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So much a collaborative enterprise,
this publication is dedicated to my parents
in gratitude for including me in their oeuvre.
The manuscript was completed in 1972.

INTRODUCTORY NOTE

EARL Y in this century, Mary Cassatt wrote to her friend Mrs. Horace O. Havemeyer from Paris
that a dealer there had just 'bought the Greco, the Laocoon, with Toledo in the background ... it is
a painful and powerful picture, one of the German museums will no doubt buy it ... '. Her prophecy
.almost came true but tIlls canvas is now one of the major works in the Kress collection, purchased by
the Kress Foundation tIlrough Samuel H. Kress's brother, Rush. The letter is quoted because
Samuel H. Kress's openness to an lllstorical, objective view, often free from the restrictions
of conventional taste, could lead lllm to purchase unusual paintings of high calibre. His
cosmopolitan taste and resources, working with European and American dealers and scholars, made
possible tIle splendid range of the collection. The turbulent years before, during and after the Second
World War released major examples of European painting for purchase, most dramatically evidenced
by the Kress Foundation's assemblage of one of the finest selections of German art outside Germany.
Mr. Kress's lively appreciation of ancestral ties to Nuremberg - that cradle of the Northern Renaissance - may have shaped his humanistic orientation and governed the role and scope of his collection,
the largest part of which is devoted to Italian art. Among the German paintings are the only
GrUnewald in America until 1974; major works by DUrer, Cranach, Kulmbach, Baldung Grien and
Beham; the frnest panels of the mature Strigel; a definitive altarpiece by the Master of the Saint
Bartholomew Altar and key paintings by earlier masters such as Koerbecke.
Stemming from a country so closely concerned with the frnding and shaping of America, Spanish
.art has long interested tIle United States. In addition to the Laocoon the Kress collection has several
other Grecos, including IllS most beautiful depiction of Saint Frallcis, specially purchased by the
Foundation for presentation to the museum of San Francisco; the massive retable from Ciudad
Rodrigo, a major monument of early Spanish painting, as well as parts of two other retables of the
first rank, one commissioned by Ferdinand and Isabella, the third the frnest work on a large scale by
Juan de Flandes. The seventeenth century is brilliantly represented by Van der Hamen y Leon's two
splendid still lifes; an extremely rare full-length portrait by Murillo; an important altarpiece by
Valdes Leal and canvases by Ribera, Orrente, Zurbaran and others. Two incisive Goya portraits
bring the collection to the nineteenth century - the one of Ramon de Posada y Soto is especially
appropriate as the sitter provided paintings for the Academy of San Fernando in Mexico City and
was a major figure for the propagation of the arts in America.
Early Netherlandish art is richly represented by an outstanding altarpiece from Robert Campin's
-studio; key DOllor portraits by Petrus Christus; masterpieces by Memling and Bosch and the largest
panel by the Master of the Saint Lucy Legend. Studies for the preparation of this catalogue have
found Christus's DOllatrix to be an unusually suitable adornment for the National Gallery of Art since
-she has been found to be related to Amerigo Vespucci. The next century includes the earliest known
works by Bernard van Orley; one of tIle most towering of Gossaert's totlrs de force; a beautiful van
Scorel and an important example of landscape innovation in Antwerp - The Martyrdom of Saint
Catherine. Rubens's early works are found in abundance - the resplendent Brigida Spinola, and
sketches for his two major early projects - the Decius Mus and the Jesuit ceiling. There are three
vii
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portraits by his brilliant young associate Van Dyck - one from his early Antwerp period, a second of
restrained Genoese elegance and a third of British regal splendour - that of Queen Henrietta Maria.
Several excellent Jordaens include The Judgment of Paris. A fine work by the little-known Jan
Siberechts is also included - the Netherlandish master worked in England and may well have affected
the representation of landscape there.
The Dutch School, usually so popular among American collectors, was ofless interest to Mr. Kress.
He acquired a fine Terbrugghen - the Victorious David; landscapes and stilllifes by the Ruisdaels,
Steen, Claes and van Goyen; bravura groups by Steen and de Keyser; a handsome banquet-piece of
van Beyeren's and a most impressive, yet enigmatic male portrait from the Rembrandt circle. A
magnificent church interior by Saenredam may be the fmest of all Dutch paintings in that genre.
So many French masters are well represented, ranging from the fifteenth to the nineteenth
centuries, that this part of the collection could stand as an independent Mtlsee de l' art frallfais. The
time of the 'Primitives' includes two great works by the Maitre de Saint Gilles, the next century, a
masterpiece by Fran<;ois Clouet. The Baroque age is introduced by one of Vouet's fmest pictures
from his Roman period and another splendid example of his later Parisian classicism. A Perrier; two
exquisite Le Nains; and four fmc Claudes (covering the different phases of his art) are to be found,
together with the most monumental of Philippe de Champagne's portraits and works in that genre
by Rigaud and Largilliere. A powerful group of Poussins (starting with his very early Israelites
Worshipping the Golden Calfl includes two of his major paintings - The Holy Family on the Steps and
the magnificent Baptism of Christ for Cassiano dal Pozzo. Po us sin' s follower Bourdon is represented
by an unusually beautiful Finding of Moses.
Eighteenth-century canvases include Watteau's Summer from the Crozat Seasons and drawings
by the same master, Fragonard, a major Saint-Aubin and many others. There are portraits by Nattier,
Latour, Vincent and Vigee-Lebrun. Drouais's Family Group (Poisson d'Avril) is among his finest and
Greuze'sLalive de Jll11y, a key monument for the neo-Classical taste. Boucher's career is made manifest
by what may be his earliest surviving canvas - the Evilmerodaclz for the Academy competition of 1723
and the subtle Madame Bergeret. Two over-doors and a drawing of Danae are typical of his decorative
later style. In addition to two of Chardin's best known works - The Kitchen Maid and The Attentive
Nurse - there is his small still life, unrivalled in his oeuvre, of Vermeer-like perfection. Of all artists
in the collection Fragonard is the best represented with fme drawings; a Rembrandtesque genre
piece; pendant Vistas and two huge, tapestry-like, shimmering landscapes of the Enlightenment, by
the master at his peak. There are two major portraits by David - a lovely depiction of his unlovely
wife and a massive, intricately devised Napoleon in His Study. An Ingres retrospective includes the
sensitive portrait of his life-long patron and friend Marcotte; an unusually personal rendering of
Pope Pius vn ill the Sistine Chapel and a monument of his late style - the equally monumental Mme.
Moitessier Standing.
The seeming finality of a catalogue has led to its description as a collection's swansong. Hopefully
this work will prove more a birth announcement than an epitaph, presenting a large aspect of the
Kress collection in its totality, to stimulate productive consideration of its rich and varied contents.
Some of these paintings and many of the drawings have never been published and a large number
of the pictures (in twenty-cight museums throughout the country) remain little known. The writer
hopes that this catalogue will prove worthy of inclusion with Fern Rusk Shapley's volumes on the
Italian paintings and Sir John Pope-Hennessy's on the bronzes in the collection, creating a Musee
Imagitlaire worthy of the beneficence of the donor who so generously eschewed the permanent
gathering of all his works in a single, dazzling monument .
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Max J. Friedlander once observed that, while the professor enters the museum with ideas, the
connoisseur leaves it with ideas - the first seeking what he expects to find, the second discovering the
unexpected. The cataloguer's work is suspended between the two - the compilation and evaluation
of data sometimes leading to a conclusion differing from that of previous historians or the connoisseurs. Each generation sees an artist and his work in another light. No matter how conscientious
and comprehensive it may be, a catalogue cannot but reflect the perspective of its day, subject to
revision and re-evaluation. Previous studies of each painting are presented in chronological summaries, so the patient reader may share the genesis and occasional shifts in critical viewpoint. 'Pictures
are often described in considerable detail, following an account of their condition, so that their states
and components are firmly in mind before the literary survey is explored. Very few paintings are so
amply documented, so well-preserved, or so richly characteristic of their master that the literature
has left them in a state of 'benign neglect'.
For the cataloguer, each painting represents a series of challenges and decisions - how may it best
be presented so as to accurately reflect the critical armature on which his fmal conclusion is based?
Wherever possible, references to sources have been provided to reduce supposition or ambiguity.
The writer's views are indicated by the way in which the painting is listed as to author and subject;
in the concluding paragraph and elsewhere if no reference to another source is provided. Paintings
with an extremely large literature are summarized chronologically in two sections, one dealing with
style, the other with content.
Mary M. Davis, Vice President of the Kress Foundation, has been characteristically understanding,
objective and stimulating: my special thanks to her and to the Trustees of the Samuel H. Kress
Foundation and its President, Dr. Franklin D. Murphy. Mary Rose Hotter and Fern Rusk Shapley have
speeded my work as did Alessandro Contini-Bonacossi (of special help with the Spanish paintings).
Henry Hecht was a stalwart helper who, with Mario Modestini, provided invaluable technical information. The writer has been most fortunate in receiving the assistance of many specialists - archivists,
librarians and historians, provided by the Foundation. Mary Ellen Fahs pursued provenance problems
with profound dispatch and helped initiate the project ;Jeffrey Wortman's welcome aid helped complete
it. Jean Massengale studied the French drawings; Jessie McNab investigated heraldic questions; Stella
Newton Pearce dealt with attire and Norman W. Hargreaves Mawdsley studied legal garb.
Rosemarie Garipoli provided many helpful insights and ably and patiently co-ordinated vast amounts
of paper work with the assistance of Barbara Giella and Ann R. Plogsterth. Sensitive renderings
and reconstructions were prepared by Slobodan Curcic. The following investigated European
source material: Clare Sunderland for England; Judith Colton and Mlle. H. Vanier for France; Myra
Orth for the Netherlands; lIse Franke for Germany. Research was facilitated by the welcome work of
Candace Adelson; Dela von Boseslager; Victoria Goldberg; Diana Herzog; Cynthia Johnson; Dale
and Peter Kilmey; Marion Burleigh Motley; Carolyn Wilson and Eric Zafran. Mary Braman Buchan
helped prepare many biographies. Walter Strauss gave me much needed DUrer documentation.
For their endless tolerance and brilliance in answering countless questions and correspondence
extending over several years, I am deeply obliged to Mrs. John Nicholas Brown (military regalia);
Pierre Cailleux, Pierre Rosenberg and Henry Sorensen (eighteenth-century French art); S. J. P. van
Dijk, S.J. (Latin inscriptions); Winthrop Edey (clocks); Svend Eriksen (Lalive de Jully); M. Roy
Fisher, Donna Swartz and Sir Ellis Waterhouse (provenances);Jacqueline Folie, Anton de Schryver
and Nicole Veronee-Verhaegen (Early Netherlandish painting); Jacques Heers (Petrus Christus's
Donors); Nicole Hubert (Napoleon) ; Dieter Kopplin (Holbein) ;Jean Le Corbeiller and DerekJ. de Solla
Price (scientific instruments) ; Lawrence Majewski, Hubert von Sonnenberg, William Suhr and Louis de
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Wilde (technique and restoration); Helmut Nickel (arms and armor); Lise Oehler and Gert von der
Osten (Durer); James Parker (decorative arts); Horst Vey (Anthony van Dyck); Emmanuel
Winternitz (musical notation and instruments).
Special problems were solved by European friends and colleagues who generously gave of their
time and knowledge - in England, Anita Brookner, Enriqueta Frankfort, Michael Levey, Denis
Mahon, Sir John Pope-Hennessy and Sir Francis Watson; from France, Jean and Helene Adhemar,
Ale."{andre Ananoff, Jacques Guignard, Marguerite Jallut and Michel Laclotte. For Early Netherlandish, Flemish and Dutch paintings the following scholars have been of special help: Albert
Blankert, Horst Gerson, S. J. Gudlaugsson and Roger d'Hulst. Austrian, German and Swiss problems
were solved with the kind assistance of Gisela Goldberg, Kurt Locher, Friedrich W. Matz, Anneliese
Mayer-Meintschel, Otto Pacht, Grafin Preysing, Hilda Prucher, Steff! Rottgen, I. A. Scherl, Gustav
Wilhelm and Fritz zink. Problems concerning Spanish paintings have been illuminated by Rafael
Ferreres Ciurana, Xavier de Salas, Jesus Larios, Priscilla Muller and Harold E. Wethey.
From America: Victor Carlson, Anthony M. Clark, Florens Deuchler, Martin P. Eidelberg, Richard
Finnegan, Rosalie Green, George Heard Hamilton, William B. Jordan, Wilmarth Sheldon Lewis,
Jolm Rupert Martin, Steven Ostrow, Isa Ragusa, Helmut Ripperger, Edwin M. Ripin, Jakob Rosenberg, Eric Schleier, Jack H. Schrader, Regina S. Slatkin, Seymour Slive, Edith M. Standen, the late
Wolfgang Stechow, Gerard Stem, Egon Verheyen, H. Wade White and Daniel Wildenstein.
Students at an Institute of Fine Arts Seminar investigated aspects of the Kress collection - Alan
Farancz and Paul Schwartzbaum (condition of the Gallego panels); Laurie Smith Fusco, Merribel
Parsons and the late Jean Rosenwald (Spanish paintings); Nehama Hillman (sixteenth-century
portraiture); Marjorie Strauss (International Style pictures); Martin Weyl(Dutch art).Jay Levenson and
Thomas Martone also assisted with DUrer and liturgical questions. Colleagues at New York University
shared their knowledge with me - Harry Bober, Phyllis Pray Bober, Marilyn Aronberg Lavin, Jose
L6pez-Rey, Robert Rosenblum, the late Guido Schoenberger and Marvin Trachtenberg.
While I should like to acknowledge individually the curatorial assistance from the many museums
now housing Kress paintings, I must restrict myself to thanking the staff and former fellows of the
National Gallery, where the most pictures are exhibited - J. Carter Brown, Perry B. Cott, Elise
V. H. Ferber, Michael Mahoney, H. Diane Russel, Catharine Shephard, Charles Talbot, Anna Voris,
Jolm Walker and Mark J. Zucker. David Rust was burdened with the bulk of my questions, answering
them with care and speed. Without the facilities of the Frick Art Reference Library and the gracious
aid of Mildred Steinbach the catalogue could not have been completed.
COLIN EISLER
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MASTER OF ST. VERONICA

kneels to the left of the cross, his praying hands enclosing
the lance, which is parallel to the cross and near the wound
in Christ's side. Four diminutive flying angels hold chalices
to catch drops of the Holy Blood from the wounds of the
dead Christ. A fifth angel flies above the monk, arms folded
against breast in grie£ Globules of blood are seen on the
young, tear-stained faces of Mary and Jolm, who stand
immediately below Christ's hands. Blinded after piercing
Christ's side, Longinus's sight was restored by the Holy
Blood, and he was venerated as the first Gentile to recognize
the divinity of Christ.3 The Kress panel's emphasis upon the
Holy Blood and Longinus's lance links it to devotional
subjects executed in Germany, where the Holy Lance was
a major relic, incorporated in the regalia of the Holy Roman
Empire, revered at Cologne, Aachen, Prague, and elsewhere.4
A young Carthusian monk, depicted kneeling to the right
of the cross, his hands folded in prayer, probably had this
small devotional altarpiece placed above a prie-die/l in his
residence. This was presumably the Charterhouse of St.
Barbara at Cologne, the city where the founder of the
Order, St. Bruno, was born. Established in 1334, the
Charterhouse was extremely well endowed by the early
fifteenth century by which time its prosperity and patronage
were comparable to that of the Duke of Burgundy at
Dijon. 5 The Kress panel probably reflects an order like the
Duke's to his painter Jean de Beaumetz, calling for about
twenty-five panels showing the Crucifixion with a kneeling
Carthusian, to be placed in monks' cells. G The Carthusians
shown in the two remaining Dijon panels bear a very
strong resemblance to one another. It may be that K2000,
like the Dijon series, is not intended to portray a specific
monk. The young, kneeling figure is probably a generalized
image of individual Carthusian devotion. Such an interpretation is strengthened by the strong physiognomical
correspondence between the youthful St. John and the
monk. K2000 is approximately contemporary with the
Cologne monastery's extensive building campaign of 13911405, at which time Duke Wilhelm vonJiilich (I 36o-I408)
made a large donation for an antependium; the German
Duke may also have been the donor of the devotional
panels in the individual monastic cells. 7 K2000 may date
from c.1407, when King Ruprecht placed the Charterhouse under tlle protection of the Holy Roman Empire. 8
Another Gnlcljixioll (Baltimore, Walters Art Gallery) of
approximately the same size as K2000 has many of the
same stylistic and symbolic features, and was also painted
for a Carthusian institution. 9

The artist was active in Cologne in the first third of the
fifteenth century (possibly c. I405-40). The stylistic
identification of this master is based upon the St. Verollica
tvitTz the SlIdarilllll (Munich, Pinakothek), usually dated
between 1420 and 1430, formerly at the church of SaintSeverin in Cologne. He was the outstanding painter in
Cologne between the time of Master Wilhelm (recorded
from 1358 to before 1378) and that of Stephan Lochner
(active c. 1430 to 1451). The master's oeuvre seems to
originate in the extremely delicate, refined manner and
technique of the International Style as seen in K2000, and
then moves toward a more generalized, less subtle
approach. l

K 2000 :

Figure

I

THE CRUCIFIXION. Washington, D.C., National Gallery
of Art (1390), since 1954. Tempera on oak with original
engaged frame. Cloudlets, angels' wings and haloes are
incised or punched on gold ground. Painted surface:
16! XIO in. (41'0 X25'4 em.). With frame: 18i XI2i in.
(46'0 X31'4 em.). Unidentified collectors' seals ~nd tl~e
number A5322 (both on printed label and wntten III
crayon) are on the back, which was originally coated with
a layer of rust-colored paint. The letters INRI at top of
cross are the Latin abbreviation for 'Jesus of Nazareth the
King of the Jews' (John 19: 19-20). The inscribed haloes are
so damaged as to preclude secure transcription. Presumably
the central inscription readsJHsu, at therights.JOHANNES,
at the left SALVE REGI[N]A MA[TER].
The paint surface has a large, very deep crackle pattern as
it did not adhere closely to the support. Many small losses
at lower left and right of the cross including area of
the kneeling figures. The monk's face has been restored. 2
SlIida-S!zapley, pp. 126-7, Cat. No. 48. Reproduced in
color in Broadley, p. 15.
Seen against a gold ground, this mystical vision of the
Crucifixion includes the standing, mourning Virgin at the
left and St. John the Evangelist at the right. Though the
upper part of the cross is seen frontally, parallel to the
picture plane, the base is placed obliquely, turned sharply
to the right - a convention of contemporary Cologne
painting. Longinus, in sumptuous, medieval knightly garb,
I
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K2000 was first published and attributed to the Veronica
Master by Luthgen, who saw the panel's style as moving
away from late fourteenth-century linearism toward a
new concern with illusionism characteristic of the Cologne
master. IO In 1923 Forster regarded K2000 as by an
unidentified painter active 1380-90, but linked the
CnICljixion with the Munich Veronica and with a series
of thirty-five scenes from the Life of Christ (Berlin,
StaatIiche Museen), all generally accepted as works by the
Veronica Master. He noted the survival of High Gothic
form in the depiction of Mary and John.l l In the same
year, Schaefer maintained the Cologne origin for K2000,
but neither by the Veronica Master nor the artist who
painted the Virgin and CI,ild with the Sweet Pea (Nuremberg,
Germanisches Nationalmuseum), occasionally identified
with the Veronica Master. He concluded that K2000 is by
an otherwise unknown follower of Master Wilhelm.12
Although placing his discussion of K2000 with that of the
oeuvre of tIle Veronica Master, Schweitzer viewed it in
1930 as a highly problematic school piece of c. 1400 by an
individualistic, uniquely gifted master who may well have
been active in Aachen rather than Cologne - the author of
a Trinity (Munster, Landesmuseum) and the paintings on
the Karlschrank (Aachen}.13 In the following year, Forster
accepted tIle Veronica Master attribution.14 These views
were repeated by Vollmer.IS In 1938, Stange considered
K2000 as fully consistent with the style of the Veronica
Master's Calvary (Cologne, Wallraf-Richartz Museum),
but, as first recognized by Forster, the slight differences in
color and form are to be explained by an earlier dating
for K2000, closer to the mode of the late fourteenth
century.IS Suida-Shapley dated the Crucljixioll 1400-10
(pp. 126-7). In 1957, Forster once again placed K2000
among the early works of the Veronica Master.l ? SuidaSllapley's dating was accepted by Seymour (p. 18). Forster,
in 1961, dated K2000 shortly before the View oj Cologne
with the Martyrdom oj St. Ursula (Cologne, WallrafRichartz Museum), which can be reliably dated 14II-12.18
Pieper dated K2000 c.1400, as the Veronica Master's
earliest known work, reflecting the origins of his style in
the courtly art of the Duke of Berry at Bourges and that of
the Duke of Burgundy at Dijon.lo K2000 is more delicate
in color and concept than the bulk of the oeuvre
associated with the Veronica Master. The St. John recalls
polychrome sculpture of the fourteenth century. Schweitzer's doubts as to a Veronica Master attribution to the
Crucljixioll may perhaps prove correct, but, as that scholar
recognized, this does not diminish the great beauty and
importance of the painting as a major example of early
fifteenth-ccntury Lower Rhenish art.

Provenance: Carthusian monastery of St. Barbara in
Cologne (?), commission c. 1407 (?), dispersed after 1794.
Dr. Richard von Schnitzler, Cologne as early as 1921,lent
to Cologne, Kolnischer Kunstverein, 1922, Cat. No. 60.
New York, M. Knoedler and Co. Kress acquisition 1954,
exhibited - Cologne (Wallraf-Richartz Museum) Kolner
Meister der Spa1gotik, 25 Mar.-28 May 1961, published on
an unnumbered, unpaged catalogue insert.

References: (I) For the life and works of the Veronica
Master, see Klaus-Heinrich Schweitzer, Der Veronikameister
tllld sein Kreis, Bonn, 1935; H. Reiners, Die Kolner
Malersc1l11le, Monchen-Gladbach, 1925, pp. 321£; Otto H.
Forster, 'Urn den Meister der Veronika', WallraJ-Richartz
Jahrbuch, XIX, 1957, pp. 225-52. (2) For the appearance of
K2000 prior to recent conservation, see Forster, Die
Sallll1llullg Dr. Richard von Schnitzler, Cologne, 1931, pI. I.
(3) See Reau, III, 2, pp. 812-15; Albert Buhler, 'Die heilige
Lanze, ein ikonographischer Beitrag zur Geschichte der
deutschen Klcinodien', Das MUllster, XVI, 1963, pp. 85-II6.
Augustine interpreted the water and blood which sprang
from Christ's side from the lance wound (John 19:20-3)
as the emerging sacraments of Baptism and the Eucharist.
Thus the angels' gathering of blood in chalices in K2000
may prepare for the Mass. (4) Buhler, op. dt., p. 851£ (5)
See Otto Braunsberger, 'Die kolner Kartause', Stimmen der
Zeit (Katholische Monatschrift fur das Gcistesleben der
Gegenwart), 1918, pp. 134-52; J. J. Merlo, 'Kunst und
Kunsthandwerk im Kartauserkloster zu Koln', Ant/alen des
historischeu Vereius flir den Niederrheiu, 45, 1886, pp. 1-26;
Paul Clemen, Die kirchlichen Deukmiiler der Stadt Koln, by
L. Arntz, H. Rahtgens, H. Neu, H. Vogtz, Dusseldorf,
1934, pp. 137-77. (6) For panels ordered for the Charterhouse of Dijon, see C. Monget, La Chartreuse de DijOtl,
Montreuil-sur-Mer, 1898, I, pp. 44-5; Charles Sterling,
'CEuvres retrouvees de Jean de Beaumetz, Peintre de
Philippe Ie Hardi', Miscellauea Erwiu Panofiky, Musees
Royaux des Beallx-Arts, Bulletin IV, 1955, pp. 57-82; Henry
S. Francis, 'Jean de Beaumetz: Calvary with a Carthusian
Monk', BlIlIetin oj the Cleveland MuseulII ojArt, Nov. 1966,
pp. 329-38; for later examples in Northern Europe, see
R. van Luttervc1t, 'Schilderijen mit Karthuizers, uit de late
I5de en de vroege 16de eeuw', Oud-Hollaud, LXVI, 1951,
pp. 75-92. For a major earlier Lower Rhenish composition,
see the Crllcljixion with Cation Hendrik van Rijn (Antwerp,
Musee des Beaux-Arts). (7) There is documentation for the
antependium in Cologne, Historisches Archiv, Kartauserkloster, Repertorium und Handschriften, no. 9, foI. 41
verso. Information courtesy of Dr. Wegener, Stadtarchivassessorin, 8 Jan. 1969. (8) Braunsberger, op. dt.,
p. 135. (9) The panel came from the Chartreuse de
Champmol (Dijon). For its Cologne links, see J. de Coo,
'De unieke voorstelling van de "Jozef-kousen" in het
veelluik Antwerpen-Baltimore van c. 1400', Olld-Hollatld,
LXXIII, 1958, pp. 186-91. (10) E. Luthgen, Rheinische Kutlst
ails Koltler Pdvatbesitz, Leipzig, 1921, p. 63. (II) Forster,
Die Kolnische Malerei von Meister Wilhelm bis Stephan
Lochner, Cologne, 1923, p. 41. (I2) Karl Schaefer,
Gescltichte der Kolner Malerschllle, Cologne, 1923, p. 10.
He erroneously described the Kress panel as containing two
kneeling donors. Possibly Schaefer confused K2000 with
another work attributed to the same master. (13)
Schweitzer, op. cit., p. 70. (14) Forster, Die Salllm!rmg
Dr. Richard VOtl Scllllitzler, op. dt., p. 21, Cat. No. I. (IS)
Tllieme-Becker, XXXVII, pp. 343-4. (16) Stange, III, pp. 56-8.
(17) Forster, 1957, op. dt., pp. 245, 252. (I8) Forster, Das
WallraJ-Richartz Muselllll itl Kolu, Cologne, 1961, pp. 1314. (19) Paul Pieper, 'Meister der hI. Veronika', Kindlers,
v, pp. 667-9.
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THE MIRACULOUS MASS OF ST. MARTIN. Allentown,
Pennsylvania, Allentown Art Museum (61.45.G) since 1960.
Mixed technique on finely woven canvas on pine. 361 X
321 in. (91·7X83·2 em.). The panel has several vertical
splits necessitating some restoration before acquisition; the
dark background may perhaps be a later addition; old
scratches are through face and hands of Martin and acolyte.
There are pentimenti for the mitre slightly to the right of
the present position; most of the straight-edged elements
of K1857 have been incised, preparatory to painting.
Cradled at unknown date.
Allel/towlI, 1960, p. 86 (as Franco-Rhenish, c. 1440).
Reproduced in color in George Ferguson, Sigl/S and
Symbols ill Christiall Art, New York, 1954, plate XIV.
A Roman legionary of Hungarian birth, Martin was
converted c. 356, and became tlle apostle to the Gauls and
founder of French monasticism. He was elected Bishop of
Tours in 370 and died in 397. He became a patron saint of
France,! revered tllroughout Europe, where more than
4000 churches were named after him. His Miraculous Mass
does not appear in the first accounts of the saint by Sulpice
Severe and Gregory of Tours, but was described by
Jacobus de Voragine in the mid-thirteenth century: 'Wide
was his pity for the poor. Once when he was on his way
to the Church for some solemnity, a naked beggar followed
him, and Martin ordered his archdeacon to clothe the poor
man. But the archdeacon being in no haste to do this,
Martin went into a closet, gave his tunic to the beggar, and
bade him be off at once. When the archdeacon admonished
him to set out for tile solemnity, he said, speaking of himself, that he could not go until the poor man had received
a garment. The archdeacon could not understand his
meaning, because, since the saint was outwardly covered
by his cape, the other could not see that he was without a
tunic; wherefore he pleaded that the poor man was no
longer there. But Martin said to him: "Let a tunic be
brought, and the poor man will no longer need to be
clotlled I" At this the archdeacon went into the market,
and bought for five pieces of silver a cheap, short tunic
called a pael/lIla, an "almost-nothing"; and snatching it up,
he came and threw it angrily at Martin's feet. The saint put
it on secretly, and found that the sleeves came only to his
elbows, and the hem to his knees; and so he went to
celebrate the Mass. While he was engaged in the sacrifice,
a globe of fire appeared above his head, and was seen by
many; tllerefore he is said to be equal to the Apostles.'2
K1857 shows the Mass at the time of the elevation of tile
Host, when a miraculous flaming orb or oriflamme suddenly
appeared above Martin's head, symbolizing both the ardor
of his charity and the manifestation of the Holy Spirit to
the bishop-saint, who, as apostle to the Gauls, parallels the
first Apostles at the moment of the Pentecost. The size of
K1857 suggests its function as the major member of an
altarpiece that may originally have extended somewhat
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further to the left and right so as to complete the design of
tile altar and the surrounding space. Such slightly greater
horizontality (together with the possibility of wings or
other additional scenes) would have echoed that of the
actual altar below. Supposition of some reduction in size
for K1857 is substantiated by loss of its original borders;
the present dark-colored background may be a later
addition, obscuring changes ensuing from the isolation of
K1857 from its original context. The subject of the
Miraculous Mass, especially that of St. Gregory, became
current in the later fifteenth century with the new concern
for Eucharistic devotions. The priestly garments worn by
St. Martin at tlle moment of the elevation of the Host
symbolize the sacrifice of Christ on the Cross: the pearlstudded cross on the chasuble and the applique rectangle
on tile alb refer to the Crucifixion and to the nail block
tormenting Christ on the road to Calvary. Similarly, the
purple coloring of the altar masonry may refer to the
lapis p"rp"retls of the Stone of Unction. 3 The kneeling
deacon, holding Martin's episcopal crozier in the right
hand and a missal in the left, wears a dalmatic of green
brocade like that of St. Martin with an alb beneath. A
missal on a stand is on the altar to the left of the chalice.
Martin's episcopal mitre is seen at the extreme right of the
altar ncar a cupboard containing cruets, an oval box, a
bound book, and a larger vessel below. K1857 may have
been commissioned for an abbey church, as the life of the
saint was so concerned with the development of monasticism in Northern Europe. One of the few other contemporary examples of this subject, the Jacomart Ba~o
Altarpiece, was painted for the monastery at Segorbe (now
in the Museo Provincial, Valencia).
K1857 was regarded as a work of the Frencll School of
c. 1440 at tile time of purchase in 1951 but was catalogued
as Franco-Rhenish, c. 1440 by Shapley, on the basis
of 'the calm gravity of the faces' and the style of the
painting on the altar. The painting includes an unusual
triptych placed upon the altar depicting four female saints
adoring the Virgin and Child: Barbara and Ursula (or
possibly Christina) are on hinged panels at the extreme left
and right, with Dorothy and Mary Magdalene to the left
and right of the Virgin on the central, fixed panel. The
triptych, with its SchOlle Madolllla central group, was
probably designed by the painter OfK1857 in a deliberately
archaizing manner. The row of fleurs-de-lis crowning the
painted altarpiece and bordering the paintings within may
allude to the association of St. Martin with France. His
oriflamme - emblem of the flaming purity of his charitywas seen immediately in front of the fleur-de-lis, later
symbol of the kings of France. The possibility of a
Franconian origin for this panel may perhaps be reinforced
by the fact that the traditional pilgrimage center of the
Franks was the sepulchral smine of St. Martin at Tours.
The work of an accomplished master, The MiraCIIlotls Mass
oj St. Marti" shows the lucid stereotomy first established by
the painting of Campin in Tournai and soon emulated
tluoughout Northern Europe. The anonymous master of
K1857 may have been trained by an artist of the generation
of Hans Multscher or Konrad Witz or himself be their
contemporary. The forceful simplicity of the composition,
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with its emphasis on clearly defined space and an austere,
direct approach, recalls the somewhat linear abstract
manner of the artists of Lower Franconia, around
\Viirzburg and Bamberg. However, these characteristics
are also to be found in the art of Westphalia, the environs
of Geneva, and elsewhere. The oblique placement of the
altar is often seen in Upper and Middle Rhenish art, where
architectural clements are similarly disposed as a spacecreating device. As closely related comparative material
has not been found for KI857 the possibility of other
regions for its origin should not be excluded.

which is related to the powerful engravings of the Master
E. S. With the Master of the Schoeppinger Altar and the
Master of the Life of the Virgin (Iserlohn), both of whose
junior Koerbecke may well have been, a new, highly
expressive art was brought to Westphalia. Hans Bornemann
has been proposed as a major influence on Koerbecke. 3
Little is known of Koerbecke's art prior to the Marienfeld
Altar, his major, most monumental achievement, to which
K2156 belongs. The Passion cycle on the wings of an altar
from Langenhorst (Munster, Landesmuseum) may be an
early work.

Provenance: Liechtenstein Palace, Vienna. 4 New York,

K2IS6 : Figure 6

Frederick Mont and the Newhouse Galleries Inc. (as French
School, c. 1440). Kress acquisition 1951.

References: (I) Reali, III, 2, pp. 900 if.; A. Lecroy de la
Marche, Saint-Martill, Tours, 1881, p. 348; Joseph Braun,
Tracht IIlId Attribllte der Heiligen in der delltschen KIIIISt,
Stuttgart, 1943, cols. 509-12. (2) The Golden Legelld oj
Jacoblls de Voragine, translated by Granger Ryan and
Helmut Ripperger, London, 1941, pp. 669-70. The scenes
from Martin's life immediately preceding the miraculous
Mass, Martin alld the Poor Mall and Martill with the Archdeacon altd Cloak, are shown in early fifteenth-century
embroidered roundels at the Musce Historique des Tissus,
Lyons. See Margaret B. Freeman, The St. Martin Embroideries, New York, 1968, pIs. 12, 13. (3) Nicolas
Choniate, De Manllele COllllleno, Lib. VII; Migne, Patrologia
Graeca, 139, cols. 571 if. Cited by Mary Ann Graeve,
'The Stone of Unction in Caravaggio's Painting for the
Chiesa Nuova', Art BlIlletill, XL, 1958, pp. 223-38. The
unusual rectangular hanging studded with stars of pearl is
one of two allglllaria first used in the fourteenth century.
Joseph Braun, Der christfiche Altar ill seiner geschichtfichell
ElltwicHlIlIg, Munich, 1924, II, pp. 84 if. (4) According to
the curator of the Fiirstliche Liechtensteinsche Gemaldegalerie Vaduz, Gustav Wilhelm, KI857 was Inventory
No. 14955, and was kept in the depot of the family palace
in Vienna, where it was recorded in 1885.

JOHANN KOERBECKE
The artist was probably born in Munster in the first
decade of the fifteenth century (1407?), where he died on
31 July 1491. His identification with the painter of the
High Altar and other works for the Cistercian monastery
of Marienfeld at Munster was made by Nordhoif.l First
recorded at Coesfeld in 1432, Koerbecke was already a
property owner at Munster by that date. A house listed as
his in 1471 was sold by the prosperous painter's second wife
after his death. His son and grandson were also artists. An
outstanding North-west German painter, Koerbecke combined realistic elements from early Netherlandish art and
from his predecessors: Meister Franke, Conrad von Soest,
and the late work of Stephan Lochner. Pieper suggested a
Cologne residence for Koerbecke c.1450.2 The painter's
vigorous manner has an unusual emphasis on the linear,

THE ASCENSION. Washington, D.C., National Gallery
of Art (1528), since 1959. Mixed technique on oak. Gold
ground, with extensive tooling for haloes, flames, rays, etc.
36! X25! in. (92.6 X64·8 em.). Numerous pentimenti in
the drapery of St. Peter. Much of the composition lightly
incised. An old photograph (No. 603-30ja, Frick Art
Reference Library) shows that K2156 was formerly much
overpainted throughout the central vertical section to
obscure losses caused by split (along old join?). The
original color of the clouds has turned to dark green.
Cradled. In 1957 and 1958 blisters secured with aqueous
adhesive; slight restoration above head of apostle at
extreme left and elsewhere by Modestini.
Reproduced in color in Broadley, p. 17.
Christ appears immediately above the curved rock of the
Mount of Olives, which was believed to have borne his
unerasable footprints. He looks to the lower left, where
the kneeling figures include the praying Virgin (the only
one to have a halo) embraced by St. John. They follow
Christ's charge from the cross to view each other as mother
and son Oohn 19:26-7). Five Apostles are behind them.
Peter, most prominent of the Apostles, kneels in the right
foreground, nearest the rock, with Paul and four others
behind. The rectangular panel is given an arched format
by the cloud-rimmed spandrels at the upper left and right,
occupied by tiny angels. K2156 shows Christ of the
Ascension (Luke 24:50-3; Acts 1:9-12), seated in the
clouds, blessing Mary and the Apostles. (' ••• he was taken
up; and a cloud received him out of their sight', Acts 1:9).
Christ holds the triumphal red banner cross of the Resurrection, with which he opened the Gates of Heaven for the
Just - those who died before him and were brought by him
from Limbo to Heaven. The Just appear in half-length in
two cloud crescents to the left and right of the central
cloud, upon which Christ is seated. They include, to the
upper left, from top to bottom: Aaron, with flowering
branch, St. John Baptist (Lamb), Moses (Tablets of the Law
and horns), David (crown and harp); an elder with a
sword is at the upper right, Gideon (with fleece below),
followed by two elders without attributes. 4 Koerbecke's
composition OfK2156 is close to those of the LastJudgmellt,
where Mary is similarly placed. In German cycles of the
Life of Christ, the depiction of the Ascension is often
followed by that of Pentecost, which took place ten days
later, but in Marian cycles, such as the Marienfeld Altar,

T cx t Fi g I Reconstru ct ion o f th e Ma ril'll[cld A llar
b y J o h ~ nn Kocrbccke (see K 2 156).
I PreSt'Jll alioJl "r 11](' I 'i~~ i'l (C racow, Mu ze ull1
N ~ rod o \\'e) .

2 AIJlII/Jlcinli"'l (C hi cago, Art In stitute) .
3 N alillilY (Nure mberg . Ger m anisches
N ati onallll use ulll ).
~ A dornlioJl ~r "l e Mag i (lOSt) .
.5 PreseJllnlioJl i,1 11](' Tell/ pic (Miin ster, Landesmusc um ;
6 C hrisl aJld M ary EJllllrtl/l ed i,1 !-Iealle'l (Rhin ela nd ,
private co llecti o n).
7 K 2 1S6 .
8 AssJlJl lplioJl (~r "/(' l 'i~~ iJl (Luga no, Th ysscn
Colkcr ion).
9 A rresl ~r C hrisl (D o rtlllund. pri vate co ll ecti on).
10 F1agellnlillll (l oca ti on unkn ow n).
II /IlorkiJlg "rCllrisl (Miin stl: r, Land es muscu lll).
12 )JI~I!'I J('JlI ,~r Pilnle (Miinster, Landesmu scum).
13 R oad /() C ai llar ), (Berlin , Staatlichc Mu seen).
11 C m rUixi(ll1 (Berlin , Staa tliche Mu secn).
15 1.;,/I'"JlII/III'JlI (Miin stcr, Land cs lllusc Utll ).
16 R esJlrrl'n i(ll1 (A vigno n, Mu scc Ca lvet).

, ----

Text Fi g

2

Reco nstr uction o f the Lasl )Jldg ll/eJlI Triptych by T yro lcan Ma stcr, c. 1500. C entcr is K 1878. Win gs arc in thc Ru zicka Stiftung,
Zuri ch .

Text Fig 3 Detail

or Lol nlld "is Dnll.Q"II'rS (K

1i!351l) by Albrecht l1iircr: th e artist's mOllogram .

Text Fig 4 11m!! Cmcifixioll by Griinewald (K 1938) before restora ti o n
cf 1922.

