. 21), attributed to Frans Pourbus the Younger (1569-1622), attests to the
commemorative function of portraiture.” It may have been commissioned as a gift to be sent to a noble house or a court.
Since Pourbus was internationally acclaimed in his time and worked for the Spanish Regents Albert and Isabella at

72An interpretation of this portrait series cogently argued by Hans-Joachim Raupp, Untersuchungen zu Kiinstlerbildnis and Kiinstlerdarstellung in
den Niederlanden im 17. Jahrhundert (Hildesheim, Ger.: Georg Olms Verlag, 1984) 20 ("Die Blste als Bildnisform ist traditionell ... durch ihre
Herkunft aus der Antike legitimiert."); 22 ("... ein ausdrucksvoll gespannter Blick ebenso wie eine rhetorische Geste [sind] im zeitgendssischen
Versténdnis die dusseren Kennzeichen einer Befahigung zu geistig-rationaler Téatigkeit. Sie charakterisieren den Portratierten als Représentanten
einer ars liberalis im humanistischen Sinn.")

Melion 144.

74Christopher Brown in Van Dyck Drawings (New York: Harry N. Abrams, 1991) provides a short history of the making of, and later additions to,
the lconography, from its inception until 1851, when the Louvre acquired the plates (190-193).

A monograph written by Marie Mauquoy-Hendrickx, L'lconographie d'Antoine van Dyck: Catalogue Raisonné (Brussels: Academie
Royale de Belgique, 1956) discusses in depth the Iconography and its history.

75Portraiture was, however, not limited to depiction of famous men or women or reserved for the wealthy or aristocratic classes. Lorne Campbell's
book Renaissance Portraits. European Portrait-Painting in the 14th, 15th, and 16th Centuries (New Haven: Yale U P, 1990) includes a discussion of
the functions and uses of portraiture for all social classes (193-225).
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Brussels, in Italy for Vincenzo | Gonzaga, Duke of Mantua, and for Maria de Medici in Paris,® it is possible that the sitter
belonged to one of these courts.”’

Netherlandish Artists Abroad--International Links

Pourbus as a travelling portrait painter also furnishes an excellent example of Netherlandish artists working
abroad, bringing with them Dutch or Flemish influences and,” in turn, absorbing new ideas.” Daniel Mijtens (ca. 1590-
1647) is another portraitist represented in this collection who achieved success abroad. Mijtens, who arrived in England
in 1618, is one of the Netherlandish painters credited with introducing a livelier, more natural style of portraiture. This is
evident in his portrait of an unknown Cavalier of the Stuart Court (cat. 33), a considerable contrast to the then-fashionable
depictions of rigidly posed royalty like, for example, the portrait of James | (ca. 1605/10)*° attributed to the Flemish-born
painter John de Critz (ca. 1552-1642).%" Mijtens was named court painter by Charles | (1600-1649)% and remained
Charles's favorite painter until he was usurped by Sir Anthony van Dyck (1599-1641).

The painting Elegant Couples Dancing in a Landscape (cat. 2) by Ambrosius Benson provides additional
evidence of the international flavor of the Netherlands and the connections between artists of the Netherlands and artists
and patrons elsewhere. Benson's painting is a combination of careful and characteristically northern surface description
with emphasis on the human figure typical of the Italian Renaissance.®® The figures in his painting and the setting suggest
that he received this commission from a foreign aristocratic patron.

The elegance of these figures--their elongated bodies and affectated gestures--is complimented by the graceful,
classically inspired and partially ruined building in the landscape setting that serves as a backdrop. It is likely that the
sitters' expectation to be portrayed in a manner suitable to their social position motivated Benson to create a cultured,
courtly atmosphere.®

76Deborah Marrow comments that Maria de Medici established a reputation as an active art patron who was continuously commissioning portraits to
be sent as gifts to other courts (The Art Patronage of Maria de' Medici [Ann Arbor, MI: UMI Research P, 1982] 13).

77An early chronicler of Pourbus, Henri Hymans, Conservator of the Printcabinet of the Belgian Royal Library, wrote in 1883 that one of Pourbus's
duties was to paint portraits of court members because "The exchange of portraits [as gifts], frequent among the courts, provided ample material for
his work..." Henri Hymans, "Les Pourbus.” L'Art: Revue Hebdomadaire Illustree 34 (1883): 104.

78In the case of Pourbus, Hymans commented that his Flemish style of painting influenced Italian artists (104).
79In this context, see also p. 21 about Peter Paul Rubens's journey to Italy.

80Reproduced in Roy Strong, The English Icon: Elizabethan and Jacobean Portraiture (New Haven, CT: Yale U P, 1969) 264, no. 248. See also Ellis
Waterhouse, Painting in Britain 1530 to 1790, 4th ed. (Harmondsworth, Eng.: Penguin Books, Ltd., 1978) 42, Fig. 27.

81Comparing the stiffly posed king with the unselfconscious ease of Mijtens's sitter justifies David Piper's comment that with Mijtens's arrival, "the
first hint of the Baroque... was felt in England... The stiff people in the paintings began to relax, only slightly at first..." (qtd. in Murray 349).

82Who, by the way, knighted three Netherlandish painters: Peter Paul Rubens (1577-1640), Anthony van Dyck (1599-1641), and Peter Lely (1618-
1680) (Michael Levey, Painting at Court [New York: New York U P, 1971] 123-124; Murray 353), but did not award a knighthood to Mijtens,
although he named him "picture drawer to the king" and gave him a pension for life (Charlotte C. Stopes, "Daniel Mytens in England," Burlington
Magazine 17 (1910): 161).

BBBenson, a native of Italy, presumably received his training there and possibly worked in Spain before permanently settling in Bruges.

84Craig Harbison, "Realism and Symbolism in Early Flemish Painting," Art Bulletin 66.4 (Dec. 1984): 589.
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Although Netherlandish artists travelled and worked in many European countries, the greatest concentration of
northern artists was found in Italy, and especially in Rome.* Collectively known as Italianates, they focused on Italian
motifs, be it the campagna or picturesque ruins.*® Their talent in creating light-filled mediterranean scenes was more
highly esteemed in the seventeenth and eighteenth centuries than work by Netherlandish artists who concentrated on
painting local settings.®” An example of an Italianate genre scene is a drawing (cat. 51) after Nicolaes Berchem that
evokes the much-prized bucolic atmosphere of Italian life.

The Role of Prints

The preponderance of prints in the UMFA's collection, i.e., etchings and engravings, merits a brief discussion of
early print collecting and the function of prints as learning tools for artists and as vehicles for the dissemination of
knowledge.® For a twentieth-century viewer accustomed to modern means of communication, it takes a conscious effort
to comprehend the importance of the invention of printmaking. Etchings and engravings could be inexpensively
reproduced numerous times and reach a broad audience, as opposed to the greater effort and cost involved in creating
paintings that often were not available for public viewing.*

Print collectors displayed their collections in albums and divided the prints according to subject matter, a method
initially suggested by Samuel van Quicchelberg in 1565.%° Quicchelberg's detailed instructions include directions on the
proper ordering of sets of prints and individual sheets. Several prints owned by the UMFA show evidence of having been
part of a carefully sorted collection; hence the numbers added in ink that are found on three prints. The Landscape with
Ruins and a Farm Beyond (cat. 28) by Jan van de Velde 11 (1593-1641) has a number in ink written over the printed
number, indicating that a collector had placed this print in an alboum and renumbered it according to his needs. Another
example is a print (cat. 45) by Reinier Nooms (ca. 1623-1664). Here, an anonymous hand added the number 261 outside
of the plate. The print Three Drinkers (cat. 51) by Cornelis Bega (ca. 1632-1664) also shows the attention of a collector.

858y 1623, Netherlandish artists worked in Rome in such numbers that they even formed an organization, the Schildersbent, intended to encourage
social contact and provide assistance for northern artists against demands by the Italian guild that were perceived as excessive. However, a proclivity
for immoderate behavior and accusations of "bacchic irregularities” resulted in the termination of the Schildersbent by papal decree (G. J.
Hoogewerff, De Bentvueghels (‘'s-Gravenhage, Neth.: Martinus Nijhoff, 1952) 157.

Of the artists represented in this catalogue, the following were members of the Schildersbent, or Bentvueghels: Pieter van Laer (1599-after
1642), Herman van Swanevelt (c. 1600-1655), Nicolaes Berchem (1620-1683), and Jan Both (c. 1615-1652).

86For a thorough account, the interested reader is referred to Albert Blankert's Dutch 17th Century Italianate Landscape Painters (Soest, Neth.:
Editions Davaco, 1978). Blankert also outlined certain stylistic traits that recur in Italianate painting: "brilliant southern sunlight, preference for
bright, local color, and non-impressionistic depiction of detail” (7). Subject matter was limited predominantly to landscapes, cityscapes and harbor
scenes, all including human figures, and occasional landscapes with classical or biblical themes (12-13).

87Rosenberg et al. 168.