Text Fig 5 Rcproductive prillt by r~aphacl Sadclcr aftc r thc Slim!!
Cmcifixioll by G riincwald (K 1938).
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the Pentecost is often omitted or conflated with the
Ascension, which was then placed next to the scene of the
Assumption of the Virgin. This is true for K2156, where
the tongues of flame and the animated gestures of some of
the Apostles suggest the gift of tongues of the Pentecost.
An even more elaborate depiction of the Ascension than
K2156, by tlle Master of the Heilige Sippe (Nuremberg,
Germanisches Nationalmuseum), has a similar conflation
and juxtaposition.1> The Ascel/sioll is one of sixteen panels
painted for the wings of the High Altar of the Cistercian
Abbey Church at Marienfeld. Both tlle abbey and altar were
dedicated to the Virgin. According to Sommer, a small
wooden, originally gilded statue (dating from the 1430S or
early 1440s) of the seated Virgin and Child, 60 cm. high,
still at Marienfeld, was originally placed in tlle middle of
the altar, whose central section was a large gilded reliquary
shrine (see Text Fig. I for a reconstruction).6
Seen when the altar was open, the statue and many relics
were flanked by wings with four scenes from the Life of
the Virgin at either side, painted on gold ground. When
closed, tlle wings showed eight Passion scenes against a
naturalistic background. A partial payment to Koerbecke
was given in 1456 'since the panels on our highest altar
were finished'.7 Installed on 6 February 1457, the altar was
consecrated on the following 25 January. Restored in
1516-17, and again in 1533-34, the High Altar was dismantled and replaced between 1661 and 1681, and described
shortly thereafter by Pater Hermann Hartmann in an
abbey chronicle. 8 The wings were sawed through,
separating tlle front and back panels.
On 20 February 1804, a year after the abbey was secularized,
320 paintings were removed for auction, including those
of the High Altar (Cat. Nos. 147-62). However, the latter
were withdrawn upon the recommendation of a government inspector, the painter Johann Christoph Rincklake,
with four other pictures, destined for the Berlin Academy.9
Instead, the sixteen Marienfeld panels were dispersed.
K2I56 re-emerged in 1912. For the past fifty years scholars
have tried to reconstruct the original appearance of the
Marienfeld Altar. Of these, the most recent, that of Pieper,
is convincing and is tlle major source for Text Fig. 1.10
When open, the upper left panel in the left wing would
have shown the Preselltatioll oJthe Virgill (Cracow, Muzeum
Narodowe); the right, the AII/lll/lciatioll (Chicago, Art
Institute) including the arms of the donor Abbot Arnold
von Bevern, and those of Munster and the Cistercian order;
to the lower left the Nativity (Nuremberg, Germanisches
Nationalmuseum); at the lower right, a lost Adoratioll oj
the Magi. The upper left panel of the right wing showed
the Preselltatioll ill the Temple (Munster, Landesmuseum);
to the right Christ alld Mary el/throlled ill Heavell (Rhineland,
private collection), K2156 at the lower left, and the
Assumptioll oj the Virgill (Lugano, Thyssen Collection) to
the right. The outer panels are: the Crucifixioll and Road
to Calvary (Berlin, Staatliche Museen); the Arrest oj Christ
(Dortmund, private collection); Flagellatioll (location unknown); Resllrrectioll (Avignon, Musee Calvet); Mockillg
oj Christ, jlldgmellt oj Pilate, and Elltombmellt (Munster,
Landesmuseum). According to Sommer, the ReSllrrectioll
was on the outer side of K2156 whereas Pieper placed the
2

s

judgmellt oJPilate there. Stange listed the AscellsiOIl as among
the last panels painted for the altar, and showing remarkable
development from the far more conservatively oriented
scenes starting the Marian cycle. He saw K2156 and the
adjacent Assllmptioll as bringing a new and never-to-beequalled monumentality to Westphalian painting. l l This
panel and the series to which it belongs forms a major
monument of West German painting of the 1450S, showing
a vigorous style based in part upon Netherlandish art.
Provel/allce: Part of High Altar installed in 1457 for tlle
Cistercian Abbey Church at Marienfeld, Munster; dispersed 1803. Charles Leon Cardon, Brussels, exhibitedBrussels, Exposition de la Milliatllre, Mar.-July 1912, Cat.
No. 2051, as 'Anonyme (Ecole de Souabe XVe siecle)'.
Rudolf Chillingwortll, Nuremberg (sold Lucerne, Galerie
Fischer, 5 Sept. 1922, p. 21, Cat. No. 47). ExhibitedZurich, Kunsthaus, Sept.-Nov. 1921, GemMde tllld
Skulptllrell 1430-1530, Cat. No. 46, presumably lent by
Rudolf Chillingworth. Munich, Julius Bohler (1934,
Allsstellllllg Altdelltsche KUIISt, Cat. No. 38, p. 12). Zwicky
Collection, Basel-Arlesheim, exhibited - Bern, Kunstmuseum, Gellui'lde IlIld Zeic/lllllllgell alter Meister; KIIIISthalldwerk ails Privatbesitz, Oct. 1944-Mar. 1945, Cat. No.
I I ; Munster, Landesmuseum, Wesifiilische Maler der
Spiitgotik 144°-1490, 20 June-30 Sept. 1952, Cat. No. 57.
New York, M. Knoedler and Co. Kress acquisition 1957.
Referellces: (I) J. B. Nordhoff, 'Kunstzustande eines reichen
Klosters urn 1700', Repertorillm flir KlIlIstwissellschajt, v,
1882, p. 307; BOllller jahrbiicller, LXXXVII, 1889, p. 137;
KIIIISt- ulld Geschichtsdettkmiiler Wesifalells, II, 1889. For a
recent resume of the Koerbecke biography, see Paul Pieper,
'Westfalische Maler der Spatgotik 1440-1490', Wesifalell,
xxx, 1952, pp. 77-132, 93-4, Cat. No. 57; Stallge, VI,
pp. 14-15. All known documentation published by
Johannes Sommer, 'Johann Koerbecke: Der Meister des
Marienfelder Altares von 1457', Diss., Bonn, 1937. (2)
Pieper, op. cit., p. 94. (3) Harold Busch, Meister des Nordells:
die altlliederdelltsche Malerd 1450-1550, Hamburg, 1940,
p. 68, Cat. No. 200. (4) 'Aaron' may possibly be Elijah,
Jeremiah, or St. Joseph. The unidentified elders may be
any of the following: Elijah, Jeremiah, Jacob, Enoch, or
Zachariah, all of whose lives or prophecies anticipated the
Ascension. For the identification of the Just and the
iconography of the Ascension, see S. Helena Gutberlet,
Die Himme!{ahrt Christi ill der bildendell Kllnst, Strassbourg,
1934, p. 165 ff. See also Reali, II, Part 2, pp. 582-90. (5)
Lotte Brand, SteJall Locllllers Hochaltar VOIl St. Katharillell
Zll Kalil, Freiburg, 1938, pp. 63-5, points out that both
K2156 and the Nuremberg panel are based on the lost
wings of Lochner's Preselltatioll Altar (central panel,
Darmstadt, Hessisches Landesmuseum). (6) Sommer, op.
cit., p. 18. (7) Marienfeld Inventory of 1456, Munster
Archives, quoted by Sommer, op. cit., pp. 17-18. (8)
Published by Sommer, op. cit., pp. 17-18. (9) Archiv der
kalliglicllell Regiertlllg zu Miillster, 18°3-18°9, published by
A. W ormstall, Zeitschrift flir vaterliilldische Geschichte IlIId
Altertumskullde Wesifalells, LV, 1897, pp. 46 ff. (10) Early
attempts were misled by Nordhoff's misreading of the

•
6

GERMAN SCHOOL:

Hartmann chronicle. (Burkhard Meier, 'Mitteilungen des
Landesmuseums', Wesifaletl, III, 19II, pp. IIo-I2; Walter
Hugelshofer, 'Der Hochaltar von 1457 des Klosters
Marienfeld in Westfalen', Zeitsc/'r!ft flir bi/dende Klillst, LX,
1926-27, pp. 179-84, reconstruction on p. 180.) These
erroneous reconstructions assumed that the central subject
of the altar was a Crucifixion. In 1926 Hugelshofer had
located nine of the original panels and four years later
identified five more. (Hugelshofer, 'Koerbecke und der
Marienfelder Altar von 1457', Der Cicero lie, July 1930,
pp. 371-6.) Sommer, op. cit., p. 21, located one additional
panel and provided a reconstruction, taking into account
the original central gilded shrine, which, with slight
modifications by Pieper, remains definitive. Pieper, op. cit.,
p. 93, largely based on Sommer, wrote that the open altar
measured approximately six meters across, with each wing
210 X 150 em. (II) Stallge, VI, p. 18. He included on p. 16
a reconstruction of the altar following that of Pieper.

GERMAN MASTER Active c. I46S
K2091 : Figure 8
Roy AL SAINT WITH RING [St. Oswald, King ofEngland].
Chicago, Ill., D. and A. Smart Gallery. Oil on slightly
warped oak panel. Punched and incised halo on gold
ground; some forms also incised. 20! X6! in. (52'0 X
17.1 em.). Inscription (probably a prayer) in white on a
red ground along bottom is illegible as lowermost section
is lost. Cut at bottom; ! in. wooden strip added all around.
Pentimenti in elbow of right arm indicate initial lower
placement. Fairly well preserved; several losses, scratches
at upper left. Label on back: AilS der Fiirstliclze Gallerie ill
Wieu.
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engaged; the ring is also the emblem of Edward the
Confessor. Toward the later fifteenth century it became
customary to show Oswald with the ring alone. Suspended
from his chain is an order freely based on that of St.
Anthony (which was extremely active in Cologne) but
with a Maltese cross instead of the Tau Cross of St.
Anthony.3

Provenallce: Liechtenstein Schloss Seebenstein in Lower
Austria, since c. 1850, when K2091 was brought and inserted in the chapel panelling.4 New York, Schaeffer
Galleries. Kress acquisition 1955.
Referellces: (I) Donald Attwater, The Peuglli" Dictiollary oj
Saillts, Harmondsworth, 1965, pp. 260-1; Bibliotheca
SallCtOTIIIII, Rome, 1957, IX, cols. 1290-5; Joseph Braun,
Tracht lind Attribllte der Heiligeu ill der delltschclI KUllst,
Stuttgart, 1943, cols. 471-5; Karl Kiinstle, Ikollograpltie der
cltristliel/ell KIIIISt, Freiburg-im-Breisgau, 1926, II, pp. 480-1;
Reali, III, 2, pp. 1013-14. The saint may perhaps be
Edmund, another saint-king whose attribute was also an
arrow. See Attwater, op. cit., p. 109. (2) Attributed by
Stange, v, figs. 16-19, to the Master of the Vision of St.
John (named after panel of this subject in Cologne, WallrafRichartz Museum). (3) Paul Ganz, 'Die Abzeichen der
Ritterorden', Part 2, Archives lu!raldiqlles suisses, 1905,
pp. 52- 6 7, p. 55. A magus resembling K2091 wears the
order in the Adoratioll by a German Master of c. 1460
(Toledo, Ohio, Museum of Art); the painting is attributed
by Stallge to the Master of the Vision of St. John (v, fig.
15). (4) Information from Gustav Wilhelm, Vaduz, letter
of 13 Jan. 1969.

HANS PLEYDENWURFF
K2091 may depict the popular, heroic St. Oswald, King of
Northumbria, born c. 605 and baptized at lona, where he

went into exile. Described by Bede as 'handsome in
appearance and courteous in manner', Oswald was known
for his charity and venerated for powers of miraculous
healing. His cult was brought to the Continent by
missionary monks from lona. He was especially revered
in the South German region, the Tyrol, Switzerland, and
Styria, where his relics abounded and where K2091 was
probably painted. 1 The graceful yet realistic rendering of
the saint-king in royal fur-trimmed garb, holding a sceptre
and ring, suggests the work of an artist active in South
Germany who was trained in Cologne. K2091 has some
affinities with scenes from the Legend oj tlte Findillg oj tlte
True Cross painted in Cologne toward the middle of the
fifteenth century (Frankfurt, Stadelsches Kunstinstitut,
and Munster, Landesmuseum).2 The figure's stance and
attire are deliberately old-fashioned, deemed appropriate
for a seventh-century saint. His pose is found in early
fifteenth-century models popularized by engravings of the
Master of the Playing Cards. The slender panel was
probably part of the left section of an altarpiece composed
largely of standing figures also shown against a gold background. Oswald (?) holds tile ring, which a crow (his more
common attribute) brought tile princess to whom he was

Pleydenwurff was probably born in Bamberg c. 1420; he
died in Nuremberg in 1472. His forceful, blunt style
combines the sculptural qualities of Early Netherlandish
painting with the graphic, realistic, expressive characteristics of German art. The leading artist of the important
centre of Nuremberg, Pleydenwurff was master of
Michael Wolgemut (who was to be Durer's teacher).
His oeuvre epitomizes the forthright, clear-cut style of
Southern Germany in the third quarter of the fifteenth
century.

Circle of HANS PLEYDENWURFF
K 1993 :

Figure 7

ST. LEONARD. Raleigh, N.C., North Carolina Museum of
Art (GL 60.17.63), since 1960. Mixed technique on heavy
canvas on panel (probably pine), cradled at unknown date.
48 XI9i in. (121'9 X48·6 cm.). Incised double halo inscribed SANCTVS LEONHARDVS. An arboreal motif,
incised on the gold ground at the sides, was originally
completed at the top (in a now missing section of the
panel), probably arching over the head of St. Leonard,
echoing the circular motif of his halo. Painting of brocade
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in relief, possibly due to impressing a textile upon the
damp gesso.1 The uppermost register of the brocade is
rendered in an unusual combination of silver and gold. The
panel is cut at top (possibly at the sides) and at the bottom.
Many small losses; considerable restoration.
Raleigh, 1960, p. 12S.
Little is known of Leonard, a sixth-century hermit saint
who was probably born in Limoges and widely revered
as a patron saint of prisoners. Literary sources concerning
his life begin in the eleventh century. He was especially
beloved in Swabia, Bavaria and Austria. K1993 shows him
holding his attribute, fetters, suggesting a freed prisoner. 2
He is tonsured, in brown monastic garb. The book under
his arm is another saintly attribute, indicating his founding
of a monastery. Leonard was especially associated with the
Benedictine order, which commissioned many paintings
from Nuremberg artists in the second half of the fifteenth
century. The work stems from tile left section of an altarpiece, tile figure of St. Leonard facing toward the central
subject, probably also standing against a brocade and gold
background. Ernst Buchner attributed the panel to
Pleydenwurff.3 He compared it to depictions of St.
Dominic and St. Thomas, related to K1993 in format and
style, now known to be the outer wings of tile Altar of
the Three Kings (Nuremberg, Germanisches Nationalmuseum), and generally accepted as an early work of
Pleydenwurff, dated c. 1460, painted for the Lorenzkirche
in Nuremberg.4 K1993, while close to Pleydenwurff's art,
lacks a certain incisiveness characteristic of him, which
makes it unlikely to be autograph by Pleydenwurff. The
less resolute modeling of St. Leollard may be due to its
subsequent vicissitudes.

Provellallce: Private collection, London. New York, David
M. Koetser. Kress acquisition 1954.
Referellces: (I) Suggestion ofJustus Bier. (2) Joseph Braun,
Tracht tllld Attribllte der Heiligell ill der delltscllell KUllst,
Stuttgart, 1943, col. 460; Lexikollflir Theologie tlIId Kirche,
VI, 1934, Freiburg-im-Breisgau, col. 509; Reau, III, 2,
pp. 799-S00; 'Leonardo di Nobili', Bibliotheca SallctOrtllll,
VII, cols. II9S-120S. (3) Certificate signed and dated
Munich, 19/VI/56 in Kress Archive. (4) Eberhard Lutze,
Eberhard Wiegand, Katalog des Germallischen NatiollallIluseUIIJS ZII Niimberg, Die Gemiilde des 13. bis 16. JahrImllderts, Nuremberg, 1937, pp. 14S-9, Cat. Nos. 129, 130.

A USTRIAN MASTER Active c. 1480
KI8S6 : Figure 4
TIlE NATIVITY. Denver, Colorado, Denver Art Museum
(E-951), since 1954. Mixed technique on fruitwood, on
gold ground. 25! XIS! in. (64·S X47·7 cm.). Probably
considerably cut down at top and sides. False inscription
IVM (supposed monogram of Israhel van Meckenem, the
fifteenth-century engraver) removed after 1931. Restoration in face of Virgin and other areas; cradled, cleaned and
restored, blisters secured 1952-53 by Modestini.
Deliver, 1954, p. 62, Cat. No. 27.
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The Nativity (Luke 2:S) takes place before a ruined building; Mary kneels at the left, looking down to three kneeling
angels, who raise the nude infant toward her. Joseph, holding a candle, stands at the right.1 The ox and ass are above
at the upper left. A seated shepherd is in the landscape at
the upper left comer, looking toward the golden sky yet
shielding his eyes. The landscape may, according to Suida
(Deliver, 1954, loc. cit.), represent a specific lower Austrian
locale. Aspects of the composition, symbolism and style of
the Nativity recall Hugo van der Goes' Portillari Altar
(Florence, Uffizi). where the Romanesque architectural
elements refer to the world before Christ and where the
angels' vestments indicate their role as participants in the
Mass. 2 The three angels at the lower right of KlS56 also
wear albs, customarily the attire of acolytes or minor
ministers at a Solemn High Mass. They seem to elevate
the newly-born Christ Child as the sacrificial Host toward
the kneeling Mary. The unusual emphasis on the cloth
below tile Child probably refers to the Corporal of the
Mass.3 KlS56 is close in style and facial types to several of
the nineteen panels from the High Altar oj the Scllottellstijt
(Vienna).4 At the time of purchase, KlS56 was attributed to
the main master of the Viennese series, a leading Austrian
painter, whose somewhat naive, Schongauer-based mode
was typical oflate fifteenth-century Austrian painting. The
painter of KI S56 may have been trained in the studio of one
of the several masters contributing to the Schottenstift
cycle. The Nativity relates to Schongauer's engravings and
may have been very freely adapted from B.5, also belonging
to a series of scenes from the Life of Christ or Mary. A
similarly placed single shepherd with an angel above is
shown in the Schongauer engraving of the Adoratioll oj the
Shepherds (n.4). Stange has pointed out the unusually
graphic character of the Kress painting, which may
perhaps explain the rationale behind the added lsrahel van
Meckenem monogram. He viewed KlS56 as an early work
of c. 14SQ-90 by tile unknown master who painted an
Adoratioll oj the Magi with the arms of the Binden family
(Vienna, Kunsthistorisches Museum) from the last decade
of the fifteenth century; however, this association is not
entirely convincing.5

Provellallce: Fiirstlich Liechtensteinsche Gemaldegalerie,
Vienna, before 1931.6 New York, Frederick Mont. Kress
acquisition 1951 -Rush H. Kress residence, New York,
1951-54·
Referellces: (I) The divine light surrounding the new-born
Christ was so brilliant 'that the sun was not comparable to
it, nor did the candle that St. Joseph had there, give any
light at all, the divine light totally annihilating the material
light of the candle .. .' Brigitta of Sweden, Revelatiolls,
trans. by H. Cornell, The Icollography oj the Nativity oj
Christ, Uppsala, 1924, p. 12. (2) Pallofsky, I, pp. 134-40.
(3) See M. B. MacNamee, S. J., 'Further Symbolism in the
Portinari Altar', Art BlIlletill, XLV, 1963, pp. 142-3. (4) See
Otto Benesch, 'Der Meister des Krainburger Altars',
Wieller Jahrbuch flir Kllllstgescllicllte, VII, 1930, pp. 120-220,
esp. pp. 165 ff. (5) Stallge, XI, p. 51, Cat. No. lOS, as
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'Meister der Anbetung mit dem Bindenschilde'. (6) A.
Kronfeld, Fii!zrer dllrel, die Fiirstlich Liechtensteinsche Gemiildegalerie itl Wietl, 193 I, p. 149, Cat. No. 741; as by an
unknown master of the Franconian School with an unclear
date, probably 1476.

THE MASTER OF THE
ST. BARTHOLOMEW ALTAR
Of North Netherlandish origin, training and style, the
Master of the St. Bartholomew Altar (so named after a
large triptych for the church of St. Columba, Cologne,
now Munich, Bayerische Staatsgemaldesammlungen) was
the outstanding painter active in Cologne from about 1480
to c. 1510.1 Probably born in Holland in the mid-fifteenth
century, the artist may have first been trained as a manuscript ilIumil1:ltor in Utrecht. He illustrated the HOllrs of
Sophia vatl Bylatlt, of c. 1475 (Cologne, Wallraf-Richartz
Museum), for a family in the environs of Amhem, where
his altarpiece (Amhem, Gementemuseum) for the St.
Antonius or St. Catherine Gasthuis still remains. K2II4
was probably painted for a church in Amhem, on the
Rhine ncar Cologne, just within the Dutch border, in the
diocese of Utrecht. Stange suggested that the artist was a
Carthusian monk, since three of his major Cologne commissions were linked with this order.2 Following in the
tradition of the manuscript illuminations of the North
Netherlandish Master of Catherine of Cleves, the
Bartholomew Master's art is close in style to that of
Geertgen tot Sint Jans. 3 Like the latter, the Bartholomew
Master may have been servant painter to the Order of
Saint Jolm, whose Netherlandish chapters included
Amhem, Utrecht and Nijmegen as well as Geertgen's
Haarlem.4 Several of the Bartholomew Master's paintings
were formerly thought to be by Lucas van Leyden, and
K2II4 at one time bore a false monogram of that artist.
Among the major painters of the generation before DUrer,
the St. Bartholomew Master is often designated 'the
Crivelli of the North' since his oeuvre, with its exceptionally exacting technique, is characterized by remarkable
animation, brilliant, richly decorative detail, and an unusually sharp, sculptural realization of form. He is known
to have been a designer of embroideries (Utrecht,
Aartsbisschopelijk Musea) and probably of precious
metalwork as well.

K2114 :

Figure

10

TIlE MYSTICAL BAPTISM OF CHRIST WITH FOURTEEN
HOL Y HELPERS. Washington, D.C., National Gallery of
Art (1630), since 1956. Mixed technique on oak. 41f X
671 in. (106'1 X170'5 cm.). Extremely thinly painted with
much preliminary drawing visible. Partially obliterated
inscription on banderole between head of Christ and God
the Father: HIC EST FILIUS MEUS DILECTUS IN QUO
MICHl CONPLACUI ('And 10 a voice from heaven, saying,

This is my beloved Son, m whom I am well pleased.'
Matthew 3: 17). A false Lucas van Leyden monogram was
removed before 1914. Considerable losses in paint surface
of angel at lower right foreground; abrasion in Christ and
St. John Baptist; small losses in upper arm of angel at left
foreground and in drapery of St. Elizabeth at upper right
and elsewhere. Many large and small scratches in central
foreground area, through angels at lower right and left and
over right leg of Christ. By 1954, the original oak support
had been planed down to a thickness of 1 in. and mounted
upon an oak panel
in. thick. Cradled in 1954 by
Modestini; restored by him in 1955.
Suida-S!wpley, p. 124, Cat. No. 47. Reproduced in color
in Pageant, I, p. 105.

1:

An unusually large, horizontal composition devoted to a
rare subject, K2114 shows the Baptism taking place on a
formalized, verdant outcropping in the foreground, seen
against an encircling sky and gold background.s Christ, in
three-quarter view, stands knee-deep in a small, steepsided pool of the Jordan, his hands raised in prayer. Christ
is censed by a cherub at the left. Kneeling on the right
bank, clad in a camelskin, St. John pours the vessel of
Jordan water over Christ with his right arm, his left raised
in blessing. A kneeling, praying angel, on the left bank,
wears a cope with a morse showing the Virgin and Child
enthroned and holds Christ's robe over his arlllS. Smaller
angels in the left and right foreground, clad in semiliturgical garb, celebrate the Baptism by playing the lute
and the vielle. God the Father and the Holy Ghost as a
dove appear at the upper centre. The Father wears a crown
crested with orb and cross, his robe drawn back by
attendant angels in albs and crossed stoles, each holding a
lighted taper; his arms are raised in consecration, with the
maniple of the Mass on his left wrist. He presides over the
first sacrament of the Church, Baptism, introduced by St.
John. The inscribed banderole surrounds the Holy Ghost.
The sacrament of Christ's mystical Baptism in Heaven is
witnessed by seven male and seven female saints, a variation
of those of the same sex and number customarily selected
and designated the Fourteen Holy Helpers. Their presence
may symbolize the Church (the congregation of baptized
souls), which, theologically, was wedded to Christ at the
moment of his Baptism. 6 Their semicircular disposition
suggests an architectural metaphor for the Church, presided
over by the priest above, God the Father. Kneeling in a
great crescent of blue and white clouds, against a gold
background, the Fourteen Holy Helpers enclose the
central subject. From left to right are seen: Dorothy holding a basket of roses and a single carnation; Christopher
with a staff sprouting a rose and the Infant blessing and
holding an orb; Andrew with the X-shaped cross; Jerome
in cardinal's vestments; Catherine wearing a crown and
holding the wheel and sword of her martyrdom; Augustine
raising the emblematic arrow-pierced heart and an
episcopal crozier. He wears a bishop's mitre and cope
(whose embroidered orphreys include a standing Virgin
and Child) fastened by a morse with the Throne of Grace;
Agnes holding a martyr's palm and lamb; Francis displaying the Stigmata; Lucy holding the martyr's palm, her
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neck pierced by a sword; Elizabeth of Hungary clad as a
nun, with three crowns; the Magdalen in fashionable attire,
holding the unguent jar open; a bearded Anthony Abbot
wearing a red cap and holding a crozier with a blue Tau
cross on his robe; a small Apollonia holding the forceps
and tooth at the upper right; George in armor kneeling
upon the vanquished dragon, and holding his plumed
helmet. The special grouping of Fourteen Holy Helpers
was first generally established in the fourteenth century,
but only became widespread in the second half of the
fifteenth. Each saint was responsible for some special healing or other relief, turned to in times of great need. 7 In
K21 14 only SS. George, Christopher, and Catherine belong
to the regular Fourteen Holy Helpers, although SS. Francis
and Dorothy arc occasionally included. 8 In his discussion
of the iconography of K2114, Pieper wondered whether
the Baptist should not be included with the encircling
saints as a fifteenth member, removing the configuration
from any link to the concept of the Fourteen Holy Helpers.
He finds the programme of the Baptism more Netherlandish than German in character. 9 The columbine, placed
prominently in the foreground, is linked to the outpouring of the Holy Spirit, the Trinity, the Virgin Mary,
chastity, healing, and fertility. The other flowers in the
foreground also have medicinal qualities. 10 K2114 is
especially close in style, spirit, and presumably in date, to
the same master's equally mystical depiction of Christ alld
the DOllbting Thomas (Cologne, Wallraf-Richartz Museum),
which includes similar depictions of saints and musicmaking angels. The Thomas Altar is dated close to 1500,
and was donated to tlle Cologne Charterhouse by Doctor
Peter Rinck, whose will was made in that year. Like the
Baptism, this altar refers to a large number of saints as it
was dedicated to thirteen holy figures. Other works by the
Bartholomew Master also have multiple dedications,
usually dictated by adjacent relics. Schaefer placed K2114
in the Bartholomew Master's mature stylel l ; Brockmann
emphasized Dutch and Flemish influence in the work of the
Bartholomew Master while proposing a date in the 14S0S
for K2114, relating the depiction of St. Dorothy to the
Madolllla with the Carthusian (von Schnitzler col1.).12
Reiners saw it as earlier than the Thomas Altar, which he
described as a later, more successful work13 ; Ring cited the
Arnhem provenance of K2114 as evidence for the North
Netherlandish origin of the master. a Her argument, which
originated with Friedlander,15 has been further substantiated by Steingraber1G ; Boon accepted the Arnhem
origin of the Kress panel, and expanded these views in
196117; vom Rath related K2114 to the Bartholomew
Master's Crtlcijixioll Altar of c. 1501 (Cologne, WallrafRichartz Museum), because of a similar censing cherub in
both. He dated the Mystical Baptism between 1499 and 1501,
placing it later than the Thomas Altar (c. 1499), which he
viewed as more conservative than K2114. 18 Stange
designated the Mystical Baptism a major work by the
Bartholomew Master, dating K2114 in the mid-Sos, and
suggesting a special journey to the Netherlands for its
execution.10 Pieper followed vom Rath's placement of
K2114 near the Thomas Altar.20 In 1959, he was more
tentative about the 1500 date for K2114 and its location
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between the Thomas and CTIICijiXiOIl Altars. He reconsidered Stange's dating of the Mystical Baptism several
years before tlle Thomas Altar and proposed a date of
c. 1495. He pointed out that K2114 was a single panel
without wings, intended for a specific site where the
unique thematic combination of the Baptism with the
Fourteen Holy Helpers would have been appropriate. 21
The same scholar believed K2114 to have been painted
while the Bartholomew Master was still resident in the
Netherlands, viewing it as a forerunner of the baroque
style of the Thomas Altar.22 Pieper pointed out that the
Baptist and music-making angel in the Bylallt HOllrs
(Wallraf-Richartz Museum, p. 150) on the page dated 1475
with the portrait of the owner's deceased husband Reynalt
van Homoet resemble the same figures in the Mystical
Baptism. 23 In the same publication Vey placed K2II4 after
the Thomas Altar, which he dated 1490-1500, but most
likely 1495-1500.2<1 Wallrath dated K2II4 before the
Thomas Altar on the basis of the armor style in both,
placing the latter c. 1495 and implying a date of c. 1490 or
earlier for the Kress panel.25 Walker (pp. 110-11) placed the
panel c. 1500. Arguments for a date close to 1500 may be
supported by the increasing popularity of the half-length,
vignetted holy figure in the last decade of the century in
the graphic arts. 2G The painting was listed in the Bryas
Sale (see Provenance) as coming from the Cathedral of
Arnhem. However, Arnhem, in the diocese of Utrecht,
could not have had a Catholic Cathedral. The most
prominent religious 'institution in Arnhem, the Order of
St. John, was established there c. 1310.27 The Order,
closely connected with extensive art patronage in the
North Netherlands, probably commissioned K2II4 for the
High Altar of its church, the Sintjanskerk or Groote Kerk,
dedicated to the Baptist and the major church in Arnhem.
Rebuilt after a fire and re-dedicated in 1470, the church
was torn down in IS17. 28 The Mystical Baptism may have
been given by Johan van Hatstein, Commander of the
Order from 14S6 to 1497.20 It is a major work by one of
the most brilliant masters active in Northern Europe ill the
later fifteenth century.

PrOVellallce: Count Jacques de Bryas, Paris (sale, Paris,
Hotel Drouot, Catalogue des Tableaux Anciells ..• Provenattt
de la collection de M. Ie Comte Jacques de Bryas, 6 Feb. 1905,
p. II, Cat. No. 20, 'Cette oeuvre, du plus grand caractcre,
et dans Ie plus admirable ctat de conservation, provient de
la catllcdrale d' Aarnheim, edifice gothique qui fut au
XVlI c siecle desaffectc du culte catholique'. Purchased by
Kleinberger). Richard von Kaufmann, Berlin, exhibited AlIsstellung VOII Werkell alter KUllst. AilS dem Privatbesitz
VOII Mitgliedem des Kaiser Friedrich-Mllsellms-Vereills, May
1914, Cat. No. 92, as lent by Frau von Kaufmann. (Sale,
Berlin, Die Sammlllllg Richard VOII Katifmann, 4 Dec. 1917,
No. 132, at Paul Cassirer, catalogue by M. J. Friedlander.
Purchased by O. Henkell.) O. Henkell, Wiesbaden, 1915.30
New York, Rosenberg and Stiebel. Kress acquisition 1955.
References: (I) For recent biography, see K. G. Boon, 'Der
Meister des Bartholomausaltares: Seine Herkunft und der
Stil seiner Jugendwerke', pp. 13-19, and Paul Pieper, 'Der
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Meister des Bartholomausaltarcs', pp. 20-43, both in
KaIner Maler der Spiitgotik (Catalogue prepared by Rolf
Andree, Helmut R. Leppien, and Horst Vey, WallrafRichartz Museum, Cologne, 25 Mar.-28 May 1961).
Hereafter referred to as KaIner Maler, 1961. (2) Stange, v,
p. 72. (3) See Frans Diilberg, Die Leydener Malerscllllle,
Berlin, 1899, p. 39. (4) See E. A. van Beresteyn, Gesc11iedenis der Johatmiter-Orde in Nederland tot 1795, Part 2,
Vall Gorcutll's Historisclle Bibliotheek, 1934, pp. 63-8. For
Geertgen and the Haarlem Commandery, see James E.
Snyder, 'The early Haarlem School of Painting', 2, Art
Blilletill, LXII, 1960, pp. I13-32, 125-6. (5) See Reau, II, 2,
pp. 295-304. (6) For the Antiphon for Lauds on Epiphany;
see Isa Ragusa and Rosalie Green, ed., Meditation 011 the Life
ojClzrist, Princeton, 1961, p. 47, pp. I14 ff. For the standard
fourteen saints: Achatius, Giles, Barbara, Balsius, Christopher, Cyriacus, Denis, Erasmus, Eustachius, George,
Catherine, Margaret, Pantaleon, Vitus, see: Joseph Braun,
S.J., Der christliche Altar ill seiner gesclliclltlicllell Entrvickllltlg,
II, Freiburg-im-Breisgau, 1924, pp. 494-565; Karl KiinstIe,
Ikollograpllie der christliclzell KIIIISt, II, Freiburg-im-Breisgau,
1926, pp. 469-74; Georg Schreiber, Die vierzellII Notltelfer
ill Volksfralllmigkeit twd Sakralkllltlir. SYlllbolkraft mId
Hemcltaftsbereicll der Wallfahrtskapelle vorab ill Frallken
IIl1d Tirol, Innsbruck, 1959, Schlern-Schriften, No. 168;
Ferdinand Geldner, NotheIferverehrullg vor, nebell tllld gegell
Vierzelmheiligell, In: 89. Bericht des Historischell Vereills
Bamberg, Jg. 194 8, Bamberg, 1949, pp. 36-47. Special
Masses for the Fourteen Holy Helpers were printed in the
Cistercian prayer book of Johann Priiss (Strassburg). St.
John Baptist was added to the Helpers in fourteenthcentury England (p. 38) and Masses were printed for
Fifteen Holy Helpers in the later fifteenth century (p. 43).
Arnhem, in the Diocese of Utrecht, may have followed
tIle Mass for Fifteen Holy Helpers printed for that diocese
in Leyden in 1514; Saint Magnus was added to tIle conventional group (p. 39). (7) Schreiber, op. cit., p. 30 £
(8) J. Braun, Tracht tIIld Attribute der Heiligell ill der deutschen
Kunst, Stuttgart, 1943, col. 197. (9) See also P. Pieper, 'Das
Stundenbuch des Bartholomaus-Meisters', Wallraj-RicllartzJaltrbllch, XXI, 1959, pp. 97-158, p. 156, and KaIner Maler,
1961, p. 27, who points out that the Fourteen Holy
Helpers relate to the Passion and Salvation - implied by
St. Francis's Stigmata and the Magdalen's ointment jar.
(10) For the columbine, see Rolf Fritz, 'Aquilegia: Die
symbolische Bedeutung der Akelei', WallraJ-RiclzartzJahrbucll, XIV, 1952, pp. 99-IIO; Ingo Krumbiegel, 'Die
Akelei (Aquilegia). Eine Studie aus der Geschichte der
deutschen Pflanzen', Janus. Archives intemationales pOllr
l'Histoire de la Medecille et la Geographie Medicale, Mar.Apr. 1932, pp. 71-92; Robert A. Koch, 'Flower Symbolism
in tIle Portinari Altar', Art Bulletin, XLVI, 1964, pp. 70-7.
(n) Karl Schaefer, Gescllicllte der kbmer Malerscllllle,
Liibeck, 1923, p. 19. (12) Harold Bockmann, Die Spiitzeit
der kalner Malerscllllle: Der Meister von St. Severin tllld der
Meister der Urslilalegende, Bonn and Leipzig, 1924, p. 53.
(13) Heribert Reiners, Die Kalller Malersclltlle, Bonn and
Leipzig, 1925, p. 182. (14) Grete Ring, 'Die Gruppe der
heiligen Agnes', Otld-Hollalld, LVI, 1939, p. 39. (15) M. J.
Friedlander, 'Neues iiber den Meister des BartIlOlomaus-

Altares', WallraJ-Ric11artz-Jahrbuch, III-IV, 1926-27, pp.
174-82. (16) Erich Steingraber, 'Ein neu entdecktes Werk
vom Meister der Bartholomausaltarcs', WallraJ-RichartzJallTbtlcll, XXXVI, 1964, p. 224. (17) K. G. Boon, 'Eenige
opmerkinge naar aanleiding van vroege nederlandsche
Schilders', Oud-Holland, LVII, 1940, p. 98. (18) Karl vom
Rath, Der Meister des Bartholollliills-Altares, Bonn, 1941,
p. 58. He repeated this opinion in Thieme-Becker, XXXVII,
p. 35, where he dated K2II4 C. 1500. (19) Alfred Stange.
German Painting XIV-XVI Centtlries, London, 1950, p. 25;
Stange, V, p. 66. (20) P. Pieper, 'Miniaturen des Bartholomaus-Meisters', Wallraj-Richartz-JallTbllch, XV, 1953,
pp. 135-56, p. 154. (21) Pieper, 1959, op. cit. Note 9 above.
p. 155. (22) Pieper in KaIner Maler, 1961, p. 27. (23) Ibid.
(24) Vey in KoIner Maler, 1961, p. 91. On p. 86, Vey
suggested a date of1490-1500forK2II4. (25) RolfWallratIl,
'KaIner Maler der Spatgotik .. .', KtinstcllTonik, XIV, 1961,
pp. 149-60, p. 155. (26) Outstanding examples are the
many pages in the Hartmann Schedel Liber Citron ica TIl III ,
Nuremberg, 1493, and the two Heiltlllllbiiciter printed in
the same city by Hans Mair and Hans Sporer in the same
year, including depictions of the Fourteen Holy Helpers.
(27) Beresteyn, op. cit., p. 63. (28) Ibid., pp. 63-4. (29) F. A.
Hoefer andJ. S. Van Veen, 'De Commanderei en der Orde
van St. Jan in Gelderland', Gelre. Vereelliging tot Beojening
van Geldersche Gescltiedellis, Olldlteidkllllde ell Mededeelingen,
XIII, pp. 277-332, pp. 286-96, 'De Commanderei van
Arnhem'. A topographical view, showing the cllUrch, is
reproduced on p. 287. The altars are listed on p. 288. The
church appears to have been turned over to Protestants in
1808 (p. 294). Should K2II4 not come from the St.
Janskerk, it may have been painted for the Eusebiuskerk
or for the fourteenth-century St. Walburgiskerk, which
has a baptismal chapel. The panel may have been in such a
chapel or near the north door (close to the font) of the
church. See Ktlnstreisboek voor Nederland, Amsterdam,
1965, pp. 188-92; R. Steensma, Vroolllheid in hOllt en steen,
middeleelllvse Kerken ill Noord-Nederland, Baarn, n.d., p. 25,
for location of baptismal fonts. (30) 'Kunstmarkt Verstcigerungen', Der Cicerolle, x, 1918, p. 26.

TYROLEAN MASTER, c.

1500

K1878 is tIle work of an artist active in Allgau, a region now
divided between South-eastern Germany and Austria.
While a brilliant colorist and a master of calligraphic.
decorative line, the painter reflects a provincial, conservative tradition and a certain lack of originality, shown
by his dependence upon print sources for several of his
figures. l

K1878 : Figure 9
THE LAST JUDGMENT. San Francisco, California, M. H.
De Young Memorial Museum (61-44-32), since 1955. Oil
on canvas on pine, mounted on cradled mahogany panel
by Modestini in 1954. 57i X34i in. (146.4 X87·3 cm.). The
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opening of a join through the left arm of St. John Baptist
and smaller splits and losses have necessitated some inpainting. KI878 was originally in an elaborate engaged
frame, whose removal after 1906 may have caused some
damage along the edges, especially at the top. Also removed was the depiction of a bishop saint with a kneeling
donor at his feet, painted on the back of K1878, described
as a work by another hand. 2 The canvas does not extend
to the top of the panel, stopping just above the innermost
line of Christ's halo. Cleaned and in-painted by Modestini
in 1954. Generally well preserved.
Sail Frallcisco, 1955, p. 78.

K 1878 depicts the Last Judgment, 'When the Son of man
shall come in his glory, and all the holy angels with him,
then he shall sit upon the throne of his glory' (Matthew
25: 31).3 Shown in regal red, against a gold background
incised with a textile pattern, Christ appears as Judge
(Revelation 20: 11-15) enthroned in a mandorla surrounded
by a multitude of minute red music-making figures, with
the orb of worldly dominion at his feet. The lily of
Misericordia (shown as an iris)4 is to the left of his head on
the side of the Saved; the double-edged sword ofJustice is
on the right - the side of the Damned. Christ's right arm is
raised heavenward, blessing the Saved, his left points down
toward Hell. An angel in each upper corner holds two
Signs of the Passion: the Scourge and Column of the
Flagellation at the left, the Cross and Crown of Thorns and
the nails at the right. The Virgin5 and St. John Baptist are
shown kneeling in a landscape setting in the foreground as
intercessors for mankind, symbolized by diminutive figures.
An angel at the lower left and another below the mandorla,
facing left, trumpet the moment of salvation to two small
male figures at the left and center foreground. They rise
from their graves while a desperate female figure heads
leftward to Hell. Another woman is in the devil's clutches
at the upper right. Buchner first discovered that K1878 is
the central panel of a Last Judgment triptych whose
wings, each sawed in two, are in the Ruzicka Stiftung
{Zurich).6 For a photographic reconstruction see Text
Fig. 2. 7 The four Zurich sections all measure 61·5 X39·5 cm.
The upper left and right sections of each wing show six of
the Apostles seated in the clouds, with a gold background
like that of K1878. The lower left panel depicts St. Peter
at the Gates of Heaven welcoming the Saved and the
lower right a Boschian vista of the Damned in Hell; the
demons are copied from those in Schongauer's Temptation
of St. AllthollY (n.IO).8 KI878 probably functioned as an
epitaph or commemorative altar for the kneeling donor
formerly shown on the back. 9 The garb of the Lansquenets
at the upper left of the Hell scene points to the possibility
of a date in the earliest years of the sixteenth century.

Provellance: General von Fabricius, Kiev (Sale, Berlin,
Rudolph Lepke's Kunst-Auktions-Haus, 4 Dec. 1906,
p. 10, Cat. No. 77, pI. II, listed as 'Alt-niederlandisch. XVI
Jahrhundert'). Unknown Berlin owner c. 1913. Ramon
Penn, Contoocook, New Hampshire, c. 1936, lent to the

II

Busch-Reisinger (Germanic) Museum, Harvard, 1936-38,
as Rhenish, fifteenth century. New York, Julius H.
Weitzner Gallery. Kress acquisition 1952.

Referellces: (I) Alfred Stange ('Einige Bemerkungen zur
allgauischen Malerei um 1500', Festschrift Dr. h. c. Edllard
Tralltscholdt, Hamburg, 1965, pp. 148-51) has regionalized
the activity of the Master of K1878 in the Allgau on the
basis of stylistic correspondence between K1878 and an
Armt oj Christ (Kreuzlingen, Collection H. Kisters). The
latter was originally at the cloister of Ottobeuren (which
is in the Allgau). Sold in the early nineteenth century, it is
recorded in the Bavarian state collections inventory of 1822
at Schleissheim Inv. No. 1264, auctioned in 1852, later
owned by Kuppelmayer (Munich, 1896, No. 1006). Like
K1878, the Arrest oJ Christ has been attributed to an Upper
Rhenish or North German master, but Stange believes it
to have been painted in the environs of Ottobeuren. The
figures of St. Peter in the Kisters panel and in the lower left
wing of the Last Judgment triptych correspond so closely
that both panels must clearly be by the same hand. Stange
dated the former c. 1480-90 and the latter c. 1500. Buchner
enlarged the oeuvre of the master of K1878 to include a
St. Andrew Crllcified, surrounded by an adoring throng
(Nuremberg, Germanisches Nationalmuseum, No. 1192)
ascribed to an Upper German master active c. 1500 (Satl
Francisco, 1955, p. 78). (z) Fabricius Sale catalogue, Berlin,
1906, p. 2. (3) Reali, II, 2, pp. 728-57. (4) The iris and lily
were interchangeable in the late Middle Ages. See Robert
A. Koch, 'Flower Symbolism in the Portinari Altar', Art
Bulletill, XLVI, pp. 70-7, p. 75. (S) Larsen traced the pose of
the Virgin to that of the early fifteenth century Last
Judgmellt from Diest (Brussels, Musees Royaux des BeauxArts) in 'The Samuel H. Kress Collection at the M. H. De
Young Memorial Museum, San Francisco', Apollo, LXI,
1955, pp. 173-7, p. 174. Many other representations of the
subject could have afforded the artist of KI878 motifs for
this painting since most depictions of the theme are
narrowly based on medieval forms. (6) Buchner quoted in
Sail Frallcisco, 1955, p. 78. The Swiss panels were published
in Gemiilde der Ruzicka StiftUllg, Ausstellllllg im Ziircher
KllIlsthaus. Dec. 1949-Mar. 1950, Cat. Nos. 44-7, figs.
XLIX-L, p. 24, as by an Alsatian Master, c. 1480. W.
Hugelshofer was quoted as saying that the four panels
were originally the inner and outer wings of a triptych.
The wing panels were purchased in 1940 from the Zurich
dealer Albin Neupert, who had purchased them from three
different collections; the left Apostle panel came from the
Schonenberger Collection, Frankfurt. (7) A photographic
reconstruction was published by Stange, op. cit., p. 274,
fig. 97. (8) The unusual presence of St. Florian (in the form
of a statue) to the left of the Gates of Heaven, included
since he extinguishes flames, provides some further
evidence substantiating Buchner and Stange's attribution
of KI878 to a Tyrolean painter, since this saint was
especially venerated in that region. (9) The LastJudgment,
the ultimate act of Justice, was a popular late medieval
subject for courtrooms; KI878 may possibly have been
placed in a juridical setting.
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SOUTH GERMAN MASTER, c. 1485
KI593 : Figure 2
YOUNG MAN IN A RED CAP. Portland, Ore., Portland
Art Museum (61.47), since 1952. Oil on parchment on
panel. 13 x91 in. (33.0 X24·2 em.). The number 25 (or 27
or 29) inscribed at the upper left corner. Some restoration
in face; cradled in 1948; restored in 1953 following damage.
The sitter was initially planned to have a more aquiline
nose, larger mouth, and more vigorous expression.
Portlalld, 1952, p. 56, Cat. No. 23.
This depiction of a man in his later twenties is generally
consistent with the portrait conventions of the second half
of the fifteenth century. Shown in three-quarter view
against a green background, the sitter looks to the left
through a trompe-l'oeil window frame, his red hat extending to the upper inner edge. The right hand grasps the end
of a red chaperoll - a turban-like headdress hanging over the
shoulders, often worn as a sign of official appointment. l
The hair style and loose lacing of the undertunic collar
suggest a date of c. 1485. The sitter wears a segmented
pomander on a string.2 According to Max J. Friedlander
the painting is by a South German, probably Tyrolean
artist, active c. 1490. He read the numerals as 29.3 This view
was tentatively followed by Buchner." Portraits of this
kind are often found in Swabia as well as the Tyrol. KI593
may perhaps be a late fifteenth-century replica on parchment after a slightly earlier panel painting. Its poor state of
preservation and lack of stylistic distinction preclude more
specific attribution.

Provellallce: Graf von Enzenberg, Schloss Trotzberg. 5 New
York, Paul Drey Gallery. Kress acquisition 1948, exhibited
- Brooklyn, N.Y., Exhibition of Europeall Art, 1450-1500
Presetlted by the Rockefeller FOlllldatioll, Illtems ofthe Brooklyn
Musefllll, 8 May-8 June 1936, Cat. No. 41, pI. 41, as
Tyrolean Master, late fifteenth century. Andover, Phillips
Academy, Addison Gallery, Art of the Past, Cat. NO.7.
Kansas City, Kansas, William Rockhill Nelson Gallery,
Sevelltlz Alllliversary Exhibitioll, 1940, Cat. No. 59.
Referellces: (I) A related pose is seen in Castagno's Portrait
of a Mall (Washington, D.C., National Gallery of Art).
(2) See Erich Steingraber, Alter Scllllluck, n.d., p. 81, fig.
126, for a similar Rhenish example, C.1470, Munich,
Bayerisches Nationalmuseum. (3) Letter of 17/n/28, Kress
Archive. (4) Ernst Buchner, Das deutsclze Bildllis der
Spiitgotik ulld der Jriilzell Diirerzeit, Berlin, 1953, fig. 132,
p. 119. He read the numbers as 25. (5) According to Drey
brochure.

ALBRECHT DURER
Albrecht Durer was born in Nuremberg on 21 May 1471;
he died there on 6 April 1528. He was the son of a goldsmith who first trained him in that craft. He was then
apprenticed to the Nuremberg painter Michael Wolgemut
for about three years, starting on 30 November 1486. His

travel years began in 1490; Durer visited Colmar, Basel.
and probably Strassburg in 1494, returning to Nuremberg
in the same year, when he married. He left for Italy later
in 1494, residing in Venice and traveling elsewhere in
Northern Italy. Returning to Italy for a second time in
1505, he is recorded in Venice between 1506 and 1507 and
his Italianjourney may have included Florence and Rome.
He went back to Nuremberg in 1507. He journeyed to the
Netherlands in 1520-21. Durer's extensive travels and
humanistic associates placed him in closer contact with
classical and renaissance art than almost any of his fellow
painters. In addition to multitudinous activities as painter,
engraver, water-colorist, woodcut-maker, etcher, publisher, pageant master, and court artist, he wrote extensively
on art theory, proportion, perspective, and military
engineering. The most brilliant of graphic artists, Durer's
masterly prints and drawings and some of his paintings
brought together the Northern European and Italian arts
of the late fifteenth and early sixteenth centuries, influencing artists of both of these areas by acquainting them
with one another's achievement and heritage. l

Reference: (I) See Erwin Panofsky, The Life and Art of
Albrecht Diirer, 3rd ed., Princeton, 1948; Hans Tietze and
Erika Tietze-Conrat, Kritisclzes Verzeiclmis der Werke
Albrecht Diirers, I, Augsburg, 1928, II, Basel and Leipzig,
1937-38; Hans Rupprich, Diirer, Scllriftlicller Nachlass,
Berlin, 1956-69, I-III. Matthias Mende, Diirerbibliographie
Bibliographie der KUllst ill Bayem, Special Volume, Wiesbaden, 1971, nos. 1407, 1409-11, 2239, 2598-99.

KI835A (recto) : Figures 12, 13
MADONNA AND CHILD. Washington, D.C., National
Gallery of Art (1099), since 1951. Oil or mixed technique on
panel (lime?).l 20tt XI6!in. (52.6 X42·9cm.). Painted area:
191 X lsi in. (50.5 X4o·0 em.). Coats of arms at the lower
left and right foreground, the blazoning of the former:
Gules a giron argent voided sable from the dexter moving
to touch the opposite side of the shield. Crest: the bust of
a Moorish woman, the hair braided, dressed in red with a
red and silver wreath in the hair and a gold earring. The
mantling is gules and argent. 2 They belong to the Nuremberg family Haller von Hallerstcin.3 The arms in the lower
right corner, supported by a wild man, cannot be traced,
possibly owing to incorrect overpainting added later in the'
sixteenth century." Abrasion in cheeks of Virgin; very
small loss in masonry section of window at left, parallel
with top of Mary's head; generally extremely well
preserved. Restored by Modestini in 1950.
Suida, pp. 190-2, Cat. No. 84. Reproduced in color in.
SeYlllollr, pI. 73.

KI835B (verso) : Figures II, 14
LOT AND HIS DAUGHTERS FLEEING SODOM AND
GOMORRAII. Washington, D.C., National Gallery of Art
(1099), since 1951. Oil or mixed technique on panel (lime?).
20H X16! in. (52.6 X42·9 cm.). Painted area: 191 XIS! in.
(50.2 X4o·0 cm.).5 Inscribed on rock at left center: AD
[monogram] (Text Fig. 3). According to Buclmer, this is.
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an autograph, unique, early form of Diirer's monogram,
c. 1496, which is related to that on his engraving Madonna
with the LOCl/st (n.44).6 Many small losses in sky area and in
daughters' faces; signs of extensive worm-tunneling. 7
Suida, pp. 190-2, Cat. No. 84. Reproduced in color in
Seymour, pI. 74.

KI83S A
The Virgin and Child are seen slightly from below, in the
corner of a rich domestic interior, with a red hanging
behind them. An opening at the left shows an Alpine view,
a leaded aperture is at the far right. Mary, enveloped in
brilliant blue, stands behind a great ledge holding up the
nude Child, whose foot rests upon a cushion on the ledge.
His right arm plays with her tresses, his left holds an apple
away from her. Her brooding, reflective demeanor points
to the Passion, as does the elaborate marmoreal setting,
which suggests that of the Entombment. Christ's apple
intimates his role as the New Adam; his awkwardly
raised leg the first step toward Calvary; the enclosed
garden to the left, Mary's purity.8 This composition with
its symbolic references was popular throughout Europe in
the fifteenth century, especially in Flanders and Northern
Italy. 9 Related pietistic subject matter in less Italianate form
was employed by Diirer for the altar ordered by Frederick
the Wise in 1496 (Dresden, Gemaldegalerie). KI83S was
understandably misattributed to Bellini when it first became known in 1932, as the brilliant contrast of red and
blue and the monumentality of the central group together
with the architectural setting suggested the art of Northern
Italy, especially tllat of Montagna and Giovanni Bellini
(painters who influenced the young Diirer).l0 Buchner
noted the availability of North Italian art to the young
Diirer in the region between Venice and Nuremberg.l l
The Tietzes discussed the influence of Schongauer's engravings (especially n.29) and stressed the special importance
of Antonello da Messina's Venetian altarpiece known as the
Pala da San Cassiatlo (Vienna, Kunsthistorisches Museum)
for the genesis of the Madonlla and Child. They related the
landscape elements ofKI83SA to several of Diirer's works
of the 1490s.12 Friedlander suggested a date between 1498IS02 for the recto, placing its execution between the dates
of Diirer's two Italian journeys, with the possibility tllat
Jacopo de' Barbari may have contributed to its Italianate
qualities. He noted the similarity of the enamel-like
technique and the identical size of both KI83SA and Diirer's
Self-Portrait of 1498 (Madrid, Prado), relating the manner
of Christ's holding the apple to that of Eve in the engraving
of IS04 (n.I).13 Buchner, describing the recto as one of
Diirer's most original and noteworthy Virgin and Child
compositions, dated it close to the Wittenberg Adoration
of the Magi (Florence, Uffizi) of IS04 and the Adam and
Eve (n.l).14 Waetzoldt believed K183S to have been
executed during Diirer's second Venetian stay (lso6-7).15
The Tietzes dated both the front and back of the panel
1497-98.16 Panofsky suggested a date of 1498/9 for the
Virgin alld Child, contemporary with the Prado SelfPortrait (1498), noting the combination of a Flemish
scheme with Italianate monumentalityP Winkler char-
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acterized the recto as Diirer's most beautiful half-length
Madonna.18 SlIida (p. 192, Cat. No. 84) dated KI83SA and n
c. 1497/8. Musper, following Tietze, cited Schongauer
(n.20) as a major influence, and grouped the Madolllla alld
Child with works done in 1497.19 Seymour (p. 210)
suggested a date of 1497/8. Diirer's aspirations toward
Italian art as evidenced by the Madolllla and Child were
stressed by Longhi, who placed tile panel prior to the
painter's second Italianjourney when his goals were more
fully realized. 20 Liidecke proposed a date of 1496-1S00,
noting qualities of pathetic realism characteristic of this
period. 21 Walker (p. II4) followed Buchner's views placing
K183SA after IS04, reflecting the Adam and Eve (n.l)
engraved in that year. Winzinger dated both sides c. 1496.22
Grote gave a date of 1497 for the Madolllla and Child, the
year when Diirer is believed to have done a watercolor
of the village where the Haller family (whose arms are at
the lower left OfKI83SA) owned property. He thought the
painting was on an altar in tile Haller family chapel, and
executed after the Dresden Altar (Dresden, Gemaldegalerie).23 Broadley (p. 20) described both sides as executed
before Diirer's first Venetian trip. The Summary Catalogue
(p. 4S) dated K183SA and n c. IS0S. Benesch regarded a
watercolor showing a half-length Virgin and Child
leaning over a book, in a niche (Cologne, WallrafRichartz Museum), as a preparatory study for KI83SA.ZJ
The panel was described by Mende as the most Italianate of
Diirer's works, dating around the time of his first Italian
journey, citing the BagliO a Cavallo Madonna (Bagno a
Cavallo, Capuchin Monastery) and the Madonna ofthe Alps
(Schweinfurt, Otto Schaefer) as other contemporary
Italianate works.25
Friedlander's initial dating of c. IS00 for the Madonna and
Child seems the most advisable, but the possibility of an
execution closer to ISOS cannot be excluded owing to
numerous correspondences witll tile woodcut Life of the
Virgin series (n.77-B.9S), all but two of which were completed in that year. It is tile most dramatic example of the
impact of Venetian Renaissance art upon that of the North
and presents an unusually suave, mannered aspect of the
young Diirer's art.

KI83SB
The verso depicts Lot leading his downcast daughters
through a rocky yet verdant landscape from Sodom and
Gomorrah. The cities are seen burning in tile distance,
following the characterization in Genesis 19: 28 as resembling 'the smoke of a furnace', represented in much
the same way as the fiery vista of Babylon in the background of Diirer's woodcut Apocalypse (n-73) of 1498. Lot
is at the right, holding a basket of provisions, a staff with a
canteen over his shoulder. He wears what was regarded at
the end of the fifteentll century as Near Eastern (Turkish)
garb. The daughter in the middle holds a coffer, a distaff
and spindle, and a staff with a sack; tile daughter at the left
balances a bundle on her head. Lot's wife is seen from the
back, in the middle distance, witnessing the cities' destruction. God's delivery of the righteous Lot and his family
had long been interpreted as a prefiguration of Christian
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salvation. In the SpeCIIlul/I Humallae Salvatiollis and in the
Biblia Pauperulll this subject anticipates that of Christ in
Limbo, indicative of both God's mercy and deliverance. 2G
The young Durer probably understood the subject in its
later interpretation, where the preservation of Lot's family
was narrowly linked to the Last Judgment, with the
salvation of the just and damnation of siIUlers.27 The front
and back of KI83S are in thematic accord as both clearly
refer to Redemption. If the young artist always intended
to paint a Virgin and Child on the other side of the Lot, his
initial project for the Mother and Son was perhaps more
Gothicizing (as suggested by Benesch). Its present appearance may be modified by North Italian influence
following Durer's return from Venice. Painted versi other
than altar wings are extremely unusual in Durer's oeuvre,
although they are often seen on the back of contemporary
portraits.28
Friedlander pointed out the close relationship of the Lot
landscape to that of the Whore ofBaby loti woodcut from the
Apocalypse of 1498 (B.73), and to the drawing of a cliff
(formerly Bremen, Kunsthalle) of c. 1497, placing KI83SB
in the same year or shortly thereafter. Commenting on the
problem of dating both sides of KI83S, Friedlander,
elthough at first inclined to place the verso earlier than the
recto, suggested that both are contemporary, the seeming
stylistic differences due in part to varying techniques,
contrasting the enamel-like surface of the Madonlla alld
Child to the almost watercolor character of the probably
very swiftly executed Lot and his Dallghters. 29 Buchner
proposed a date between 1496 and 1498 for KI83SD,
inclining toward 1496/7 in view of Durer's assumption of
the classical monogram (very different from that of
K183SD) after 1497.30 The Tietzes, citing several examples
from Durer's prints, paintings, and drawings of 1497-98,
dated KI83SA and D in those years. 31 Panofsky viewed
KI835B as definitely earlier in date than the recto.32 Suida
(19S1, p. 192) felt that both front and back may have been
painted in 1497/8. Winkler dated Lot alld his Daughters
c. 149S, executed within the same months as the engraved
Pellitent St. Jerome (B.61). He implied that the verso predated the recto. 33 Broadley (p. 22) dated KI83SD as contemporary with the front, seeing it as part of a small
domestic altarpiece, executed shortly before his first
Venetian trip. Stange suggested a date of c. 1498 for the
back, relating it to a Durer panel from the early 1490s.34
Winkler related the style OfKI83SD to that of early German
book illustration. He contrasted the northern character of
the Lot with the Italianate, Bellinesque aspect of the recto.3S
The landscape style of K183SD was related by Longhi to
that of Durer's Madolllla of the Alps (Schweinfurt, Otto
Schaefer collection), which he dated c. IS05-7, during the
artist's second journey.36 The technique of K183SD was
mistakenly described by Benesch as 'transparent watercolor'. He dated it as contemporary with the Apocalypse
of 1498.37 The Lot has been tentatively attributed by Walter
Strauss to the young Albrecht Altdorfer. He suggested that
the monogram could be read as a double A, modeled by
Altdorfer on an early form of Diirer's in just the same
fashion as Altdorfer based his mature monogram upon a
more advanced one of Diirer's.38 Nothing is known of

Altdorfer's art prior to c. IS02; K183SB does not correspond
stylistically with Altdorfer's first surviving works. It has
also been proposed that the Lot might be an addition of
c. ISI0-20 by an adherent of the Diirer circle, such as von
Kulmbach or Schauffelein, working in an approximation
of the master's earliest maIUler.
Although less adroit than the bulk of Diirer's oeuvre,
K183SD falls within his very early style, datable in the mid1490s.39 It is comparable to Diirer's rare book illuminations, such as the title-page of the Theocritus Opera (Aldus
Manutius, Venice, 149S) painted by the young artist for
his friend Willibald Pirckheimer.40 Aspects of the composition and figure style of K183SB recall Schongauer's
engraved Peasant Family Goillg to Market (B.88), dated
shortly after 1470.41 Diirer was eager to study under the
older master, coming to his home in Colmar in 1492,
shortly after Schongauer's death.42 The landscape sections
of the Lot alld his Dallghters are very close to that of a Saillt
Christopher (formerly at Dessau, Museum), probably a
very early panel by Diirer. 43 Unless one presupposes that
the lost frame OfK183S may have had the artist's signature,
it is curious that the latter should only have appeared in
such a modest, relatively obscure location on the verso,
where its placement suggests that the project may have
been set aside to be resumed at a later date. The only
generally accepted work ofDiirer's (otller than some of his
portraits) not to be signed on the recto is the Dresden Altar,
ordered in 1496 (Dresden, Gemaldegalerie), which is,
significantly, from two different periods: the central panel
c. 1496/7, and the wings added about IS03/4.44 A similar
hiatus may partially explain the disparity between the front
and back of the Kress panel which shows a brooding
Bellinesque formality on one side and a Northern narrative
treatment on the other. The forceful, almost iconic severity
of the Madonua and Child, with its austere, somewhat
classical associations - especially the Cupid-like childprovides eloquent testimony to Diirer's assimilation of
North Italian art of the quattrocento. Together with the
naturalistically rendered, graphic verso, the panel provides
unique insight to the formation of key components of the
great master's art. That Diirer's important Italianate
Medolllla alld Child was well known to his atelier in
tlle early sixteenth century is documented by Hans
Schauffelein's woodcut of the Holy Family (Geisberg 1048,
Bartsch 13), where the clumsy insertion of a Joseph at the
lower right, offering Jesus an apple, necessitated some
modifications of K183SA's composition.

Provellallce: Possibly Willibald Imhof the Elder, by IS73. 45
Possibly Paul von Praun, by 1778 until c. 1801.4G Colonel
Charles a'Court-Repington (1858-192S) Amington Hall,
near Tamworth, Warwickshire, sold to Mrs. Phyllis Loder.
London, Mrs. Phyllis Loder, sold 1932 (London, Christie's,
Catalogue of Pictures by Old Masters. The Property of Maurice
Ruffer Esq. alld others, 29 Apr. 1932, p. II, Cat. No. SI, as
Bellini, listed with a group of paintings from 'different
properties'). According to aIUlotated catalogue of FARL,
Lot SI at the Christie sale was purchased by Vaz Dias.
Lugano, Switzerland, Baron Dr. Heinrich von ThyssenBornemisza (StiJtullg Sal/ll/llullg Schloss Rolzollcz, 1937,
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part I, p. 47, Cat. No. 127, as the Madollna Thyssell,
catalogue by Rudolf Heinemann). New York, M. Knoedler
and Co. Kress acquisition 1950.

References: (I) Friedrich Winkler, Albrecht Diirer, Lebell ulld
Werk, Berlin, 1957, p. 77, described the teclmique as oil.
Ernst Buchner, 'Die sieben Schmerzen Maria .. .',
Miillcllller Jahrbllch der bildelldell KUllst, n.s. II, 1934-36,
pp. 251-70, p. 262, identified the panel as limewood. (2)
J. B. Rietstap, Armorial Gelleml, 2nd ed., Gouda, 1884-87,
I, p. 876. These arms were granted to the family in 1433.
An addition was made in 1528 in the form of the quartering
of the extinct Hallerstein family. The arms here would
therefore have been put on before that date (1528). See A.
Siebmacher, Wappetl bllcll, NUrnberg, 1856, II, part I,
p. 68, pI. 36. (3) Max J. Friedlander ('Eine unbekannte
DUrer-Madonna', Palltheoll, VII, 1934, pp. 321-4, n. I)
quotes von Botzheim and von Haller that the Haller
family arms as shown in KI835A were those of the family
prior to 1521. They also seem to suggest that the arms
belonged to the donors of the painting intended for a
Nuremberg church as, with the exception of the city
itself, no arms were depicted with a crown on the helm
from about 1500 onwards. The City Council opposed the
addition of the crown. These specialists did not notice the
crown which is tentatively painted above and over the
wreath. The charge of the Haller arms is reversed, within
the shield. an occasional practice that was allowed for the
sake of symmetry to balance the direction taken by
charges in another shield nearby. Friedlander suggested
that the somewhat awkward insertion of the arms may have
been made by an apprentice. Tietze related the arms to
those on the back of Osrvald KreII of 1499 (Munich,
Pinakothek). H. Tietze and E. Tietze-Conrat, Kritisc1les
Verzeicllllis der Werke Albrecht Diirers, Basel-Leipzig, 1937,
II, part I, 'Der Reife Durer', p. 15, Cat. No. I30a. The
Haller arms have a crown added to the helmet that never
seems to have been completed at the left hand side and at
the right it looks as though it has been rubbed. Should the
arms prove to be by another hand, a likely candidate for
their execution would be the author of the heraldic panels
in the Germanisches Nationalmuseum, Nuremberg,
(reproduced by Valentin Scherer, Diirer, Stuttgart and
Berlin, n.d. [1904], p. 406) - two narrow wings with wild
men supporting heraldic shields. They arc the 'cover' for
the portrait of Osrvald KreII (1499, Munich, Alte
Pinakothek). (4) The usc of the wild man bearing the arms
at the lower right suggests that they belong to a Nuremberg
family as this genre was especially popular in that city.
Wild men arc also linked with weddings in German
fifteenth and sixteenth century art. Sec Richard Bernheimer,
Wild Mell ill the Middle Ages, Cambridge, 1952, p. 60 and
chap. 6 'His Heraldic Role', pp. 176-85. This figure in
KI835A has been linked to a Dresden drawing of c. 1500
(Friedlander, op. cit., p. 323). Reproduced in Tietze and
Tietze-Conrat, op. cit., I, p. 215, Cat. No. WI4Z. The
format and placement of arms suggest that KI835A was
originally painted to commemorate a wedding, judging
by a related depiction, the Behailll Madolllla (Nuremberg,
Germanisches Nationalmuseum. Accession No. I I 22) ,
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there attributed to a follower of Hans Pleydenwurf£ It
was painted c. 1486 for a Nuremberg senator and his bride
from Augsburg. Sec Albrecht Diirer Atlsstelllltlg ;111
Gerlllallisc1,CIJ Museum, Nuremberg, 1928, p. 27, Cat. No.
20, pI. II. Durer executed armorial projects for the same
family in 1518/20. Sec Hans Rupprich, Diirer, SchriJtlicher
Nac1zlass, Berlin, 1956, I, pp. 84-5, Letter No. 30. (5)
According to Buchner, op. cit., p. 262, the verso seems to
be cut at the top, bottom, and right side. Winkler, op. cit.,
p. 77 followed this view. Suida, p. 192, noted that careful
examination proves this to be incorrect. (6) Buchner, op.
cit., p. 262. Winkler, loco cit., follows Buchner's view. For
early DUrer monograms, sec Gustav Pauli, 'DUrers
Monogramm', FestschriJt flir Ma.:'C J. Friedliillder, Leipzig,
1927, pp. 34-40; Lisa Oehler, 'Das "geschleuderte" Diirer
Monogramm', Marburger Jahrbllc1l, XVII, 1959, pp. 57-191.
(7) Sec A. C. Cooper photograph (Frick Art Reference
Library W.W7808) for condition before restoration.
According to Rudolf Heinemann, Stiftllllg Salllllliullg
ScMoss Rohoncz, Zurich, 1937, part I, p. 47, Cat. No. 127,
KI835B was long obscured by overpainting. A Cooper
photograph OfKI835A (FARL Neg. W7808) shows its fine
condition. (8) This symbol derives from the 'garden
inclosed' of the Song of Solomon (4: 12). For Marian
symbols see Julius von Schlosser, 'Zur Kenntnis der
kUnstlerischen Oberlieferung im spaten Mittelalter',
Jahrbuch der KWlsthistorisc1lell Salllllllullgetl des allerhoc1lstell
Kaiser/lauses, XXIII, 1902, pp. 279-338, esp. p. 287. (9) See
Colin Eisler, 'Rubens' Uses of the Northern Past: The
Miclliels Triptych and its Sources', Musees Royaux des
Beaux-Arts de Belgique, Bulletill, Year 6, 1967, pp. 43-78.
Although Venetian art is always cited as a model for the
Madolllla alld Child, the proportions and pose go back to
Byzantine models preserved and emulated in the North
as well as in Italy, most notably in a very early fifteenthcentury Virgill alld Child by Jean Malouel (Berlin,
Staatliche Museen). (Millard Meiss and Colin Eisler, 'A
New French Primitive', Burlingtoll Magazille, CII, 1960,
pp. 233-40). DUrer's composition was restored to an iconlike setting in an early sixteentll-century colored woodcut
by Hans Wechtlin which accentuates the 'first step' posture
of the child. (See Winkler, 'Hans Wechtlins "Schone
Maria" " Berliller Museell - Berichte ails dell ehem. preussischell KllIIstsalllmllltlgell, n.s., I, 1951, pp. 9-11.) (10)
Friedlander, op. cit., pp. 322-4. Sec also Roberto Longhi,
'Una Madonna del Durer a Bagno a Cavallo', Pamgolle,
XII, 139, 1961, pp. 3-9, esp. p. 4. (II) Buchner, op. cit.,
p. 270. (12) Tietze and Tietze-Conrat, op. cit., II, part I,
p. 15. The landscape view and placement is especially
reminiscent of those in three similarly composed portraits
of members of the Tucher family of 1499 (HailS and
Elizabeth formerly at Weimar, Grossherzog. Museum;
Elsbeth at Kassel, Gemaldegalerie). (13) Friedlander, op. cit.,
p. 324. (14) Buchner, op. cit., p. 268. (IS) Wilhelm
Waetzoldt, Diirer IlIId seille Zeit, Vienna, 1935, p. 210.
(16) Tietze and Tietze-Conrat, op. cit., 1937, II, part I,
p. 15. (17) Erwin Panofsky, The Life alld Art of Albrecht
Diirer, 3rd ed., Princeton, 1948, II, p. 10, Cat. No. 25,
4th ed., 1955, p. 42. Not having seen the painting, Panofsky
had no definite opinion as to the authenticity of KI 83 5s.
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(18) Winkler, 1951, op. cit., p. II. (19) Heinrich Theodor
Musper, Albrecht Diirer, der gegenwiirtige Stand der Forscllllllg,
Stuttgart, 1952, p. 214. In Diirer (London, 1966) he
suggested a date of 1497/8 (p. 14). On p. 74 Musper related
the Virgin to the Magdalen in the Glimm Lamelltation of
c. 1500 (Munich, Pinakothek). (20) Longhi, op. cit., p. 7.
(21). Heinz Li.idecke, 'Diirer und Italien', Dezellni/llll I:
Zelm jahre Veb Verlag der Kllnst, Dresden, 1962, pp. 284304, p. 292; also his' Albrecht Diirer und Italien', Bildende
Kllnst, 11, 1964, pp. 74 ff. (22) Franz Winzinger, Kind/ers,
11, pp. 160, 166. (23) Ludwig Grote, Diirer, biographical alld
critical study, 1965, Geneva, pp. 25, 49. (24) Otto Benesch,
German Pailltingjrolll Diirer to Holbein, Geneva, 1966, p. 19.
The drawing is Winkler, no. 142, reproduced in Albrecht
Diirer, das gesallllllte graphische Werk, 3rd ed., Munich, 1971,
I, p. 168. The drawing is here dated between the middle
of 1495 and c. 1499. (25) Matthias Mende, '1471 - Albrecht
Durer - 1971', COllnoisseur, CLXXVI, 1971, pp. 161-72, esp.
pp. 165-70. (26) See Reali, 11, I, pp. II5 ff. See also Karl
Kunstle, Ikonographie der christlichell Kllnst, Freiburg-imBreisgau, 1926-28, I, p. 82 ff.; Broadley, p. 22. (27) Tobias
Stimmer, Nelle kiillstliche Figllren biblischer Historietl, Basel,
1576, n.p. The scene is accompanied by the inscription:
Gelles: XIX.Cap. Vorbild leztes Gerichts. (28) Panofsky,
1955, op. cit., p. II6. The only comparable examples by
Diirer are: the early St. jerome (Cambridge, England,
Fitzwilliam Museum, Sir Edward Bacon Collection),
which has an apocalyptic scene on the verso, and the
Allegory of Avarice painted on the back of the Yo ling Mati
of 1507 (Vienna, Kunsthistorisches Museum). Here the
portrait predates the verso, which has been interpreted as
Durer's rebuke to his stingy sitter. The St. jerome verso is
reproduced by Edmund Schilling, 'Durers Tafelchen mit
dem heiligen Hieronymus', ZeitsclzriJt flir KUlIstwissellschtift,
XI, 1957, pp. 175-84, fig. 3, p. 179; in color in COllnoisseur,
Mar. 1971, p. 17I. (29) Friedlander, 0p. cit., p. 322. (30)
Buchner, op. cit., pp. 262, 268. (31) Tietze and TietzeConrat, 1937, 0p. cit., pp. 15-16. (32) Panofsky, Albrecht
Diirer, Princeton, 1943, II, p. 10, Cat. No. 25. (33) \Vinkler,
1957, 0p. cit., p. 77. (34) Alfred Stange, 'Ein Gemalde aus
Diirers Wanderzeit?', Festschrfft flir Wemer Noack, Constance, 1959, pp. 113 ff. (35) Winkler, 'Eine Pergamentmalerei von Durer', Pantheon, XVIII, 1960, pp. 14-16.
(36) Longhi, op. cit., p. 7. (37) Benesch, op. cit., p. 19. He
may have misunderstood Friedlander, op. cit., p. 322. (38)
Told to writer in 1970. (39) It is also close in style to a
diptych of c. 1500, of enigmatic authorship, showing the
Martyrdom of St. Sebastian (Berlin, Staatliche Museen). Now
given to the Master of the Sebastian Diptych, the Berlin
work has also been assigned to Altdorfer, the early Diirer,
and Baldung Grien. See Ernst Buchner, 'Der Meister des
"Sebastians-Diptycllons" " ZeitschriJt flir KIIIIstwissenschtift,
xv, 1961, pp. 171-9, and Wolfgang Kermer, 'Studien zum
Diptychon in der sakralen Malerei', Diss., Tiibingen, 1967,
pp. II4-15, Cat. No. 120. (40) See Erwin Rosenthal,
'Diirers Buchmalereien fur Pirckheimers Bibliothek',
Jahrbllclt der kOlligliclt preussischen KlIllstsal1lmlungen, LI,
1930, pp. 175-8. Dated by Panofsky, 1948, 0p. cit., II,
p. 161, Cat. No. 1714, c. 1501-4, prior to the death of
Pirckheimer's wife, whose arms are included. (41) Accord-

ing to Alan Shestack, The Complete Engravings of Martin
Schongauer, New York, 1969, p. xi, pI. I. (42) Panofsky,
1955, op. cit., p. 5. (43) A controversial work, it was rejected
as Diirer's by Panofsky, the Tietzes and Winkler. However,
the Tietzes and Winkler later came to admit it to the
master's oeuvre. See Edmund Schilling, 'Diirers Tafelchen
mit dem heiligen Hieronymus', ZeitschriJt flir Kunstwissenschaft, XI, 1957, pp. 175-84 and fig. 5, p. 183. (44) Panofsky,
1955, op. cit., p. 39. (45) The inventory of the art collection
of Willibald Imhof the Elder, 1573, included 'a panel
of Sod om and Gomorrah Burning, supposedly also painted
by Albrecht Diirer' (Cat. No.6). Information courtesy of
Walter L. Strauss, who noted that the phrasing is in strong
contrast to tile more definite attribution of other works in
the Imhof collection to Diirer. Imhof was the grandson of
Willibald Pirckheimer, Diirer's closest friend. Strauss did
not believe the Washington panel to be that listed by
Imhof, because the recto (K1835A) showing the Virgin and
Child is not mentioned in the inventory. The arms on
K1835A, belonging to the extremely wealthy Haller
family, would also seem to preclude ownership by the
Imhofs later in the century. (46) KI835 may be the panel
recorded by Christoph Gottlieb von Murr (Beschreibllng
der vomell1l1sten Merkwiirdigkeiten in des H. R. Reidls jreyell
Stadt Niirtlberg, Nuremberg, 1778, p. 476, Cat. No. 239),
'Von einem unbekannten sehr alten Meister: Lot eilet mit
seinen T ochtern aus Sodom. Man siehet unter andem auch
ein Marienbild angebracht. Auf Holz', as in the Paul von
Praun collection. However, in tile same writer's Description
dll Cabinet de M. Palll de Pratlll, 1797, p. 31, the same
catalogue number (239) referred to a depiction of Lot and
his Dallghters leaving Sodom by Joachim Patinir. The figures
are described as 'decoupces, sans justes ombres, sur bois.
Haut. 8 pouces, Larg. 8 pouces. Albert Durer re<;ut ce petit
tableau en 1521 aAnvers par Ie Secretaire de cette Ville'.
KI835 might be the panel recorded by Joseph Heller, Das
Lebell lind die Werke Albrecht Diirers, Bamberg, 1827, II,
part I, p. 231, 'Eine h. Jungfrau mit dem Kinde sehr
vorzuglich. Befand sich noch 180I in dem beruhmten
Praunschen Kabinett vor dem Verkaufe desselben an den
Kunsthandler Frauenholz'.

ALBRECHT DURER
K 1702 :

Figure
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A CLERIC, PROBABLY JOHANN DORSCH. Washington,
D.C., National Gallery of Art (1100), since 1950. Oil on
vellum, mounted on canvas. 16i XI3 in. (42'9 X33'2 cm.).
Inscribed at upper right in pale yellow (with flourishes at
either side): 1516, Witll the classical AD monogram immediately below. Old label on stretcher: No. II4F Ram II9
Albrecht Diirrers [sic]. Label from Newhouse Galleries:
No. 57737 Portrait of a Man, Albrecht Durer. Mounted on
canvas at an unknown date, probably in the early nineteenth century, impressing a canvas texture upon the vellum.
Slight abrasions in drapery at right of neck and in hair at
right. Small tears at the left, bottom and top edges of
parchment. Stretcher marks along left side and top with
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darkening of green background in these areas.1 A heavy
coating of discolored varnish was removed by Isepp in
Vienna before April 1934.2 The use of vellum as a support
for painting seems to have been unusually popular with
Diirer in 1516.3
Suida, p. 194, Cat. No. 85. Reproduced in color in
Walker, p. lI9.
K1702 is a bust-length portrait of a man with fair hair, light
eyes, square-cut features, in three-quarter view, facing left,
against a green background. Window panes arc reflected
in his eyes. He wears a black pileus and black tunic,
scholarly garb indicating his possession of a Master of Arts
degree.4
This portrait was identified as that ofJohann Dorsch in the
earliest known record of its existence, described by C. G.
von Murr in 1778 and again in 1797.5 Dorsch, an
Augustinian, became a Lutheran, recorded as such in 1524,
and is known to have been Pastor of the Protestant
Johanneskirche in Nuremberg from 1528-41. GHe probably
presided at Diirer's funeral, which took place in the graveyard of the J ohanneskirche in 1528. 7 Before the Reformation the Johanneskirche was Augustinian, and was the
parish church of both Diirer and his dearest friend Willibald
Pirckheimer. Diirer was closely associated with the
Augustinian Order throughout his lifetime; the artist's
friends Luther, Erasmus, and Link all belonged to it.
Diirer visited Link at the Augustinian center in Antwerp
in 1520. s Should the Kress portrait prove not to depict
Dorsch, it may represent Link. Despite his clerical, rather
than monastic garb, the sitter for KI702 could have been a
canon of the Augustinian Order since they 'resembled
monks insofar as they lived in community and took
religious vows; but their state of life remained essentially
clerical, and as clerics their duty was to undertake the
pastoral care and serve the parish churches in their
patronage.'o Unlike the Augustinian Hermits, the branch
to which Martin Luther belonged, the Canons were
without tonsure. Considerable biographical information
concerning Dorsch was given by Heller. Prior to Dorsch's
conversion to Lutheranism in 1524 he and the Augustinian
Hans Link were close associates. 10
The Dorsch identification, not generally maintained after
Heller, was revived by Flechsig. He noted that it went
back to an ancient source used by von Murr, and for this
reason should be accepted until conclusively refuted.l l
Thausing described the Kress painting as a portrait by
Diirer of a church officer.12 Tietze called it Bildllis eilles
Geistlichell ('Portrait of a Cleric'), suggesting that the sitter
was an acquaintance of Diirer's in view of the portrait's
direct, very personal quality. Subsequent literature mistranslated Tietze's title as 'Portrait of a Clergyman'P The
portrait has also been proposed as that of the Swiss reformer
Ulrich Zwingli {1484-1531).14 Winkler, like most scholars,
rejected the Zwingli identification, pointing out that
Diirer could not have known the reformer until 1519.15
The portrait was accepted as a work by Albrecht Diirer by
all writers until 1866, when Waagen attributed it to Hans
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von Kulmbach. 1G The painting was returned to Diirer by
Frimmel.l7 Thausing's DUrer included K1702, stressing the
authenticity of the monogram. 1S Kolitz' VOII Kulmbach accepted K1702 as a Diirer, rejecting Waagen's suggestion.10
Thode, in his study of Diirer portraiture, noted that the
color and form of the date and monogram OfKI702 arc
close to those on a Portrait oj a Mall (Milan, Borromeo
Collection), which is also on vellum. 20 Another monograph, by Scherer, also included K1702. 21 Weixlgartner's
review of Scherer revived Waagen's doubts concerning the
authorship of the portrait.22 The Kress painting was
retained by Reinach as a work by Diirer.23 Friedlander
included KI702 in DUrer's oeuvre as Portrait oj a Mall.'lA
Commenting upon the somewhat flat appearance of the
Kress portrait, Wolffiin noted that this is characteristic of
Diirer's later portraits, none of which compares in quality
with his drawings. 25 Winkler included KI702 in his
Klassiker der KUlIst volume. 2G Following the recent cleaning
of the Kress painting, Tietze reaflirmed Diirer's authorship.27 Panofsky noted that just before the time KI702 was
painted Diirer had 'A tendency to stress linear calligraphy
and two-dimensional display at the expense of volume and
perspective .. .'.2S Musper and Winkler also included
K1702 as an autograph work by Diirer.29
This portrait by Diirer is rendered in a rather static,
abstract, inanimate fashion which is sometimes found in
the master's later works. These qualities arc accentuated by
the surface immobility contributed to by gluing the
vellum to canvas.