88A seventeenth-century collector emphasized the educational function of prints when he wrote, "Prints, well selected and well ordered, will
conveniently supply information, not only about all the sciences and all the fine arts, but about everything imaginable" (Michel de Marolles gtd. in
Stone-Ferrier 15). Roger de Piles seconded this enthusiastic assessment in 1699 by declaring that prints described "all the visible Productions of Art
and Nature" (qtd. in Clifford Ackley, Printmaking in the Age of Rembrandt [Boston: Museum of Fine Arts, 1981] xxvii).

89A comprehensive discussion of the history of printmaking, the various roles and functions of prints, famous printmakers, and an explanation of
technical terms is provided by Michel Melot et al., Prints (New York: Rizzoli, 1981). The reader is also referred to a dated, but nevertheless
important and encyclopedic historical account by Arthur M. Hind, A History of Engraving and Etching from the 15th Century to the Year 1914 (3rd
ed., 1923; New York: Dover Publications Inc., 1963).

90Ackley XXXi-XXXiii.
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In this instance, not only is the print mounted on wove paper (indicating that this must have occurred after 1757 when
wove paper became available), but the information "Cornelius Bega. f." is written in ink below the print on the wove

paper.

Also reflected in the UMFA's collection is the practice of issuing thematically related series of prints of varying
subject matter. The sixteenth-century engraving of Sara (cat. 22) by Hans Collaert the Younger (1566-1628) is from a
series of prints representing women of the Old Testament. Pieter Bruegel the Elder (ca. 1525-1569) created a series
depicting the Seven Virtues, and the UMFA's collection contains the print Charity (cat. 4) after a drawing for this series.
Didactic in nature, biblical scenes were meant to remind the viewer of the importance of one's earthly conduct in order to
ensure eternal salvation.

Some seventeenth-century examples of thematic series include a Landscape with Venus and Adonis (cat. 42), one
of six landscapes with mythological figures by Antoni Waterloo (1610-1690). Pieter van Laer's etching The Horse and
the Dog (cat. 35) is part of a Set of Horses.

The ease with which prints could be handled or conveyed over great distances made them an invaluable vehicle
for the dissemination of artistic ideas. Rembrandt's etchings, for example, were known across Europe during his
lifetime.®* When Hendrik Goltzius travelled to Italy in the late 1600s, he often traded places with his servant in whose
guise he inquired about himself and his work. The answers he received invariably confirmed that his prints were widely
known and admired by artists and patrons alike.*

This collection also contains an example of prints intended to be utilized as teaching tools. Abraham Bloemaert
(1564-1651) created drawings meant to instruct aspiring artists. Bloemaert's son Frederik etched his father's works and
issued then in book form, the Tekenboeck (see cat. 36 for the title page from this work).

Whether genre prints, like Cornelis Bega's Three Drinkers (cat. 51) or Adriaen van Ostade's Dance in the Inn (cat.
44), functioned as "Mirrors of Life or Masks of Morals" is open to debate.®® In the sixteenth and early seventeenth
century, genre prints often served a didactic function. Images of excessive or boorish conduct were meant to convey a
moralistic message. From approximately the 1620s onward, allegorical meaning played a less significant role.**
However, artists probably also created genre prints as preparatory sketches for paintings or simply as nonjudgmental
comments on human behavior.

91Ackley xxix. Rembrandt himself was an avid print collector. An inventory of his possessions at the time he declared bankruptcy in 1656 included
thirty-four print albums, thirty-two volumes of drawings, and three containing both prints and drawings (Linda Stone-Ferrier, Dutch Prints of Daily
Life: Mirrors of Life or Masks of Morals? [Lawrence, KS: The Spencer Museum of Art, 1983] 35, n. 86).

92aak 27, 170.

93A question posed by Linda A. Stone-Ferrier in the exhibition catalogue Dutch Prints of Daily Life: Mirrors of Life or Masks of Morals? As Stone-
Ferrier points out, "Ultimately, the widely varying interpretations of such scenes may be a function of the diversity of ways in which the imagery
allows an individual viewer today to relate to a work based upon his [or her] own experience, moral system and idiosyncratic assumptions about ...
Dutch society. Similarly, all seventeenth-century viewers could not have understood or valued every scene of daily life in the same way" (27).

94A convincing explanation is presented by Stone-Ferrier who attributes this shift to financial prosperity and a renewed sense of national pride after
the successful defeat of the Spanish. These significant cultural changes also fostered a change in personal taste. Patrons were interested in
recognizable images of their surroundings and daily life and paintings that reflected on their economic status or social rank (23-24).
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That the "passion for prints,"® and their appeal to a wide range of buyers, was an enduring phenomenon is

evident from the date of a print (cat. 59) after a painting by Jan Both (1615-1652), Banditti Prisoners. The English
engraver John Browne created the print in 1794; it was issued by the publishing house Boydell of London in the same
year.

But even the availability of photographs from the middle of the nineteenth century onward did not diminish the
interest in prints. Rather, the ability to mechanically reproduce an image presented a challenge to reproductive engravers
who were now forced to compete with photographers for accurately reproducing an image. At the same time, collectors
increasingly demanded originality. As a result, from approximately the mid-nineteenth century onwards the medium of
etching enjoyed renewed popularity with discriminating patrons.”® Two prints (cat. 63 and cat. 64) by Jozef Israels, a
nineteenth-century painter of The Hague School, provide examples of the revival in etching. The number of impressions
of Israels's print The Hearth seem to indicate that they were intended for members of print collectors’ societies, i.e.,
collectors interested in etchings published in portfolios. The popularity of prints continued for much the same reasons that
inspired the extensive seventeenth-century collections: they were affordable, easily stored, and transporting them required
less care than was necessary for paintings.

The invention of lithography in 1799 and its perfection as a commercially viable medium in 1819 provided artists
with the opportunity to produce numerous impressions of one image.®” By the 1890s, French artists had taken the lead in
creating colorful posters for Parisian billboards.”® This origin is reflected in the only poster in the UMFA's collection.
Johan Thorn Prikker (1868-1932), a Dutch artist who eventually lived permanently in Germany, created a poster (cat. 71)
advertising an art exhibition in 1903 in Krefeld, Germany.

Genre Scenes

A succinct definition of the term genre was not formulated until the eighteenth century. Before that, genre scenes
were classified by what they pictured: musical companies, guard room pictures, brothel scenes, or peasant fairs, to name a
few. In 1766, the French writer Diderot was the first to use the catch-all term genre as a definition for paintings of
landscapes, still lifes, and scenes of every-day life.*

95A term coined in 1699 by Florent La Comte, a connoisseur of prints, who stated that they "delight both the scholar and the plebeian” (Ackley
XXVil).

96See Melot et al. for a discussion of nineteenth-century printmaking and the invention of new processes (100-121).

97A. Hyatt Mayor, Prints & People. A Social History of Printed Pictures (New York: The Metropolitan Museum of Art, 1971) 613.

98Mayor 642. However, critical opinion expressed in 1898 stated categorically that, "by its very nature, its origins and its tradition, the art of
printmaking is without question the art of black and white” (Melot 119).

9thd. in Sutton, Dutch Genre Xiv.

Max Friedlander delivered the most compelling explanation of the term genre when he concluded that genre "is a vague term with
uncertain limits... Whatever is not of historical, religious, or mythological significance in a picture dealing with man and his activities, whatever is
not characterized, exalted or consecrated by knowledge, thought, or faith, falls in the category of genre... Anonymity is the genre's idiosyncrasy.
Because we do not know the names, are not interested in them, the common human condition is revealed (emphasis added)..." (Landscape, Portrait,
Still-Life. Their Origin and Development (New York: Philosophical Library, 1950?) 154, 155.
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A print by Cornelis Bega, Three Drinkers (cat. 51), lends itself perfectly to the on-going controversy over
inherent meaning in scenes of everyday life between so-called descriptionists and iconologists.'® Depending on the
viewer's bias, this could alternately be interpreted as a harmless moment of relaxation, as | argue, or as a moral allegory
that addresses wanton indulgence in sensual pleasures and provides critical commentary on unprincipled peasants who
squander their meager income on alcohol.

The enduring belief first voiced in the nineteenth century, that Dutch painting in general--including genre scenes--
reflects everyday-reality, began with early art theorists like Eugene Fromentin. In 1875, Fromentin's perception of
Netherlandish art, whether portraiture, landscapes, or genre scenes, was that it provided the viewer with an unembellished,
faithful portrait of Holland.'™

In the twentieth century, an opposing view was espoused by Erwin Panofsky in his ground-breaking study on the
iconography, or the symbolic meaning, inherent in Netherlandish works of art. This engendered numerous iconographical
analyses of artistic creations.'® By the 1980s, the debate on the presence or absence of symbolic meaning led to a
polarization of opinion which either saw Netherlandish art as realistic reflections of nature and society, a view espoused
by Svetlana Alpers and her followers,'*® or imbued with allegorical meaning,'® an interpretation closer aligned with
opinions expressed by Eddy de Jongh and his adherents.'%

Evaluating the motivation of the artist and the viewer's response will continue to be an exercise in possibilities
rather than certainties. The question that cannot be answered to complete satisfaction is how works of art were perceived
by viewers of the time. Clearly, it would be a broad generalization to expect like responses from sixteenth- and
seventeenth-century viewers and to ignore conditions imposed by social standing, intellectual alertness, or personal
preferences, just as beholders of today bring cultural baggage to the viewing of art that results in different
interpretations. %

100Succinctly labelled by Anne Walter Lowenthal, Svetlana Alpers and her supporters can be defined as descriptionists, i.e., scholars who see much
of Netherlandish art as straightforward reflections of society without allegorical meaning. Eddy de Jongh and his followers are designated as
iconologists, researchers who search for underlying symbolic messages ("Response to Peter Hecht," Simiolus 16.2/3 [1986]: 188).