Provellallce: Praun Collection, before 1778.30 Count Johann
Rudolf Czernin von Chudenitz, Vienna, as early as 1821,
and until 1950,31 exhibited - Nuremberg, Albrecht Diirer
AlIsstellullg illl Germallischell Mllsellm, 1928, pp. 56-7, Cat.
No. 61, as Portrait oj a Clergymall. Zurich, Schweizerisches
Landcsmuseum, Mar. 1949. New York, Newhouse
Galleries. Kress acquisition 1950.
ReJerellces: (I) Hans Tietze and Erika Tietze-Conrat,
Kritisc1les Verzeicllllis der Werke Albrecht Diirers, Basel and
Leipzig, 1937, II, part I, 'Der Reife Diirer', p. lI9, Cat.
No. 663, stated erroneously that KI702 is vellum laid on
panel; followed by Erwin Panofsky, Albrecht Diirer, 3rd cd.,
Princeton, 1948, II, p. 18. Heinrich Theodor Musper,
Albrecht Diirer (trans. Robert Erich Wolf), New York, n.d.
[1966], p. 26, listed KI702 as seemingly in poor condition,
but this is not the case. Valentin Scherer, Diirer, Klassiker
der KlIlIst, IV, Stuttgart, n.d., p. 55, described the support
as paper, as did Friedrich Winkler (DUrer, Klassiker der
KUIISt, 4th cd., Berlin and Leipzig, n.d. [1928], p. 416),
who suggested that the color of K1702 was added after
the execution of the drawing. (2) Tietze, 'Das Diirerbild
der Sammlung Czernin', Palltheoll, Apr. 1934, p. lIO,
described the freshly cleaned state of the Kress painting.
(3) For other examples, see Tietze and Tietze-Conrat, 1937,
op. cit., II, I, p. lI8, Cat. No. 659, Virgin alld Child with a
Carnatioll (Augsburg, Gemaldegalerie); p. lI8, Cat. No.
660, a Head (formerly Munich, von Nemes Collection);
p. lI8, Cat. No. 661, Portrait ojMicllael Wo{gemllt (formerly
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Nuremberg, Germanisches Nationalmuseum, wrongly
described by the authors as on panel). The latter was long
in the same collection as K1702, that of Paul von Praun,
and is recorded by Christoph Gottlieb von Murr,
Beschreibung der vomehlllsteu Merkwiirdigkeiten in des H. R.
ReicllS freyetl Stadt Niiruberg, Nuremberg, 1778, p. 470,
Cat. No. 120, along with K1702 (Cat. No. II9). The size
of K1702 corresponds to that of a vellum sheet used by
Durer for his Self-Portrait of 1493 (Paris, Louvre). This was
noted by Winkler, Albrecht Diirers Leben lind Werk, Berlin,
1957, p. 268. (4) Information communicated by W.
Norman Hargreaves-Mawdsley, who cited the garb as
conforming with that described in the original statutes of
the University of Cologne (1393). See Franz Joseph von
Bianco, VerSt/cll einer Geschichte der ehemaligell Universitiit
lIud der GY"lllasien der Stadt Koln, Cologne, 1833, p. 406.
Mrs. Stella Mary Newton has noted tllat small buttons or
other fastenings should appear on the collar of K1702. (5)
Christoph Gottlieb von Murr, Descriptioll dll Cabinet dll
Mousiellr Palll de Prallll, Nuremberg, 1797, p. 14, Cat. No.
II9, 'Le Portrait de Jean Dorsch de l'Ordre de S. Augustin,
et 1518 [1528]-1541 Cure de S. Jean. Peint en huile, sllr
parelutmill 1516 Haut. 1 pied, 4 pouces, Larg. I pied,
I pouce'. (6) See Wursel, Diptycha ecclesiae norembergensis,
1757, p. 302. See Note 10 below. (7) Hans Rupprich, DUrer,
Schriftliclter Nacltlass, Berlin, 1956, I, p. 298. (8) See M.
Zucker, Albrecht Diirer, Schriften des Vereins flir Rejorlllationsgeschicllte, XVII, Halle, 1900, pp. 142-3. See also Hans
Rupprich, op. cit., I, pp. 54, 174, 176, 201, 262 and 281.
(9) Edward Cuthbert Butler, 'Augustinian Canons',
Encyclopaedia Britannica, IIth cd., Cambridge, 1910, II,
pp. 9IO-II. (IO) Joseph Heller, Das Lebw IIIld die Werke
Albrecllt Diirers, Bamberg, 1827, II, part I, p. 231. 'Bildnis
des Johann Dorsch,* in Oel auf Pergament, 1516, I Sch.
4 Z. hoch, I Scil. I Z. breit, wurde vor mehreren Jahren
verkauft. Weise ubersah es, und fUhrte es deswegen nicht
an. (*Er war ein Augustiner-M6nch zu Numberg, trat zu
dem neuen Glauben tiber, wurde 1524 zu Schwabach erster
lutherischer Prediger, aber der katholische Pfarrer Hans
Link bot alles auf, ilm zu verdrangen, welches auch geschah.
1528 erhielt Dorsch die Stelle als Pfarrer zu St. Johann in
Niimberg, in demselben Jahre wurde Durer auf dem
J ohannes-Kirchhof begra ben. Er bekleidete dieses Amt bis
an scin End, welches 1541 erfolgte. In dem Murrschen
Katalog vom Praunschen Kabinet ist ein Druckfehler: denn
es wird gesagt, dass er 1518 Pfarrer bey St. Johann war,
welches 1528 heissen muss).' For Durer and Link, see
Rupprich, op. cit., I, p. 176, line 186 f; p. 201, note 737;
p. 262, no. 43 and note 2; p. 281, no. 126 and notes I, 2.
(II) Eduard Flecilsig, Albrecht Diirer: seill Lebw lind seine
kiitlstlerisclle Entwicke/llng, Berlin, 1928, I, p. 4II. Panofsky
referred to KI702 as 'Portrait of a Clergyman (Johannes
Dorsch?), (op. cit., p. 18, Cat. No. 81). Musper (Albrecht
DUrer, der gegemviirtige Stand der Forscllll1lg, Stuttgart, 1952,
p. 264) accepted tlle Dorsch identification; Franz Winzinger
listed it as 'Portrait of a Cleric, Johannes Dorsch' (Kin diers,
II, p. 168). (12) M. Thausing, Albrecht Diirerj Geschichte
seines Lebens tllld seiller Kunst, 2nd ed., Leipzig, 1884, II,
p. 133. (13) Tietze and Tietze-Conrat, op. cit., 1937, II, I,
p. II9, Cat. No. 663. In 1934 (op. cit.), Tietze did not

support tlle Dorsch identification since he found it unlikely
that an Augustinian would have been shown in scholarly
rather than monastic garb in 1516. This view is similar to
tllat of Heinrich Thode ('Drei Portrats von Albrecht
Durer', Jahrbllch der koniglich prellssischw KUllstsalllllllllngell,
XVI, 1893, pp. 198-219, p. 210), who assumed the sitter to
be a resident of Nuremberg. SlIida, p. 194, entitled K1702
'Portrait of a Clergyman'. Winkler (op. cit., 1957, p. 268)
also disbelieved the Dorsch identification, stating (without
source) that he first came to Nuremberg in 1528. (14) See
Hans Hoffman, 'Ein mutmassliches Bildnis Huldrych
Zwinglis', Zwinglialla, Beitrage zur Gescltichte Zwinglis/Der
Reformation IlIId des ProtestalltislllllS ill der SclIlVeiZ, VIII,
part 9, 1948, pp. 497-501, esp. p. 497. Hoffinan suggested
that Zwingli is shown standing to the right of John
Frederick of Saxony in a painting at the Toledo Museum
of Art attributed to Lucas Cranach which shows the
Elector surrounded by reformers and humanists. The
resemblance to K1702 is not entirely convincing - the
Toledo figure is bearded and has been said to depict
Planckfeld. See also Rejormicrte Sclllveiz, Zurich, 6.
Jahrgang, Heft 3, Mar. 1949, K1702 reproduced on title
page with the notation that several researchers hold it to be
a portrait ofZwingli. The Kress portrait does not resemble
tlle portrait by Hans Asper of c. 1531 generally accepted as
Zwingli (Winterthur, Kunstmuseum). Should KI702 prove
to be a portrait of Zwingli, the date 1516 is of special
significance since this is the first year in which he is recorded
as preaching the 'Gospel of the Reformation'. (IS) Winkler,
op. cit., 1957, p. 268. (16) Gustav Friedrich Waagen, Die
vomehmstell Kllllstdetlkmiiler ill Wiell, Vienna, 1866, I,
p. 298, Cat. No. 28. (17) Theodor von Frimmel, Wiener
Galeriel1, Liefg. III, 1883. (18) Thausing, op. cit., p. 133.
(19) K. K6litz, HailS Suess VOlt KlIlmbach, Beitriige Zltr
KlIlIstgescllichte, 1891, p. 82. The Anton Springer monograph (Berlin, 1892) omits the Kress painting. (20) Thode,
op. cit., p. 210. (21) Scherer, op. cit., p. 55. (22) Arpad
Weixlgartner, Die Graphischell KUllste, XXVIII, in supplement, Mitteilungw der Gesellschaft flir vervielfiiltigende KIIIISt,
No. 3/4, 1905, pp. 68-9, esp. p. 69. (23) Salomon Reinach,
Repertoire de Peintures du Moyen Age et de la Renaissallce,
Paris, 1905, I, p. 87. (24) Max J. Friedlander, ThiemeBecker, X, p. 70. K1702 is not mentioned in Friedlander's
monograph of 1921 (Albrecht DUrer, Leipzig). (25) Heinrich
W6lffiin, Die Kllnst Albrecllt Diirers, Munich, 1920, p. 225.
(26) Winkler [1928], op. cit., p. 416. (27) Tietze, 1934,
op. cit., p. IIO. (28) Panofsky, op. cit., I, p. 192. (29) Musper,
1952, op. cit., p. 264; Winkler, 1957, op. cit., p. 268.
(30) Recorded by von Murr, Bescllreibllng der voruehmstw
Merkwiirdigkeitell in Niimberg, 1778, p. 470, Cat. No. II9,
in the 'Praunisches Museum, Deutsche Schule', as 'Johann
Dorsch, Pfarrer zu St. Johannes, 1516. Auf Pergament'.
(See also supra, Note 5). The collection was begun by Paul
Praun (1548-1616) c. 1563, who purchased from Wenzel
Jamnitzer Dtirers formerly owned by Andreas, Albrecht's
brother and heir, one of them possibly K1702. The collection remained in the possession of Praun's heirs until the
early nineteenth century when they sold the bulk of the
paintings to Hans Albert von Derschau. Frauenholz bought
most of the prints and drawings. K1702 may possibly have
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been bought by BUttner, the only other buyer of the
Nuremberg collection. Names of the buyers were recorded
by Wilhelm Schwemmer, 'Aus der Geschichte der
Kunstsammlungen in der Stadt NUrnberg', Mitteilllllgen
des Vereins fiir Geschic1lte der Stadt Niimberg, XL, 1949,
pp. 124-5. (31) According to Karl Wilczek, Katalog der
Graf Czemin'scllell Gemiildegalerie in Wiell, Vienna, 1936,

p. 34·

MATHIS GRUNEWALD
The birth date and parentage of Mathis Gothart Nithart
(known as GrUnewald) are unknown. He was probably
born in WUrzburg and died in Halle in 1528.1 The young
artist may have been in Frankfurt c.1500 when Hans
Holbein the Elder was active there, as the Augsburg
master's art is an important element in GrUnewald's early
works. He was in the employ of the episcopal court of
Mainz from 1509 until 1526 and resided at Aschaffenburg
and Seligenstadt in that diocese. The artist, having sided
with the losers in the Peasants' War, left Seligenstadt,
when it was re-occupied by the archbishop in 1526, for the
free city of Frankfurt. His greatest work, the Isenheim Altar
(Colmar, Musce d'Unterlinden), was commissioned for the
hospital and monastery of the Antonites c. 1508-9 and
inscribed with the date 1515. At the time of his death,
Griinewald was active as a Wasserkllllstmac1ler as well as
painter and architect. He has sometimes been thought to
have also been a sculptor. Almost all his known works were
ordered by church officials. GrUnewald is among the
greatest of all masters of mystical subjects and the leading
Northern painter of the sixteenth century.
KI938 :

Figures

20, 2I

THE SMALL CRUCIFIXION. Washington, D.C., National
Gallery of Art (1379), since 1953. Oil on linden. 24t X
18i in. (61.6 X46·0 cm.). Titulus inscribed INRI on painted
depiction of paper (?) attached to a block hanging from the
cross on a chain.2 Minute brushstrokes on the cross, above
the chain, to the right, have sometimes been read as mg and
interpreted as an early GrUnewald monogram. 3
Suida-Shapley, pp. 98-I02, Cat. No. 36. Reproduced in
color, Seymour, pp. 84, 85, pIs. 76, 77 (details); Walker,

p. II3·
The small, warped panel was assembled from uneven pieces
of lindenwood with large knot-holes whose protrusions
have disturbed the surface; a vertical split is parallel with
the left hip of Christ. Extensive blistering has taken place
in the foreground landscape. Although KI938 has very
considerable losses which have been in-painted in recent
times, the main figural sections are well preserved. For the
appearance of the panel partially freed from overpainting
in 1922 see Text Fig. 4.4 Major areas where the original
surface is lost or disturbed include the background between
the heads of Christ and the Virgin, circular sections (over
knot-holes) in the drapery of St. John below the right
elbow, lesser damages in the Magdalen section and at the
top. Two restorations took place between the rediscovery
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of KI938 in 1922 and 1936. A third, far more thorough
cleaning and restoration was conducted in 1938 by Otto
Klein at the Wallraf-Richartz Museum (Cologne); the
Small Cmcijixioll was shown to be better preserved than
previously thought, especially the figure areas.s The panel,
freed from over-paint, was now seen to have been brilliantly
illuminated through the entire middle ground. The cleaning brought to light many landscape and architectural
details close to those in the 1605 print by Raphael Sadeler
(Text Fig. 5). An X-ray of KI938 'shows Christ's left
thumb bent down against the palm of the hand as in
GrUnewald's drawing of the Cmcijied Christ of c. 1505 in
the Kunsthalle, Karlsruhe' (Suida-Shapley, p. 100). The
following pentimenti have been noticed in K1938: in the
hands of St. John and the Virgin; the head of St. John; his
bare foot; in Christ's loincloth. The Virgin's robe is painted
over tllat of the Magdalen, reversing a first design which
placed hers behind the Magdalen's. 6
The huge body of Christ, so heavy that it pulls down the
ends of the transverse member of the cross, inclines to the
left, where the mourning Virgin stands, her hands clasped
in grie£ She faces St. Jolm the Evangelist, standing at the
right. The mourning Magdalen kneels at the foot of tile
cross; she is seen from the left, her hands grazing the sides
of the cross. The Crucifixion is shown in a mountainous
setting with outcroppings at the left and right. The valley
between includes a building to the left of the cross. The
emphasis upon the supernatural size and suffering of Christ
suggests his bearing the sins of mankind. The depiction of
the tormented body stems from the Revelations of St.
Bridget of Sweden; the moment shown is very shortly
after the death of Christ, whose open mouth conforms to
her description: 'The Crown of Thorns was impressed on
his head; it covered half of the forehead. The blood ran in
many rills .•. then the colour of death spread ... after he
had expired, the mouth gaped ... tile eyes were downcast.
The knees were bent to one side; the feet were twisted
around the nails as if they were on hinges; the cramped
fingers and arms were stretched.'? In the background is a
darkened sky, obscured by the eclipse. 8
This small devotional panel, probably painted for Canon
Caspar Schantz of the Collegiate Church (Stift) of
Aschaffenburg, is a major example of the pietistic art of
Northern Europe in the early sixteenth century. 9 ZUlch
pointed out that the Crucifixion text in the Passion Play
of 1493 may also have been a source for the depiction of
the subject in K1938. He stated that the artist's interest in
the eclipse of I October 1502, is shown by its inclusion in
K1938.10 The 1502 eclipse suggested a very early date for
the execution of the panel to Weixlgartner, who proposed
tile last quarter of 1502, after GrUnewald's execution of the
Basel CruCijiXiOIl. ll Huysmans's comparison of the cross in
the Isellheim Altar to a drawn cross-bow was applied to
KI938 by ZUIch. 12 This form may perhaps be of special
symbolic significance, recalling a well-known image of St.
Augustine quoted by Voragine: 'hence he says it himself
in his COlifessiolls "Thou hast pierced my heart with the
arrow of thy love" .'13 According to Lanckor6nska, the
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minute ring on the cross is a symbol of faith and fidelity,
and the St. John is a self-portrait of the artist. 14 The same
writer believed that it is significant that the feet of Christ
point in a terrestrial direction - that is, to Christ's leftwhile the upper part of the body turns heavenward.15
Until its rediscovery C.1922, KI938 was known only
through a reproductive print made by Sadeler in 1605 (sec
Text Fig. 5), when the painting was in the possession of
Duke \Villiam V ofBavaria.16 Because of its small format,
or that of the print, KI938 became known as the SlIIalI,
Crllcijixioll. At the time of its reproduction, the painting
seems to have been regarded as a work by Albrecht Diirer.u
The painter and writer Joachim von Sandrart recognized
the panel as by Griinewald when he saw it in the ducal
collection in Munich toward the middle of the seventeenth
century.lS Prior to the emergence OfKI938 in 1922, it had
been assumed that the Sma 11 Crllcijixioll had perished in the
fire at the ducal residence (Munich) in 1674. Writing two
years before the rediscovery of the panel, A. L. Mayer
dated it 1503-6 on the basis of the style of the Sadeler
print.10 Schmid dated the composition from the second
decade of the century, describing the Kress painting,
then obscured by overpainting, as a copy.20
According to Schonberger, in the major study of the Kress
panel, KI938 is an early work by Griinewald, dating after
the Basel Crllcijixiolt with LOlIgillllS (c. 1505?), which is
about the same size, and before those at Colmar (Isellheilll
Altar) and Karlsruhe.21 Friedlander found KI938 to belong
between the Crllcijixioll in Basel and the Isenheilll Altar,
but he did not commit himself precisely as to date,
accepting the panel as an autograph work by Griinewald
on a qualitative basis. 22 Feurstein described the picture as a
mature work, close to the Crucijixioll at Karlsruhe, dating
it as probably contemporary with the latter (c. 1519/20),
and after the artist's Mariasc1l11eealtar (Freiburg-im-Breisgau,
Augustinermuseum) and the paintings for Mainz Cathedral.
He accepted the identification of KI938 with the 'Small
Painting' in the 1527 will of Canon Heinrich Reitzmann. 23
Deusch viewed the Washington panel as an early work,
after the Basel CrIICijiXiOIl, anticipating the achievement of
the Isenheilll Altar.24 Burkhard related the work to the
Karlsruhe Crucijixioll but pointed out that the drapery
resembles that of a drawing of St. Dorothy (Berlin,
Kupferstichkabinett), presumably for the lost Mainz
Cathedral altar, proposing the date 1519/20 for the SmaIl
Crllcijixion.2S Ziilch, writing in 1938, shortly after KI938
had been cleaned and restored for the second time (to
reveal a more elaborate landscape, closer to that in the
Sadeler reproductive print of 1605) suggested that it was
painted c. 15 II, just before the Isellheilll Altar.26 Hiirlimann
and Deusch placed the panel as contemporary with
Griinewald's fixed wings for the Heller Altar of c. 1509 but
gave another dating of 1511-13 for the Kress panel. 27
According to Schonberger, the Karlsruhe Crllcijixiolt
drawing (which he dated c. 1504-5) 'offers the most
important link between the painting at Basel [dated by
him c. 1504) and the Small CrIICijiXiOIl, thus establishing the
most consistent row of Crucifixions culminating in the
painting of the Isenheim and Tauberbischofsheim Altars'.2s

He dated the Kress panel c. 1505-6.29 Wcixlgartner placed
K1938 in 1502 on the basis of the eclipse which took place
in that year on 1 October. This would make the panel one
of the earliest datable paintings by Griinewald. Together
with the Basel Crllcijixioll, it is believed by Weixlgartner
to have provided the first indication of a new German
painterly style.30 In 1949, Ziilch advanced the dating of
K1938 to 1512-14.31 Dittmann described the panel as
probably dating not long after the Basel Crllcijixioll but
with a new strength, pathos, drama, expression and spatial
realization. 32 Panofsky suggested that DUrer's CTIICijiXiOIl
(n.24) from the engraved SmaIl Passiolt of c. 1508 was
influenced by GrUnewald. He cited KI938 as the sort of
image which changed DUrer's approach, implying the
possibility that the panel pre-dates the print.33 Anzelewsky
reversed Panofsky's view as to the relationship between
the panel and the engraved Crllcijixioll (n.24), stating that
Griinewald depended upon the print.34 Vogt characterized
K1938 as the last of Griinewald's early works. 35 In 1957
Vogt, by the placement of the painting in his discussion,
seems to suggest a date of c. 1511.36 SlIida-Shapley (p. 98)
stated that the generally accepted date for the panel is
c. 1505-10. The later date is given by Frankfurter. 37
According to Winkler, K1938 dates c. 1512. He placed it
after GrUnewald's major activity on the Isenheilll Altar and
saw the Diirer Small Passion of 1508 (n.24) as influencing
K1938, as the Christ in Griinewald's painting faces in the
same direction as the Christ in the print.3S Ruhmer
believed the date to be neither very early nor very late,
taking as an example of the first style the Munich Mocking
of Christ (1503), and for the late the Karlsruhe Christ
Carryillg tlte Cross of 1526-27. While placing the Kress
panel close to the Isellheim Altar (c. 1511), he regarded it as
stylistically still closer to the Mariasc1meealtar of 1519
(Freiburg-im-Breisgau), concluding with a date of c. 1519.39
Karl Sitzmann dated the Kress panel c. 1506-8.40 Seymour
(p. 83) described KI938 as a much smaller and earlier
variant of the Isenheim CTllcijixiolt. Gasser listed the painting as Griinewald's fourth known work, after the Lindenhardt Altar of c. 1503, the Munich Mockillg of Christ and
the Basel Crucijixiolt, and just before the Heller Altar wings
(Frankfurt).41 Walker (p. II2) dated the SmaIl Crllcijixion
c. 1505-10. Lanckor6nska placed the panel c. 15II.42
Winzinger dated the Small Crucifixion 'c.1519-20?',
placing it after the Stuppach Madolllla and before the Saiuts
Erasmus alld Mauritius (Munich, Pinakothek).43 Cuttler
placed the SmaIl Crllcijixioll between 1508-10.44
Griinewald scholars have placed the execution OfK1938 at
widely varying dates, from c. 1502 to c. 1519. As the art of
the early years of the sixteenth century is often marked by
pronounced archaism, with a vigorous Gothic revival
occasionally seen in the art of Cranach, Diirer, and
Griinewald, it is often difficult to determine when a work
reverting to a traditional, late medieval formula was
executed. Schonberger's very early placement for KI938
has often been rejected by subsequent scholars since the
cleaning in 1938 revealed a far more complex luminosity
and landscape than had previously been discernible. Placement of the panel close to the Miracle of the Snow of

Text Figs 6 A , Il Sf. Cmhcrillc and 51 . Barbara, wings of a triptych by the
Cra nach studio. ilmn, Moravsb Gakric (sec K 1595)

Te x t Fig 8 St .)"/111 "" PallllOS b y 1-!a1lS llaldun g Grien. co mpanion piece
to J{ 1972. Ex call . I 1'. H . Becker, D o rtmund.

T ex t Fig 7 Elilln min !l1elll('/ia Il'ith the It!fmll St. Scrl'ntillS,
b y Bernhard Stri ge l. llerJin , Sta arli chc Mu~el'n
(sec J{ 2053/4).

Text Fi g 9

oa t of Arms, verso of A "lm, FII.~gcr by Hans MaJer (K 1886).

Text Figs 10 A, II T. DoroThy. detached reve rse of l 'i~l!ill A'll'llllcia'l' b y the Ma ster <lfthc St. M arci11 Altar (K 2035) a11 d SI. AglIl's,
detacht'd rever C o{"Archmlgcl Cahricl by thc Master olthe t. Mar ci 11 Alta r (K 2034). New York , Willi~11l Suhr.

Albrecht DLirer : Madolllla alld C hild (K 1835A) . Washington, D. C. (p. 12)

•

Albrecht DUrer: Lor alld his Dal/ghrers Fleeillg Sodolll mId GOlllorral, (K J 835B) . Washington, D.

. (p. J 2)
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c. 1517-19 (Freiburg-im-Breisgau) seems reasonable. If
Zulch is correct in his technical studies of the Kress painting
and of the Stl/ppadl Madolllla, both paintings are executed
in a similar fashion. Should the identification of K1938
with the 1528 votive tablet of the Canons Schantz and
Reitzmann prove correct (see Provellallce), this too might
argue for a date well into the second decade, as these
Canons donated the Miracle oj the SIIOW Altar (and possibly
the Stl/ppadl Madolllla) to the Collegiate Church of
Aschaffenburg, in 1519. Lastly, the narrow-faced, needlenosed, vertical emphasis in the physiognomy of Mary and
John, while present in the early works, seems intensified in
the Isellhcim Altar and the Stl/ppadl Madolllla, and in drawings generally placed c. 1516-20 for the Mainz Cathedral
Altar. Therefore there is a distinct possibility that the
Small Cnzci/ixioll dates well into the second decade of the
century. For copies after the composition of K1938, see
Schonberger, who identified twelve.45 According to
Ruhmer, at least sixteen copies OfK1938 were made in the
Baroque period, nearly all of them based on the Sadeler
print. 46 Such popularity testifies to the timeless universality
of this small, divinely shocking work.

Provellallce: K1938 is probably identical with a small
Cnzci/ixioll recorded in 1528 in the estate of Heinrich
Reitzmann, a canon of the Collegiate Church (Stift) of
Aschaffenburg, apparently inherited by him in 1526 from
his colleague Canon Caspar Schantz. These men commissioned Grunewald's Altar of the Chapel of the Virgin
of the Snow in Aschaffenburg. Georg Schantz, by inheritance from Reitzmann. The painting probably tllen
became the property of Stift Aschaffenburg from which it
was acquired by William V, the Duke of Bavaria (reigned
1579-98) at least as early as 1605.47 Landrat Dr. Friedrich
Schone, Essen, from a West German collection, c. 1922.48
Franz Wilhelm Koenigs, purchased 1927, exhibitedBerlin, Staatliche Kupferstich-Sammlung, 1929. Dusseldorf, AlIssteU,mg alter KIIIlSt, 1929, Cat. No. 27. Rotterdam,
Museum Boymans, Meesterwerkell lIit vier Eel/well, 1938,
p. 23, fig. 26, Cat. NO.3!. Amsterdam, Rijksmuseum,
1939. Heirs ofF. W. Koenigs. Kress acquisition 1953.
Referellces: (I) The chief historical source is Joachim VOIl
Salldrarts Academie der Ball-, Bild- tllld Malzlerey- Kiillste VOIl
1675 (ed. A. R. Peltzer), Munich, 1925. See the major
monograph by W. K. Zulch, Der /zistorisc/le Griillewald:
Mathis Go tIl ardt-Neithardt, Munich, 1938, pp. II-50, for
the artist's biography. For an important recent resume of
tlle controversial Grunewald documentation, see Alfred
Schadler, 'Zu den Urkunden iiber Mathis Gothart Neithart',
Miilldlller Jahrbl/dl der bildellell KIIIISt, 3rd ser., XIII, 1962,
pp. 69-74. (2) For the style of this inscription, see Guido
Schonberger, 'Mathias Grunewalds "Klein Crucifix"',
StiMe! JallTbl/clz, II, 1922, pp. 33-5 2, esp. p. 44. (3) The
'inscription' has been accepted by Zulch, op. cit., pp. 325-6.
According to him, the letters are the same color as that
of tlle chain and the form of the 'g' typical for the epigraphy of tlle early sixteenth century. He included the
'monogram' as the fifth known signature of Grunewald.
SlIida-Shapley (p. 100) describe the letters as 'unlike his

otller known signatures. The fact that they are typical of
seventeenth-century cursive writing, together with their
unconventional location in the composition, suggests that
they may have been placed here at the time Sandrart'
identified the panel. Zulch described K1938 as having been
cut from the original engaged frame (p. 325). For a newlydiscovered early Grunewald signature see Kurt Bauch,
'Aus Griinewalds Friihzeit', Palltheoll, XXVII, 1969, pp. 8398, esp. p. 89, fig. 6 (Last Slipper, London, Art Market).
(4) For an extensive study of the cleaning of c. 1922, see
Schonberger, 1922, 0p. cit., pp. 35-6. (5) See Zulch, op. cit.,
p. 325. According to him, Grunewald's colors included
those derived from ground glass, manufactured at Spessart
near Mainz, comparable to that used by the artist in painting the glass vessel of the Stl/ppadl Madolllla. Zulch also
pointed out that Grunewald's estate included color made
of 'tiny little stones' which he assumed to be pulverized
glass. (6) Ibid. Zulch, who first noted these changes, nonetheless believed that K 1938 was painted rapidly. (7)
Grunewald's frequent use of St. Bridget was first established
by Heinrich Feurstein, 'Zur Deutung des Bildgehaltes bei
Grunewald', Beitriige zlIr Gesc/lidlte der del/tsc1lell KIIIlSt, I,
Augsburg, 1924, pp. 137-63. The Revelatiolls of Bridget
were published in Nuremberg by Anton Koberger in
Latin (1500) and German (1502). (8) Matthew 27:45;
Mark IS :33; Luke 23 :44 - all reported that from the sixth
to the ninth hour the sun was obscured and darkness
covered the earth, following the prophecy (Amos 8 :9)
'And it shall come to pass in that day, saith the Lord God,
that I will cause the sun to go down at noon, and I will
darken the earth in the clear day'. (9) Zulch, op. cit., p. 125,
characterized it as an Alldadltsbild. This function is made
even clearer by the reproductive engraving by Raphael
Sadder, 1605 (Nagler, XVI, p. 4, Cat. No. 63), whost'
Latin inscription suggests those of the Stations of the
Cross (Text Fig. 5). The engraving has a papal as well
as an imperial privilege. It is inscribed: Nostra hominum
quo lapsa salus consurgat, IESVS, Nostra hominum, IESVS,
occidit ipsa salus. Tristetur CHRISTI occasu mens grata?
salute Laetentur propter vel pia corda suam? Ite piae
lachrymae ex oculis: est lachryma namque Tristitiae testis,
laetitiaeque comes. SERENISSIMO PRINCIPI GVILIELMO
COMITI
DVCI,

PALATINO,

RIIENI,

VTRIVSQVE

BAVARIAE

& c. Raphael Sadeler dedicabat, 1605. (10) ZUlch,

op. cit., pp. 128-9. (II) Arpad Weixlgartner, Griillewald,
Vienna-Munich, 1962, pp. 28-30. (12) Zulch, op. cit.,
p. 124. For the early fourteenth-century Crucifixion
formulae to which Grunewald returns, see Fritz Witte,
'Mystik und Kreuzesbild urn 1300', ZeitsdlTiftfiir christlic1le
KIIIlSt, XXXIII, 1920, pp. II 7-24. Gert von der Osten
(Pailltillg alld Swlpture ill GermallY alld the Netherlallds:
1500-1600, Baltimore, 1969, pp. 93-4) suggested that the
'bent cross-beam is an allusion to the cross-bow speeding
the martyred body like an arrow upwards to pray for
mercy' and that the ragged loincloth refers to the Infant's
swaddling clothes and Christ's open hands to those of the
Christus Mediator. Small silver crucifixes in tlle shape of
cross bows were made in early sixteenth-century Germany
as archers' badges. See F. P. Pickering, Literature alld Art ill
the Middle Ages, Coral Gables, 1970, pp. 304-6, Plate 30b.
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(I3) Tlze Goldell Legelld of Jacobus de Voragille, translated
and adapted from the Latin by Granger Ryan and Helmut
Ripperger, London, New York, Toronto, 1941, II, pp.
485-6. Such imagery could have been suggested to
the artist by the Augustinian (Antonite) canons who
directed the monastery at Isenheim and commissioned
the Altar. (I4) Maria Lanckoronska, Mattllil"tls Gotthart
Neithart, Darmstadt, 1963, p. 68. She referred to H.
Doring and M. Hartig, Christliche Symbole, Fribourg,
1940, p. 108. (IS) Lanckoronska, Neithart ill Italiell, Munich,
1967, p. 20. (I6) A zealous adherent of the CounterReformation, he was succeeded in 1597 by his son Duke
Maximilian I, so that William could devote hiIl1Self to the
Church. Schonberger, 1922, op. cit., p. 34, suggested that he
acquired the panel c. 1597-1601, when the Emperor
Rudolph II strove to buy the wings of the Isell/ieilll Altar.
William's heir, the Duke Maximilian I, also tried to buy
the Iselllzeilll Altar wings. He purchased Grunewald's
Mockillg of Christ (Munich, Pinakothek) from the Stift
Aschaffenburg in 1613, according to Zulch, op. cit., p. 324.
K1938 may also have been acquired from the same source.
(I7) According to F. Niedermayer ('Mathias Grunewald',
Repertoriullljiir KUlIstwissellschajt, VII, 1884, p. 251) Sadder
received payment for the print in 1605 (court payment
records). (IS) 'Further his royal highness Duke William of
Bavaria of blessed memory, an understanding judge and
art lover, had a small Crucifixion with Our Lady and St.
John as well as a kneeling and reverently praying Mary
Magdalen, painted with the utmost care by this hand and
he loved it dearly without knowing by whom it was; the
same, owing to the marvellous Christ on the Cross hanging
so convincingly and resting on the feet, is very unusual, so
that life itself could not produce one better and if we muse
over it long and patiently enough we find it natural above
all other Crucifixiolls. For that reason, by gracious command
of the noble duke, Raphael Sadder engraved it on copper
in tlle year 1605 the size of a half sheet, and afterwards his
royal higlmess Maximilian ofblcssed memory was mightily
pleased when I revealed the master's name to him.' Joachim
von Sandrart, Telltsclze Acaaemie der Edlell Bau-, Bild-, tllld
Mahierey- Kiillste, Nuremberg, 1675, part 2, section 3,
p. 236. In tlle Peltzer edition of the text (op. cit., p. 83) von
Sandrart refers to 'another' work by Durer, which suggests
that this artist may have been viewed as the author of
K1938. Von Sandrart may well have known the engraving
by Sadeler, as he was an apprentice in the Sadder studio.
At the time of his discovery OfK1938, Grunewald's art had
come to be more highly esteemed than Durer's. Earlier in
the century Hendrick Terbrugghen seeIl1S to have used the
Sadder engraving as the model for the Crucifixioll of
c. 1624-26 (New York, Metropolitan Museum of Art). See
Claus Virch, 'The Crucifixion by Hendrick Terbrugghen',
Bulletin of The Metropolitan Musetllll of Art, XVI, 1958,
pp. 217, 226. (I9) August Liebmann Mayer, Matthias
Griillewald, Munich, 1920, p. 82. (20) Tlzieme-Becker, XV,
p. 134. (2I) Schonberger, 1922, op. cit., Note 2 above, p. 46.
For fifteenth-century and earlier comparative sources of
K1938, sec pp. 39-41. (22) Max]. Friedlander, 'Grunewalds
einst bcim Bayernherzog bewahrte Kreuzigung', Jahrbtlclz
der kOlliglich pretlssischell K'lllstsammII IIIgen, XLIII, 1922,

pp. 60-2. (23) Feurstein, Matthias Griillewald, Bonn, 1930,
pp. 72-4, pp. II5-17. The identification was proposed by
Hohbach. (See Note 47 below.) (24) Werner R. Deusch,
Deutsche Malerei des seclzzehllteu Jalzrllllllderts, Berlin, 1935,
pp. 16, 26. (2S) Arthur Burkhard, Matthias Griillewald,
Persollality alld Accomplishmellt, Cambridge (Mass.), 1936,
pp. 49-52. (26) ZUlch, op. cit., p. 324. (27) The central
section by DUrer is lost; the GrUnewald panels are at the
Donaueschingen Galerie and Frankfurt, Stadelsches Kunstinstitut. Martin HUrlimann and Werner R. Deusch,
Griinewald, Berlin-Zurich, 1939, p. ix, p. 49. (2S) Guido
Schonberger, The Drawillgs of Mathis Gothart Nitlzart
Called Gruellewald, New York, 1948, pp. 22, 26, Cat. No.
2, Karlsruhe Kunsthalle. In the Karlsruhe drawing the feet
are seen frontally whereas both twist to the right in K1938.
The drawing of the head of Christ and the Crown of
Thorns both point to those of K1938. Schonberger concluded that the Karlsruhe sheet is a study for a lost painting,
executed between the Basel Crucifixioll and K1938.
(29) Ibid., p. 45. Cat. No. A4 (Basel, Offentliche Kunstsammlung) is a seventeenth-century copy after a lost
drawing by GrUnewald for the Isenhcim Crucifixioll and
according to Schonberger an important link between
KI938 and tlle Isenheim Crucifixioll. The inscription in A4
is placed beneath the beam as it is shown in K1938, in 'the
same narrow capitals'. The placement of fingers, less widespread than in the Isenheim work, is closer to K1938.
(30)Arpad Weixlgartner, Diirer IIIld Griillelvald, Goteborges
KUllgl. Vetellskaps-oclz Vittertlzets-Samhiilles HalldUllgar Sjiitte
Foljden. Ser. A, IV, no. I, Goteborg, 1949, pp. 27, 56 ff., 91,
152. (31) W. K. ZUlch, Griillewald, Munich, 1949, pp. 21 ff.,
61. (32) Lorenz Dittmann, Die Farbe bei Griinewald,
Munich, 1955, p. 120. (33) Erwin Panofsky, The Life alld
Art of Albrecht Diirer, 4th cd., Princeton, 1955, pp. 146-7.
(34) Fedja Anzelewsky, 'Albrecht Durer und Mathis
Gothardt Nithardt', Edwill Redslob zum 70. Gebllrtstag,
Berlin, 1955, p. 294. (35) Adolf Max Vogt, 'Grunewalds
Darstellungen der Kreuzigung', Diss., Zurich, 1956, p. 21.
(36) Vogt, Griillewala: Mathis Gothart Nithart, ZurichStuttgart, 1957, pp. 158-9. (37) Alfred Frankfurter, 'Crystal
Anniversary in the Capital', Art News, LV, 1956, pp. 24-35,
esp. p. 26. (3S) Comments transcribed by Mrs. Fern Rusk
Shapley, 24 Feb. 1956. (39) J. K. Huysmans, E. Ruhmer,
GriillewaiJ, London, 1958, p. 12I. (40) Ellcyclopedia of
World Art, VII, 1959, col. 183. (41) Helmi Gasser, Das
Gewalla in aer Formellsprache GriitlewaiJs, Bern, 1962, p. 16.
(42) Lanckoronska, 1963, op. cit., p. 66. Wolfgang BrUcker,
'Mathis Gothardt Neithardt, genannt GrUnewald, in der
neueren Forschung', KUllst ill Hessell IIIIa Mittelrheill, III,
1963, pp. 44-65, pp. 50, 64, Cat. NO.5, places K1938
between the Basel Crucifixioll and the Isellheim Altar,
c. 15II-12. He described St. John as a variant of the Basel
depiction of the same figure. The author accepted the
monogram. (43) Killdlers, II, p. 802. (44) Charles D. Cuttler,
Northem Pailltillg, New York, 1968, p. 362. (45) Schonberger, 1922, op. cit., pp. 48-52. The best painted copy
appears to be that at the Galerie Donaueschingen, reproduced by Schonberger, p. 49, fig. 13. (46) Huysmans
and Ruhmer, op. cit., p. 121. (47) This proposal was first
made by Joseph Hohbach in an article entitled 'GrUnewalds
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400. Geburtstag', Ascha.ff"enburger Gesch. Blil"tfer, xx, 1938,
pp. 33 ff. Hohbach's finding is accepted by Feurstein, op.
cit., pp. u6-17. Hohbach's hypothesis has been questioned
by Zulch, op. cit., p. 325, Notes 9, 17, 19, and accepted by
Ruhmer, op. cit., p. 121. A. Schadler, op. cit., Note 6, cited
an article by \V. Hotz in the Frankfurter Allgemeiner
Zeitlmg, 22 Jan. 1960, stating that recent studies of the
Aschaffenburger Stiftarchiv by J. Kehl substantiate and
expand Hohbach's findings. William V probably acquired
Grunewald's Mocking of Ghrist (Munich, Pinakothek) from
the Stift Aschaffenburg as well. In 1613 he thanked the
town for a 'tabula illusionis Christi'. See Zulch, op. cit.,
p. 324. (48) According to Friedlander, op. cit., p. 60.

Venetian style. He may have been a judge, as his garb
resembles that of judges shown in J. de Damhouder,
Pupellorllm patrocinium, 1564.1
According to Friedlander, KI853 is a relatively early work
from c. 1515. 2 Suida compared the portrait with the
Biirgermeister of Weissenfels of 1515 (Berlin, Staatliche
Museen) and the Gerhardt Volks of 1518 (Leipzig, Museum
der Bildenden Kiinste).3 Shapley and Suida saw the influence of Durer on K1853; but thought it more swiftly
executed and spontaneous in appearance than characteristic for the Nuremberg master.4 Koepplin compared
K1853 with the Moritz Buchner of 15 I 8 and the Portrait of a
Mall (London, National Gallery) of 1524, suggesting a
dating of c. 1520-25, with a termilllls ante quem of 1528.5

LUCAS CRANACH THE ELDER

Koepplin's more advanced dating seems correct on the
basis of the sitter's attire as well as the style. The Kress
portrait shows Cranach working with special subtlety,
possibly depicting a friend.

Lucas Cranach the Elder was born at Cronach in Upper
Franconia in 1472; he died 16 October 1553, at Wittenberg.
Possibly the pupil of his father, Cranach's early works are
done in the romantic spirit that was to characterize the
Danubian School. His travel years were probably spent in
the Danube region and in Vienna itself. He first worked for
the Elector Frederick the Wise (reigned 1486-1525) on
14 April 1502 in Wittenberg, where he was to spend the
rest of his life in the employ of the two successive electors
(John and John Frederick). He was ennobled in 1508, the
year in which his close friend Luther (eleven years the
painter'sjunior) first came to Wittenberg. Lucas was in the
Netherlands the following year. In 1519 he became Town
Councillor in Wittenberg and Biirgermeister in 1537 and
1540. He attended Luther's wedding in 1520 and the
baptisms of his children. Cranach's sons Hans (died 1537)
and Lucas (1515-86) were active in the very large studio he
maintained. The most prominent painter to the Protestant
Establishment and a prolific graphic artist, Cranach played
a major role in first illustrating Lutheran imagery. He was
also an outstanding master of chivalric landscape and
portraiture and produced many paintings and prints of
humanistic and romantic subjects. l

Refereuce: (I) See Heinz Ludecke, Lucas Granach der Altere im
Spiegel seiner Zeit, Berlin, 1953, for a thorough biographical treatment of Cranach.
KISS3 :

Figure
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PORTRAIT OF A SCHOLAR. Coral Gables, Florida, Lowe
Art Museum, University of Miami (61.038.000), since
1961. Oil on poplar. 16! X loi in. (41'3 X27 em.). Upper
left corner replaced at unknown date; losses along top
border; some abrasion, especially in area of ear; cradled
by Modestini in 1955; cleaned and restored in 1960.
Miami, 1961, p. 84.
This unusually sensitively painted portrait shows a middleaged man in half-length, in three-quarter view, facing to
the right. Extremely thinly and delicately rendered, it has
an olive-grey background. The sitter wears a doctor's
biretta and a lavishly fur-lined 'studying gown' in the

Provenance: Dr. J. Goldschmidt, Berlin, 1923 (?).6 Private
collection, Glasgow. London, Thomas Agnew and Sons,
1949. New York, Paul Drey. Kress acquisition 1951,
exhibited - New York, Duveen Brothers, Granach Loan
Exhibitioll, 1960, Cat. No. II4.
Referellces: (I) Information from Dr. W. Norman
Hargreaves-Mawdsley. (2) Max J. Friedlander, certificate
of 28/IV/50 (Amsterdam) in Kress Archive. (3) Statement in
Kress Archive, c. 1958. (4) Miami, 1961, p. 84· (5) Max J.
Friedlander and Jakob Rosenberg, Die Gemalde VOIl Lucas
Granac", Berlin, 1932, Cat. Nos. 108, 153. Letter from Dr.
Dieter Koepplin, Kress Archive, 12 Nov. 1967. (6) Information kindly communicated by Dr. Koepplin.
K203I :

Figure
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PORTRAIT OF A MAN. Washington, D.C., National
Gallery of Art (1371), since 1956. Oil on beech. 22i X
151 in. (56.8 X38'4 em.). Inscribed on tablet at upper left
corner: 1522. Below: a winged serpent with ring in mouth
(artist's device). Grain runs horizontally with a join at the
shoulder line; original borders (barbes) preserved. Cradled
and restored by Modestini in 1955.
SI/ida-S"apley, pp. 56, 58, Cat. No. 18. Reproduced in
color in Broadley, p. 31.
For description see K2032 below.
K2032 :

Figure 2S

PORTRAIT OF A WOMAN. Washington, D.C., National
Gallery of Art (1372), since 1956. Oil on beech. 22i X 15 in.
(56.8 X38'1 em.). Grain runs horizontally with ajoin below
lower lip; panel preserves original borders (barbes). Cradled
and restored by Modestini in 1955.
SI/ida-Shapley, pp. 56, 58, Cat. No. 19.
The male sitter is shown in half-length, three-quarter view,
turning toward the right (K2031). His shadow is cast upon
the bright green background, as well as that of the frame
along the top and the right edge of the painting. The severe
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dark garment worn by the subject is relieved by a white
collar and slashes in the sleeves. As is characteristic for
Cranach, the female pendant (K2032) is smaller in scale
than the male, with much more background in evidence.
She turns, in three-quarter view, toward the left. Her strong
shadow appears to the right, with others cast by the frame
along upper and left borders. The sitter is clothed in
relatively austere, dark-colored attire, relieved by a gold
brocade band at her waist; the sleeves are brownish-red;
the only visible jewelry is an inscribed hat medallion. The
strong sense of silhouette is enhanced by the elaborate
headgear worn by the subjects of both K2031 and 2032.
Both portraits were recorded by Schemer in 1921 as having
been 'recently discovered'.1 They are included in Friedlander and Rosenberg's definitive catalogue of Cranach's
works.2 The female panel was published by Winkler.3 It
was observed by Suida-Slzapley (loc. cit.) that cast shadows
were included by Cranach in paired portraits dated 1534
(Copenhagen, Royal Museum of Fine Arts).' Talbot proposed that the Portraits were probably designed for hanging
on either side of a window, as the shadows fall opposite
the direction the sitters are facing; four window panes are
shown reflected in their eyes.5 Koepplin noted that K20JI
and K20P have several features that are uncharacteristic for
Cranach in 1522, including the use of trompe l'oeil shadows
cast by the frame; a somewhat coarse, grainy paint surface,
and an unusually flat, unmodulated quality of the portraits.
He raised the possibility that the pendants may perhaps be
replicas executed by one of Cranach's sons or by an artist
outside the Cranach studio, possibly influenced by such
Netherlandish artists as Joos van Cleve. These suggestions
bear further investigation. 6

ProVCllallce: Bernhard von Lindenau, Altenburg (Thuringia).
Frau von Watzdorf-Bachoff, Altenburg (Thuringia),
his niece. Paul Cassirer, Berlin, c. 1921.7 Von der Heydt.
A. Lederer, Vienna, c. 1932.8 New York, Rosenberg and
Stiebel. Kress acquisition 1954.
Rejerellces: (I) Karl Schemer, 'Kunstausstellungen', KUllst
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34·9 cm.). Inscribed at top: VATER IN DEIN HE[N]T
BEFIL ICH MEIN GAIST (Father, into Thy hands I commend my spirit; Luke 23:46); above cross: I.N.R.I.; to the
right of Longinus: WARLICH DISER MENSCH 1ST GOTES
SVN GEWEST ('Truly this man was the Son of God',
Mark 15:39). In the lower right comer: a serpent with
folded wings (artist's signet) 1536.2 Minor losses along
bottom edge; several deep scratches ncar front legs of
horse and at lower left; minor abrasions in figures. European cradling; cleaned and restored by Modestini in 1953.
Suida-Slwpley, p. 60, Cat. No. 20.

The picture shows Christ at the centre, seen frontally; he
looks heavenward, his mouth open in speech. He wears a
loincloth, the ends of which flutter to the left and right.
The Good and Bad Thieves, who flank Christ symmetrically, are seen from the side with the end of the
transverse bar of the cross visible. All three crosses are
composed of rough logs, seen against a dramatic, dark,
cloudy sky with a rainbow filling the horizon. A richlyclad knight in armor with a broad-brimmed hat trimmed
with white plumes is mounted on a white rearing charger
and placed at the left between the Good Thief and
Christ. His garb is the fashionable German attire and
armor of c. 1515-30. He has a German dagger at his right
hand, and sword pommel at his left. His mouth open in
speech, the knight looks toward Christ, his raised right arm
and index finger pointing to him. The barren terrain is
rock-covered, its curved contour symbolizing the world;
the central crucified figure denotes the perpetual sacrifice
of Christ for the salvation of mankind as represented by the
Centurion (often confused with Longinus, both of whom
were among the first Gentiles to acknowledge the divinity
of the Saviour). Rather than representing a specific
Protestant ruler of the times, Cranach's Centurion may
indicate the role of his powerful patrons in first recognizing
the validity of Lutheran doctrine. 3 Although the horseman
has occasionally been identified as a portrait of one of
Cranach's patrons, possibly the Elector of Saxony, John
Frederick, it seems more likely that he represents the
personification of knightly virtue.

ulld Kiillstler, XIX, 1921, p. 298. (2) Max J. Friedlander and

Jakob Rosenberg, Dic Gcmiilde VOII Lucas Crallach, Berlin,
1932, pp. 53-4, Cat. Nos. 123, 124. (3) Friedrich Winkler,
Altdcutschc Tafelmalerei, Munich, 1941, pI. 151 (K2032 only).
(4) Friedlander-Rosenberg, op. cit., Cat. Nos. 280-1.
(5) Charles W. Talbot, note in Washington National Gallery
archive, 1965-66. (6) Verbal communication, Spring, 1968.
(7) Schemer, op. cit., p. 298, listed them in the possession
of Cassirer and said that both portraits were recently rediscovered. (8) Information on collections given by H-C.
v. d. Gabelentz, Staatliches Lindenau-Museum.

LUCAS CRANACH THE ELDER
K 1899 : Figure 15
MYSTICAL CRUCIFIXION WITH THE CONVERTED
CENTURION.1 Washington, D.C., National Gallery of
Art (1621), since 1953. Oil on linden. 20 X 131 in. (50.8 X

Two types of Cranach composition for the Mystical
Crucifixioll tvith the COllvertcd Cellturioll exist. To the first
belong K1899, dated 1536, and a more vertical example
formerly in the collection of Prince Lippe (Biickeburg),
dated 1539.' The other is represented in the Rabinowitz
Collection, Yale University Art Gallery, and is dated 1538.
Here the Centurion's hat is trimmed with a large ostrich
feather on either side, and the Bad Thief at the right is
shown almost in left profile. The same composition was
used in a painting now in Seville (Santa Escuela de Cristo),
also dated 1538. Friedlander described KI899 as probably
autograph (Lucas Cranach the Elder) and noted that the
figure of Christ relates to that ofDiirer's Crucijixioll of I 506
(Dresden, Gemaldegalerie). 5 Flechsig believed that the panel
was probably a work by Cranach the Elder's son Hans, with
the possibility that it could also have been by tlle then
twenty-one year old Lucas Cranach the Younger. 6
Koepplin related KI899 to the CTIICijiXiOIl of 1538 in the
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Chicago Art Institute, attributing both to Lucas Cranach
the Younger. 7 Seymour linked the popularity of the theme
of the Crucifixion with the Converted Centurion 'to its
power to demonstrate a favourite Protestant doctrine that
salvation is the gift ofGod through grace (see the Centurion's
confession of faith). The figures of the two thieves
dramatize the alternatives of salvation or damnation.'
Seymour believed the Centurion to represent John
Frederick (1503-54), Elector of Saxony.8 Talbot followed
Seymour's Protestant interpretation OfK1899,9 relating the
Centurion to the Early Christian and Erasmian concept of
the Knight of Christ, which was also illustrated by Diirer.
This panel dates from the period in the artist's life when an
extremely large workshop (including both his sons) was
active, producing paintings after Cranach's designs. The
execution of the Mystical Crucljixioll may involve studio
participation. It is the first of four known dated examples
of this subject, and is definitely superior in quality to the
most closely related of the other three, formerly in Prince
Lippe's collection.

Provellallce: Dr. Demiani, Leipzig, exhibited - Dresden,
Crallacll-AlIsstelltlllg, 1899, text by Dr. Karl Woermann,
p. 51, Cat. No. 65. Sale, Berlin, Rudolph Lepke Auction
Gallery, I I Nov. 1913, Cat. No. 40. The following private
collections given in dealer's brochure: Mrs. Jen6 Hubay,
former Countess Cebrian Rosa. Mathias Salamon. Alada
Feigl (Budapest). New York, M. Knoedler and Co. Kress
acquisition 1952.
Referellces: (I) This title was first applied to the example of
this composition now in New Haven (Yale University Art
Gallery) by Max J. Friedlander and Jakob Rosenberg, Die
GemMde VOII Lllcas Crallac1l, Berlin, 1932, p. 85. It was
transferred to KI899 by Charles W. Talbot, Jr., 'An
Interpretation of two Paintings by Cranach in the Artist's
Late Style', Natiollal Gallery ojArt, Report alld Sttzdies ill the
History of Art, 1967, pp. 67-88, pp. 68 ff. The Kress panel
was previously entitled Crucljixioll with LOlIgilllIS. (2) A.
Giesecke ('Wappen, Siegel und Signet Lucas Cranachs und
seiner S6hne und ihre Bedeutung fur die CranachForschung', ZeitschriJt flir KlIIlsttvissellscltajt, IX, 1955, pp.
181-92) believed all paintings with this device to be by
Lucas Cranach the Younger, excluding the generally
accepted works by Lucas Cranach the Elder after 1537
which have this signet. This thesis has been questioned by
Jakob Rosenberg, Die Zeic1I11t1l1gell Lucas Crallaclls d. A,
Berlin, 1960, pp. 9-10. (3) Talbot, op. cit., Note I above,
pp. 71, 86, n. 15. For the Centurion, see Reali, II, 2, p. 496,
and Konrad Burdach, Der Gral, Stuttgart, 1938, chap. 5.
(4) The provenance given by Friedlander-Rosenberg (op.
cit., pp. 85-6, Cat. No. 303) for the Crucljixioll with the
COllverted Cellttzrioll formerly in the collection of Prince
Lippe, Biickeburg, is actually that of K1899. The writers
listed two variants, one in a Seville church (dated 1538),
the other example dated 1538 in the collection of Count
Wilczek. The latter is now part of the Rabinowitz Collection bequcathed to thc Yale University Art Gallery.
(5) Max J. Friedlander, 'Die Cranach-Ausstellungcn in
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Dresden', Repertorilllli fiir KlIlIstlvissellsc1lajt. XXII, 1899,
pp. 236-49, esp. p. 242, Cat. No. 65. (6) In discussing
anotller CTIICljiXiOIl (R. von Kaufmann, Berlin), Flechsig
dated it 1535-40 and ascribed it to Lucas Cranach the
Younger, relating it closely to KI899 (Crallac1lstlldiell,
Leipzig, 1900, p. 275, Cat. No. 65, pp. 282, 310). Friedlander-Rosenberg, op. cit., p. 45, did not agree with
Flechsig's attribution of the von Kaufmann CTIICljiXiOIl to
Lucas the Younger, believing it to be by Lucas the Elder.
Talbot, op. cit., p. 86, n. 6, also finds Flechsig's opinion
unsubstantiated. (7) Statement in Kress Archive. The
Chicago painting is Friedlander-Rosenberg, op. cit., Cat.
No. 302. (8) Charles Seymour, Jr., The Rabinowitz Collectioll OfEll ropeall Pailltillg, Yale University Art Gallery, New
Haven, 1961, p. 40. (9) Talbot, op. cit., Note I above, p. 71.

Studio of LUCAS CRANACH
KI595 : Figure 26
VIRGIN AND CHILD. Tucson, Arizona, University of
Arizona Art Gallery since 1951. Oil on lime. 48 X35! in.
(121'9 X90'9 cm.). Shield in lowcr lcft comer: Per fess
sable and argent, two swords crossed in saltire the points
uppermost gules (for the Hereditary Office of Grand
Marshal of the Holy Roman Empire). Shield in lower right
comer: Barry of ten or and sable, a crown of rue in bend
vert (for Saxony). The arms are of Frederick the Wise,
Elector of Saxony (1463-1525).1 Cradled in 1948-49;
flaking pigment secured and some rcstoration in 1957 and
1960.
SlIida, p. 196, Cat. No. 86. TIICSOII, 1951, Cat. No. 17.
Reproduced in color in Seymollr, pI. 78.
The Virgin and Child are shown in pensive, sombre mood,
Mary in three-quarter view seated on the edge of a wooden
frame, holding the nude infant on her lap.2 A gnarled tree
is at the right and a rocky landscape with a ruined castle at
the upper left. The bare foreground is covered with
pebbles. Christ's left index finger points down. K1595 is
the central panel of a triptych; tlle wings show St.
Catherine at tlle left and St. Barbara at the right (both
Brno, Czechoslovakia, Moravsk:i Galerie)3 (Text Fig. 6).
The panel was placed by Friedlander c. 1514 and given to
Lucas Cranach the Elder; he described the painting as
powerful in concept and richly colored.4 Flechsig dated
K1595 C. 1513.5 He noted that it cannot readily be placed
in tlle development of Cranach in view of the very large
scale of the figures and the unusually severe mood. He
related the panel to the Adoratloll of the }VIagi at Gotlla
(Landesmuseul1l), where the Virgin and Child are somewhat similar in sentiment, and found it contemporary with
the large altar in tlle Johanneskirche (by Neustadt a.d.
Orla, 1513).6 Heyck also commented on the somewhat
uncharacteristic qualities of K1595, finding it 'Cranachish'.7
Glaser discovered that the painting was the central panel
of a triptych, whose wings were then in the Liechtenstein
Collection (Text Fig. 6). He dated the panel c.1513-14.8
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Friedlander and Rosenberg, following Flechsig's views very
closely, dated KlS9S c. ISI3; they pointed out derivation
from Durer's engraving of IS II, the Virgin and Child with a
Pear (n.4I), and noted that ISI3, the year in which KIS95
was probably painted, was the one in which Durer sent
several of his prints to Frederick the Wise. 9 They suggested
that the unusually large size and somewhat flat, impersonal
execution point to the Madonna and Child as being a workshop product.10
The broad, rather coarse execution of KlS95 indicates
that it was executed by Cranach's large studio, following
the master's preparatory design, c. IS13-14.

Provenance: Painted for the Elector of Saxony, Frederick
the Wise. Maximilian Freiherr von Heyl, Darmstadt,
exhibited - Dresden, Cranac],-Alisstellllng, 1899, Cat. No.
116. Dusseldorf, Kllnst],istorisclle AlIsstelhltlg, 1904, Cat.
No. 214. Frau Direktor Albert Ullman, exhibitedFrankfurt, AlIsstelllltlg von Meisterwerketl alter Malerei ails
Privatbesitz illl Stiidelscllen KIIIIStillstitut, Summer 1925,
p. 12, Cat. No. 40.11 New York, Paul Drey, exhibitedKansas City, Missouri, William Rockhill Nelson Gallery,
Seventh Anniversary Exhibition of Germall, Flemish, and
Dlltch Paillting, 1940-41, Cat. No. 12. Kress acquisition
1948, exhibited - \Vashington, D.C., National Gallery of
Art, Art Treasures for America from the Samllel H. Kress
Collection, 10 Dec. 1961-4 Feb. 1962, Cat. No. 19.
Refererzces: (I) J. Siebmacher, Grosses lind Allgemeines
~Vappenbllc11 von Dr. Otto Titall VOII Hefner, I, part I, 'Die
\Vappen der Deutschen Bundesstaaten', Nuremberg, 1856,
p. 18, pI. 24. (2) Christ points down to the pebbly, arid
foreground, possibly alluding to the first steps of the
Passion. This gesture is unique in Cranach's many depictions of the Child. The foreground may refer to Golgotha,
while the wooden frame on which the Virgin and Child
are seated suggests the Entombment; the tree to the right,
the wood of the Cross, and the ruined fortress at the upper
left to the Old Dispensation. Christ's nudity may also refer
to that of the Lamentation. (3) First reconstructed by Curt
Glaser, Lukas Cranac", Leipzig, 1921, p. 22S, who mistakenly refers to the wings as having been cut down. (4)
Max J. Friedlander, review, 'Die Cranach-Ausstellung in
Dresden', RepertoriulIl flir KIIIIStwissetlscluift, XXII, 1899,
p. 214, Cat. No. II6;,p, 246. (5) Eduard Flechsig, Tafelbilder
Lucas Cranaclls d. A. lind seiner Werkstatt, Leipzig, 1900,
Cat. No. 17. (6) Eduard Flechsig, Cranacllstlldiell, Leipzig,
1900, I, pp. 98-9, p. 282, Cat. No. 116. (7) E. Heyck, Lukas
Cranacll, Bielefeld-Leipzig, 1908, p. 67. (8) Curt Glaser,
Lukas Cranac", Leipzig, 1921, p. 225. (9) MaxJ. Friedlander
and Jakob Rosenberg, Die Gemiilde VOII Lucas Cranacll,
Berlin, 1932, p. 37, Cat. No. 41; the wings are pp. 37-8,
Cat. No. 42. Two other Durer engravings might also be
mentioned: n.35 ofl513 in which a similar wooden frame
appears and D.43 of c. 1512. (10) Friedlander-Rosenberg,
op. cit., pp. 37-8. (II) The second edition of the catalogue
(1926) listed KI S95 as dating from 1513-14.
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BERNHARD STRIGEL
BernlIard Strigel was born in Memmingen (Swabia)
c. 1460; he died there in 1528. He was the son of a painter;
his brothers were also artists.1 The marked influence of the
art of Bartholomaus Zeitblom suggests that the young
Strigel may have been associated with that master in Ulm.
He served in numerous civic posts in Memmingen. His
first known dated work is from 1489 (Disentis). He
portrayed the Emperor Maximilian in IS07 and many of
his subsequent commissions were executed for the Holy
Roman Emperor in Vienna, Innsbruck, and elsewhere.
Strigel was resident in Vienna in ISIS and again in IS20.
He was employed upon large scale altarpieces, which, as
was common for the time, were extremely complex in
format, often incorporating sculpture. A prolific artist,
many of Strigel's works survive. Born a decade before
Durer, Strigel was the master of a monumental, sculptural
style, generally devoid of Italian influence.

K2053 : Figure 18
SAINT MARY CLEOPHAS AND HER FAMILY. Washington, D.C., National Gallery of Art (1640), since 1956.
Mixed technique on linden glued to panel, recently remounted on mahogany. 49 X24i in. (124'4 X62'9 cm.).
Incised on halo at upper left: SANCTA MARIA CLEOPHE.
Halo of nude child: SANCTUS IVDAS XPI APOSTOLV.
Halo of child to tlle right: SCTVS SIMON. Halo of standing
child at the right: STVS. SANCTVS JOSEPH. Halo of child
at the lower left: SANCTVS. JAconvs. MINOR. ALPHE ...
Cut down at top; original border visible at left; numerous
splits alongjoints have necessitated considerable restoration,
most notable in head of nude infant. Cradled and mounted
on mahogany by Pichetto c. 1947. Cleaned and restored by
Modestini in 19S4.
Deliver, 1954, p. 64, Cat. No. 28. Reproduced in color ill
Denver, 1954, p. 65, and Otto, op. cit., p. 47.
For description see K2054, below.

K2054 : Figure 19
SAINT MARY SALOME AND HER FAMILY. Washington,
D.C., National Gallery of Art (1641), since 1958. Mixed
teclmique on linden glued to panel, recently remounted on
mahogany. 49~ x251 in. (125'4 X65·8 em.). Incised on halo
of seated woman: SANCTA MARIA SALOME. Halo of
standing boy at right: SANCTVS J ACODVS MA[J OR]. Halo
of boy at lower left: SANCTVS JOHANES. Cradled and
mounted on mahogany by Pichetto, c. 1947; a strip approx.
1 in. wide has been added along right side. Old restoration
at back of St. John the Evangelist in left foreground;
pentimenti in bare foot at right border. Cleaned and
restored by Modestini in 1955.
Suida-Sizapley, p. 172, Cat. No. 68. Reproduced in color
in Otto, op. cit., p. 49.
' ..• In the High and Late Middle Ages, the Holy Kinship,
as venerated by those who believed in the trillllbitllll AtIIlae,2
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consisted primarily of the husbands and direct descendants
of St. Anne, viz., first, the Virgin Mary, daughter of St.
Anne and Joachim and wife of St. Joseph, and her son
Jesus Christ; second, Mary the daughter of St. Anne and
Cleophas and wife of Alphaeus, and her four sons, St.
James the Less, St. Simon, St. Jude and Joseph the Just
(who failed to become an Apostle because the lot decided
for Barnabas); third, Mary, daughter of St. Anne and
Salomas ("Mary Salome") and wife of Zebedee, and her
two sons, James the Great and John the Evangelist. It is this
"Holy Kinship in the narrower sense" which is listed in
numerous mnemonic verses (the best-known in the Goldm
Legelld in the chapter on the Birth of the Virgin, 8
September) [which] figures in most pictorial and graphic
representations of the subject. Or it appears complete and
unabridged so as to do honour to St. Servatius of Tong res
whose cult grew to enormous proportions from the beginning of the fifteenth century.'3 The Kress panels probably
belonged to such an expanded series. The Holy Kinship
became an especially popular devotional subject in the later
fifteenth century in Northern Europe, following a vision of
the Blessed Colette Boilot (died 1447), particularly in
Germany, where many elaborate altarpieces of the subject
were made. Often large in size, they were for the most part
dismantled or destroyed at the time of the Reformation.4

K20S3

Mary Cleophas is shown seated on a bench, facing right,
with her richly-clad father (his left hand placed upon the
end of the wooden bench) opposite her in left profile at
the extreme right of the panel, and her husband, in red
hat and robe, in the center. Also depicted are Mary
Cleophas's four sons: Jude the Apostle, seated on her lap;
the Apostle Simon to the right ofJude; Joseph the Just in
quasi-priestly Oewish) garb at the right, reaching up to his
infant brother; the Apostle James the Less teasing a dog
with his whirligig at the lower left.

K20S4

St. Anne's daughter Mary Salome is seated at the center;
the father, Salomas, wearing a hat worn by German Jews
in the Middle Ages, is at the left. Salomas's sleeveless overgown, like that worn by Alphaeus in K2053, may also be
characteristic ofJewish attire. Mary Salome's richly garbed
husband Zebedee is at the right; her son St. James the
Greater stands at the right reading tlle Bible (one of his
attributes). Her other son, St.John the Evangelist, is seated
at the lower left writing the Book of Revelation. His
attribute, the eagle, is in the foreground. A step or recess
is shown at the lower right.
After initial publication in the Kann Cataloglle, K2053/4
were included in Weizinger's study of the Strigel family;
he identified tllem as wings from a Holy Kinship altar,
works of the highest quality, in good condition, and in the
artist's mature style.5 Baum dated the panels c. 1520-28.6
Otto characterized K2053/4 as among the finest devotional
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works by Strigel, placing them c. 1520. She postulated that
the Kress panels are sections from an altarpiece of the Holy
Kinship in which the central group showed the Holy
Family with Mary's parents Anne and Joachim. In view of
tlle considerable height of the panels she suggested that this
central composition was sculpted. Otto proposed the
Memmingen sculptor Hans Thoman, who had already
worked with Strigel in 1515, as the author of the lost
group. 7 Suida (Deliver, 1954, p. 64) dated the panels c. 1525.
SlIida-Shapley (p. 172) pointed out that since both Mary
Salome and Mary Cleophas face right, the panels probably
came from the left side of a large altarpiece such as Strigel's
Holy Killship Altar of c. 1505 from Mindelheim (Nuremberg, German. Nationalmuseum), whose movable wings
include ten panels depicting relatives of the Virgin.
Stange dated the panels c. 1510, and considered them
among Strigel's best works and close to his series of the
Legelld oj the Trlle Cross (Metternich family castle,
K6nigswart, Marienbad, Czechoslovakia). He suggested
that the lost central group may have resembled that of the
Biberacller Sippellaltar (Biberach, near Vlm).R Rettich found
Stange's dating too early and placed the Kress panels
c. 1520, relating them to an Blilld alld Memelia lVith the
Illjallt Servatills (East Berlin, Staatliche Museen, Text Fig.
7), and seeing in all these works the influence of Lucas
Cranach the Elder and Hans Holbein the Elder. 9 Otto
included K2053/4 among the artist's late works, finding
physiognomical correspondences between them and the
diptych of a related subject executed for the humanist
Johannes Cuspinian, who in ISIS ordered Strigel to paint
portraits of Maximilian and his family in the guise of the
Holy Killship (Vienna, Kunsthistorisches Museum).lO However, Otto thought the Kress panels finer in concept and
technique than those in Vienna. She quoted Buchner's
suggestion that Cleophas represents a donor portrait, but
points out that the same facial type is often seen in Strigel's
work.H Otto suggested tllat the Blilld alld Memelia (Text
Fig. 7) originally belonged to the same altar as K2053/4,
where it would have been on the back of one of the Kress
panels. The author also proposed that another (lost) panel,
which must have depicted Elizabeth and Zacharias with
their son John the Baptist, would have been on the back
of the other Kress painting.12 In her proposed reconstruction of the Holy Killslzip Altar to which K2053/4 originally
belonged, Otto suggested a central sculpture group of the
Holy Family with St. Anne, Joachim, Salomas, and
Zebedee as shown in the Hlltzaltar by Martin Schaffner,
dated 1521 (VIm, Cathedral). Like the depictions of the
same subjects in tlle latter, the Kress panels would have
only been seen when the altar was open, the family of
Mary Cleophas at the left, and that of Mary Salome at the
right.l3 Otto commented upon the Washington panels'
remarkable plasticity and glowing color, a feature which
Strigel's art acquired in the fifteen or so years between his
depictions of the same subjects in the altar at Mindelheim
(Nuremberg, Germanisches Nationalmuseum).14
Many possibilities exist for a reconstruction of the original
altar scheme for which the Kress panels were painted.
Although it has been suggested that the central group was
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a sculpture in the round, it may well have been in high
relief (e.g. the Sippenaltar attributed to the early von
Kulmbach).15 A date a few years before Strigel's death in
1528 seems appropriate for the paintings of the great Holy
Killship Altar to which the Kress panels belong. All recent
writers recognize the new clarity and monumentality of
these works, qualities which argue for the most mature and
accomplished phase of the German painter's art. The
costume in K2053/4, although based upon fashions of
various periods, is in large part that of fashionable German
attire of c. 1530, which also points to a late date. The gold,
textile-like background and some of the exotic costumes
survive from the earlier, c. 1505 rendering of the subject at
Mindelhcim, but the Washington panels are less Gothic,
abandoning the earlier concern with eccentric physiognomy, perhaps indicating in Strigel's last years a new,
almost Renaissance interest in ideal beauty. Considering its
Italian provenance, K2053/4 may prove to have been
ordered for a German-sponsored chapel there. In Strigel's
day many Northern mercantile colonies formed their own
religious societies, subsidizing special chapels for their
devotions in Venice, Florence, Rome, etc.

Provellallce: Private collection, Florence, sold to London,
Thomas Agnew and Son, 19 May 1900, with the participation of Fairfax Murray, presumably the owner's agent, and
Haskard (English bankers in Florence). Sold to Rodolphe
Kann in 1900. Rodolphe Kann until before 1914 (Wilhelm
von Bode, Catalogue de la Collection Rodolphe Kallll, Paris,
1907, II, nos. lIS (K2053, as Holy Family) and 116 (K2054,
as The Virgin Instructing the Child Jeslls). Bromberg
Collection, Hamburg. Dr. Emden, Hamburg. I6 Basel,
private collection. New York, Wildenstein and Co.,
exhibited - Kansas City, Missouri, William Rockhill
Nelson Gallery, Seventh Allniversary Exhibition, 1940-41,
Cat. No. 56. Indianapolis, Indiana, John Herron Art
Museum, Holbein aud His Contemporaries, 1950, Cat. No.
68. Kress acquisition 1954.
Referellces: (I) See Gertrud Otto, Bernhard Strigel, MunichBerlin, 1964. (2) This material is quoted from Pallofsky, I,
pp. 495-6, n. I. See also Tile Goldeu Legend ofJacobus de
Voragine, trans. and adapted by Granger Ryan and Helmut
Ripperger, London, New York, Toronto, 1941, II, p. 520.
Another text, especially popular in the sixteenth century,
was Trithemius von Sponhcim, De Laudiblls Sallctissilllae
Matris All/lae, Mainz, 1499. (3) Beda Kleinschmidt, Die
heilige Alllla, DUsseldorf, 1930, pp. 269 £ For the expanded
Holy Kinship - beyond the traditional seventeen, enlarged
to include the parents of St. Servatius of Maastricht, as
shown in the Berlin panel- see M. Lejeune, De Legelldariscile
Stalllbool/l van Sillt Servaas (Publications de la Societe
historique et archeologique dans Ie Limburg aMaastricht),
1941. (4) For this theme see Emile Male, L' art religieux de la
fin du moyen age ell Frallce, Paris, 1925, pp. 217-20;
Kleinschmidt, op. cit., pp. 252 if., 263 if. and Reali, II, 2,
pp. 141-6. (5) 'Der Maler-Familie der "Strigel" in der
ehemals freien Reichsstadt Memmingen', FestschriJt des
Miitlcileller Altertl/lIISVereills, zl/r Erimlenmg all das 50. Jahr
]lIbiliilllll, Munich, 1914, p. 143. (6) Thieme-Becker, XXXII,

p. 189, no. 45. (7) Otto, 'Zwci Sippenbilder von Bernhard
Strigel', Memllliuger Gesclliclzts-Bliitter, 1951, pp. 1-2. (8)
Stat/ge, VIII, pp. 144 if. (9) E. Rettich, 'Bernhard Strigel.
Erganzungen und Berichtigungen zu Alfred Stanges
"Deutsche Malerei der Gotik", VIII', ZeitsclzriJt flir KUllstgescl,icllte, XXII, 1959, pp. 158-66. (10) The Emperor is
Cleophas; Mary of Burgundy: Mary Cleophas; Philip the
Fair: James the Less, etc.; the companion panel shows
Cuspinian with his second wife and sons as the family of
Mary Salome. Painted in Vienna, Oct. 1520 (Count
Wilczek, Schloss Seebarn). The Holy Family with Anna and
Joachim and the family of St. John the Baptist are on the
verso of the Maximilian group dated 1520 (Vienna,
Kunsthistorisches Museum). (II) For example the True
Cross series (Christ Bearillg the Cross), where he is the
patrician standing next to Maximilian; and in the Death
of the Virgin (formerly Strasbourg, Musee des Beaux-Arts),
as the third Apostle from the right in the foreground. Otto
(1964, pp. 48-51) suggests that Salomas (K2054) may
possibly be a member of the donor family. (12) Otto, 1964,
op. cit., p. 50, Cat. No. 38c. The Berlin panel measures
125 X65 cm. (13) However, Lustenberger sees tlle influence of K2053 and K2054 on tlle depictions of the same
subjects in the wings of the Hlltzaltar. As the resemblance
is not close, the dating of the Schaffner altarpiece docs not
provide a terminus allte ql/em for the Kress panels. (Susanne
Lustenberger, Martin Scllaffiler, Maler ZII Vim, Ulm, 1959,
Cat. No. 21, pp. 146-53, p. 149.) (14) Otto, 1964, 0p. cit.,
figs. 49 and 50. (IS) Friedrich D6rnh6ffer, 'Bcitrage zur
Geschichte der alteren NUrnberger Maler', Repertori/llll flir
Klltlstwissellscllajt, XXIX, 1906, p. 481, published the
Sippeualtar. (16) Not recorded in the Berlin, 193 I sale of
Dr. Max Emden Collection (Hamburg), nor those of Dr.
Herman Emden in Hamburg, 1909, 1910, 1911, 1915. The
Bromberg and Emden ex colIs. were supplied by
Wildenstein.

GEORG BREU THE ELDER
Georg Breu the Elder was born in Augsburg c. 1475 and
died there in 1537. He was probably apprenticed in the city
of his birth to Ulrich Apt the Elder, in 1493.1 His early
works also show the influence of Hans Burgkmair the
Elder, one of the most prominent artists of Augsburg, a
major German art center. The painter's travel years were
spent in the Danubian region. He is assumed to have made
an Italianjourney c. 1514-15. First active as an independent
master in 1501, Breu's career included works in fresco
painting, designs for painted glass, manuscript decoration,
printmaking, and fortification design. Many of his commissions were given by the Emperor Maximilian. A
prominent Lutheran, Breu acquiesced to the destruction of
much of his oeuvre during the Reformation. His son Georg
Breu the Younger continued the atelier.
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Style of GEORG BREU THE ELDER
K

1881 : Figure
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SAINT GEORGE AND THE DRAGON. Raleigh, North
Carolina, Museum of Art (CL 60.17.64), since 1960. Oil on
pine. 13k X13! in. (35·3 X3S·0 cm.). Fogg Art Museum,
label on back: 127.1938, Julius Loeb. An old inscription,
formerly on the back 'Albrecht Altdorfer von Altdorf', is
recorded in the Herron Catalogue (sec Provellallce). Panel
cradled by Modestini in 1957; some restoration.
Raleigh, 1960, p. 130.
The painted roundel shows a knight in armor and white
plumed helmet upon a rearing charger; both horse and
rider arc in left profile against a mountainous landscape
with a castle at the upper left. A dragon at the lower left
is impaled by the knight's lance. A crowned female figure,
her hands folded in prayer, a lamb at her side, is seen kneeling in the upper left middle ground. K1881 depicts St.
George of Cappadocia, delivering the princess from the
dragon. 2 The roundel is tlIinly painted and executed with
great spontaneity and fluidity, especially in the landscape
areas which are rendered in the Danubian style. Although
the composition OfK1881 is reminiscent of the rectangular
depiction of the same subject in an Altdorfer engraving of
151I (B.55), it is probably taken from the roundel of St.
George alld the Dragon by Schongauer (B.31).
A certificate by Max J. Friedlander, dated Berlin, 24
November 1928, stating that KI881 is a well-preserved
painting by Breu the Elder of c. 1520, is described in the
1947 sale catalogue (see Provellallce) and was included with
the painting at that date, but is now lost. A second certificate signed by Max J. Friedlander in Amsterdam,
I August 1947, repeated tlIis view. Friedlander associated
K1881 with a drawing of the same format in the
Kupferstichkabinett, Dresden.3 According to the Raleigh
Catalogue of 1960 (p. 130), Breu's depiction of the horse
may be based on tlIat in Leonardo's Battle of Allghiari and
on the art of Cranach. The latter is also listed as a possible
source for the landscape setting. Kuhn questioned the
attribution of the roundel to Breu, dating KI881 c. 1520.4
This date conforms with the style of the armor which is
typical for that year.
While there are several correspondences between K1881
and the oeuvre of George Breu the Elder, the free-flowing
Danubian quality of this roundel is not entirely consistent
with the work of that master, despite his association with
the Danubian School. Its numerous affinities with the art of
Altdorfer and Cranach suggest tlIat KI881 was painted by
an artist in the circle of Breu who was open to other
influences.