101Eugene Fromentin, The Masters of Past Time. Dutch and Flemish Painting from Van Eyck to Rembrandt, ed. H. Gerson (Ithaca, NY: Cornell U
P, 1981) 97.

102And also warnings to over-enthusiastic scholars using questionable research methods against "the building of iconological castles in Spain™ (Jan
Baptist Bedaux, "The Reality of Symbols: The Question of Disguised Symbolism in Jan van Eyck's Arnolfini Portrait,” Simiolus 16 [1986]: 26).

103Commented on by Sutton: "Though a useful counterbalance to the weight of recent iconographic research, it is not clear, despite her [Alpers's]
efforts to coin a new vocabulary ('mapping,' 'picturing,' etc.), that her concept of Dutch realism is fundamentally different from Fromentin's" (Dutch
Genre Ixiii, n. 49).

104Making a painting a "visual sermon," as Gary Schwartz writes ("Art in History," Art in History. History in Art 11).

105Egbert Haverkamp-Begemann provides pertinent commentary on this dispute in his article, "The State of Research in Northern Baroque Art," Art
Bulletin 69.4 (Dec. 1987): 510-11.

106Or, as Lyckle de Vries comments, "regardless of how strongly conditioned the audience's thinking was, interpretation was the task of each
individual viewer; what the work of art meant was not unequivocally established by the painter..." ("The Changing Face of Realism," Art in History.
History in Art 218).

A common-sense approach might be to consider works of art in the context of Gesprachsspiele, as described by Jochen Becker who
discusses the role of works of art in these "games of conversation,” where “contemporaries were allowed to give moralistic interpretations, to reduce
the painting to risque puns, or simply to enjoy the image it portrayed or its artistic quality... It would seem highly unlikely therefore that spectators
would have felt compelled to arrive at a single agreed-upon meaning” ("Are these Girls Really so Neat," Art in History. History in Art 157-158).
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Landscapes

Like genre painting, landscape painting is in the throes of reassessment, i.e., a debate over possible intrinsic
meaning versus realistic description. This discussion began with Svetlana Alpers in 1983, who redefined landscape
painting as descriptive in a topographical sense,'® an opinion that differs sharply from the traditional view that landscape
painters created imaginary scenes that appear to be realistic representations of specific settings.'® There are many
images that are imaginative inventions of the artist like, for instance, an etching from a series created by Jan van de Velde
11, Landscape with Ruins and a Farm Beyond (cat. 28). Rather than reproducing nature in topographical correctness, the
artist carefully selected natural features and combined them into a plausible scene in which the viewers recognized parts
of the visible reality in which they lived. While van de Velde Il may have been inspired by the ruins of Brederode Castle
near Haarlem, a specific site has not been identified.’®® Most likely, motives other than geographical accuracy may have
prompted van de Velde 1l to create this etching. He may have issued this series of visually pleasing scenes simply for
their commercial appeal, or he may have included ruins as symbols of the ephemeral nature of human endeavors for those
viewers who preferred prints with allegorical meaning.**

None of the landscapes in the UMFA's collection is entirely without human figures, although the figures may be
secondary to the setting.*** The landscape print Paths Leading to a Stream (cat. 43) by Antoni Waterloo includes a very
small genre figure on the path. As discussed in the catalogue entry, the scenery appears to be an artful combination of
various landscape elements apparently drawn naer het leven--or possibly inspired by works of the Italianate painter Jan
Both--with images conceived uyt den gheest.**?

An example of actual description is the print Ships Hauled Down for Hull Resurfacing (cat. 45) by Reinier
Nooms. Nooms drew the ship in such a realistic, detailed manner that a replica could conceivably be built using his
etching as a blueprint.™®

Nooms's work also serves as a nexus between artistic creation in the seventeenth and nineteenth centuries. A
comparison with nineteenth-century seascapes, Shrimp Fishermen (cat. 66) by Evert Pieters, and Fisher Folk (cat. 65) by
Philips Sadée, reveals distinctly different purposes. Pieters and Sadée painted ships in order to create a certain mood or as
fishermens' tools of trade necessary to earn their livelihoods. There is no interest in the accurate description of a ship, as
in Nooms's etching; rather, the anonymous genre figures are physically and pictorally supported by the ships and

107"We can suggest that pictures in the north were related to graphic description rather than to rhetorical persuasion..." (Alpers 136). "Where

European Renaissance picturing is concerned, it is in the north, ... that maps and pictures are reconciled, and the results are clear in the great and
unprecedented production of mapped pictures, the landscapes and city views..." (Alpers 137).

108As. Haverkamp-Begemann points out, "Art does not describe... Dutch artists did not 'describe’ reality; in almost every case they constructed a
plausible reality, partly by using elements of reality, partly by using their imagination, more like poets than reporters" ("State of Research" 511).

109Ackley 72.

110As Ackley speculates, "One has the sense that ruins... represented for Jan van de Velde not only national history or the brevity of human works
but also sheer visual delight" (72).

111As observed by Peter Sutton, landscapes completely devoid of figures are a rarity (Dutch Landscape 7).

112David Freedberg discusses these two aspects of artistic creation in Dutch Landscape Prints of the Seventeenth Century (London: British Museum
Publications Ltd., 1980) 10-11.

113Richard W. Unger, "Marine Paintings and the History of Shipbuilding,” Art in History. History in Art 91.
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landscapes that shape their lives. For the nineteenth century, the issue of meaning versus description--or artistic invention
versus reality--is illustrated from an artist's perspective by an impatient response from the landscapist Sam Verveer.
When asked, "Where is that?," he snapped, "Well, damn it, if you're a painter, then you make a town yourself!"***

Still Lifes

Despite the devastating assessment by the seventeenth-century artist and theorist Samuel van Hoogstraten who
wrote in 1678 that still life painters "are but common footsoldiers in the field army of art...,"** still life paintings gained
great popularity from the beginning of the seventeenth century,™ if only because initially they were, besides small-sized
landscapes and genre scenes, the least expensive works of art. ™’

What seems to have induced van Hoogstraten's low opinion of still life painters is their ostensibly faithful
reproduction of nature. For example, the Flower Still Life (cat. 56) in the UMFA's collection by an unknown seventeenth-
century artist carefully reproduces a generous bouquet of flowers in bloom. Closer inspection reveals that the artist
exercised considerable discretion in the depiction of these flowers. They could not possibly simply have been picked and
painted because they are not in season at the same time; for instance, daffodils bloom earlier than tulips, and carnations
flower later. Yet they are grouped together in an apparently artless fashion as though they have just been gathered.

The arrangement itself also warrants consideration. Comparison of the size of the glass vase with the towering
bouquet makes it clear that in actuality the container would not be able to hold the flowers, another conceit employed by
many artists.™®

Although it is likely that the popularity of flower still lifes was the simple desire to enjoy flowers during all

seasons, ™ inclusion of certain types of flowers or the addition of insects invites symbolic interpretation.*?® The notion of

114Qtd. in de Leeuw et al. 76, n. 90.
115Qtd. in Blankert et al. 18.

116Ingvar Bergstrom comments on the initially "incidental production” of still lifes by pointing out that a flower still life painted on the back of a
donor portrait (c. 1490) by Hans Memling is one of the first attempts by an artist "to separate the customary symbols from the religious scene and to
give them an independent existence as a symbolical still-life" (Dutch Still-Life Painting in the Seventeenth Century [1956; New York: Hacker Art
Books, 1983] 14). Although dated, this text is valuable as a comprehensive discussion of all types of still lifes. Bergstrom's chapter "Historical
Introduction™ reproduces a number of paintings and illuminated manuscripts from the fifteenth and sixteenth centuries which include still lifes,
similar to Memling's, that are secondary or "incidental" to the topic.

Lyckle de Vries notes, too, that still lifes initially were painted as part of a dominant theme and were not considered as separate topics.
From c. 1600 onward, still lifes became increasingly popular and were produced separately in considerable numbers (*The Changing Face of
Realism,” Art in History. History in Art 228).

Sam Segal's book Flowers and Nature. Netherlandish Flower Painting of Four Centuries (The Hague: SDU Publishers, 1990) provides a
comprehensive discussion of the development of flower still life painting from the fifteenth to the nineteenth century (19-59).

117However, later in the seventeenth and in the eighteenth century, prices for still lifes by famous artists increased considerably, as did the status of
these artists. Arthur Wheelock, Jr., comments that although seventeenth-century theorists accorded still life painters little respect, their work was
much sought after by collectors whose interest was reflected in the high prices they were willing to pay (Arthur K. Wheelock, Jr., ed., Still Lifes of
the Golden Age. Northern European Paintings from the Heinz Family Collection [Washington, DC: National Gallery of Art, 1989] 12).