Provellallce: All the following catalogues listed KIS81 as by
Georg Breu, c. 1500. London, Knoedler and Co., exhibited
- Amsterdam, Rijksmuseum, Catalogl/s vall de Telltoollstellillg vall ol/de KIIIISt - July-Sept. 1936, Cat. No. 19.
Julius Loeb, exhibited - Cambridge, Massachusetts, Fogg
Art Museum, The Horse, its Sigllificallce ill Art, Apr.-May
1938, Cat. NO.3. Sold, New York, Parke-Bernet, 8 May

1947, Cat. No. 18, from Knoedler and Co. New York,
Frederick A. Stern, exhibited - Columbus, Ohio, Columbus
Gallery of Art, The Gothic North, 1949, Cat. No.6, listed
as ex colI. Charles Loeb, New York; Ottawa, National
Gallery of Canada, A Loall Exhibitioll of German Paintillgs,
1400-1550, 1949, Cat. No. I; Indianapolis, Indiana, John
Herron Art Museum, Rolbeill alld His Colltemporaries, 1950,
Cat. NO.9. A. R. Ball, Boston and New York. Kress
acquisition 1952.

Referellces: (I) K. Rottinger, Thieme-Becker, IV, pp. 594-6;
E. Kroher, Killdlers, I, pp. 528-34. For the most extensive
discussion and illustrations of this artist's work see Ernst
Buchner, 'Der Altere Breu als Maler', Beitriige Zltr
Gescltichte der delltschell KIIIISt, 1928, II, pp. 272-368. (2) See
Reali, III, 2, pp. 571-9 for the iconography of St. George.
(3) Neg. no. KK382. The Dresden drawing, there recorded
as North German, c. 1500, has several variations from
K1881: the horse is differently caparisoned, the knight in
three-quarter view, the landscape unrelated. No princess is
shown. (4) Charles Kuhn, Cataloglle oj Germall Pailltillgs oj
the Middle Ages alld Rellaissallce ill Americall Collectiolls,
Cambridge, 1936, p. 66, Cat. No. 276.

HANS BALDUNG GRIEN
Hans Baldung Grien was born c.1484/5 at Gmund
(Swabia), where his erudite, noble family originated; he
died at Strasbourg in 1545.1 After presumably training in
Strasbourg (c. 1500), Baldung Grien was active in Durer's
Nuremberg studio until 1506. His first known dated work
is the St. Sebastian Altar of 1507 for the Stadtkirche at Halle
(Nuremberg, Germanisches Nationalmuseum). He returned to Strasbourg from Halle in 1509, where he married,
became a Burger and a master painter. In addition to being
an outstanding painter, he was a leading graphic artist
whose powerful prints reflected his highly original, forceful
aesthetic. His expressive art is characterized by an extraordinary fusion of Renaissance humanism and medieval
mysticism.
K 1972 :

Figure 32

ST. ANNE WITH THE CHRIST CHILD, TilE VIRGIN AND
ST. JOliN BAPTIST. Washington, D.C., National Gallery
of Art (1614), since 1956. Mixed technique on panel
(probably pine), transferred to masonite. 34! X29k in.
(87.0 X75·9 cm.). Inscribed on the throne, to the right of
St. Anne's head: lIGB [monogram]. Her halo is inscribed:
S ANNA; the Virgin's to tlle right: MARIA; the Baptist's at
the left: S IOHANE[ s]. When first published, KI972 and its
companion piece were shown to be poorly preserved, with
numerous splits and losses. 2 Many losses in background
above head of St. Anne, above head of St. John Baptist, to
lower left of elbow of Christ, below the lamb, on back of
lamb, and drapery of St. John Baptist. Underdrawing
visible for arcades at top of throne tlIat were never painted.
K1972 was transferred by Suhr from panel to veneered and
cradled masonite and restored shortly before 1953.
SlIida-Shapley, p. 26, Cat. NO.5. Color reproduction in
Broadley, p. 33.
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St. Anne is enthroned, embracing both the nude Christ
Child seated on her lap and her daughter Mary who stands
at the right. Mary and her Son jointly hold a fruit. St.John
Baptist kneels at the left, pointing downward with his left
hand to a nimbed lamb lying on the floor, and with his
right to the Christ Child. A landscape is seen through an
arcade at the upper left. The representation of the group at
the right, especially frequent in Germany in the late Middle
Ages and the Renaissance, is known as the Alllla Selbdritt. 3
Concerned with the genealogy of Christ. this group
symbolized the Immaculate Conception of the Virgin.4- The
curious pose in which Jesus and Mary jointly hold a fruit
refers to their roles as the new Adam and the new Eve in the
redemption of mankind. Their placement before the throne
probably refers to Jesus and Mary as groom and bride and
to Mary's coronation in Heaven. Mary's hand on her distended stomach may refer to the Virgin Birth. The
Baptist's proximity to botll Christ as Bridegroom and as
the Lamb of God recalls several Biblical passages. His pose,
pointing to both Lamb and Christ, refers to Jolm 1:29-30,
when the Baptist, seeing Jesus approach him, said, 'Behold
the Lamb of God, which taketh away the sins of the world.'
The lamb is symbolic of Christ as the Sacrifice for the
Redemption of Mankind. John's benediction of the group
at the right recalls his words: 'He that hatll the bride is the
bridegroom: but the friend of tile bridegroom, which
standeth and hearetll him, rejoiceth greatly because of the
bridegroom's voice: tlus my joy therefore is fulfilled. He
must increase, but I must decrease.' Oohn 3 :29-30).
Pariset first published KI972 and its pendant St. Johll 011
Patmos (Text Fig. 8). He related the composition of the
Kress panel to a small woodcut by Baldung Grien
illustrating the See1ellgiirtleill (M. Flach, Strasbourg, ISII).
Pariset compared the Virgin to a donatrix in a Trillity altd
Mystic Pieta (London, National Gallery) by the same artist,
which he dated ISI2, and the Baptist to his depiction in the
Crucljixioll of IS12 (Berlin, StaatIiche Museen), concluding
that KI972 and St. JoillI 011 Patmos belong with works
executed by Baldung Grien in Strasbourg c. ISII/12. He
noted that the artist was especially concerned with the
Altlta Se1bdritt theme between ISIo-IS. 5 According to
Koch, K1972 and its companion piece. St. JoillI 011 Patmos
(Text Fig. 8), were probably painted for the Order of St.
Jolm in Strasbourg, for whom the artist also painted the
Mass oj St. Gregory (Cleveland, Cleveland Museum of Art)
in ISU. 6 Koch dated KI972 in ISII, during the painter's
first Strasbourg period. 7 SlIida-Silapley (p. 26) followed
Buchner's and Koch's suggestions of a dating c. ISII.
Mehle observed that tile Corot-like landscape of KI972,
if by Baldung Grien. is eitller heavily restored or very
unusual for this artist. 8 Zimmerman followed Koch in
dating KI972 in ISII. He further stated that the Kress panel
and St. JoillI 011 Patmos (Text Fig. 8, ex coli. Dr. H. Becker,
Westfalen) were tile wings of a carved shrine. 9 Oettinger
and Knappe dated the Kress panel ISII. lO Koepplin pointed
out that K1972 was extremely rapidly executed, noting that
Baldung Grien tended to produce either highly finished,
presumably well-paid-for paintings, or much more speedily
.executed, less expensive ones such as the Kress paneLlI

As K1972 and its pendant St. JoillI 011 Patmos are both
devoted to St. John- the first to the Baptist, and the
second to St. John the Divine - it may well be that they
were commissioned by the Order of St. John, as suggested
by Koch. The year in which these panels are generally
assumed to have been executed is also that of a commission
given Baldung Grien by that Order for a Mass oj St. Gregory
now in the Cleveland Museum of Art. K 1972 and its
companion piece are the same height as the Cleveland
picture and could have been incorporated in some common
format. A drawing of a standing Alllla Se1bdritt in a landscape setting (Budapest, Szcpmuveszeti Museum), attributed
by Oettinger and Knappe to Durer (IS03/4), or a
similar work, may have been consulted by Baldung Grien
for K1972.12

Provellallce: Village church, Alsace(with St.Jolm 011 Patmos).
Dr. Wimpfen, shortly after 1870, purchased from the above
(with St. JoillI 011 Patmos)P Siben Collection (daughter of
Dr. Wimpfen), Colmar. New York, Rosenberg and
Stiebel. Kress acquisition I9S3, exhibited - Karlsruhe,
Kunsthalle, Hans Baldllllg Grieu AllssteUlIlIg, July-Sept.
I9S9, pp. 41-2, Cat. No. IS.
Referellces: (I) E. Curjel, HailS Baldllllg Griell, Munich, 1923.
A major recent reference for this artist is Carl Koch, Die
grosseu Delltscllell, Berlin, I9S6, I, pp. 401-14. (2) For a
photograph of K1972 before restoration, see F. G. Pariset,
'Deux oeuvres incdites de Baldung Grien', Gazette des
Beallx-Arts, 6th ser., XI, 1934, pp. 13-23, fig. 2. (3) See
Beda Kleinschmidt, Die heilige Alllla, Dusseldorf, 1930;
Reali, II, 2, pp. 7S-9; 84-90; 146-8 ; Lexikoll der Marienkllllde,
I, col. 248; Broadley, p. 32. (4) Baldung Grien illustrated the
AlIIla Se1bdritt in a landscape setting without the Baptist for
the edition of the Hortllills Allimae published by Martin
Flach on 2 Feb. ISII, in Strasbourg. See Pariset, op. cit.,
p. 20, fig. 1. (5) Pariset, op. cit., p. 20. H. Perseke, HailS
Baldllllgs Scllaffill iu Freiburg, Freiburg-im-Breisgau, 1941,
p. 49, seems to suggest a later dating tllan Pariset's.
(6) Koch, 'Ober drei Bildnisse Baldungs als kunstlerische
Dokumente vom Beginn seines Spatstils', Zeitscllrijt Jiir
KUlIStwisseuscllajt, v, I9SI, pp. S7-70, esp. pp. 62, 64.
Also Koch letter of 26/VI/S7, Kress Archive. (7) Idelll,
'Katalog der erhaltenen Gemalde, der Einblattholzschnitte
und iIIustrierten Bucher von Hans Baldung-Grien',
Kllustcllrouik, VI, 1953, pp. 297-302, esp. p. 297. (8) Hans
Mehle, 'Hans Baldung Grien: zur Karlsruher BaldungAusstellung', ZeitschriJt flir Kllustgeschicllte, XXII, 1959,
pp. 124-32, esp. p. 128. (9) Werner Zimmerman, HailS
Baldllllg Griell, Ausstellung, Karlsruhe, Staatliche Kunsthalle, 1959, pp. 41-2, Cat. Nos. 14 (KI972) and IS. The
Becker panel was sold at Sotheby's London, 8 Dec. 1971,
Cat. No. 28, p. 22, fig. 28 (listed as 'property of a gentleman'). (10) Karl Oettinger and Karl Adolph Knappe, HailS
Baldllllg Grieu IIlld Albrec1,t Diirer ill Niimberg, Nuremberg,
1963, n. 247, p. lOS. (II) Letter of 1968, Kress Archive.
(12) Oettinger and Knappe, op. cit., pp. S, 93, n. 22, pI.
12S. In the drawing, the Christ Child holds the fruit while
his mother folds her hands in prayer. (13) Pariset, op. cit.,
p.I3·
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HANS SUSS VON KULMBACH
The birth date of Hans Suss von Kulmbach is unknown; he
died in Nuremberg in 1522. His family originated in
Kulmbach, Bavaria. The artist's early training is not clear,
but probably took place in Nuremberg under Jacopo de'
Barbari. An early associate of Durer's, von Kulmbach could
also have been his apprentice. His first works date from
c. 1505. He became a Burger of Nuremberg in 1511. As
dated works of 15 II and 1516 are in Cracow, the artist may
have worked in that city, or sent his paintings there from
Nuremberg as the centers were in close commercial
contact. A master of Durer's monumental style of the first
decade of the sixteenth century, Kulmbach was one of the
major artists active in Nuremberg in the first quarter of the
sixteenth century.1

K

1594 : Figure 23

THE ADORATION OF THE MAGI. Allentown, Pennsylvania, Allentown Art Museum (61.42.G) since 1960. Mixed
technique on panel. 23t XI4! in. (60'7 X37'5 cm.). Panel
cradled by Piclletto in 1949; cleaned and varnished, and
some in-painting by Modestini in 1960; some restoration.
Allel/tolVll, 1960, p. 90.
Mary is seated at the left on a stone block, holding the nude
Christ Child on her lap.2 He touches the coins in an open
coffer held up to him by the kneeling Melchior, shown in
left profile in the right foreground. Two Magi in turbans
stand in the background holding fantastic goblets: Caspar,
at the left, one for incense, and Balthasar, to the right,
another for myrrh. The Adoration takes place against a
Romanesque masonry wall. 3
Bermann dated KI594 c. 1513.4 According to Buchner,
it belongs to a Marian altar probably dating from the
second decade of the sixteenth century, from which four
other panels survive: AIIIIIII/ciatioll (Nuremberg, Germanisches Nationalmuseum); Nativity (Bayreuth, Bayerische Staatsgemaldesammlungen); Ascellsioll (New York,
Metropolitan Museum of Art) and the Death of the Virgil/,
a predella.1i Kulm dated KI594 c. 1515, relating it stylistically
to the Adoration of the Magi (Berlin, StaatIiche Museen)
which he believed to date from that year. 6 Stadler pointed
out that the Ascellsioll (New York, Metropolitan Museum
of Art) is based upon Durer's woodcut of c. 1509-11 from
the Small Passioll (n.50), giving ISII as the termilll/s post
ql/em for the Marian altar to which the Kress and Metropolitan panels belonged. He believed K I 594 to have formed
part of the wings of a Marian altar which included (in
addition to the Nuremberg AllIlllllciatiol/, Bayreuth
Nativity, and New York Ascellsioll) four paintings in
Leipzig (Museum der bildenden Kiinste). Approximately
the same size as K1594, they show the Birth of the Virgill,
Visitatioll, Christ Appearillg to His Mother, and Pelltecost.
Stadler suggested that the central panel may have been the
Corollatioll of the Virgill (Vienna, Kunsthistorisches
Museum). 7 The latter was once inscribed with the date
ISI4. Winkler pointed out that the artist painted three
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surviving altarpiece~ devoted to the Life of the Virgin:
KIS94 with the companion pieces first cited by Buchner
as one, a group in Bamberg as a second and the Leipzig
panels as the third. 8 In 1961 Strieder dated the Adoratioll of
the Magi c. ISI2/I3, part of a Marian cycle. He described
the painting as more developed in style than the Leipzig
panels, contemporary with the Tllcher Epitaph of 1513
{Nuremberg, S. Sebald).9 According to Strieder the
Alllllwciatioll and the Nativity, recorded in the nineteenth
century in Nuremberg, came from the same altar as K1594.
He assumed the altarpiece was originally painted for a
Nuremberg church.10
The subjects of the eight panels which, including the Kress
Adoratioll, were grouped by Stadler as the wings of a
complete Marian triptych do not work out convincingly.
There may have been a more complex wing organization
for the altarpiece, allowing for the addition of further
subjects. KIS94 and the other seven panels may have
belonged with a now unknown central painting rather than
the Vienna Corollatioll. The predella of the Death of the
Virgill which appeared at the Stallforth Sale together with
KI594 and the Metropolitan Ascellsioll seems, as pointed out
by Stadler, to be earlier in style than the Kress panel and to
belong to some other project, contrary to Buchner's view.l l
The Adoratioll of the Magi is a fine example of von
Kulmbach's mature style. Although very freely inspired by
Durer's woodcut of the Holy Family alld the Magi of 1511
(n.3), KI594 has an economy and spontaneity characteristic
ofKulmbach. Strieder's dating of 1512/13 seems correct.

Provenal/ce: Stallforth Collection, Wiesbaden, with Ascel/siol/ (now New York, Metropolitan Museum of Art) and
Death of the Virgill (1936, Munich, Fleischmann Gallery) all three sold 1919 (Helbings, Munich, I Oct. 1919, Cat.
No. 110). Voltz Collection, The Hague. New York and
Munich, A. S. Drey as early as 1928, exhibited - New
York, Schaeffer Galleries, Early Germall Pailltillgs, 1937,
Cat. No. 15. New York, Paul Drey. Kress acquisition 1948,
exhibited - Indianapolis, Ind., John Herron Art Museum,
Holbeil/ al/d His Contemporaries, 19S0, Cat. No. 43.
Nuremberg, Germanisches Nationalmuseum, Meister 11m
DUrer, 1961, p. 103, Cat. No. 161c.
Referel/ces: (I) See Ernst Buchner, Thieme-Becker, XXII,
pp. 92-S; Franz Stadler, HailS VOl/ KlIlmbacll, Vienna, 1936;
Peter Strieder, Kindlers, III, pp. 775-80. (2) The square seat
is symbolic of virtue. See R. Wittkower, 'Space, Time and
Virtue', JOl/mal of the Warbllrg II/stitute, I, 1937-38, pp.
313-21. (3) A drawing has been regarded by Friedrich
Winkler (Die ZciclzllIwgcl/ HailS SUss VOII KlIlmbaclls IlIId
HailS Leollhard Sclliiuffeleills, Berlin, 1942, p. 62, Cat. No.
45) as preparatory to KI 594: Adoratioll ofthe Magi (Budapest,
Szcpmuvcszeti Muzeum). However, the architectural
background is in ruins; foliate cartouches are placed at the
upper left and right which provide an arch-like enclosure
at the top. There are also numerous differences in the
depiction of tIle Magi. It is far from certain that the
Budapest drawing was specifically preparatory to the
Kress panel. A study of the Holy Family for a painted
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glass window donated by Michael Ketzel (Nuremberg)
(Frankfurt Stadelschcs Kunstinstitut, Winkler, op. cit. Cat.
No. 69) shows the Virgin and Child in a pose similar to
that of K1594. Another drawing for the same window
(formerly Vienna, O. Bondy Collection, Winkler, Cat. No.
71) shows some similarity with the standing Magi in K1594.
(4) Hans Bermann, 'Hans Suss von Kulmbach', Leipzig,
1923, unpublished dissertation, p. 66. (5) Buchner, op. cit.,
p. 93. In 1936 the predella was in the Fleischmann Gallery,
Munich. (6) Charles L. Kuhn, A Catalogue of Germall
Pailltitlgs of tlze Middle Ages and Rellaissallce ill Americall
Collectiolls, Cambridge, Mass., 1936, p. 56, Cat. No. 208.
(7) Franz Stadler, Hails VOII KII1m bacb, Vienna, 1936,
pp. 19-20, Cat. No. 63e. The Leipzig panels were
drastically 'restored' in the nineteenth century. Harry B.
WehIe and Margaretta Salinger (A Catalogue of Early
Flemish, Dutcb alld German Paintings, The Metropolitan
Museum of Art, New York, 1947, p. 189), followed
Stadler's views, but pointed out that the Leipzig panels
differ in style and surface, possibly due to nineteenthcentury repainting. (8) Winkler, Hails VOII Kulmbacb,
Bayreuth, 1959, pp. 69-70. (9) Strieder, Meister I/m Durer,
Germanisches Nationalmuseum, Nuremberg, 1961, p. 103.
See also Killdlers, III, p. 776. The paintings were published
by R. von Rettberg, Niirubergs Kllnstlebell, in seille/! Detlkmalell dargestellt, eill Fii!Jrer flir Eilllzeimisclze ./tId Fremde,
Stuttgart. 1854. p. 139. (10) Strieder, Meister um Durer, p.
103. (II) Stadler, op. cit., Cat. No. 34.

HANS HOLBEIN THE YOUNGER
Hans Holbein the Younger was born in Augsburg in
1497/8 and died in London in 1543. His father, a major
artist of northern Europe, had an extremely large studio in
Augsburg before moving to Isenheim and then to Berne.
Both Hans Holbein the Younger and his brother Ambrosius
were first trained in their father's atelier. In 1513-14 the
brothers left for Basle and were active as print designers
for book illustrations. Hans Holbein the Younger probably
went to Northern Italy; he returned to Basle where he
married and where his family was to remain. In 1524 he
journeyed to France and in 1526 to the Netherlands. From
1526 onwards the major part of Holbein's portraits were
executed in England, where he resided from 1526 through
1528 and from 1532 to 1543. He was referred to as a 'royal
servent' of Henry VIII in 1537. Best known for his
meticulous, restrained yet compelling portraits, Holbein
also painted religious subjects, large-scale altarpieces,
portrait miniatures and tabletops. He designed frescoed
farrades in the renaissance manner and works in precious
metal. LittIe is known of his earliest oeuvre, since his
portraits from this phase are so closely linked to those by
his father and by his brother Ambrosius. l

Attributed to
HANS HOLBEIN THE YOUNGER
K 1892 : Figure 16
YOUNG MAN IN AN ORANGE HAT. Washington, D.C.,
National Gallery of Art (1381), since 1961. Oil2 on linden.
9!X7iin. (23·5XI8·7cm.). Painted surface: 8~X6iin.
(21·9 X16·8 cm.). Several splits and many small blisters
have necessitated some restoration. Restored c. 19313 and
by Suhr shortly before 1952 and by Modestini in 1955.
SlIida-S/,apley, p. 106, Cat. No. 38 [Hans Holbein the
Younger]. Reproduced in color in Seymour, pI. 82.
A young man in an orange hat, his shirt of pink and yellow
c1lallgeallt material open at the tllroat, is shown in bustlength, facing to the right, in three-quarter view. His hair
is tousled and his attire suggests informality. A pink flower
is stuck in his hat which also has a dark colored ribbon
drawn through the slashes in the brim.
KI892 was attributed to Ambrosius Holbein (died c. 1519)
when it was in the Rothschild Collection (Vienna), until
Baldass published it as an early work by Hans Holbein the
Younger in 193 I. He related it to the depiction of a young
man dated 1518 (Leningrad. Hermitage) by Ambrosius
Holbein, but pointed out that tlle facial expression was
unlike that of the latter, closer to Hans Holbein the
Younger's portraits of Jacob Meyer alld his Wife of 1516
(Basle, OffentIiche Kunstsammlung). Baldass placed K1892
as executed by Hans Holbein the Younger prior to the
von Hertenstein portrait of 1517 (New York. Metropolitan
Museum of Art), describing the Kress painting as Holbein's
first portrait with a neutral background, its compositional
and coloristic qualities close to the Youth of 1515 (Darmstadt, Hessisches Landesmuseum) signed HH, whose
attribution is disputed between the Elder and the Younger
Holbein. 4 According to Schmid, the Washington panel is
a work of very high quality, its composition close to works
of Ambrosius Holbein, but its modeling superior to the
latter, pointing to authorship by Hans Holbein the Younger,
but somewhat later in date than suggested by Baldass.5
Hugelshofer observed that KI892 follows Hans Holbein
the Younger's graphic style of the Basle years, and found
that it presents a composition to be followed by German
portraits of the Reformation. He pointed out that such
images, with their abstract backgrounds, were cheaper in
price than those with architectural interiors or landscapes
and proposed a date of c. 1520 for the Kress panel, executed
by Hans Holbein the Younger after his return to Basle
from Lucerne. He indicated that similar models are to be
found in drawings by the painter dated 1522 (New York,
Morgan Library).6 Ganz did not accept KI892 as by
Holbein. 7 Suida-Slzapley (loc. cit.) cited Max J. Friedlander,
Paul Ganz, Georg Swarzenski and Jakob Rosenberg as
stating that KI892 is a work by Hans Holbein the Younger.
Boerlin's Holbein catalogue placed KI892 with the oeuvre
of Ambrosius Holbein, but dated it toward the middle of
tile century. Neither tile handling, the c1zallgeallt color.
nor the form of K1892 are viewed by Boerlin as characteristic of Hans Holbein the Younger. 8 Baldass disputed
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the nbove view, re-affirming his original attribution. 9 The
Washington portrait was dated c. 1520 by Seymollr (pp. 90
and 202, n. 20), when Hans Holbein the Younger came into
contact with Italian art in BasIc. He believed that Boerlin's
objections to the Hans Holbein the Younger attribution
were not conclusive since the uncharacteristic qualities of
K1892 might be due to the influence of Ambrosius Holbein
upon his brother at an early stage of his career. Most
recently Boerlin suggested that the Kress painting is a work
contemporary with the art of Tobias Stimmer (1539-84).10
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Jiingere, BasIc, 1950, p. vii. (8) BoerIin, loco cit. (9) Baldass,
'Offene Fragen auf der Basler Holbein Ausstellung von
1960', Ztitscllrijtflir KtIIlstwissCllscizajt, xv, 1961, pp. 81-96,
esp. p. 87. (10) Letter of 22/VII/68 from Peter Boerlin in
Kress Archive. (II) Walter Hugclshofer, Swiss Drawings,
Smithsonian Institllte, 1967-68, pI. 28, Cat. No. 28. (12) Sec
Note 9, above. The Darmstadt portrait is reproduced by
Ganz, op. cit., pI. 58; the Meyer portrait is ibid., pI. 59.

ALBRECHT ALTDORFER
The portrait, while it has numerous affmities with the styles
of both Ambrosius Holbein and his younger brother, is
not entirely compatible with the oeuvre of either. Its unusually expressive, emotional quality relates to other artists
active in BasIc in the 1520S such as the author of a drawing
of a YOllllg Mall ill Profile attributed to Hans Funk. l l The
sitter's attire also points to a date around 1520. Boerlin's
mid-sixteenth-century placement seems too late; but his
objections to the Hans Holbein the Younger attribution
and his grouping of the Kress painting with Ambrosius
Holbein in the BasIc catalogue may prove correct. KI892
was intended as a personal record rather than as an official,
formal portrait. Its spontaneous, immediate quality is in
keeping with the Swiss mode of the first half of the sixteenth century: militant yet romantically independent. The
painter was probably active in the environs of BasIc in the
first third of the sixteenth century, working in a style close
to that of Hans Holbein the Younger, but perhaps open to
a somewhat freer, more subjective approach often linked
to the Danubian School. If by Holbein the Younger, the
Kress panel was probably executed within two years after
the YOllllg Mall with a Red Beret (Darmstadt, Hessisches
Landesmuseum), which is similar in form. It is, as noted by
Baldass, comparable in handling to the Jacob Meyer of 15 16
(BasIc, 6ffentliche Kunstsammlung) but considerably
more free in treatment.111

Provenallce: Baron Louis de Rothschild, Vienna, exhibitedHouston, Texas, Houston Museum of Fine Arts, Seventeell
Masters of Paintillg, 15 Jan.-15 Feb. 1950, Cat. No. 20.
New York, M. Knoedler and Co. Kress acquisition 1952,
exhibited - BasIc, Kunstmuseum, Die MalerJamilie Holbeill
ill Basel,June-Sept. 1960, p. 134, Cat. No. 92, as Ambrosius
Holbein.
Referellces: (I) For the biography of Holbein the Younger
sec A. Woltmann, Holbeill !lIld seille Zeit, Leipzig, 1876.
Sec also Paul Ganz, The Pailltillgs of HailS Holbeill, London,
1956. (2) According to Modestini. The medium is given as
tempera by P. H. Boerlin, Die MalerJamilie Holbeill ill Basel,
Basel, Kunstmuseum, 1960, p. 134, Cat. No. 92. (3) Photographs of KI892 before and after a restoration of c. 1931
appear in Ludwig Baldass, 'Ein Fruhwerk Hans Holbeins
des Jungeren', KlIllstchrollik !lIId Kllllstliteratllr, supplement
to Zdtscllrijt flir bildeude Kllnst, 1931-]2, p. 61. (4) Ibid.,
pp. 60-1. (5) H. A. Schmid, HailS Holbeill der Jiillgere, BasIc,
1948, I, p. 69. (6) Walter Hugelshofer, 'Die Anfange Hans
Holbeins des Jungeren als Bildnismaler', Phoeblls, II, 1949,
pp. 60-70, esp. pp. 67-70. (7) Paul Ganz, Hans Holbeiu der

Born C. 1480, probably in Regensburg, Altdorfer died there
in 1538.1 He was first known to have been active in 1506;
several paintings arc dated 1507. Active as a printmaker and
architect, as well as painter, Altdorfer was one of the major
artists of the Danubian School, celebrated for his brilliant
romantic landscapes and his extraordinary gifts in working
on a miniature scale. Like many artists of the German
Renaissance, Altdorfer worked in the devotional and
humanistic genres.

Circle of ALBRECHT AL TDORFER
K I849A : Figure 28
THE RULE OF BACCHUS. Washington, D.C., National
Gallery of Art (IlIO), since 1952. Oil on linden transferred
to masonite by Suhr C. 1950. 15! X6! in. (38'7 X15'9 em.).
Inscribed:! on a broad white band at tlle top: [II] VI
[S]ANAS MEN[T]ES FE[BRIS]/QVVM BACCIIIC[A]/
TVRBAT (' •.. oh woe when Bacchic fever confuses the
healthy spirit.') Cleaned by Suhr C. 1951; well preserved.
SlIida-Shapley, p. 20, Cat. No. I. Reproduced in color as
the left wing of a triptych with KI849B and C in Broadley,
p.27·

K I849B : Figure 29
THE FALL OF MAN. Washington, D.C., National Gallery
of Art (IIlO), since 1952. Oil on linden transferred to
masonite by Suhr C. 1950. 15! XI2 in. (38'7 X30'5 em.).
Pentimenti of raised arms of Adam and Eve within
branches.3 Veneered and cradled; considerable abrasion
and extensive worm tunneling on original panel; loss of
paint surface to the left of Adam's head; cleaned by Suhr
C. 1951.
SIIMa-Shapley, p. 20, Cat. No. I.

KI849C : Figure 30
THE RULE C?F MARS. Washington, D.C., National
Gallery of Art (I IlO), since 1952. Oil on linden transferred
to masonite by Suhr C. 1950. 15! x6! in. (38'7 X 15'9 em.).
Inscribed on a broad white band at the top: TVNC
[n]vRIT[E]R [PA]CTVM/MISCET MARS IMPIVS/ORBEM
('Unity will be hard to achieve when the impious Mars
shatters the earth.') Cleaned by Suhrc. 1951; well preserved.
Sf/ida-Shapley, p. 20, Cat. No. I.
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K1849, now assembled as a triptych entitled The Fall of
Mall, was originally two wings of a larger work whose
central section had been lost by the late nineteenth century.
The left wing showed Adam (front) and Bacchus (back) and
the right had Eve (front) and Mars (back). The wings were
later joined so as to form a single panel with Adalll next to
Eve on one side and Bacchus and Mars on the other. After
1930 this panel was sawed through, separating front from
back. The latter was then divided, restoring the Bacchus
and Mars to the wing format, placed to the left and right
of tlle Adam and Eve, which substituted for the lost central
panel so as to create a triptych.
The nude Adam and Eve arc depicted after the Fall
(Genesis 3: 1-13), placed against a dark forest setting with
a stag at tlle centre and a lion at the right. The serpent
appears on a bough overhead with the apple in its jaws.
Standing before tlle apple tree, Eve holds the bitten fruit
toward Adam, who braces himself against another tree,
the right arm and index finger raised. The mysterious
illumination of the Adam altd Eve, stemming from their
brilliant naked flesh, is found again on the versi - now seen
as the wings - where the aureoles behind Bacchus and Mars
seem to throw light upon their respective panels. To the
left and right Bacchus and Mars are each seated within a
brightly colored nimbus of pink and yellow clouds placed
against a turbulent sky. A dense crowd of nude male
figures, many crowned and girdled in vine leaves, arc in
the lower sections of each wing. In the Bacchus panel some
of them hold vessels toward the nude god who, wreathed
in vineleaves, pours:wine from a ewer, while he holds a vine.
Several of the figures below Mars, who holds a sword and
firebrand, carry swords and seem to be shown in combat.
The subject matter of KI849 has been summarized by
Broadley (p. 26) as intending to serve an instructive ratller
than a devotional purpose. ' ... [it] explains the nature of
sin and how it originated with the disobedient act of Adam
and Eve, who appear in the central panel, where they seem
to be pondering the serpent's fateful advice. Medieval
scholars contended that man was constituted of four
mysterious fluids or humors: choler, phlegm, blood, and
melancholy. In the first man and woman, who were perfect,
those fluids were in equilibrium. But when they ate the
forbidden fruit, that delicate balance was upset; and man
thereafter was subject to the corruptive influence of whichever fluid dominated his system. If choler chanced to
predominate, he tended toward envy, anger, and murder.
In the panel to the right, choleric men arc shown ruled by
Mars, pagan god of war, who brandishes a sword and
flaming torch. The Latin inscription at the top of the panel
observes that it is Mars who upsets the World. The panel
on the left shows the effect of an excess of phlegm. In this
situation, under tlle influence of Bacchus, who according
to tlle inscription" confuses tlle senses of man", descendants
of Adam and Eve fall prey to gluttony and self-indulgence.'
Benesch related the symbolism ofKI849 to the writings of
the German humanist and physician Paracelsus (Theophrastus Bombast von Hohenheim. c. 1490-1541) in his

Liber de Epidemiis (Fragllletita medica ad Praecedelltia
ReJerellda).5 The author's correlation of the inscriptions
and the subjects of the Mars and BaccJzus to Paracelsus arc
not entirely convincing. However, there can be little doubt
that tlle imagery of the wings is directly dependent upon
one of the innumerable astrological, nco-Platonic texts
that abounded in early sixteenth-century Germany. Stange
and Winzinger's suggestion that the central panel may have
been a portrait seems unlikely in terms of the scale of the
subjects in the wings. 6 Baldass' proposal of the Killgdolll of
Vellus as the missing depiction is more convincing. In reconstructing the original appearance of K1849, Baldass
suggested that the variollS panels were wings of a secular
altar like tllat painted by Martin van Heemskerk in IS36
(central panel- the Forge of Vulcall formerly in Prague,
Nostiz collection; wings - VI/lcalt Poilltil/g Ollt Mars and
Vel/us ill the Net, Vulcall Givillg Thetis the Shield of Achilles,
both in Vienna (Kunsthistorisches Museum); the verso of
the Shield of Achilles formerly showed a Caritas, that of the
other wing, Prudelltia alld Justitia). Like the Heemskerk
triptych, the original format of KI849 had depictions
of Biblical subjects on the outside and mythological
subjects on the inside. 7 Whatever the lost central subject
may have been, it probably continued the scheme of
the wings in having an inscription along the top and a
similar composition. KI849 was first recorded by
Friedlander as an accomplished work in the style of
Altdorfer, but not by his hand. He dated the panels in the
IS20S. 8 Benesch described the panels as the wings of a
secular triptych. He characterized the inner depictions as
devoted to the evil influence of Bacchus and Mars on
mankind. KI849 is compared with Altdorfer's prints of the
IS20S, especially Hercules alld tIle Mllses (n.28) and the
standing Venus (n.p) and Allegory (B.S8). The battling
figures arc related to Altdorfer's n.38. He noted that it is
Altdorfer's only known painting of nudes other than the
frescoes of bathers (Regensburg, Historischer Verein), and
dated the Kress panels in the mid-IS20S, close in style to the
Lot and his Daughters (Vienna, Kunsthistorisches Museum). o
Hugelshofer found K1849 to be late work by Altdorfer, in a
painterly, soft style, of c. IS30. 10 In 1939 Benesch dated it
before IS26, by Altdorfer's hand. l l According to Baldass,
the Kress panels were painted by Altdorfer between 1526
and IS28. He related some of the figures to the artist's
engravings of Vellus alld Two Putti (B.3S), tlle KlIight with
Visor (n.so), and the Horatius Codes (n.29).12 SlIida-Shapley
(loc. cit.) also recorded tllem as by Altdorfer, as docs
StangeP Ruhmer dated the Kress triptych between ISIS
and 152S as by Altdorfer, suggesting that the Bacchus may
have been meant to be at the right, and the Mars at the left.
The Adam alld Eve are described as based on the DUrer
panels of IS07 (Madrid, Prado).14 The forthcoming monograph by Franz Winzinger will record KI849 as from the
studio of Altdorfer. He points out the dependence of the
Adam alld Eve on the DUrer engraving of IS04 (n.l) and
relates them to Altdorfer's engravings of Vellus (n.p), the
Allegory (n.s8), and the Hercules altd a Muse (n.28).15
Although certain passages of KI849 - most notably the
background of the Adam alld Eve - are painted with the
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finesse associated with Altdorfer, many other areas are
executed in a coarse, summary manner alien to that master.
While the Kress painting is not consistently on a level with
Altdorfer's art, it is generally superior to the works of the
many known minor masters in his circle.

Provellallce: Professor F. von Wieser, Innsbruck, C.1891.
Lacher von Eiseck, Bad T6lz, Oberbayern. Walter
Fcilchenfeld. Baron Heinrich Thyssen-Bornemisza,
Lugano,16 exhibited - Munich, Neue Pinakothek, Salllllllllllg Schloss RohollCZ, 1930, Cat. NO.4. New York, M.
Knoedler and Co. Kress acquisition 1951.
R~(crellces: (I) The principal monographs on Altdorfer are
Max J. Friedlander, Albrecht AltdorJer, Berlin, 1923; Hans
Tietze, Albrecht AltdorJer, Leipzig, 1923; Otto Benesch, Der
Maler Albrecht AItdorJer, Vienna, 1939; Ludwig von Baldass,
Albrecht Altdo~rer, Vienna, 1941. (2) For a study of these
inscriptions, see Benesch, op. cit., pp. 48 if. The reconstructed Renaissance Latin inscriptions as given above are
taken from the forthcoming monograph by Franz
Winzinger. (3) Benesch, 'Altdorfers Badstubenfresken
und das Wiener Lotbild', jahrbllch der kOlliglich prellssischell
KlIlIstsalllllllllllgell, LT, 1930, pp. 179-88, esp. p. 184. (4)
Bacchus to the right, Mars to the left. See Benesch, 1930,
op. cit., p. 184, fig. 5. (5) Benesch, 1939. op. cit., pp. 28, 33,
48, Cat. Nos. 71, 72. His reference to the lower figures at
the left and right is unconvincing. (6) Alfred Stange,
Alalerei der DOllallsc/lllle, Munich, 1964, pp. 39, 141, Cat.
No. 25. (7) Baldass. op. cit., pp. 127, 176 if., 185, 194, 214·
(8) Friedlander, Albrecht AItdorJer, Leipzig, 1891. Heinemann
quoted Friedlander as dating K1849 after 1525 (Sa/llIllIllIIg
Schloss RohollCZ, Munich. Neue Pinakothek, 1930, Cat.
NO.4). K1849 is omitted from Friedlander's monograph
of 1923 and from Tietze's of the same year. (9) Benesch.
1930, op. cit., pp. 184-5. (10) Walter Hugelshofer, 'Die
altdeutschen Bilder der Sammlung Schloss Rohoncz',
Cicerolle, XXII. 1930, pp. 405-14, p. 409. (II) Benesch. 1939,
op. cit., pp. 28-33, Cat. Nos. 71, 72. (12) Baldass, op. cit.,
pp. 176 ff. (13) Stange, op. cit., pp. 39. 141, Cat. No. 25.
(14) Eberhardt Ruluner. Albrecht AltdorJer, Munich, 1965,
pp. 18, 52, Cat. No. 12. (15) Letter of 27/X1/67, National
Gallery of Art Archive. (16) Rudolf Heinemann. Stif'tllllg
Salllllllllllg ScTtIoss Rohollcz. Lugano-Castagnola, 1937, p. I,
Cat. NO.4.

HANS MALER
Hans Maler was born c. 1490 in Ulm where he died
c. 1530.1 His first known work of c. 1510 is a Holy Killship
(Sigmaringen, Fiirstlich Hohenzollernsches Museum),
close in style to the work of Bartholomaus Zeitblom. who
was probably his teacher. Maler seems also to have been
active in the studio of Bernhard Strigel. Between 1520 and
1523 he made several depictions of the Archduke Ferdinand
of Tyrol and in the following two years executed a number
of portraits of Anton and Ulrich Fugger, later portraying
their financial associates. While his religious art is not
notably accomplished, Maler was a skilled portraitist.

xv-xvm
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KI886 : Figure 3
ANTON FUGGER. Allentown, Pennsylvania, Allentown
Art Museum (61.46.G), since 1960. Oil on panel (probably
pine). 14 156 X12 in. (36'4 X30'5 cm.). False monogram HB
(for Hans Baldung) was once visible. Inscribed on back:
.ALS ICH WAS. XXXI. IAR. IX. MONAT ALT/.DO WAS
ICH. ALSO GESTALT. ('When I was thirty-one years and
nine months old, this is the way I was represented.') Coatof-arms below the inscription: Party per pale or and gules
two fleurs-de-lis countercharged. Crest: a fleur-de-lis
parted per pale gules and or between two proboscids or
and gules. These arrns are the Fuggers's in their design
but the colour red (gules) is used wherever blue (azure)
occurs in all other known examples of these arms.2 Below
arms: 1525.3 (See Text Fig. 9.) Extensively cleaned and
repainted at an unknown date; verso is far better preserved.
AllelltolVlI, 1960, p. 100.
A bearded, moustached man with a receding hairline,
wearing informal dress and a netted cap is shown in threequarter view, facing left. He wears an expensively trimmed,
open-collared undertunic and a coat with turned-down fur
collar. Anton Fugger, a member of the prominent
Augsburg mercantile banking family, was born on 10 June
1493, and died in 1560. He was the son of Georg Fugger
whose brother, Jakob 'the Rich', was the founder of the
family fortune. 4 This portrait or the model upon which it
is based must have been completed about IO March 1525
to conform with the inscription on the back. The artist
also depicted Anton's cousin Ulrich in 1525 (New York,
Metropolitan Museum of Art). Lieb thought K1886 may
be based upon Maler's Anton Fugger portrait, formerly in
Berlin (von Kaufmann collection) which is dated 10 March
1525 and is very close in size to the Kress panel. 5 The von
Kaufmann panel has more highly developed modeling of
the features, which K1886 may also have possessed prior to
some drastic cleaning.
The panel was first published by Kuhn as a 'Member of the
Fugger Family' with the notation that repetitions of this
portrait were fairly numerous. 6 Lieb characterized KI886
as more bourgeois than the von Kaufmann, Bordeaux, and
Karlsruhe portraits of Anton Fugger by Maler, which he
described as aristocratic.
Maler painted many portraits of the Fugger family; the one
most noticeably corresponding to K1886 in style and format
is that of Anton's brother Ulrich, also dated 1525 (New
York, Metropolitan Museum of Art). It is probable that
Maler was commissioned by the banking family to execute
a series of portraits for the family portrait gallery at their
castle at Babenhausen. where KI886 or another similar
portrait by Maler of Anton Fugger would have been
placed. As many members of the same family often wished
to have portraits of prominent relatives, it may well be that
Maler or an assistant was ordered to produce several
modified versions of the more formal portraits. K1886
could represent such a reduction, simplifying the Thun
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portrait which is in half-lcngth and includcs the sittcr's
hands.

Provetlallce: Possibly at the Fugger family castle at
Babcnhausen, near Memmingen, Ulm. H. Ball, Boston
and New York. 7 Kathcrine Thomas, Boston (1936). New
York, Frcdcrick A. Stern. Kress acquisition 1952, exhibited
- Washington, D.C., National Gallcry of Art, Art Treasures
Jor America from the Samuel H. Kress Collectioll, 10 Dcc.
1961-4 Feb. 1962, Cat. No. 60.
Referellces: (I) Alfrcd Stange, Killdlers, IV, pp. 264-5. Sce
also Heinz von Mackowitz, Der Maler Hails VOII Sc!lIvaz,
Innsbruck, 1960 (Schlern-Schriftcn, XIX). (2) The usual
form of the arms is given inJ. B. Rietstap, Armorial Gelleral,
2nd ed., I, Gouda, 1884-87, p. 724: 'Parti d'or ct d'azure;
a deux fleur-de-lis de l'un a l'autrc. C.: Une fleur-de-lis
partie d'azure et d'or; entre dcux proboscidcs, d'or et
d'azure.' Ncither thc dircctor of the Fugger archives, Dr.
M. Griifin Preysing, nor thc author of the book Die Fugger
IlIId die Klltlst (Munich, 1958), Norbcrt Lieb, have evcr
seen another example of the substitution of red for bluc in
the Fugger arms and both suggest it might be a restorer's
mistake. (3) The Fugger family was ennobled in this ycar.
(4) For a detailed biography sce A. Stauber, Das HailS
Fugger, Augsburg, 1900, and Lieb, op. cit., pp. 361-5. With
his older brother Raimund, Anton ran thc family bank and
was chief financial adviscr to Charles V, who cnnobled thc
Fuggers. In addition to his various diplomatic and
mercantile activitics, Anton was a patron of humanists;
Erasmus dedicated an cdition of Xcnophon to him. (5)
Lieb (ibid., pp. 463-7) has compiled the known portraits of
Anton Fuggcr. Among thcse the following are closely
linkcd to K1886: Cat. No. 4 (fig. 263). Erlau (ncar
Bodcnbach, Bohcmia), Furst Thun-Hohenstcin. (Discuss cd
pp. 292-3, 463-5.) Signcd and datcd 1524. Half-length
with dark background and diffcrent attire from the Krcss
painting. The sitter's hands are includcd. Cat. NO.5 (fig.
264). Formcrly Bcrlin, Richard von Kaufmann collcction.
(Discusscd pp. 293-4, 464-5.) Licb regards the von
Kaufmann portrait (datcd 10 Mar. 1525) as the basis for a
scrics of replicas by Hans Maler, the first of which is
K1886. Exccpt for a more luxuriant fur collar and the
prcsence of the inscription at the upper lcft, the von
Kaufmann portrait is idcntical with K1886. Cat. No. 6
(KI886), discussed pp. 294, 466. Cat. No. 7 (fig. 266).
Bordcaux, Musec de Bcaux-Arts, Donation DuffourDubcrgicr, 1861. (Discusscd pp. 294, 464-5.) Although
Lieb (pp. 299, 466) accepts his Cat. NO.7 (Bordeaux) as an
original work, it appears on the basis of the reproduction in
his book to bc a later copy. Cat. No.8 (fig. 267). Karlsruhc,
Kunsthalle. (Discusscd pp. 294-5, 464-5.) Inscribcd in front
with name Anthony Fugger, age 31, 1525, and arms.
Format related to the Krcss painting, but with darker
background and more space at the top and sidcs. An
enlarged copy on lincn is in the Fugger collcction at
Schloss W cllcnburg. Cat. No. 9 Schloss Wellenburg,
Fuggcr Collcction. (Discussed p. 296.) An enlargcd later
sixteenth-century copy on lincn of Licb's Cat. No.8. Cat.
No. 10 (fig. 270). Neuilly, collection Marquis de Vassclot

(Discussed pp. 296, 465.) Half-length figurc with broadbrimmed hat; composition extremely vertical in format.
This does not seem to belong in this serics, differing in
composition and physiognomy. (6) Charlcs Kuhn,
Catalogue of Germall Pailltillgs ill Americall Collectiolls,
Cambridgc, 1936, p. 64, Cat. No. 267. According to Otto
Bencsch ('Beitrage zur oberschwabisehen Bildnismalcrei',
Jahrbllch der kOlliglich prellssischell Kllllstsalllmlllllgell, LVI,
1933, pp. 239-54, esp. p. 244) Gustav Gliiek discovcrcd a
fully signed replica of the von Kaufmann portrait of Anton
Fugger (smallcr in size than thc lattcr) in America. This
must have bcen K1886. (7) K1886 may be the painting listed
as a rcplica of thc von Kaufmann painting in a Vienna
private collection by Max. J. Friedlander, Die Samllllllllg
Richard VOII Katifillallll, Berlin, 1917, p. ix, Cat. No. 56.

THE KRESS MONOGRAMMIST
(FM or FH?)
Unknown but for this Adoratioll of tile Magi, thc artist was
probably active in Southwestern Germany. Part of the
Monogrammist's training may pcrhaps have takcn place
in Nuremberg, sincc Durcr provided a major source for
his art; howcver, the painter could have learned ofDiircr's
achievcments largely through prints and thosc of the
Kleillmeister. Thc Kress panel also shows the influence of
Netherlandish art such as that ofJoos van Clcve and Lucas
van Leyden.

[Heinrich Aldegrever]
K2124 : Figure 3 I
THE ADORATION OF TIlE MAGI. Allcntown, Pcnnsylvania, Allentown Art Muscum (61.55.G), since 1960. Oil
on oak; very thinly applied. 21i X27i in. (54.2 X69·5 cm.).
On tile masonry block nearcst the steps thc initials FM(?)
or FH are barely diseerniblc bencath grey overpainting.
Some restoration along horizontal split running across
panel parallel with top of bowing Magus at ccntcr; much
underdrawing visible throughout. Seven modcrn studs on
back along original join; some of the faces at sidcs have
bcen rcstorcd.
AllelltowlI, 1960, p. 106 as Heinrich Aldcgrcvcr.
The crowded, brilliantly-colored composition shows the
adoring Magi (Matthew 2: 1-12), accompanicd by a vast
retinuc. l The Virgin, secn frontally, is scatcd beforc a largc
ruined building adorncd with classical pilastcrs and swags,
suggcsting a triumphal arch. A brokcn column is at the
lcft. A shed built onto the major structurc was thc sccnc
of the Nativity. Mclchior kncels bcforc Jesus holding opcn
a box of coins into which the Christ Child delvcs. Caspar,
a richly drcssed figure, bows to the lcft of thc Virgin,
holding a vcssel for inccnse. The blond young man wcaring
a red cap standing bctwccn them, looking directly at the
bcholdcr, may pcrhaps be a self-portrait of the artist.
Baliliasar stands on thc steps to tllC right, holding a covcrcd
containcr for myrrh. Joscph, straw hat in hand, wcaring
ragged attire and pattens, stands to thc right of Mary. A

Mathi s Grlin cwald: Dctail from Th e IIInll Crllcifixioll (K 1938). W ashin gton, D. C. (p. 19)

•

Attributed to H ans H olbein the Yo un ger: YOI lIIg Mall ill till Orallge H al (K 1892). W ashin gton, D . C. (p.]2)
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large, turbaned figure, seen from the back, stands in the
extreme right foreground. A wreathed black in the left
foreground holds a lion on a leash. The armed retinue of
the Magi with their falconers and hunting dogs are shown
at the left and behind the Virgin and Child. The decayed
classical setting in which K2124 takes place symbolizes the
decline of the Old Law; the column to the left of Mary
may represent the one which is listed in Apocryphal sources
as at her side at the time of the birth of Christ. The Atlassupported sundial under the archway is another emblem of
the time before Christ.

arrest. See G. F. Hill, 'The thirty pieces of silver', Arclzaeologia, XIX, 1905, pp. 235-54. (2) Shapley (AllentolVn, p. 106)
stated that the artist took 'suggestions ... from Diirer,
choosing from among botll paintings and engravings by
that master'. (3) All statements in Kress Archive. (4) See
Julius Held, 'Heinrich Aldegrever', Old Master DralVings,
VI, 1932, p. 70, pI. 67. (5) For a recent study, see Rolf Fritz,
Heinrich Aldegrever als Maler, Dortmund, 1959. For
Adorations of the Magi formerly attributed to Aldegrever,
see idcm, Cat. Nos. 36, 40.

K2124 is based upon works by Diirer from the first decade
of the sixteenth century, especially on the woodcut Life oj
tlte Virgin (completed before 1506).2 It reflects tlle style of
the central panel of the Heller Altar (kno'wn only from
copies) and tllat of the Adoration oj tlte Magi of 1504
(Florence, Uffizi). The frieze-like horizontal scheme recalls
that of a Diirer drawing of the same subject of 1524
(Vienna, Albertina) and other later works by the master.
The black Magus, the Christ Child Witll the money box,
and the figure of tlle falconer are from Diirer's woodcut
Adoration oj tlte Magi of 15II (D.3). The placement of the
artist's monogram is freely adapted from Diirer's in the
Natir,;ty from the woodcut Life oj tlte Virgin (D.S5). The
kneeling Magus from the Adoration oj tlte Magi of the same
series (D.S7) provided the model for the kneeling Magus,
the architectural components, and the source for the horse
at tlle left. The seated dog is taken from Diirer's engraving
of St. Eustace (D.57). The Kress panel was first attributed
to Aldegrever by Wescher, followed by Valentiner and
Stange, who viewed K2124 as probably by Aldegrever. 3
Shapley (AllentolVn, p. 106) noted that the painting relates
to an Adoration oJtlte Magi drawing attributed to Aldegrever
formerly in the Wilczek collection (Seebarn).4

MASTER OF THE
ST. MAREIN ALTAR

Paintings by Aldegrever (c. 1502-1555/61) are a matter of
controversy; his prints are the only certain aspect of his
work. 5 The monogram discovered on K2124 precludes his
authorship of the panel; but it may be contemporary with
the works of that master, characterized by a continued
reference to and utilization ofDiirer's oeuvre. Some of the
details of the Kress painting point to derivation from Lucas
van Leyden, so that it could well prove to be the work of
an eclectic master drawing upon Netherlandish as well as
German sources. The use of oak also points away from
Nuremberg toward the West. The panel may date from
the early years of the second half of the sixteenth century,
when a deliberate revival of the art of Diirer and Lucas
van Leyden took place. As the specifically identifiable
sources of K2124 date c. 1510, the panel must be later in
execution.

Provenance: Possibly Artlmr Erlanger, New York. Emil
Spaeth, New York. Kress acquisition 1955.
References: (I) For the Adoration of the Magi see Reali, II,
2, pp. 236-55; Hugo Kehrer, Die Iteiligen drei Konige in
Literatllr tllld Kunst, Leipzig, 1905-9, I-II. The box of coins
grasped by Jesus may prefigure his submission to the
4

This artist was identified by K. von Garzarolli-Thurnlackh
as the painter of an altarpiece dated 1524 in the church of
St. Marcin (near Knittelfeld in the province of Styria,
Austria).l He was probably trained in Southern Germany
and first acquainted with the Danubian style on an Austrian
journey. It should be noted that the St. Marcin Altar is
poorly preserved; only in the physiognomies of the smaller
figures can close correspondence with the Kress panels be
detected.
K2034 :

Figure 38

ARCHANGEL GADRIEL. Allentown, Pennsylvania, Allentown Art Museum (6I.5I.G), since 1960. Oil on panel,
transferred to masonite2 by Suhr about 1953. 53! X
17! in. (135·S X44·4 cm.). Inscribed on banner: AVE
MARIA PLENNA DOMINUS TECUM. (Hail, thou that art
highly [favoured], the Lord is with thee. Luke I: 2S).
Figure and decorative details lightly incised. Background
heavily worked in gold leaf; gold leaf abraded. See K2035
below for description.
SlIida-Shapley, p. 24, Cat. NO.4. AllentolVn, 1960, p. 9S.

K2035 :

Figure 37

ANNUNCIATE VIRGIN. Allentown, Pennsylvania, Allentown Art Museum (6I.52.G), since 1960. Oil on panel,
transferred to masonite by Suhr c. 1953. 53! X17! in.
(135·S X44·4 cm.). Figure and decorative details lightly
incised. Virgin's halo tooled on gold ground, on built-up
gesso. Background heavily worked in gold leaf; considerable restoration, especially in Virgin's robe; gold leaf
abraded.
SlIida-Sltapley, p. 24, Cat. NO.3. AllentolVn, 1960, p. 9S.
The panels were the outer wings of a triptych. The inner
sides of the Kress panels (now New York, William Suhr
collection) show a standing St. Dorothy (Text Fig. lOA) on
the verso of the Allllllllciate Virgin (K2035) and St. Agnes
(Text Fig. IOD) on the verso of Gabriel (K2034).
The Annunciation (Luke I: 26-3 S) is shown against a
vertical arcade enclosing a window area on gold ground,
in the extremely slender format popular in Northern
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Europe in the late fifteenth and early sixteenth centuries.
The Archangel Gabriel stands at the right, holding a baton
with an inscribed spiralling banner. The Annunciation
from the right, unusual in the rest of Europe, is often seen
in German art. The angel wears ecclesiastical garb, including the crossed stola. The long-haired Virgin kneels
at a prie-dieu, her arms crossed over her breast. She is
enveloped in a cloak fastened below the neckline. The
Holy Ghost flies above her head, surrounded by incised
gold rays like those of the Virgin's halo. An Alpine landscape is seen in the background.
In all likelihood, the lost central panel which the Kress
wings covered when the triptych was closed showed a
standing Virgin {crowned as Queen of Heaven} and Child
(turned to the left) to whom Dorothy, at the left, extended
a rose. The omission of the Christ Child, often shown at
Dorothy's side, also argues for his inclusion in the adjacent
central panel. The decorative motifs at the top and bottom
of the standing female saints in the wings would have
extended across the central panel. The original frame for
K2034/5 probably continued the decorative motifs shown
in the arches.

Provenance: According to Suida-Shapley {loco cit.} from the
Monastery of Vorau {Styria, Austria}.3 New York,
Rosenberg and Stiebel. Kress acquisition 1954.
References: {I} Karl von Garzarolli-Thurnlackh, 'Der Maler
des Fliigclaltares von 1524 in der pfarrkirche in St. Marein
ob Knittclfeld und die Verkiindigungfliigcl in der Samuel
H. Kress Collection in New York', Studies in the History of
Art Dedicated to William E. Suida on His Eightieth Birthday,
London, 1959, pp. 171-9. For other works of this master,
see p. 177. {2} Garzarolli-Thurnlackh {ibid., p. I71} suggested that the technique of K2034 and K2035 is a mixed
one: casein, tempera mixed with a little oil. {3} Presumably
Augustinian, as that is the only one recor~ed by E. Hempel
and E. Andorfer, Die Kunstdenkmiiler Osterreiclls - Steiermark, Munich-Vienna, 1951, pp. 300-3.

BARTHEL BEHAM
Barthcl Beham was born c. 1502 in Nuremberg; he died
1540 in Bologna.l Beham was trained by his elder brother
Hans Sebald, who was probably an apprentice of Albrecht
Diirer. His first recorded activity is a series of prints made
as an eighteen-year-old in Nuremberg. Among the
Kleinmeister Beham was unusually familiar with antique
sources, and painted an exceptional number of nudes and
complex classicizing, allegorical subjects. Expelled from
Nuremberg in 1524, Beham went to Munich where he
was active in the studio of Wolfgang Miclich. Shortly
thereafter he became court painter to Duke Wilhclm IV
of Bavaria. In the late I520S the authoritative portraits for
which Beham is best known were first painted.2 He was
sent by the Duke to Italy in 1540, where he died at the
age of thirty-eight.

rMartin
K2172 :

Schaffner]
Figure 36

PORTRAIT OF A WOMAN fA Schad von Mittelbiberach].
Denver, Colorado, Denver Art Museum {E-952}, since
195 8. Oil on panel {pear?}. 37t X28t in. {96·3 X73·3 cm.}.
Inscribed at the upper left: 1529. Cradled, cleaned, and
restored by Modestini 1957/58; generally well-preserved.3
A richly dressed middle-aged woman is shown in threequarter length against a boarded background.4 She wears
a white headdress with a gold brocade band and a double
veil of fine linen drawn over a stiffly blocked straw foundation with a long streamer running down the right side of
her body. The sitter is portrayed in a loose open coat of
watered silk with a wide fur collar; her gown has damask
sleeves trimmed with velvet bands; she also wears a linen
chemise with a buttoned neckband. Among the four rings
she wears, the one on her left index finger symbolizes
mourning. Her attire is characteristic of Southern Germany
in the third decade of the sixteenth century.
K2172 was first recorded by Griineisen and Mauch as a
work by Schaffner.D The Kress painting was also published
as a work by Schaffner in the monograph of 1899 on that
master. 6 This attribution was questioned by Friedlander
in 1901. 7 Falk, in a letter to the Denver Art Museum in
1961, first assigned the portrait to Barthel Beham, followed
by Locher, who placed K2172 close to tlle Woman with a
Parrot {Vienna, Kunsthistorisches Museum} and the Portrait
of a Lady {Nuremberg, Germanisches Nationalmuseum},
all executed after the artist's phase of Netherlandish
influence was over. 8
As Friedlander noted, the attribution of K2172 to Schaffner
was never convincing. The latter is a very weak, inept
painter, incapable of rendering the almost glacially impressive Kress portrait. The panel is completely in accord
with Beham's talents as a major master of the sixteenthcentury monumental portrait.

Provenance: The following listed K2172 as by Schaffner:
House of Schad von Mittclbiberach(?}, before 1840. 0 Count
von Leutrum Ertingen, Stuttgart, by 1840.10 Professor H.
Fremerr von Haberman, Munich, by 1899, exhibitedMunich, Verein bildender Kiinstler Miinchens, Sezession,
AlIsstellung von Meisterwerkell der Renaissance aus Privatbesitz,
1901, p. 19, Cat. No. 138, as a member of the Schad von
Mittelbiberach family. Rodolphe Kann, Paris, by 1907,
until as late as 1918.11 New York, Jacques SeIigmann and
Co., Kress acquisition 1957, exhibited - Washington,
D.C., National Gallery of Art, Art Treasures for Americafrom
tlte Samuel H. Kress Collection, 10 Dec. 1961-4 Feb. 1962,
Cat. No. 83.
References: {I} G. Tolzien, Kindlers, I, pp. 273-4. {2} August
Liebmann Mayer, 'Barthel Beham als Bildnismaler',
Pantheon, XI, 1933, pp. 1-4. See also L. Fudickar, Die
Bildniskunst der Niimberger Bartltel Beltam twd Peter Giirtner,
Munich, 1942; Kurt Locher, 'Studien zur oberdeutschen
Bildnismalerei des 16. Jahrhunderts', Jahrbuch der Staatl.
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KllIIstsammlullgeu ill Badell-Wurttemberg, IV, 1967, pp. 31-84,
section on Beham, pp. 49-58. (3) When MaxJ. Friedlander
(review of the 'Ausstellung von Meisterwerken dcr
Rcnaissance aus Privatbesitz', RepcrtoriulII flir KUlIstwisseuschaft, XXIV, 1901, p. 325) saw the panel he noted that it
was 'durch cinen trUbcn Firniss unscheinbar gemacht'.
Kurt Locher pointed out that the reproduction of K2172
in the Kann catalogue (sce note I I, below) shows soft
modeling which is no longer present in the painting
(op. cit., pp. 58 and 82, n. 112). (4) Similar dress is shown
in the Portrait oj a Womall attributcd to Amberger dated
1531 (Madrid, Prado) with a comparable wooden background. (5) C. GrUncisen and E. Mauch, VIlli's KUlIstlebell
im Mittclalter, Ulm, 1840, pp. 54-55. (6) Siegfried Graf
PUckler Limpurg, Martill ScltaffllcT, Studiell Z!IT deutscltell
KlIlIstgesclzichtc, part 20, Strasbourg, 1899, pp. 69 ff. It is
listed as Schaffner by Salomon Reinach, Repertoire de
Peintllres • .. , Paris, 1918, IV, p. 646 (as Kann Collection,
Paris). (7) Review of Munich exhibition (see PTM'ellance)
in Repertori!lIIt flir Kllltstll'isseltsclzaft, XXIV, 1901, p. 325.
K. Feuchtmayr, 'Martin Schaffuer', Thieme-Becker, XXIX,
p. 564, qucstioned the inclusion of K2172 in Schaffner's
oeuvre. Susanne Lustenberger (Exhibition Catalogue,
~artill Scltaffiter, Maler zu VIm, Ulm, 1959, Cat. No. 15)
mcluded K2172 among the works erroneously ascribed to
Schaffner, attributing it to the Danubian School. A letter
of 26 Oct. 1953, from Max J. Friedlander to Germain
Seligmann described K2172 as generally acknowledged to
be an important work by Martin Schaffner. (8) Locher,
op. cit., p. 58. (9) GrUncisen and Mauch, loc. cit., stated
that K2172 belonged to the patrician house of Schad and
had pass cd through inheritance from there to the Count
von Leutrum Ertingen in Stuttgart. (10) Ibid. (II) Wilhelm
von Bode, Catalogue de la Collectioll Rodolphe Kallll, II,
Paris, 19°7, p. 19, Cat. No. II4. See Note 3 above.

ANTON WOENSAM VON WORMS
The birthdate of Anton W oensam von Worms is unknown
but was before 1500, probably at Worms; he died in 1541.~
His father is first recorded in Cologne in 1510, where he
was prominent in the painters' guild after 1514. Anton was
probably trained in Cologne where he became a prolific
graphic artist. The major local book illustrator, he designed
at least 549 woodcuts. Thirty-nine paintings are given to
him in the Kisky catalogue.2 His early works, begun
shortly before 1520, show extcnsive utilization of German,
Swiss, and Netherlandish print sources. From 1526 on the
artist received many important commissions in Cologne
and elsewhere.

Referellces: (I) Eduard Firmenich-Richartz, Kolllisclte
Kiillstler ill alter !lIId lIeuer Zeit. J. J. Merlos lIett bearbeitete
IIlId erlVeiterte Nacllrichtell •. •j Pllblikatiollell deT Gesellscltaft
flir Rheillisc1te Gesc1tic1ttsktlllde 9, Dusseldorf, 1895; Hans
Kisky, Tltieme-Becker, XXXVI, pp. 165-8. (2) Hans Kisky,
'Anton Woensam von Worms als Maler', unpubl. diss.,
Cologne, n.d.
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1946 : Figure 39

THE AGONY IN TIlE GARDEN. Lawrence Kansas
Univer~ity of.Kansas Museum of Art (60.51), ~ess Stud;
Collection, smce 1960. Oil on linden. 311 X33t in.
(79.1 X85·1 cm.). Upper left and right comers painted
over to resemble spandrels; probably added to obscure
l?sses in one or both comers. Slightly cut down on right
SIde and now in a frame with a curved top. Cradled at
unkn~wn ~at:; cleaned and restored in 1960 by Modestini;
some m-pamtmg.
W. E. Suida and Robert L. Manning, 'The Agony in the
Gar.den.by Anton Woensam', Register ojthe MuseulII ojArt,
Vlllvcrstty oj Kansas, II, NO.4, Mar. 1960, pp. 28-9.
After the Last Supper, knowing ofJudas's betrayal, Christ
went with three disciples to the garden or grove of
Gethsemane (indicated here by the fenced-in, arboreal
setting), asking them to pray for him while he went up to
the Mount of Olives to pray - he is shown as the kneeling
figu~e in right profile (Matthew 26: 30-46; Mark 14: 32-42).
ChrIst returned from the Mount thrice, finding the Apostles
drowsing each time: Peter is probably the man resting his
head on. his hand, w~o sl:eps to the upper left. The young
long-haIred sleeper IS Samt John the Evangelist, the one
nearest the foreground is presumably Saint James. The
Kress panel shows Christ before his last return to the
~postles, when an angel came with a chalice to strengthcn
him (L~kc .22 :.43): The angel is at the upper right, pointing
to ChrIst, mdlcatmg the Eucharist. When Christ returncd
to the Apostles for thc last time, he said, 'Slecp on now,
and take your rest; bchold the hour is at hand, and the
Son of man is .betra~ed !nto the hands of sinners' (Matthew
26:45). The HIgh PrIcst s mcn, coming to arrest Christ, are
shown at the upper right, in the distance.
Two ad~itional panels for the same altarpiecc as K1946
represcntmg subsequcnt scenes from the Passion Cycle
the Arrest and Flagellatioll, are at Chambery (Musee BenoitMolin) on deposit from the Musees Nationaux.1
Accord!ng to Suida and Manning, the composition of
K1946 IS very frcely adapted from DUrcr's 1515 print of
the same subject (n.19) as well as from SOUtll German
sources.2 Suida and Manning (loc. cit.) dated the Kress
painting in Wocnsam's middlc period, shortly bcfore 1530
when Nethcrlandish art was of diminishing importance to
his style. Despite their primary emphasis on Gcrman
sourccs for KI946, Suida and Manning also pointed to
aspccts of Gerard David's art as utilized by Wocnsam.
The Agolly ill the Gardell reflccts North Ncthcrlandish
compositional sourccs, possibly going back to thc art of
Albcrt van Ouwatcr.

Provellallce: Arensberg? (see below). Nicholas Roerich,
purchased by him in Gcrmany at unknown date3 (salc,
N ew York, Amcrican Art Association, Anderson Gallcries
Rocriclt Museum Sale, 27-28 Mar. 1930, Cat. No. 54, a~
'German School, late Fifteenth Ccntury, cx colI. Arensbcrg'). New York, Schacffer Gallcries. Krcss acquisition
1953·

•
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References: (I) See note in Revue du Louvre et des Musees de
France, XIVe annce, 1964, pp. 173-4. Another Agony in the
Garden by W oensam was sold in Amsterdam (R. Peltzer
Sale, Muller's, 26-27 May 1914). This small panel (121 X
13 in.) was from a series of the Passion; three are in the
Bonn Museum and are dated 1524. Although the composition of K1946 differs, the landscapes are similar in both.
(2) Woensam is known to have drawn extensively upon the
DUrer small engraved Passion cycle (B.3-18) in his own
series (Merlo Nos. 308-23). Eduard Firmenich-Richartz,
Kalnisclle Kiinstler in alter fllld neuer Zeit. J. J. Merlos nell
bearbeitete und erweiterte Nachrichten • .. ; Publikationen der
GesellsclzaJt flir Rheinische Geschichtskunde 9, Dusseldorf,
1895. (3) Information from Nicholas Roerich Museum,
New York.

ANTON WOENSAM VON WORMS
K2128 :

Figure

W oensam close in style but painted prior to the St. Gereon
Altar (Munich, Pinakothek) of 1520, also noting the
influence of Netherlandish mannerist painters of the period,
such as Jacob Cornelisz. van Amsterdam.5
K2128 was probably part of a series of scenes relating to
the Life of the Virgin and could have been placed next to a
depiction of the Betrothal. The subject usually occupies a
subsidiary role, relegated to the background of the Marriage
of the Virgin - as shown in van Meckenem's engraving of
tile latter. In the print (B.33) the suitors march around the
altar holding their branches; only Joseph's, as in K2128, has
come to life, all the others remaining bare. Both print and
painting show Joseph at the right; both have the artist's
name inscribed upon the altar, which features the tablets of
the Law. 6 Many of the emblematic components of The
Miracle oftile Rod are found similarly disposed in the works
of Joos van Cleve who was active in Cologne in 1515 and
may have provided the prototype for K2128.
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SUITORS OF MARY. Allentown, Pennsylvania,
Allentown Art Museum, since 1960. Oil on oak. 26 X
18i in. (66.0 X47·3 em.). Inscribed on the lower section
of the tabernacle: ABRAHAM ISACK IACAB1 DVO sv
[NT] TABOLI ('There are two tablets'.)2 The reference
to the tablets as well as the letters M and S on either side
of the central image of Moses refer to him. The artist's
initials T W (Thonis W oensam) appear to the left and right
of the head of Moses, and again on a flagstone at the lower
left. His name is also painted on the priest's prayer shawl:
TVONNI[S] WONS[AM]. Restored by Modestini in 1960.
Well preserved.
Alletltown, 1960, p. 104.
TIlE

According to the Apocrypha an angel appeared to the
High Priest (when Mary, aged twelve, was in the temple)
instructing him to distribute rods to all the widowers in
judea. Whichever man received a sign from the Lord was
to be the Virgin's bridegroom. joseph, the last to be given
a rod, had a dove appear upon it. The bird then settled on
joseph's head whereupon the priest selected him. 3 Other
legends have the dry rod flowering as shown in K2128
where the branch has turned into a lily (symbol of
virginity). The figures of combatants at the upper left and
right probably symbolize Discord before the time of
Christ, based on Netherlandish prototypes such as the
Petrus Christus Nativity (Washington, D.C., National
Gallery of Art). The Italianate, sarcophagus-like altar,
together with the Romanesque architectural setting,
symbolize the Old Dispensation, as do Moses' tablets.4 The
triptych hanging on the temple wall at the upper right has
prophets in its wings; Moses before the Burning Bush is
the central subject, all prophesying the Incarnation, which
is further indicated by the Holy Ghost and joseph's branch
of lilies immediately below.
Shapley (Allentown, loc. cit.) found reminders of Danubian
painting and North Italian decorative motifs in K2128.
According to Schrader, the panel is an early work by

Provenance: Sir Charles Douglas, 1882. Lady Margaret
Douglas. Lady Seely, Kings Manor, Yarmouth (Isle of
Wight).' New York, Mortimer Brandt Gallery, exhibited
- New York, Koetser Gallery, From Van Cleve to Tiepolo,
1941, Cat. No. 21, where it is noted that K2128 was
recognized as a Woensam by Ernst Buchner. New York,
Norton Galleries. Kress acquisition 1955.
Referellces: (I) The association of Abraham, Isaac, and
Jacob may refer to the Tree ofJ esse - tile lineage of Christ as given in Matthew I :2, beginning 'Abraham was the
father ofIsaac and Isaac the father ofJacob .. .'. The letters
surrounding Moses may possibly be an abbreviation for
Matthew, as it is his gospel which begins with the ancestry
of Christ. See also Matthew 22: 32. (2) Dr. Hugo Buchtl131
has assisted in interpreting the inscription. (3) For accounts
of the 'Suitors of Mary', see The Apocryphal New Testament,
transl. by M. R. James, Oxford, 1924, 'The Gospel of
Pseudo-Matthew', p. 73; Jacques de Voragille, La Legende
Dorle (transl. by Teodor de Wyzewa, Paris, 1925, pp.
496-7, text 4, 'The Birth of the Blessed Virgin', CXXIX).
(4) Pallojsky, I, pp. 136-7. Similar symbolism is found in a
depiction of the same subject by Robert Campin (Madrid,
Prado). (5) John 1. Schrader, 'The Agony in the Garden
by Anton W oensam', The Register oj the Museum of Art,
The University oj Kallsas, II, 1963, pp. 8-16. (6) Max Lehrs,
Gescllic1lte fltld Kritiscller Katalog, IX, Israhel van Meckenem,
Cat. No. 53, pI. 267, fig. 644. (7) The Douglas and Seely
ex colIs. are according to the Norton Galleries.

JAKOB SEISENEGGER
Jakob Seisenegger was born 1504/5, probably in Lower
Austria; he died in Linz in 1567. In 1531 he was appointed
court painter to the Emperor Ferdinand I at Augsburg, and
in the next year went to Innsbruck and Bologna where he
executed a full-length portrait of the Emperor Charles V
(Vienna, Kunsthistorisches Museum). Between 1535 and
1545 he travelled throughout Europe, primarily as a painter

GERMAN SCHOOL: XV-XVIII CENTURY

of court portraits, although producing some religious
pictures. Seisenegger was a master of official likenesses
which, toward the middle of the sixteenth century, had an
extraordinarily uniform character, whether executed in
Prague, Spain, or the Netherlands. Active in all these
regions, Seisenegger, like his contemporaries Stephan van
Calcar and Anthonis Mor, produced a portrait style that
was at once complimentary and realistic, without strikingly
individual artistic characteristics.1
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Museum of Art, letter of 9/vm/68. (3) Paul Wescher,
'Neuerwerbungen des de Young Museums in San Francisco', Kllllstcllrollik, X, 1957, p. 3II. (4) Locher, op. cit.,
p. 45. (5) Certificate in the Kress Archive dated 1950.
(6) William E. Suida, Holbeill alld his Contemporaries,
Indianapolis, Ind., John Herron Art Museum, 1950, Cat.
No. 55. (7) Noted in San Frallcisco, 1955, p. 80. (8) Wescher,
op. cit., p. 31I. (9) Locher, op. cit., p. 93, Cat. No. 64.

LUCAS CRANACH THE YOUNGER
K 1795 : Figure 34

PORTRAIT OF A MILITARY GENTLEMAN. San Francisco,
California, M. H. De Young Memorial Museum (61-4433), since 1955. 46 X34! in. (II6.8 X88·3 em.). Oil on very
finely woven canvas. Facial area somewhat abraded;
cleaned and restored at unknown date. Varnished by
Modestini in 1955.
Sail Frallcisco, 1955, p. 80.
A bearded, fair-haired young man is shown in a threequarter, knee-length view. He grasps the basket hilt of his
sword - a Haudegen - with the right hand, and gloves with
the left. Richly garbed, he also wears two long gold chains
about his neck, probably representing awards for distinguished service. The sitter's attire was first fashionable
in Northern Italy c. 1530 and widespread in the succeeding
decade. It was especially popular in Saxony and probably
dates the portrait between 1538 and 1541. On the basis of
the sword, Helmut Nickel dated the portrait c. 1540, noting
that its form indicates that the owner held a military
position such as captain of a city's militia. 2
Wescher suggested that the young man may be a member
of the Fugger family on the basis of the sitter's resemblance
to the Seisenegger full-length Georg FlIgger the YOlIIlger. 3
Locher did not believe KI795 to be a Fugger, as Johann
Jakob, the eldest son of Arimund Fugger (the only member
of that family to correspond in approximate age to that of
the model for the Kress portrait) did not resemble him.4
K1795, when in the possession of Contini-Bonacossi, was
attributed to Stephan von Calcar by Roberto Longhi.1i
Suida ascribed the Kress painting to Hans Mielich. 6 It was
first given to Jakob Seisenegger by Walter Heil,7 and so
accepted by Wescher. 8 The Seisenegger attribution -is also
supported by Locher, who included K1795 in his catalogue,
dating it in the Augsburg years, c. 1540-41, closely related
in style to the full-length Portrait oj Georg FlIgger (collection
of Dr. Clemens GrafFugger, Schloss Oberkirchberg, near

Ulm).9
Provellallce: Florence, A. Contini-Bonacossi. Kress acquisition 1950, exhibited - Indianapolis, Ind., John Herron Art
Museum, Holbeill alld His COli temporaries, 1950, Cat. No.
55, as Hans Mielich.
Referellces: (I) See Kurt Locher, Jakob Seisellegger, Linz,
1962, for a complete biography of the artist. (2) Helmut
Nickel, Curator of Arms and Armor, The Metropolitan

Lucas Cranach the Younger was born in Wittenberg in
1515; he died in Weimar in 1586. The second son of Lucas
Cranach, he was active in the large Wittenberg workshop
first established on a major scale by his father at just the
time of his apprenticeship there in the 1530S. Lucas Cranach
the Younger continued the production of paintings in his
father's popular style after the latter's death in 1553. Like
his father, Cranach the Younger also designed woodcuts,
and became Burgermeister of Wittenberg. 1

K2179 : Figure 35

MARTIN LUTHER AND PHILIPP MELANCHTHON.
Raleigh, North Carolina, North Carolina Museum of Art
(GL.60.17.65), since 1961. Oil on pear. 23! X34! in.
(59·4X88·3 cm.). Inscribed at upper left: 1558. Below:
serpent with folded wings (artist's device). Original date
had been obscured to read 1550 (within the lifetime of
Cranach the Elder). Considerable additions to hair of
Melanchthon made at unknown date to modify his
emaciated appearance near the end of his life. Deep scratch
across left side of Luther's head. Cradled, cleaned and
restored by Modestini, 1959/60.
Raleigh, 1960, p. 132.
Melanchthon (1497-1560) is shown at the right in a
deferential pose, in characteristic deshabille, holding a
closed book with both hands. 2 He turns to the left toward
the posthumous image of Luther (1483-1546) who is far
larger in bulk, in three-quarter view, facing right, holding
an open book (the Luther Bible?) with both hands. Both
men are shown in half-length, hatless, in academic garb,
against a pale grey-blue background in a composition of
extreme horizontal format. Melanchthon's tunic (beneath
his gown) is in a style fashionable earlier in the century. The
sobriety of their attire is relieved by the band of red (Luther)
and a red tunic (Melanchthon). Luther was a close friend
of the painter's father, who (with his studio) portrayed the
Reformer at least forty times. Melanchthon, the theologian,
humanist and scientist, is shown frail and ailing, two years
before his death.
A certificate by Friedlander described K2179 as an authentic,
signed work of Cranach, without specifying which one.3
The painting is generally based upon portraits of these men
by Lucas Cranach the Elder, such as the pair dated 1532

42

GERMAN SCHOOL: XV-XVIII CENTURY

(Dresden, Gemaldegalerie);' it has the coarser, more
expressionistic quality characteristic of Lucas Cranach the
Younger. The immediate models for K2179 are the single
portraits of Luther and Melanchthon by Lucas Cranach
the Younger, signed and dated 1557 {Hamburg, Galerie
H. Rudolph).5 The Reformers were often shown together
in altarpieces by Cranach the Younger, but the Kress panel
is the artist's only known painting devoted exclusively to
their portraits.