118An experiment conducted by a photographer and described in Wheelock, Jr. (37) bears this out. In order to photograph flower still lifes arranged
like those painted by Dutch artists, flowers had to be supported by wires and kept in the refrigerator until lighting and setting arrangements had been
completed, and leaves were kept fresh by inserting them in glass tubes.
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Ars longa, vita brevis stresses the transitory qualities of all earthly things, a concept particularly applicable to earlier
flower still lifes. However, the presumed later date of the UMFA's still life makes it probable that its purpose was
decorative rather than didactic.'*

In contrast, a painting entirely didactic in nature is Vincent Laurensz van der Vinne's vanitas still life (cat. 52)
which dazzles the viewer with ostentatiously sumptuous objects whose underlying message is to remember death, or
Memento Mori. A detailed interpretation of the meaning inherent in the objects is presented in the catalogue entry.

Like flower still lifes, vanitas still lifes initially were associated with religious paintings executed in the
Netherlands in the early sixteenth century, where the back of the wings of a diptych might be used to depict a still life
consisting of a few judiciously chosen objects like a skull and a scroll with a memento mori inscription.*? The vanitas
motif was also included in sixteenth-century portraits which often contained human skulls as reminders of ever-present
death.

The increasing popularity of vanitas still lifes in the early seventeenth century could be based on several factors;
from the destruction caused by the resumption of hostilities between the Netherlands and Spain in 1621 to the devastating
plague of 1624-25. Clearly, events like these made imminent death a continual threat and served as a reminder of the
uncertainties of human existence and the insignificance of material possessions.

Visual Images as Cultural Reflections

As is evident from the previous discussion, the UMFA's Dutch and Flemish collection consists of examples from
all subject categories. The collection presents a well-rounded view of artistic creation in the Netherlands and invites
viewers to reflect on meaning or message in Netherlandish art. Perhaps opposing observations expressed by the
nineteenth-century critic Theophile Thoré best point out the difficulties of interpretation. On the one hand, Thoré asks,
"What othle;g people has written its history in Art?" On the other, Thoré cautions, "nothing is less real than reality in
painting.”

119As expressed by a grateful Italian patron, the Cardinal Borromeo, who wrote, "When winter...restricts everything with ice, | have enjoyed from
sight...fake flowers...expressed in painting...and in these flowers | have wanted to see the variety of colors, not fleeting, as some of the flowers that
are found (in nature), but stable and very endurable” (gtd. in Wheelock, Jr. 15).

In the same vein, the Dutch poet Joachim Oudaan described flower still lifes in a poem published in 1646, "How short a time and the
blossom must wither. Yet there is a means whereby the rose will not wither and perish. It will endure in secure colors, planted to measure by Zeuxis'
hand..." (qtd. in Wheelock, Jr. 41).

120Flowers served as allegorical attributes of religious figures like, for instance, the white lily as an indicator of the chastity of the Virgin Mary.
Flowers could also indicate the seasons or refer to the sense of Smell. Paradoxically, by mid-seventeenth century they could also function as a
warning to the viewer not to indulge in sensual excesses or as indicators of God's bounteous creation that deserved to be admired (Wheelock, Jr. 16-
18).

121As Segal cautions, "the interpretation of paintings from the past is a delicate undertaking, because of the vanished tradition... Generally speaking,
it is easier to interpret a religious painting or a portrait with attributes than a landscape or a still life, unless they contain unmistakable attributes..."
(Elowers and Nature 37).

122An example of this type of still life is reproduced in Bergstrém 16, Fig. 12. Segal also comments on this development and adds that a work by
Jacques de Gheyn dated 1603 appears to be the first separate vanitas still life in Dutch art (A Prosperous Past. The Sumptuous Still Life in the
Netherlands 1600-1700 [The Hague: SDU Publishers, 1988] 19).

123Qtd. in Simon Schama, The Embarrassment of Riches. An Interpretation of Dutch Culture in the Golden Age (New York: Alfred A. Knopf, 1987)
9, 10.
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Explanation of Cataloguing Practices

Works of art in this catalogue have been arranged in loosely chronological order. All works of art are
measured height before width. No effort was made to have illustrations of the works reflect the size of the
actual objects. Correct measurements are given in each catalogue entry.

"Condition" refers to the physical state of the work of art and repeats available information contained in
Museum files.

"Sight size" refers to the visible area of a work of art in instances where the actual size could not be
determined.

"Literature" refers to a bibliographic reference that specifically discusses or reproduces the work in
question.

"Bibliography" refers to books or articles that discuss the artist, the subject, or that provide insights of a
general nature pertinent to the artist or work of art.

All "Literature” and "Bibliography" references are included in the Selected Bibliography at the end of
the catalogue.

Terms Used to Describe Prints

"Imprinted" denotes signatures in etchings or engravings by artists and other persons who played a role
in publishing the work in question. Also included is any writing inside or outside of the image. Bold-face type
indicates imprinted words.

"Cut to the plate™ or "Cut to the image" refers to prints whose margins have been cut off at some point.
It is possible that inscriptions or numbers that were part of the original etching or engraving might have been
lost.

"Abrasion™ indicates that small areas of the print have been rubbed thin as a result of friction.

"Foxing" describes brown or reddish-brown spots on prints probably caused by mold or oxidation of
iron particles in the backing or mount used to hold the print.

"Losses" refers to holes in the paper.

"Vestigial fold" indicates a barely visible fold in the paper as a result of incorrect handling or storage,
but that has smoothed out over time.
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Terms Used to Describe Attributions of Paintings to Specific Artists

Any signatures, dates, or inscriptions in paintings are indicated in bold-face type. The following terms
have been adapted from the "Glossary" in Sotheby's and Christie's auction sales catalogues.*** Use of this
terminology does not imply that Christie's or Sotheby's have been consulted or were involved in any way. The
author of this handbook is solely responsible for decisions regarding attribution.

A work catalogued with the name(s) or recognised designation of an artist, without any qualification, is
a work by the artist.

In other cases, the following expressions, with the following meanings, are used:
"Attributed to" is probably a work by the artist in whole or in part.

"Studio of" or "Workshop of" is a work executed in the studio or workshop of the artist which may or
may not have been executed under his supervision.

"Circle of" is a work by an as yet unidentified but distinct hand closely associated with the named artist
but not necessarily his pupil.

"Style of" or "Follower of" is a work executed in the artist's style, contemporary or nearly contemporary,
but not necessarily by a pupil.

"Manner of" is a work executed in the artist's style but of a later date.
"After" is a copy (of any date) of a known work of the artist.
"Signed,"” "Dated," "Inscribed" indicates that the work has been signed/dated/inscribed by the artist.

"Bears a signature and/or date and/or inscription™ means that the signature/date/inscription is by a hand
other than that of the artist.

124Chris,tie's auction sales catalogue (Amsterdam: Christie's Amsterdam B.V., 14 November 1991) n. pag.; Sotheby's sales catalogue (New York:
Sotheby's, 14 October 1992) n. pag.
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Catalogue 1

Unknown Artist (Flemish?), ca. early 16th century
Bust Portrait of a Bearded Man

Oil on panel

32.7x25.6 cm

Museum # 1983.097

Condition: Background severely damaged; sitter's clothing appears heavily restored; only parts of the face appear
free of reworking

Provenance:  Mrs. F. Rutherford collection until 1960
Rutherford sale at Sotheby's, March 23, 1960 (86) (as F. Clouet)
1960 - 1978 in the collection of an anonymous private collector
1978 - 1983 in the collection of an anonymous foundation

Gift of an anonymous foundation in 1983

This painting was originally purchased by the donor in 1960 as a work by the sixteenth-century artist Francois
Clouet. Research since then has shown that this attribution is most likely incorrect. It appears as though severe damage
or heavy-handed restoration have left little that is original in this painting. The clothing of the sitter has been reworked
rather crudely and consequently renders it useless so far as identification of the subject is concerned.'?

A comparison with early sixteenth-century portraits indicates that the hat worn at an angle and the finely-worked
hair covering seem to have been fashionable for upper-class or aristocratic males in much of early sixteenth-century
Europe. A portrait painted in 1526 by Hans Maler of the German Matthdus Schwarz invites comparison with our subject
in several aspects.’® Both are wearing similar cloths that cover their hair almost completely, and both also wear their hats
at a similar angle. Further, both are dressed in shirts with smocking at the neck, if one can assume that the smocking is
original to the UMFA's painting or has at least been reworked close to what was depicted initially.

Another comparison that underscores how wide-spread was the fashion of the gold- and black-striped hair
covering in the sixteenth century is a portrait of Messer Marsiglio and his Bride, an Italian gentleman who had himself
painted with his fiancee in 1523 by Lorenzo Lotto.*?” While the design on the cloth covering the sitter's hair is more
flamboyant, it is of the same black cloth embroidered or woven with gold threads. Marsiglio also wears his hat at the
same angle as our sitter.

A painting from approximately the first quarter of the sixteenth century by the Flemish artist Jan Gossaert shows a
descendant of Philip the Good, Duke of Burgundy.*?® Here, while the angle of the hat is the same, the subject does not

125There is German writing of a modern type on the back of the panel. A penciled comment states, "Wurde neu abgehobelt fiir's Parquettieren™ (was
freshly [or newly] planed for parqueting). This probably refers to the back of the panel having been planed in preparation for a cradle.

126Reproduced in Campbell 128, Plate 152.
127 .
Reproduced in Campbell 210, Plate 229.

128Reproduced in Campbell 111, Plate 129.
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wear a hair covering, but his hat is adorned with a badge that is decorated with an image of Venus and Cupid. The sitter
in the UMFA's painting wears a large faceted stone pinned to his hat which, on close inspection, reveals that it also
contains a painted scene. Even on enlargement (Fig. 1), however, an accurate identification of the subject is difficult."?

One explanation for the meditative, inward-looking expression of the sitter is that this portrait was created as part
of a devotional diptych. The sitter's position, turned to the left, may indicate a subject of higher rank, possibly religious,
in the missing pendant.**

It is not possible to attribute this painting to a specific artist. However, several elements in the portrait indicate
that the sitter, and most likely the artist, were probably Flemish. Presumably, the sitter was a member of the aristocracy
and the hat badge a token of affiliation, either with a cause or a particular noble house. Wearing a hat badge seems to have
been in fashion with members of the House of Burgundy. The sitter was painted "in the three-quarter view so
characteristic of Early Netherlandish portraiture...,"**! like the Flemish and German subjects to which this portrait was
compared (whereas the Italian sitter is presented in full frontal pose). The comparison of the hat and haircovering is
convincing enough to place the painting in the beginning of the sixteenth century.

Bibliography: Ring, 1913; Campbell, 1990

129On either side of what seems to be an oblong shield-like shape are two figures, the one on the right dressed in blue, the left one in red. It is
unclear whether the figure on the right is kneeling with his head bent forward and the other upright, or whether the figure on the right holds an object
in his hand while the figure on the left holds up a crown-like object towards the figure on the right. A further possibility is that the mask-like shape
between the figures could be a third person who is being crowned by the figure on the left.

130Rogier van der Weyden (1399/1400-1464) is credited with the invention of devotional diptychs that unite a holy figure and a male patron. In his
two-volume work Early Netherlandish Painting. Its Origins and Character (New York: Harper & Row, 1971), Erwin Panofsky discusses van der
Weyden's innovation (vol. 1, 294-296). Several examples of diptychs by van der Weyden are reproduced in vol. 2, Plates 227-229. Van der
Weyden's placing his male subjects in the deferential sinister position in relation to the holy figure is derived from marriage portraits in which this
subservient placement is reserved for the wife (Panofsky 294; James Snyder, Northern Renaissance Art [Englewood Cliffs, NJ: Prentice-Hall, Inc.,
1985] 138-139, Figs. 135-136).

131 chs 18-20.
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Plate 1. Unknown Artist (Flemish?), ca. early 16th century, Bust Portrait of a Bearded Man.
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Figure 1. Enlarged reproduction of the hat pin worn by the unknown sitter in Bust Portrait of a Bearded Man.
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Catalogue 2

Ambrosius Benson (ca. 1495 Lombardy-1550 Bruges)
Elegant Couples Dancing in a Landscape

Oil on Panel

134 x 110 cm

Museum # 1976.016

Literature: Marlier, 1957, pp. 236-238, Plate 62 (facing p. 245), cat. 113
Provenance: The Duke of Norfolk
The Earl of Arundel

Offered in the Duke of Norfolk's Sale of June 19, 1703, and purchased then by James Sotheby (1655-
1720)

Remained in the Sotheby family until 1955; offered in "The Sotheby Heirlooms" sale, Sotheby's,
catalogue no. 26, Part 11, October 12, 1955

Newhouse Galleries, New York, NY

Purchased from the Newhouse Galleries, New York, NY, on May 19, 1976, with funds from Mr. and
Mrs. Howard J. and Jenny Creer Stoddard in honor of John Preston and Mary Elizabeth Brockbank Creer

Exhibition: The Royal House of Tudor, New Gallery, London, England, 1890 (no. 145)

Although Ambrosius Benson (or Ambrose Benzone, as he is named by an early scholar in deference to his
Lombardian origin**) was Italian by birth, scholars consider him a painter of the Flemish school.™** As succinctly
described by Max Friedlander, Benson warrants this affiliation because of the considerable influence of Gerard David
(active 1484-1523) apparent in Benson's work as well as his stylistic similarities to the manner of Adriaen Ysenbrant
(1485-1561).* These comparisons aside, Benson's long-term residency in Bruges, from 1519 to his death in 1550, and
his membership in the painters' guild also support this claim.

Benson is presumed to have come to Bruges in 1519, when he would have been approximately twenty-four years
old, because he registered that year with the guild as a master.*®* Respected by his peers, he became dean of the guild in
1537, and governor in 1540. There can be no doubt that he must have known Gerard David personally, since David,
highly successful and running a large workshop, was also active in the Bruges painters' guild from 1484 to his death in

132W. H. J. Weale, "Ambrose Benzone." Burlington Magazine 13 (1908): 152.

133Max Friedlander, "Ambrosius Benson als Bildnismaler,” Jahrbuch der [Kgl.] Preussischen Kunstsammlungen 31 (1910): 10; Max Friedl&nder,
Early Netherlandish Painting, vol. 11 (New York: Praeger Publishers, Inc., 1974) 59-60.

134Friedlénder, Early Netherlandish Painting, vol. 11, 59.

135Benson's whereabouts during his early years, as well as his training, appear to be unknown.
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1523,"%® four years after Benson's recorded membership began. Not surprisingly, scholars have repeatedly commented on
Benson's debt to David's style.**’

Georges Marlier, who calls this painting "a very remarkable picture,"** and Benson's contemporaries seem to
have been less disparaging than Friedldnder and unconcerned about David's influence on Benson.** The high opinion of
contemporaries is reflected in the prestigious positions Benson held in the guild as well as in the lively and successful
business in which he engaged of exporting his paintings to patrons in Spain.

Several scholars have commented on features typical of Benson's style that recur constantly and are present in this
work.™ Benson seems to have preferred the dark green and dark red colors dominant in this painting.*** The hands,
often too big, are painted with fingers that "lack flesh" and are too long and thin.*** The ear of the male figure on the
extreme right is large and long.**®

The marked elongation of the figures and the artificiality of the poses acknowledge a debt to the courtly manner,
of which the Limbourg Brothers' portrayal of the aristocracy in the illuminated manuscript Les Tres Riches Heures du
Duc de Berry (1413-1416) is an early example. Benson painted his noble sitters with elegantly artificial poses against a
background characteristically northern in its attention to detail;*** evident, for example, in the carefully detailed flowers in
the foreground at the feet of the dancers and the meticulously outlined luminous folds in the clothing of the two darkly
dressed figures in the left of the painting.

Identification of the figures with actual members of the aristocracy is hypothetical. However, Marlier states that
while this work was part of the collection of the Duke of Norfolk in the seventeenth century, family tradition had it that
the dancing aristocrats were, from left to right, Henry VII1 with Anne Boleyn, the Duke of Norfolk Thomas Howard with

136Snyder 187.

137Eberhard Freiherr von Bodenhausen, Gerard David und seine Schule (Munich: Verlagsanstalt F. Bruckmann A.-G., 1905) 201; Weale 152;
Friedlander, "Ambrosius Benson" 1; Friedlander, Early Netherlandish Painting, vol. 11, 60. In 1910 Friedlander harshly complained that Benson as a
portraitist produced "rather monotonous work. An almost factory-like workshop is revealed and a pathetic lack of invention. Nearly every motif can
be traced back to Gerard David." ("Ambrosius Benson" 1-2: "Bensons Werk ist... recht einténig. Ein fast fabrikmassiger Betrieb enthllt sich und
ein kl&glicher Mangel an Erfindung. Beinahe jedes Motiv lasst sich auf Gerard David zurlickfuhren.") Nonetheless, Friedldnder concluded that
Benson, despite these shortcomings, added a breath of fresh air to the pervasive "dumpfe Klosterkunst" (fusty monastery art) of the Bruges school by
finally secularizing his sitters rather than painting them in the same manner in which donors in altarpieces had been depicted. Benson introduced
attributes that pointed out the worldly activities in which especially his male sitters were engaged, and infused his portraits with the monumentality
practised by masters of the Italian High Renaissance ("Ambrosius Benson" 10).

138Marlier 236: "un trés remarquable tableau...”
139 I , .
See Friedlander's comments in footnote 137 above.

140Friedlémder, Early Netherlandish Painting, vol. 11, 60.

141von Bodenhausen 202; Weale 155.

142The hands elicited comments from several scholars: von Bodenhausen 202; Weale 155; Friedlander, "Ambrosius Benson™ 10; Marlier 237;
Friedlander, Early Netherlandish Painting, vol. 11, 61.

143Friedlénder, Early Netherlandish Painting, vol. 11, 60.

144Hans Mielke, Manierismus in Holland um 1600 (Berlin: Staatliche Museen Preussischer Kulturbesitz, 1979) 8.
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the Dowager Queen Margaret of Scotland, and the Dowager Queen Mary Tudor of France with the Duke of Suffolk
Charles Brandon. In the eighteenth century, Horace Walpole referred to the male figure in the center as Francis 1.**°

As Marlier pointed out, this painting is unusual for its lively portrayal of the dancers and their animated figures.
The variations in poses convey a sense of movement that invites comparison with Pieter Bruegel the Elder's (ca. 1525-
1569) paintings of peasants dancing at fairs or weddings--like, for example, The Peasant Kermis (ca. 1567), or Peasant
Wedding Dance (1566)*--the altogether dissimilar social setting notwithstanding.**’

Bibliography: von Bodenhausen, 1905, pp. 201-207; Thieme and Becker, 1907-1950, vol. 3, p. 351; Weale, Burlington
Magazine 13 (1908): 152-55; Friedlander, Jahrbuch ... Kunstsammlungen 31 (1910): 139-48; Parmentier,
1937; Marlier, 1957; Friedlander, 1974, vol. 11, pp. 59-61

145Qtd. in Marlier 237.
146Both reproduced in Walter S. Gibson, Bruegel (1977; London: Thames & Hudson, Ltd., 1988) 163, Fig. 116; 161, Fig. 115.

147Marlier 237-238. That Benson changed his mind at least once about the placement of the figures is clearly discernible in the foreground below
and between the legs of the dancers. Drawn lines indicating the legs in positions different from the final painted version are visible to the naked eye.
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Ambrosius Benson (ca. 1495 Lombardy-1550 Bruges), Elegant Couples Dancing in a Landscape.




Catalogue 3

Unknown Artist (Dutch?), ca. mid-16th century
Visiones Apocalypticae

Engraving on laid paper

8.2 X 7.3 cm image size

Museum # 1976.091
Imprinted: Above image center the number 11; below image 4-line Latin inscription Mox sexta...cadit Cap. 9
Condition: Cut to the image; some foxing, some abrasions, scattered losses

Provenance: Ferdinand Roten Galleries, Inc., Baltimore, MD

Purchased in 1976 from Ferdinand Roten Galleries, Inc., Baltimore, MD, with funds from Friends of the
Art Museum

At the time of purchase this print was attributed to Claes Jansz Visscher (ca. 1550-ca.1612) or his son Nicolaes
Visscher (ca. 1587-1652), both of whom were Amsterdam engravers and publishers. The Elder Visscher not only worked
as an engraver for notable artists like Abraham Bloemaert, Gillis van Coninxloo or Jan van de Velde Il, but was also the
first artist to draw the landscape around Amsterdam directly from nature. These works were not preparatory drawings for
paintings, but were meant to stand on their own as topographical landscape etchings, a novel idea for its time.

Visscher the Elder was a staunch Contra-Remonstrant and participated actively in the religious struggle during the
twelve years of truce from 1609 to 1621 by publishing a number of prints in support of his beliefs.**® Presumably it was
this activity that led to this print of apocalyptic destruction having been attributed to him. However, an in-depth search of
the literature and of a dissertation on Visscher written by Maria Simon in 1958 at Freiburg University, in particular,
uncovered no supporting evidence that Visscher was the author of this print or that Visscher's oeuvre included any
apocalyptic scenes. This research did, however, raise the possibility that one of Visscher's employees, Pieter Hendriksz
Schut (ca. 1619-ca. 1660), might have been the artist. Schut probably worked for Visscher from ca. 1634/35 onwards.

A description of two sets of illustrations in Hollstein mentions Pieter H. Schut as the etcher and Claes Visscher's
son Nicolaes as the publisher.**® Unfortunately, the measurements for these prints are considerably different from the
dimension of the UMFA's print. | was able to see the complete edition of Hollstein 46 at the Rijksprentenkabinet in
Amsterdam and had to conclude that Schut's work is much more elaborate and detailed than that of the artist of this print.
Although Schut did create scenes of the Apocalypse, his are technically more sophisticated, and he employs much more
chiaroscuro than the artist of this engraving.™

In the absence of any identifying marks, the visual evidence provided by the print itself suggests its possible
origin. The Latin inscription below the scene stems from Revelations 9:13-17 and is part of the Second Coming of Christ:
"Then the sixth angel blew his trumpet, and...four angels were released... to kill a third of mankind... And this was how |
saw the horses in my vision: the riders wore breastplates... and the heads of the horses were like lions' heads, and fire and

148 2k 179.

149Hollstein 46: TONEEL OFTE VERTOOCH DER BYBELSCHE HISTORIEN (consisting of 192 illustrations to the Old Testament and title page
and 144 illustrations to the New Testament) and Hollstein 47: HISTORIAE SACRAE VETERIS ET NOVI TESTAMENT (three volumes of Figures
of the Bible).

150I thank E. L. Kort-van Kaam of the Rijksprentenkabinet for her assistance in researching this print.
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smoke and sulphur issued from their mouths."*** The unknown artist has successfully created an almost verbatim image
of the text, but the number 11 above the image is a little problematic. If it refers to Revelations 9:1-11 it is incorrect
because the fifth trumpet releases a plague of locusts with human heads and tails with serpent's heads. However, it could
also simply be a page number which would indicate that this print was part of a volume of apocalyptic scenes.

Considering the technically unsophisticated aspects of this print, particularly the coarsely engraved faces, it might
date from the mid-sixteenth century when publication of books illustrated with engravings became increasingly
common.*? Most likely, this particular print was part of a religious treatise created in the aftermath of the Reformation.
It is not possible to determine the identity of the artist.

Bibliography: On engraving in general:
Hind, 1963

On Visscher:
Thieme and Becker, 1907-1950, vol. 34, p. 414; Simon, 1958; Ackley, 1981, pp. 61-63; Haak, 1984, pp.
175-176; Wurzbach, 1963, vol. 2, pp. 795-796

On Schut: Simon, 1958, pp. 269-280; Wurzbach, 1963, vol. 2, p. 594; LeBlanc, 1971, vol. 2, p. 482

151H. G. May and B. M. Metzger, eds., The New Oxford Annotated Bible with the Apocrypha (New York: Oxford U P, 1973, 1977) 1501.

152WiIIiam M. Ivins, Jr., Prints and Visual Communication (Cambridge, MA, 1953) 49.
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Plate 3. Unknown Artist (Dutch?), ca. mid-16th century, Visiones Apocalypticae.
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Catalogue 4

Pieter Bruegel the Elder (ca. 1525 Breda-1569 Brussels)

Charity (Charitas), 1559, after a drawing; Plate no. 3 of The Seven Virtues, published by Hieronymous Cock, Antwerp,
1559-1560

Engraving on laid paper

22.6 X 29.2 cm image size

Museum # 1991.015.001

Imprinted: In image lower center CHARITAS, lower-left H. cock excude., lower-right corner Brvegel. 1559; below
image 2-line Latin inscription SPERES TIBI...CONSTITVTVS IMPLORAT

Condition: Cut to the plate; a pale ink spot lower right, vestigial center fold, short mended tear in right bottom
margin. A curious addition (of an unknown date) on the back of the print are two finely-drawn right
hands in red-brown pencil. The lesser worked hand is drawn with the palm facing up, the other more
detailed one with the palm down and a pointing index finger, inviting comparison with God's gesture in
Michelangelo's Creation of Adam.

Literature; Bastelaer 134; Hollstein 134; Lebeer 33; Riggs p. 320, no. 32, only state
Provenance: Elizabeth Hamilton - Jeffrey Wortman, Inc., New York, NY

Purchased in 1991 from Elizabeth Hamilton - Jeffrey Wortman, Inc., New York, NY, with funds from
Friends of the Art Museum

The theme of the Seven Virtues, one of which is the subject of this print, enjoyed undiminished popularity from
the Middle Ages onward. Initially, the virtue of Charity was one of the three theological virtues, the others being Faith
and Hope. By the Middle Ages, the four cardinal virtues of Justice, Prudence, Fortitude, and Temperance, originally
envisioned by Plato in his Republic, had been merged with the three theological virtues.**® Church doctrine taught that
Charity had a dual responsibility: the love of God, and the love of one's neighbor.

In this print, Bruegel employed all the attributes common to the depiction of Charity. Charity, a female figure
first seen in Gothic art, is in the center of the scene surrounded by people performing the Works of Mercy: feeding the
hungry, giving drink to the thirsty, visiting prisoners, burying the dead, offering hospitality to the stranger, comforting the
sick,™* and clothing the naked. Charity is easily identifiable by the pelican on her head who is tearing its own chest in
order to feed its young, a symbol of self-sacrifice. Charity holds a flaming heart in her left hand, a popular attribute from
the fourteenth century onward, suggesting that she is offering her heart to God. She is also holding the hand of a child, in
accordance with the message of Christ (Luke 9:48): "Whosoever shall receive this child in my name receiveth me."

Bruegel's combination of these traditional attributes with low-life types emphasizes both aspects of Charity, the
religious and the worldly. It has been suggested that the genre figures represent the humanistic notion of charity as a part
of the social structure and should be considered as "a type of moral and social behavior” which is the collective
responsibility of all village inhabitants.**

153James Hall, Dictionary of Subjects and Symbols in Art (New York: Harper & Row, Publishers, 1979) 336.

154Bruegel eliminated a house wall so that the beholder could observe this visit.

155Sheila D. Muller, Charity in the Dutch Republic. Pictures of Rich and Poor for Charitable Institutions (Ann Arbor, MI: UMI Research P, 1985)
96.

45



Two additional attributes, placed near Bruegel's name in the lower-right corner, further underscore the meaning of
this scene: an empty bowl, the attribute of a beggar, and a belt, signifying "tightening one's belt.” This could indicate
either an act of voluntary self-deprivation, or, more likely in this context, hard times and scarce food.

Bibliography: On Bruegel:
Bastelaer, 1907; Gliick, 1951; Lebeer 1967; Klein and Klein, 1968; Gibson, 1977; Roberts, 1982; Muller,
1985, pp. 95-98

On Cock:
Hind, 1915, vol. 5, p. 150; Robels and Rédig, 1977, pp. 13-30

46



= i

: .’.‘" L

H: rork r;;uﬁ. -— > = _- i %\i Bnﬁt. 1559

SPERES TIBI ACCIDERE QVOD ALTERI ACCIDIT, ITA DEMYM EXCITABERIS AD OPEM FERENDAM
51 SVMPSERIS EIVS ANIMVM QVI OPEM . TVNC IN MALIS CONSTITVTVS IMELORAT

Plate 4. Pieter Bruegel the Elder (ca. 1525 Breda-1569 Brussels), Charity (Charitas), 1559, after a drawing; Plate
no. 3 of The Seven Virtues, published by Hieronymous Cock, Antwerp, 1559-1560.
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Catalogue 5

Jan (or Johan) Wierix (ca. 1549 Antwerp-ca. 1615 Antwerp)

Pieter Coecke van Aelst Holding a Palette and Brushes, no. 16 from the Cock-Lampsonius Set, first edition, 1572
Engraving on laid paper

21.4 x 12.4 cm image size

31.5 x 19.3 cm sheet size

Museum # 1991.020.002

Imprinted: In image upper-left corner the initials 1H.W, upper-right corner the number 16.; below image PETRO
COECKE ALOSTANO, PICTORI., with Latin hexameter following: Pictor eras... Francigenasque
doces.; below hexameter center the number 16, lower-right corner C iiij

Condition: Small repair in blank area lower-right corner
Literature: Alvin 1883; Mauquoy-Hendrickx 1744/11 (without [C iiij])
Provenance:  R.E. Lewis, Inc., Larkspur Landing, CA

Purchased in 1991 from R. E. Lewis, Inc., Larkspur Landing, CA, with funds from the Jarman Family
Endowment Fund

In 1572 the humanist Domenicus Lampsonius and the engraver and publisher Hieronymus Cock collaborated in
the compilation of a portrait series of twenty-three deceased and renowned artists.’*® The engravings were created by
Cock, Cornelis Cort, and Jan Wierix, while Lampsonius provided the laudatory comments in Latin.®®" The series,
published after Cock's death by his widow, was so popular that by 1600 it had already appeared in four editions.**®

Pieter Coecke van Aelst warranted inclusion not only for his artistic endeavors,™® but also because of several
translations of Italian treatises.’®® His translation of some writings by Vitruvius and a book on architecture by Sebastiano
Serlio was intended to familiarize northern artists with Italian art theory because, as Rosenberg et al. write, "No really
systematic work was done with the apparatus of classical and semi-classical forms [in the Netherlands] before about
1555."*%" Coecke most likely acquainted himself with books by these authors during his travels in Italy in the 1530s,
another reason for including him in this anthology because of Domenicus Lampsonius's conviction that "A man who

156This anthology preceded and probably inspired Anthony van Dyck's Iconography published in 1645 (see cat. 30 and cat. 31 for two examples
from the Iconography).

157For information on Cock, see Timothy A. Riggs, Hieronymus Cock. Printmaker and Publisher (New York: Garland Publishing Inc., 1977).

158Raupp 18-23.

159Which Gert von der Osten and Horst VVey dismiss as having "no great weight... A good deal that he delivered was made by his assistants in his
obviously large workshop... No picture by his own hand can be identified with certainty" (Painting and Sculpture in Germany and the Netherlands,
1500 to 1600 [Baltimore: Penguin Books, 1969] 196). However, contemporary opinion seems to disagree with this twentieth-century view because
Coecke not only headed a large workshop, designed tapestries and stained glass, but also held the title pictor imperatoris as court painter to Charles
V.

160Von der Osten and Vey 196.

161Rosenberg et al. 225.
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wants to become an artist must visit Rome... He must also have produced many paintings in the style of this school...
before he may be regarded honestly an artist."**?

Jan Wierix, precocious and already a technically accomplished engraver at an early age,'®® was one of the
engravers trained and employed by Hieronymus Cock, and produced several plates for the Cock-Lampsonius
anthology.*®* Wierix's work is often mentioned in the same breath as that of his two brothers, Anton and Jerome, because
the brothers' styles were so similar that it is difficult to separate their engravings.’® The brothers seem to have honed
their skills by copying Diirer's work, and "in some instances [they] rivalled Diirer's control of the graphic medium."%
Despite complaints by Christoph Plantin, another publisher for whom Wierix worked, that Wierix and his brother Jerome
spent too much time visiting inns and brothels and not enough time working at their trade, the Wierixes' oeuvre consists of
over two thousand prints.*®’

Presumably, Wierix designed and engraved the portrait of Coecke, since the print only bears Wierix's signature.
Wierix presents Coecke with the tools of his trade. Coecke appears to be at work and is directing a penetrating glance at
the viewer as though he or she were sitting for a portrait. One can also deduce Coecke's financial success from this print,
since Wierix depicts him as a well-groomed man in a fashionable, fur-trimmed jacket whose sleeves slashed at the wrist
match the slashed hat.

Bibliography: On Wierix:
Alvin, 1866; Museum Plantin-Moretus, 1900; Staley, The Connoisseur 5 (1903): 60-62; Thieme and
Becker, 1907-1950, vol. 35, pp. 537-538; Wurzbach, 1963, vol. 2, pp. 880-881; Sterling and Francine
Clark Institute, 1975, pp. 25-28

On Coecke van Aelst:
Marlier, 1966; Friedlander, 1967-1976, vol. 12, pp. 32-39; von der Osten and Vey, 1969, pp. 196-197

162Qtd in Snyder 467.

That Coecke had indeed created "art in the Italian style is evident from comments by von der Osten and Vey who mention a Last Supper
painted by him with borrowings from Leonardo da Vinci and Raphael (196-197).

163Comments, in the literature discuss Jan's technical virtuosity in recreating Durer's prints (Thieme and Becker, vol. 35, p. 537; Sterling and
Francine Clark Art Institute, Durer through Other Eyes [Williamstown, MA: Sterling and Francine Clark Art Institute, 1975] 26).

164See Marie Mauquoy-Hendrickx, Les Estampes des Wierix, 3 vols. (Brussels: Bibliotheque Royale Albert ler, 1978-83), and Louis J. Alvin,
Catalogue Raisonné de I'Oeuvre des Trois Freres Jean, Jérdme & Antoine Wierix (Brussels: T. J. I. Arnold, 1866) for a complete description of the
prints created by Jan Wierix and his two brothers.

See also cat. 6 for another print engraved by Jan Wierix for the Cock-Lampsonius Set.
165, .
Thieme and Becker, vol. 35, p. 537.
166 . . .
Sterling and Francine Clark Art Institute 27.

167Sterling and Francine Clark Art Institute 26.
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PETRO COECKE ALOSTANO, PICTORI.

Prtlor eras * nec eras tantsim, Petre, pictor+ Aloftum
Qui facis hac Orbi notins arte tuum::
Multa fed accefiic multo ars tibi parta labore,
Cuins opus pulchras edificare domos.
Serﬁ:{.r banc ltalos * tu, Serlt deinde bilinguis
Interpres, Belgas, Francigenasque doces.
16 C imy

Plate 5. Jan (or Johan) Wierix (ca. 1549 Antwerp-ca. 1615 Antwerp), Pieter Coecke van Aelst Holding a Palette
and Brushes, no. 16 from the Cock-Lampsonius Set, first edition,1572.
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Catalogue 6

Jan (or Johan) Wierix (ca. 1549 Antwerp-ca. 1615 Antwerp)

Jan van Amstel (Jan de Hollander), no. 11 from the Cock-Lampsonius Set, first edition, 1572
Engraving on laid paper

21.7 x 12.8 cm image size

31.4 x 19.2 cm sheet size

Watermark: Sheaf with initials

Museum # 1991.020.001

Imprinted: In image upper-left corner the initials IH.W, upper-right corner the number 11.; below image DE
IOANNE HOLLANDO, PICTORE., with Latin hexameter following: Propria Belgarum...scire
deos., below hexameter center the number 11

Literature: Alvin 1929; Mauquoy-Hendrickx 1742/11 (without [11] lower center)
Provenance: R. E. Lewis, Inc., Larkspur Landing, CA

Purchased in 1991 from R. E. Lewis, Inc., Larkspur Landing, CA, with funds from the Jarman Family
Endowment Fund

A second example of a portrait from the Cock-Lampsonius Set,'®® this print depicts Jan van Amstel (ca. 1500-
15407?)--also known as Jan de Hollander--a Flemish Landscape painter who, according to Karel van Mander, spent "much
time lying on the window-sill looking at the sky, in order to improve his painting from nature."*®® Coincidentally, van
Amstel was a brother-in-law of Pieter Coecke van Aelst, the sitter in the other UMFA print by Wierix from the Cock-
Lampsonius Set.

As in his portrait of Pieter Coecke van Aelst, Wierix presents van Amstel as a well-attired gentlemanly figure
whose occupation, unlike Coecke's, could only be guessed at were it not for the inscription below the portrait.'”® Nor does
the completely plain background provide any indication of the sitter's profession;*’* rather, van Amstel's splendid fur-
lined coat and the elegant gloves are perhaps more an indication of his wife's business acumen than his own productivity.
As van Mander comments, "Jan's wife travelled with his paintings to the markets of Brabant and Flanders, placing his
works everywhere, and making good profits" from selling his landscapes which van Mander asserts "are of the best."*"2

168See cat. 5 for another print by Wierix in the UMFA's collection.

Edgcumbe Staley enthusiastically assesses the Wierix brothers' work by stating that "in the annals of Engraving no names stand out more
brilliantly than those of the families Wierix... ("The Wierixes: A Famous Family of Engravers at Antwerp in the Sixteenth and Seventeenth
Centuries." The Connoisseur 5 [1903]: 60). Staley continues by saying that "there was hardly a person of note, or at all remarkable, in Europe whose
features they have not preserved for posterity."”

169Carel van Mander, Dutch and Flemish Painters. Translation from the Schilderboeck (New York: McFarlane, Warde, McFarlane, 1936) 60.

170Composed by Lampsonius, which reads, in part: "This artist from Brabant enjoyed painting landscapes well, instead of painting portraits, human
figures and the Deity, badly" (gtd. in van Mander 60).

171As, is the case, for example, in the portrait of Martinus Pepyn drawn by Anthony van Dyck and engraved by Schelte Bolswert (see cat. 30) which,
while excluding any utensils indicative of his vocation, at least refers to the painter's predilection for historical themes.

172van Mander 60.
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Bibliography: On Wierix:
Alvin, 1866; Museum Plantin-Moretus, 1900; Staley, The Connoisseur 5 (1903): 60-62; Thieme and
Becker, 1907-1950, vol. 35, pp. 537-538; Wurzbach, 1963, vol. 2, pp. 880-881; Sterling and Francine
Clark Institute, 1975, pp. 25-28

On van Amstel:
Thieme and Becker, 1907-1950, vol. 1, pp. 423-424; van Mander, 1936, p. 60, 451-452
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DE IOANNE HOLLAN

Propria Belgarum laus et bene pingere rum
_ eAufoniorum, bomines pingere, fine deos.
Nee mirum: in capite /fsyo{:im, Jed Belpacerebrum
on temere ingnaua fertur habere mana.
Maluit ergo manus Fani bene pingere rura_,
Quam caput,ant homines,aut male fcire deos,
il

Plate 6. Jan (or Johan) Wierix (ca. 1549 Antwerp-ca. 1615 Antwerp), Jan van Amstel (Jan de Hollander), no. 11
from the Cock-Lampsonius Set, first edition, 1572.
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Catalogue 7

Jan van der Straet, called Stradanus (1523 Bruges-1605 Florence)

Title Page, engraved by Adriaen Collaert (ca. 1560 Antwerp-1618 Antwerp), from Equile. loannis Austriaci Caroli V.
Imp. F., third edition

Engraving, glue-mounted on laid paper

21.2 x 28 cm image size

Museum # 1977.258A

Imprinted: In image center EQVILE IOANNIS AVSTRIACI CAROLI V. IMP. F. In quo... delectus. Ad
vivum... delineati... lohanne Stradano... Et a Philippo Gallaeo editi.; in image lower-right corner
Adrianus Collaert Sculpsit; below image center Antuerpiae apud Theodorum Galleum., and
dedication by Philips Galle to Alfonso d'Avalos, ILLmo...PHILIPPVS GALLAEVS DD.

Condition: Cut to the image; some foxing
Literature: Hollstein 595; Wurzbach I, p. 315, no. 22
Provenance:  E. Frank Sanguinetti

Gift of E. Frank Sanguinetti in 1977

This catalogue entry and the following eleven describe twelve sheets from a collection of prints that depict the
horses of Don Juan of Austria, Governor-General of the Netherlands from 1576 to 1578. Designed by Jan van der Straet,
or Stradanus, and executed from ca. 1578 to 1580 by several prominent Netherlandish engravers, the entire folio contains
forty plates divided into four series, exists in three editions of several states, and probably four copies of all four series.*”

Stradanus, a Flemish artist who left the Netherlands to settle permanently in Italy sometime after 1548, created
history paintings, tapestry designs, and frescoes. In his Lives of the Most Eminent Painters, Sculptors and Architects,
Giorgio Vasari (1511-1574) furnishes a glowing report of Stradanus's original inventions and technical skills. Stradanus's
talents earned him a post at the court of Duke Cosimo | dei Medici in Florence,'”® where Vasari also worked.*"

The designs Stradanus created for his folio of Don Juan's horses are described by Walter Liedtke "as the earliest
set of prints ... important for Barogque equestrian portraits, and as the most reliable source for equine anatomy™ until a later
work by Antoine de Pluvinel (1555-1620), L'Instruction du roy en I'exercise de monter a cheval, dated 1625.'"" It was

173Marie Mauquoy-Hendrickx identifies three editions consisting of three or four states, and four copies (Les Estampes des Wierix, vol. 2, 314).
Otto Hirschmann writes of two editions of all four series in two states and one or more copies (Verzeichnis des Graphischen Werks von Hendrick
Goltzius, 1558-1617 [Leipzig, Ger.: Verlag von Klinkhardt & Biermann, 1921] 151).

174Much to the dismay of Karel van Mander who lamented, "the Belgian cities rightly criticize Florence, the beautiful and the flourishing, for
depriving Belgium of the ... excellent painter, Hans van der Straet... If, in the future, Italy... keeps his body, Flanders will have the consolation of
having a son of Bruges who embellished even beautiful Florence with the flower of his work" (304, 305).

175Besides working for the Medici family in Florence, Stradanus also worked in Venice and Rome (R. H. Wilenski, Flemish Painters 1430-1830,
vol. 1 [New York: The Viking Press, n.d.] 663).

176Giorgio Vasari, Lives of the Most Eminent Painters, Sculptors and Architects. Trans. Gaston du Ca. de Vere, vol. 3 (New York: Harry N. Abrams,
Inc., 1979) 2085-2086.

177Walter Liedtke, The Royal Horse and Rider. Painting, Sculpture, and Horsemanship 1500-1800 (New York: Abaris Books, 1989) 30.
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probably his work for the Italian aristocracy that secured Stradanus this commission and an invitation by Don Juan of
Austria to accompany him to the Netherlands in 1576, a journey that would have given Stradanus ample opportunity to
observe Don Juan's horses. Don Juan,*’ an illegitimate son of Charles V and half-brother to Philip Il (1555-1598), King
of Spain and the Netherlands, had distinguished himself as a superb military strategist by leading Spanish troops in a
decisive victory against the Ottoman Empire in the Battle of Lepanto in 1571. His appointment in 1576 as Governor-
General of the Netherlands, short-lived because he died of the plague in 1578, was intended to quell any resistance of
the population of the Netherlands against Spanish troops.*®

Don Juan was an avid collector of horses from divers areas of Europe. The names given his horses often indicate
their origin; for example, Britannus from Britanny, Siculus from Sicily, Romanus from Rome; or they refer to specific
qualities, like the unnamed horses in cat. 10 who are fertilized by the Zephyrs, or the west winds, a reference to their
swiftness. Even though the horses are shown in outdoor settings, most exhibit restrained stances that duplicate specific,
carefully taught dressage positions which seems to imply that Stradanus observed his subjects in the interior setting of a
stable or riding school. ™

Carefully trained and pampered horses like those of Don Juan's stable were not only an overt display of the
owner's astute horse sense, but also--by extension--an indication of his character because, as Bernardo de Vargas
Machuca, a commentator on courtly riding in Spain, wrote in 1619, "the highest one can say of a Prince is this, that he
rides well, a phrase which embraces his virtue and bravery."*®® And in order to ride well and appear in control, an
aristocrat required well-trained horses of a superior blood line so as to create a dignified impression.

Several engravers contributed to creating this folio. Of the sheets in the UMFA's collection, the title page (cat. 7)
was engraved by Adriaen Collaert. Hieronymus Wierix was the engraver of four prints (cat. 8-11), and Hendrik Goltzius
is represented by one sheet (cat. 1