Provenance: J. Rosenbaum, Berlin. 6 Hackenbroch, Frankfurt-am-Main. Ludwig Rosenthal (sale London, Sotheby's,
29 Apr. 1937, Cat. No. 108, as dated 1558, by Lucas
Cranach the Younger). New York, David M. Koetser.
Kress acquisition 1957, exhibited - New York, Duveen
Brothers, Crallach Loan Exhibition, 1960, Cat. No.6, listed
as Lucas Cranach the Elder.
References: (I) Sec Max J. Friedlander, Thieme-Becker, VIII,
p. 58; and also Heinrich Zimmermann, 'Ober cinigc
Bildniszeichnungen Lucas Cranachs d. J.', Pam/leOtI, xx,
1962, pp. 8-I2; T. L. Girshausen, 'Cranach, Lucas, d. J.',
Neue deutsclze Biograplzie, III, Berlin, 1957, II, pp. 398 f£
(2) For portraits of Melanchthon, sec Zimmermann,
'Melanchthon im Bildnis', P/tilipp Melallchtholl 1497-1560
Gedellksc1lrift, edited by G. Urban, Bretten, 1960, pp. 12730; O. Thulin, 'Melanchthons Bildnis und Werk in
zeitgenossischer Kunst', Philipp Melallclttlzoll - Forscllllngsbeitriige zur 400 Wiederkehr seines Todestages, Gottingen,
1961, pp. 180 f£ (3) 16/VIII/54, Kress Archive. (4) Max J.
Friedlander and Jakob Rosenberg, Die Gemiilde von Lucas
Cranac1l, Berlin, 1932, Cat. No. 252. (5) Illustrated in
Weltkunst, XXII, 1952, p. II, no. 21. An earlier portrait of
Luther by Cranach the Younger, close to K2179 is dated
1539 (Friedlander-Rosenberg, op. cit., Cat. No. 340). Lucas
Cranacll the Younger's woodcut portrait of Melanchthon
of 1560 (B.90) follows that of K2179 in reverse. (6) K2179
is probably identical with the same subject signed and
dated 1558, recorded by Thulin (op. cit., p. 190) as formerly
owned by the antiquary J. Rosenbaum in Berlin.

HANS MIELICH
Hans Mielich, who was born in Munich in 1516, died there
in 1573. He was probably the son of the city painter,
Wolfgang Mielich, within whose studio he may have been
trained. Toward 1536 Hans Mielich moved to Regensberg,
where his work showed the influence of that centre's most
prominent artist, Albrecht Altdorfer. He returned to
Munich c. 1540, where he probably was commissioned by
Duke Wilhelm IV of Bavaria to travel to Italy. Mielich
became a master in the Munich guild in 1543 and its
deacon in 1558. He was a painter to the court of Duke
Albrecht V of Bavaria. Although an inventive manuscript
illuminator, and sometimes a sensitive portraitist, Mielich's
works on a large scale often have a rather flat, static
character.l

KX-2 :

Figure 33

A PROTESTANT DOCTOR OF LAWS. Mrs. Rush H. Kress
Collection, New York. Oil on panel. 42 X32 in. (106'7 X
81'3 em.). Cradled and restored by Pichetto, 1929/30;
varnished by Modestini in 1962.
A bearded, moustached, middle-aged man in rich brocade
and fur-trimmed legal attire is seated upon a metal throne
with a textile back, his crossed arms resting upon a table
covered with a cloth of Anatolian design. He holds white
gloves in his left, ringed hand, and is seen against a drapery
with a now blank cartelli'lo pinned at the upper right. The
sitter, his body turned slightly to the left, looks straight out
at the beholder. KX-2 has been associated with the name
Count Ladislaus von Hag:! but there is no documentary
evidence to support this identification, and no indication
of the sitter's being a count in the painting itsel£ In
academic garb, the sitter wears the robe associated with
doctors of law or medicine in the later sixteenth century.
His cap is definitely Protestant, possibly f~om the University of Jena.:!
Kuhn dated KX-2 c. 1550. He pointed out that the Ladislaus
von Hag identification is incorrect, and noted that the
painting was at one time in the Talleyrand collection.'
According to Contini-Bonacossi, KX-2 has been attributed
to Mielich by F. F. Mason Perkins, Adolfo Venturi,
William Suida, G. Fiocco, and Raimond van Marle. s
Friedlander's cautious view was that Mielich's is the 'best
name for this German portrait, painted around 1560'.6 The
portrait is accepted as MieHch's by Strieder. 7
KX-2 seems a relatively late work by Mielich, possibly
dating well into the 1560s. The attribution may not prove
certain, as the somewhat flat, provincial character of
Mielich's art is also seen in other artists working in Germany
at the same time. The cartelli'lo was probably originally
inscribed. In view of the Protestant faith of the sitter.
KX-2 was probably executed in a Lutheran center.

Provenance: Talleyrand (?),8 Holford Collection, London. 9
Rome, A. Contini-Bonacossi. Kress acquisition 1929.
exhibited - Cambridge, Massachusetts, Catalogue of tlte
Germanic Museum, Exhibitioll of German Paintings, Fifteelltlt
and Sixteenth Centuries, Harvard University, 1936, p. II,
Cat. No. 21, listed as Portrait of a Nobleman by Hans
Mielich, about 1550.
References: (I) Bernhard Hermann Rottger, Der Maler Hilns
Mielic1l, Munich, 1925. For a recent study of MieHch's
portrait style, see pp. 66-76 in Kurt Locher, 'Studien zur
oberdeutschen Bildnismalerei des 16. Jahrhunderts', Jaltrbuclt der staatlicllell Ktlllstsalllllllllllgen ill Badett-Wiirttemberg,
IV, 1967, pp. 31-85. (2) A portrait by Mielich, dated 1557~
in the Liechtenstein (Eisgrub) collection has also been
identified as Ladislaus von Hag (reproduced by Edmund
W. Braun, 'Ein unbekanntes Portrat von Hans Mielich',
Zeitschrift fiir bildende Kunst, LIX, 1925-26, pp. 78-80, esp.
p. 79). It bears a very slight resemblance to KX-2.
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(3) Information communicated by Dr. W. Norman Hargreaves-Mawdsley, Dec. 1968. (4) Charles L. Kuhn, A
Cataloglle of German Paintings of the Middle Ages alld
Rellaissallce ill American CoUections, Cambridge, Mass.,
1936, p. 71, Cat. No. 307. (5) In Kress Archive. (6) Max].
Friedlander certificate in Kress Archive. (7) Peter Strieder,
Kindlers, IV, p. 524. (8) Kuhn, 0p. cit. (9) The Holford
CoUectioll, Dorchester HOllse, London, 1927, II, p. 14, Cat.
NO.3, listed as Portrait of all UllkllolVn Mall, German,
1550-1600.

GERMAN SCHOOL, Second Half of
XVI Century
K I 867

: Figure 41

THE CRUCIFIXION. Washington, D.C., National Gallery
of Art (u63), since 1953. Oil on poplar (panel thickness
reduced in 1953 to 1 in. and mounted on masonite with
mahogany veneer). 42i X16 in. (108'3 X40·8 cm.). Cradled
in 1953; cleaned and restored in 1953/4 by Modestini. See
KI 868 for description.
SlIida-Shapley, pp. 84-5, Cat. No. 30.

K

1868 : Figure 42

THEDESCENTINToLIMno. Washington,D.C., National
Gallery of Art (u64), since 1953. Oil on poplar (panel
thickness reduced in 1953 to 1 in. and mounted on masonite
with mahogany veneer). 42-1 X16! in. (108'9 X41'5 cm.).
Cradled in 1953; cleaned and restored in 1953/4 by
Modestini. Slightly less well preserved than K1867 as the
splits go through more important sections.
SlIida-Slzapley, pp. 84-5, Cat. No. 31.
The death of Christ is shown as the lance is plunged
into his side (KI867). The eclipse is indicated by the
dramatically darkened sky. The rustic cross is placed
obliquely; those of the two thieves are at the extreme
right. Mary Magdalen embraces the foot of the cross. The
Virgin and St. John the Evangelist stand to the right,
looking up toward Christ. The Magdalen's rich garb is
close to Venetian fashions of the mid-sixteenth century;
these were also worn in Northern Europe. Only the forearm and hand of tlle Bad Thief is visible. The left side of
the Good Thiefis seen from the back of his cross which runs
along the right margin of the composition. The background
is occupied by centurions seen against a view of a walled
city representing Jerusalem.
The elaborate armor depicted in K1867 is based on latefifteenili-century models which are here largely misunderstood. This points to a date in ilie mid-sixteenili
century. The shield above ilie head of St. John is iliat of a
Hungarian hussar (also found in fifteenth-century depictions of the Passion). The dramatic placement of ilie
crosses goes back to a Danubian precedent; ilie com-

43

position reverses Cranach's CTllcifixioll of 1503 (Munich,
Pinakoiliek). The Descent illto Limbo (KJ 868) shows an
ltalianate Christ (probably derived from a High Renaissance
Resllrrection). He holds a triumphal banner cross, wears the
crown of thorns, and is clad in a loin cloth. His right hand
is raised in benediction over Limbo, located at ilie border
of Hell, which appears in the background. Limbo is shown
within the ruins of classical antiquity with the Septizonium
(destroyed in 1586) at the extreme left and other structures
recalling the Bailis of Caracalla and ilie Colosseum at the
centre and right. The nude figures of the Just, resident in
Limbo until the Descent, are in the lower foreground, led
by a powerfully-built, bearded figure, possibly Adam or
St. Jolm Baptist as in Durer's Sl1Iall Passion (n.41). The
woman at the extreme right is Eve. A crowned figure to
the left may be David or Solomon. Pairs of nude infants
(probably representing the Holy Innocents) are on a
parapet in tlle foreground, to the left and right of a
centrally-placed reclining male nude who is seen from the
back (possibly Abel, the first man to die).l
Both panels functioned as wings of an altar devoted to
scenes from the Life of Christ; if a triptych, the lost central
subject may have been a Lamentation. When first exhibited at the National Gallery, K1867 and K1868 were
given to Wolf Huber and later assigned to a German
master active in the third quarter of the sixteenili century
(SlIida-Shapley, loc. cit.). They believed the painter to have
studied ilie Pontormo frescoes at the Certosa di Val d'Ema
and related the 'Adam' to the Laocoon, the putti to
Raphael's, the crowned man at the left to Peruzzi, the
rising figure in the left foreground to Pontormo, and the
reclining central figure to Mantegna. The painter of these
panels is astonishingly eclectic, deriving his figures from
sixteenth-century Italian and Netherlandish paintings or
prints after Roman ruins. Venetian, Roman, and North
Italian painting of the late fifteenth and sixteenth centuries
is reflected in K1867-8 as well as German early sixteenthcentury and Netherlandish mid-sixteenth-century sources.
The panels' free handling, the basis for their original
attribution to Wolf Huber, represents a later sixteenthcentury continuation of ilie Danubian style and possibly an
interest in the art of Tintoretto and Michelangelo. As the
Kress paintings were purchased in Breslau, their unknown
painter may have been active in Silesia. However, his style
is not characteristic of that region. He could perhaps have
originated in Southwestern Germany, where he might
readily have absorbed Netherlandish sources before an
Italian journey and subsequent activity as an itinerant
painter in the more provincial parts of Germany.

Provenallce: Presumably from the former Erzbischofliches
Diozesanmuseum, Breslau (now Museum Slakie we
Wroclawin). Sold to Dr. Otto Frohlich (Vienna) ilirough
de Burlet in 1916.2 Stephan von Auspitz-Lieben, Vienna.
New York, Rosenberg and Stiebel. Kress acquisition 1951.
References: (I) For the Descent into Limbo see Reali, II, 2,
pp. 531-7. (2) Information communicated by Dr. Lily
Frohlich, London, in 1956.
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MATTHAUS MERIAN THE
YOUNGER
Matthaus Merian the Younger was born in Basel in 1621;
he died at Frankfurt-am-Main in 1687. The son of a Swiss
topographic printmaker and bookseller, Mathaus was a
pupil of Joachim von Sandrart whom he accompanied to
Amsterdam. The young painter was introduced to van
Dyck in London in 1639 and was active in Paris two years
later, where he emulated the French classical masters of the
time. He returned to Frankfurt in 1642. He left for Italy the
following year and remained there for four years. In 1647
he became a prominent portrait painter in Nuremberg and
took over his father's business in 1650. He entered the
diplomatic service of several courts, where he was also
active as portraitist, printmaker, and painter of devotional
and other subjects.l

K 1061 :

Figure 43

PORTRAIT OF A GENTLEMAN. Lincoln, Nebraska,
University of Nebraska (V-358-K), Kress Study Collection,
since 1962. Oil on canvas. 54~ X45 in. (138'1 XII4'3 cm.).
A cleaning in the early 1930S revealed an inscription with
Merian's name on the back of the canvas. Extensively
abraded; relined and restored by Pichetto 1936-37;
cleaned, in-painted, and varnished by Modestini in 1961.
Brooks Memorial Art Gallery, Memphis, Tennessee,
Permanent Paintings, Memphis, 1943, n.p.
KI061 shows a gentleman, in three-quarter length, turned
slightly to the right, hat in hand, standing against a stormy
sky. The left arm and gloved hand rest on a globe-topped
balustrade at the upper left corner. He does not wear a wig.
His rich, conservative attire was in vogue between 1647 and
1653. The portrait was originally attributed to Giovanni
Benedetto Castiglione by Roberto Longhi,2 possibly because it reflects the Genoese manner of van Dyck, which
was continued by native artists of that city toward the
middle of the century. The emphasis upon the cavalier's
hat and glove and the great orb at the upper left, all
emblematic of high rank and authority, suggest that the
sitter was in military or governmental service.
The inscription on the back with Merian's name may well
have been placed there by the artist himself, as his Portrait
of Hans Joachim Muller of 1647 (Basel, Kunstmuseum)
bears a lengthy inscription in Italian dedicating the painting
to his friend, the sitter. K1061 is close in style to tlle BasIc
portrait and Dr. Friedrich Thone placed the Kress painting
at about the same date, earlier in style than those portraits
by Merian executed when he was in the German employ
of the Swedish Baron Wrange1.3 Certificates from Longhi,
G. Fiocco, F. F. Mason-Perkins, Raimond van Marle,
Adolfo Venturi attributed KI061 to Merian.4
This portrait is a fine example of Merian's rare and littleknown portraiture.

Provenance: Rome, A. Contini-Bonacossi. Kress acquisition
1930. Given to Brooks Memorial Art Gallery, Memphis,
Tennessee, 1937; returned to Kress Foundation, New
York, 1957. Exhibited-Nuremberg, Germanisches
National-Museum, Niimberger Kunst und Kunstler zlIr
Barockzeit, June-Sept. 1962, Cat. No. A153.
References: (I) W. K. ZUlch, Thieme-Becker, XXIV, pp.
413-14. (2) Certificate, Kress Archive. (3) Letter of24/IX/68,
Kress Archive. (4) Certificates c. 1933-35, Kress Archive.

ANTON RAPHAEL MENGS
Anton Raphael Mengs was born in Aussig (Bohemia) in
1728; he died in Rome in 1779. The leading German
painter in tlle eighteenth century and a major figure in
European art, Mengs was the son of a miniature painter,
his first teacher. He went with his father to Rome at the
age of twelve, where he copied Raphael and was trained
by Italian artists. In 1744 father and son returned to
Dresden, where the latter made a reputation as a brilliant
portraitist and was appointed court painter at tlle age of
eighteen. He began a second Roman residence in 1746,
converted to Catholicism and married an Italian, returning
to Dresden in 1749. For the next decade much of his time
was spent in Italy, where he became a close friend of
Winckelmann who drew him toward a more classical
style. He was active in Naples as well as Rome. In 1762 he
was the leading painter at the Spanish court. Mengs
published many theoretical writings toward the end of his
life when he was a figure of international fame and one of
the founders of the Nco-classical style.l

Studio of MENGS, c. 1758-60
K239 : Figure 44
POPE CLEMENT XIII (Carlo della Torre Rezzonico).
New Orleans, Louisiana, Isaac Delgado Museum of Art
(34.1), since 1934. Oil on very fine canvas. 52~ X38 in.
(134'3 X96'5 cm.). In his left hand the Pope holds a paper
inscribed: Alla Santita di Nostro Clemente XIII feliciter
Regnante. The Rezzonico arms are lightly indicated on tlle
carved finials of the chair back, and on a raised cartouche
of the standish with bell at the right: Quarterly (1) gules a
cross argent, (2) and (3) azure a tower argent, (4) gules
three bends argent, overall a shield or charged with a
double-headed cagle sable crowned, or and ensigned Witll
an antique crown. 2 Some abrasion in face, which now
appears flatter than it does in the X-ray. Relined, cleaned
and restored in 1933 by Pichetto; cleaned and restored by
Modestini in 1953.
William E. Suida (revised by Paul Wescher), The Samuel
H. Kress Collection, Isaac Delgado Museum of Art, New
Orleans, 1966, p. 66.
Carlo della Torre Rezzonico (1693-1769) was born into a
patrician Venetian family and educated by the Jesuits. He
received his law degree at Padua. After filling important
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appointments at the Curia, he became Cardinal-Deacon in
1737, Bishop of Padua in 1743, Cardinal-Priest in 1747,
and succeeded Benedict XIV in 1758. The eleven years of
Clement XIII's pontificate were marked by constant dispute
concerning the question of the abolition of the Jesuit order.
Clement died the day before the convening of the Consistory he had called to combat the Bourbon plan to
terminate the order.3 Clement XIII is depicted in a
columned chamber, in the traditional papal portrait
formula established in the early sixteenth century: seated,
shown to just below the knee, with a desk at his side. He
is clad in regular papal attire, wearing a veste covered by a
long-sleeved lace-trimmed roclletto of white linen with a
short fur-trimmed velvet shoulder cape, the mozzetta, and
the great silken papal stoIa embroidered with gold thread
and tied with a golden tasseled cord, with a fur-trimmed
velvet berettillo or skull-cap on his head. The painting is
executed in somewhat grayed Venetian coloring.
K239 is one of several portraits of Clement XIII executed
by Mengs or his studio. Of these, it is closest to the painting
now in Bologna (Pinacoteca Nazionale, datable c. 1758).
Presumably an autograph work of Mengs, the Bologna
example has the same inscription as K239 and a signature.4
The canvas differs in tonality and technique from Mengs'
oeuvre. Broad and free in handling and Venetian coloring,
the portrait was formerly attributed to Giovanni Battista
Tiepolo who was patronized by Clement XIII. As the
original painting by Mengs may have been in the Venetian
residence of the Rezzonico family (Bianconi recorded this
and another in Rome), it is likely that a local artist may
have been asked to make a replica. 5 Mengs had a Venetian
assistant in his studio, and it was probably this 'giovane
veneziano' who painted K239. 6 If this portrait is modeled
upon the papal portrait by Mengs described by Winckelmann in a letter dated I December 1758 as just completed,
it is probable that it was painted within the following few
years. 7

Provellallce: General Comte Roquet, Paris (?). Somzee
Collection, Brussels (Brussels, Vente, Collections de Somzee,
part 11,26-28,30 May 1904, Cat. No. 359 as by Giovanni
Battista Tiepolo). The following three collections were
given in the Kleinberger Sale of 1932: Vicomte Journin
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Aubert, Paris; Hauer Collection, Paris; Grand Duke
Nicholas of Russia. F. Kleinberger, Paris (sale, New York,
American Art Association, Anderson Galleries, Important
Pailltillgs by Masters of the Old ScI,ools collected by Mr. F.
Kleillberger, Sold by lzis Order, 18 Nov. 1932, p. 90, Cat.
No. 58, as by Pompeo Batoni). Kress acquisition 1932.

Referellces: (I) D. Honisch, AlltOIl Raphael Mellgs, Recklinghausen, 1965. (2) J. B. Rietstap, Armorial Gelleral, 2nd cd.,
Gouda, 1884-87, II, p. 560. (3) Sidney Smith, 'Clement
XIII', The Catholic Ellcyclopaedia, IV, 1908, pp. 32-4. (4)
Honisch, op. cit., p. 85, Cat. No. 76. Considerably larger
than the Kress portrait, it measures 153 XI09·9 cm. A
different composition by Mengs is in the Ambrosiana,
Milan. In Gripsholm (State Portrait Collection) is a version
identical in composition to the Kress and Bologna portraits
but with oval format (cut down?), with the Pope facing
left, and his right arm raised in benediction. According to
Honisch (pp. 141-2, Cat. No. 376) the Gripsholm painting
is by a master in the Mengs circle. It measures 114 X95 cm.
Identical with K239 and the Bologna composition is the
portrait in the Walters Art Gallery, Baltimore, 134·3 X
97.8 cm., except that the Pope's right arm is raised in
benediction and the painting is inferior in quality. (5)
G. L. Bianconi, Elogio storico del Cavaliere Antoll Raffaele
Mellgs, Milan, 1780, in the unpaged catalog at the
beginning of the text and p. 40. Dr. Steffi Rottgen (letter
of 6/XI/68) believed the portrait now in the Ambrosiana
to be identical with the one listed in Rome by Bianconi.
(6) Dr. Rottgen has kindly provided the following extract
from Azara-Fea, Opere di Alltollio Raffaello Mellgs, Rome,
1787, pp. 253-4, 'Avvenne poco tempo fa, che mentre in
una compagnia di artisti, e di dilettanti si osservavano e
lodavano due ritratti dipinti da un giovane veneziano, un
pittore de' Barbassori ... al sentire, che il lodato giovane
stava copiando il ritratto di Papa Rezzonico fatto da Mengs
disse ... , che dopo quello studio il suo pannello si
troverebbe in discapito'. (7) Kurt Gerstenberg, Johanll
Joachim WitlckelmQlIII IlIId Antotl Raphael Mellgs, Halle,
1929, p. 20, discussing the Bologna painting, believed it
to have been executed rapidly, as Mengs was about to
leave Rome for Naples. Honisch seemed to follow
Gerstenberg's view (op. cit., p. 85).

•

EARLY NETHERLANDISH SCHOOL
XV-XVI CENTURY

ROBERT CAMP IN
Robert Camp in, also known as the Master of Flcmalle,
came to Tournai in 1406 and became a burgher in 1410;
he died in 1444. No signed, documented works survive.
Dean of the Guild of St. Luke in 1423, Campin had many
apprentices in his studio at least as early as 1418,1 when
Jacques Daret was recorded among them. Roger van der
Weyden was listed there in 1427. The separation of the
oeuvre of the student and his master has long been a matter
of controversy. Campin's only dated work, the Werl Altar
wings (Madrid, Prado), is inscribed 1438. The leading
Netherlandish painter active beforeJan van Eyck's maturity,
Campin created a new style fusing the realistic with
the monumental.

Follower of ROBERT CAMP IN
K

1646 : Figure 47

MADONNA AND CHILD WITII SAINTS IN TIlE
ENCLOSED GARDEN. Washington, D.C., National
Gallery of Art (1388), since 1959. Oil on oak in five
horizontal sections with very thin preparatory layer of
French chalk and glue which has sunk into the wood.
47l X5 8! in. (II9·9 X 148.8 cm.). Original borders all
around. All saints except Catherine have incised haloes,
presumably preparatory to painting in gold. 2
Inscribed on original or very old frame:
o MARIA CONSOLATRIX
ESTO NOBIS ADVOCATRIX
ROGUAS REGEM GLORIE
UT NOS JUNGAT SUPERIS
DONANS NOBIS MISERIS
POST SPEM FRUI SPECIE
QUE REGINA DICERIS
MISERERE POSTERIS
VIRGO MATER GRACIE

'0 Mary, our Comforter,
'Intercede for us
'Asking the King of Glory
'That we may rejoin those
on high,
'Granting to us, wretches,
'The fulfilment of hope of
seeing him.
'Thou, who art called
Queen,
'Have mercy on us later
born,
Virgin Mother of grace'.3

A device called a Hauslllarke is at the lower right comer
of the frame, at the end of the inscription. Sometimes
taken to be a sigla or mason's mark, this sign more likely

pertains to the original donor of K1646.4 Cradled and
partially cleaned and restored, with some in-painting, by
Pichetto c. 1947. Restored by Modestini in 1953. Damaged
by excessive heat and smoke during a fire in December
1956. Restored c. 1958 by Modestini. The following areas
have considerable in-painting: left leg of the Baptist, left
hand of Anthony Abbot, both saints' drapery. Several
pigments have darkened, notably the vermilion drapery of
St. Catherine.
Sut"da, p. 168, Cat. No. 74. Reproduced in color in
Seymour, pp. 13, 15, pIs. 9, II (details); and George
Ferguson, SigtlS atld Symbols ill Christiall Art, New York,
1954, pI. 10.
The Virgin and Child, with four saints, are shown in a
garden enclosed by a high masonry wall on three sides and
by a building at the left. Mary wears a dark blue, goldbordered mantIe and a lighter blue robe, with a fur
garment across her lap. She is seated on a wooden folding
stool in front of a rich red, blue, and gold cloth of honor,
with a pillow of the same cloth underfoot. Another rich
red horizontal hanging with a floral motif is stretched
across the entire rear wall. The Christ Child, in a long
fur robe and white undergarment, is on his mother's lap.
St. Catherine of Alexandria, in a pink robe, is seated at
the lower left, on the step of a Gothic portal opening upon
a tiled interior. Her attributes are a broken wheel and
a sword (the crescent of Islam is on the heart-shaped
pommel; figures of Adam and Eve, on either side
of the Tree of Knowledge, are incised on the blade).
St. John Baptist stands at the upper left in a voluminous
green robe, holding a small lamb in his left hand, blessing
it with his right. A camcI-skin (?) is seen under his robe,
above his left knee. St. Barbara, in an orange, furtrimmed dress, is to the right of Christ in a half-kneeling
posture, extending an apple which he is about to grasp.
Her attribute, a masonry tower, is in the upper right
corner of the enclosed garden. St. Anthony Abbot
stands in the lower right foreground, in monastic garb.
His hands (one holding a scroll) are placed upon the
Tau-shaped stick. A rosary hangs from his bcIt and the
head of a pig, his emblem, is to tile left.5
K1646 shows the Virgin and Child in a mystical, devotional
setting. Mary's pensive gaze seems to anticipate the
Passion implied by John's sacrificial lamb ('Behold the
Lamb of God', John 1:29-30) and by Barbara's apple, fruit
of the Fall, to be received by Christ, the new Adam. 6
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Catherine's book and Anthony's scroll both point to the
prophecy of Redemption. The Infant's exposed body may
stress the first shedding of his blood in the Circumcision,
when he was named Jesus. The enclosed garden alludes to
Paradise and is a symbol of Christ as the Lord of all
Creation, the plants signifying his mastery oflife and death
in their role as healing agents. Such a garden also represents
Mary's purity, and many of the flowers within its walls are
specifically linked to the Virgin in late medieval devotional
literature. 7 The association of Mary with floral symbolism
and the closed garden originates with the interpretation of
the Song of Solomon (4: 12-16). A hymn in Konrad von
Wiirzburg's (died 1287) Goldel/er Schllliede expanded the
floral references and provided the basis for Northern
European depictions of Mary in a richly floral setting. 8 An
iris similar to that in KI646 is shown in other works by
Campin or his school. lI Its symbolism is often interchangeable with that of the lily, sign of the Incarnation.
Placed next to St. Catherine in K1646, the iris, according
to Koch, is an allusion to her martyrdom by the sword as
the iris is also known as sword-liIy.lo The haloes composed
of golden lines emanating from the heads of Mary and
Jesus are very early in style. The tripartite division of
Christ's halo alludes to the Trinity. The hangings, seat,
cushion, and Mary's rich garb all refer to her Coronation
in heaven by her son; the inscription surrounding KI646
also describes Mary as Queen of Heaven and intercessor for
mankind. The formal, early fourteenth-century Italian
pictorial theme known as the Sacra Cotlversaziolle is
combined with a more intimate subject, the Paradiesgiirtlei"
(popular in Northern Italy and Northern Europe in the
early fifteenth century), placing the Virgin and Child in an
enclosed garden accompanied by saints and angels.l l An
important transitional stage between the above and the
Kress panel is a Burgundian theme entitled by Troescher
Sacra COllversaziolle ;/11 Throllgehiillse. l2 More hieratic than
the Washington painting, tllis composition places the
Virgin and Child in an elaborate tllronc-like housing and
was created c. 1400 by Franco-Flemish artists.
K1646 was first published by J. D. Passavant, who described

it as painted in tempera and 'possibly the only remaining
pictorial monument of the pre-Eyckian school of painting
in the Netherlands', executed by a forerunner of Hubert
van Eyck who may also have been his contemporary, and
therefore of the greatest art historical interest, wortllY of
purchase by the Bruges Academy.l3 In 1839 Spyers
attributed the painting to the School of the broiliers Van
Eyck, as it was found to have been executed in the oil
medium. He described the grouping of the figures as close
to those ofJan van Eyck, while the coloring suggested the
taste of Hubert van Eyck. He pointed out that KI646 may
have been used as a model by later masters of the Bruges
School such as Memling. inclined to attribute the panel in
its entirety to Jan van Eyck, Spyers related the pose of the
Virgin and Child to that of the same group in the Va" der
Paele Mado"lIa {Bruges, Musee Communal).14 A letter of
13/IX/46 from Max]. Friedlander to Georges Wildenstein
described KI646 as a work by the Master of FICmalle.l5
Suida (p. 168) listed the panel as 'Master of Fl6malle
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Studio'. It was suggested by Houben that the master of
KI646 was an early eclectic imitator ratller than an actual

pupil of Campin's, active in Bruges, who executed the
Kress panel shortly after 1450. According to him, the
Virgin and Child depend upon 'prototypes of different
periods', including a lost Sacra C01lverSaZiolle in an interior
(known from a drawing, Louvre, Cabinet des Dessins);
the St. Anthony depends upon the figures in Campin's
early E1ltombmellt Triptych of c. 1415 (London, collection
Count Seilern); the iris comes from the right wing of the
Werl Altar, dated 1438 (Madrid, Prado). Among Houben's
reasons for such a late dating of the Kress panel is his belief
that tlle St. John is 'obviously partly derived' from Roger
van der Weyden's Medici Mado1llla (Frankfurt, Stadelsches
Kunstinstitut) of c. 1450.16 Panofsky described KI646 as
'impressive and fairly close to the Master of FICmalle but
evidently not executed by himself, it is justly attributed to
his studio.'17 In his reconstruction of the original setting of
Roger van der Weyden's Magdalen Readillg (London,
National Gallery), Martin Davies noted that the placement
of SS. Catherine and John in K1646 corresponds to that of
the Magdalen and St. Joseph.1s According to Shapley, too
much emphasis has been placed upon the role of assistants
in ilie creation of the Kress panel. She did not believe it
should be attributed to 'the Master of FICmalle Studio'
since 'the master himself has to be credited for the composition and in great part also for the execution of this
painting. In some parts,however, it may have been executed
by assistants.'l9 Seymour wrote (pp. 12-14) that the panel
'is to be identified with the style of the Master of Flemalle,
but in a more precise and sharper vein than we normally
associate Witll him.' Meiss described KI646 as by the same
artist working in FICmalle's early style who painted the
Madolllla of Humility ill all Ellcloscd Garde1l (Berlin,
Staatliche Museen; hereafter referred to as the EerU"
Mado"lIa) , and whose oeuvre 'shows softer forms and
a more tender sentiment than we know in tlle work of
the master himsel£,20 Walker (p. 304) gave the Kress panel
to the Master of Fl6malle and assistants. Koch described it
as belonging to the School of the Master of FICmalle.21
Frinta found 'the facial types, hands, and drapery style ...
inspired by Campin's work but the brushwork ... not
identical; therefore, only his assistants can be considered as
the author. An impersonal smoothness and unpleasant
slickness of the flesh parts painted in pink with greenishgray shading contrasts oddly with the more daring execution of the garments. Moreover, some anatomical details,
such as the veins in John Baptist's legs and the lower eyelids
of Catherine, are just cursory additions not organically
integrated into the brushwork rendering the forms.'22
Stange described tlle painting as attributable to Campin or
his studio.23 It was given by Van Gelder to Jacques Daret,
to whom he also assigned ilie Eerli" Madollna, a diptych
of the Virgill alld Child and Throllc of Grace (Leningrad,
Hermitage), and the Atltlllllciatio1l (Madrid, Prado).24
According to de Schryver tlle Kress panel was composed
c.I420.25

A brass plaque (at Sainte Gertrude de Nivelles), in the
earliest style of Robert Campin, dated 1461, has marked
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compositional similarity to K1646 and probably reflects a
lost painting by Campin contemporary with the Kress
paneI.26 The location and format of the inscription on
KI646 resembles those of funerary reliefs sculpted in
Tournai in the first third of the fifteenth century. Campin
was familiar with these monuments whose composition
may have influenced that of K1646. 27 Among the most
monumental works in Campin's style, this painting is an
extremely important indication of the spatial treatment to
which he turned after the completion of his first known
panels - the St. John the Baptist fragment (Cleveland, Ohio,
Museum of Art) and the Entombment Triptych (London,
Count Seilern Collection). The gold background seen in
Campin's earliest works has been abandoned in KI646 in
favour of a far more realistic rendering. Moving away
from the decorative late International Style, the artist has
returned to the heroic Italian art of the first half of the
fourteenth century, combining it with the great FrancoBurgundian sculptural achievements of the second. He has
enriched the achievements of the past with the new
luminosity and plasticity made possible through using the
recently perfected oil medium. The Kress panel is one of
the very few Netherlandish panel paintings of such size
from the first half of the fifteenth century to have retained
its original frame. The painting resembles such Campin
panels as the front and back of the Marriage of the Virgin
(Madrid, Prado) and the Virgin and Child Appearing to SS.
Peter and Augustine (Aix-en-Provence, Musce Granet). The
physiognomical types in K1646 are especially related to
those of the great Deposition Triptych known from a
fragment (Frankfurt, Stadelsches Kunstinstitut) and a copy
(Liverpool, Walker Art Gallery). The heads of Mary and
Catherine in K1646 are close to those of the Berlin Madonna
and the Virgin (right half of the Hermitage diptych) which,
together with the Kress panel, were attributed by Van
Gelder to Campin's apprentice Jacques Daret. The Virgin
and Child are shown in similar form in two paintings of
the Holy Family after Campin.28
The somewhat awkward placement of St. John and St.
Barbara suggests that tllese figures may have been adapted
from a lost work of Campin where they were shown in a
different context - possibly a representation of an indoor
Sacra Conversazione. The discord between the figural scale
and the architecture also points to such an extrapolation.
The absence of a profound excitement and vigorous
definition linked with Campin's art, and the use of a less
rigorous approach to light and form than his, point to the
bulk of the execution of the Kress panel by studio assistants
such as the artist identified by Meiss as the Master of the
Berlin Madonna. Long in a Bruges church for which it
may have been commissioned, K1646 provides a valuable
indication of the influence of Campin's art upon that of
Bruges, as its audacious composition underlies the many
renderings of similar subjects there in the second half of
the fifteenth century.29
The prominent 'A' at the bottom of the Hauslllarke may
indicate that the donor's first or second names began with
that letter; its proximity to Anthony probably signifies
that he was the donor's patron saint.30 The conspicuous
inscription and its Hauslllarke suggests that the picture

functioned as an epitaph - a devotional painting placed
near the donor's burial place in the church.31

Provenance: From a church in Bruges according to J. D.
Passavant, who listed it in the collection of Imbert [des
Motelettes] in 1833.32 Jonkheer De Potter-Soenens near
Bruges.33 Said to have been in the collection of Comtesse
de Oudemard (Oudenaarde?). New York, Wildenstcin and
Co., Inc. Kress acquisition 1949, exhibited - National
Gallery of Art, Washington, D.C., 1951. Tucson, Arizona,
University of Arizona, Museum of Art, 1951-53, TtVentyFive Paintings from tlte Collectioll of the Samuel H. Kress
Foundatioll, 1951, Cat. No. 74. Again exhibited in the
National Gallery, 1961. Art Treasures for America: An
Anthology of Paintings alld Sculpture ill tlte Samuel H. Kress
Collectiolt, 1961, pp. 12, 14, 218, pI. 10 on p. 14, pI. II on
p. 15, pI. 9 on p. 13.
References: (I) For Campin's life and achievements see
Charles de Tolnay, Le maItre de Flt!malle et les freres van Eyck,
Brussels, 1939; and Panojsky, I, pp. 149-77. For a comprehensive presentation of biographical data see the first
section of Theodore H. Feder's' A Re-examination through
Documents of the First Fifty Years of Roger van der
Weyden's Life', Art Bulletin, XLVIII, 1965, pp. 416-31.
(2) When published by J. D. Passavant (Kullstreise dureh
England I/Ild Belgien, Frankfurt, 1833, pp. 348-9), K1646
and its inscribed frame were described as being very poorly
preserved, heavily restored and executed in tempera. After
the tempera additions were removed, c. 1839 (Jonkheer de
Potter-Soenens Collection) Passavant corrected his earlier
view as to the technique and is so quoted by G. K. Nagler,
Die Monogrammisten, Munich, 1879, I, p. I, no. I. If ever
executed, the haloes must have been removed before 1839,
as a reproductive print of that date by C. Onghena shows
the panel in its present state. Reproduced by F. A. Spyers,
'Beschryving van twee Merkwurdige Schilderyen uit de
School der Gebroeders van Eyck', Belgisch Museum voor de
Nederduitsclle Taal- ell LetterJwllde ell de Gesehiedellis des
Vaderlands, Ghent, 1839, III, pp. 182 ff., repro opp. p. 183.
(3) This text does not appear in Franz Joseph Mone, Lateillisehe Hymllell des Mittelalters, Freiburg-im-Brcisgau, 1854, II,
'Marienlieder'. Dr. Eberhard Schenk zu Schweinsberg
(letter of 19/X/62, Kress Archive) believed the style of the
inscription to correspond with the lettering in Netherlandish manuscript illuminations of 1450-80. (4) For
Hausmarken see Homeyer, Die Haus- und Hofmarkell,
Berlin, 1870, and 2nd ed., Berlin, 1895. The mark on
K1646 is not included in this volume. The Hausmarke
(Hauszeiehen) is a linear device belonging to a family and
denoting its sponsorship or ownership. It was used
mainly in Germany and the Netherlands. The Hausmarke
belonged to the eldest son, the remaining brothers adding
strokes for differentiation. There is a remote possibility that
the sign may also be a mason's mark, possibly for a guild
chapel, as so much emphasis is placed upon the stonework
of the walls and unusually prominent tower. Passavant was
not sure whether the sign at the right end of the inscription
belonged to the donor of the painting or its artist
(Passavant, op. cit., pp. 348-9, pI. 2). The mark is reproduced
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by G. K. Nagler, loco cit. The similarity between the device
OfKI646 and one in a manuscript illumination in the 1485
Ghent edition of Boethius, De cOllsolatiolle philosoplziae,
published by Arend de Keysere (Lessing J. Rosenwald
Collection, Washington, D.C., Library of Congress, No.
781) was noted by Dr. Antoine de Schryver (letter of
29/XI/1955, Kress Archive). The Rosenwald Boethius was
owned in 1912 by the Parisian book dealer Belin. According to de Schryver, it was sold by Andre Hachette in Paris
16/XII/1963 (Hotel Drouot) and included in the catalogue
for Livres allciells des Pays-Bas, Bibliothcque Royale de
Belgique, Brussels, 1960, pp. 32-3, Cat. No. $2. F. de Mely
(Les Primitijs et leurs Signatures, Paris, 1913, I, pp. 294-5)
suggested that the device in the Boethius was that of
Alexander Bening or some other manuscript illuminator
whose first name began with an 'A'. He described the
monogram inaccurately as an 'A' surmounted by a Latin
cross. (5) For the iconography of the saints in KI646, see
Reau, II, I, pp. 431-63; 2, pp. 295-304 Oohn Baptist);
III, I, pp. III-IS (Anthony); III, I, pp. 169-78 (Barbara);
III, I, pp. 262-72 (Catherine). (6) See Ferguson, op. cit.,
p. 32, who bases his interpretation on Song of Solomon
2: 3, 'As the apple tree among the trees of the wood, so is
my beloved among the sons. I sat down under his shadow
with great delight, and his fruit was sweet to my taste:
According to Broadley (p. 14), 'The apple or quince she
[Barbara] offers the Child is an age-old symbol of love
alluding to her selfless devotion: He described the doorway
as symbolic, 'recalling Christ's saying, "I am the door. No
man cometh unto the Father but by me": (7) See Lottlisa
Behling, Die Pjlallze ill der lIIittelalterlic1lell TaJellllalerei,
Weimar, 1957, pp. 61 £, for the symbolic or healing
properties of many of tlle flowers shown in K1646. For the
violet as a Marian symbol of sweetness, purity, love,
chastity and virtue (according to St. Jerome and Hugh of
St. Victor), see p. 42. (8) Ibid., pp. 22-9; for the following
Marian flowers in K1646 see: daisy (p. 27), violet (pp. 28,
41-2), columbine (pp. 27, 36-7, 41, 48; see also K2II4
above, the Master of the St. Bartholomew Altar, p. 10, note
10), strawberry (Belliing, op. cit., pp. 19, 3I, 39, 40), iris (p.
38). According to Broadley (p. 14), 'The poppy and perennial
daisy allude to eternal rest and immortality; tlle violet and
pink signify Christian humility and love; and the iris and
columbine are symbolic of suffering and sorrow willingly
borne by the devoted follower of Christ: (9) It is shown
most notably in the Maria Lactalls (Frankfurt, Stadelsches
Kunstinstitut), Seated Madolllla (Douai, Museum), and
St. Barbara (Werl Altar, Madrid, Prado). One of the plants
in K1646 combines tlle flowers of the narcissus with the
leaves of a medicinal herb, similarly depicted in the
Frankfurt Maria Lactalls (Behling, op. cit., p. 61). Aconite
(wolf's bane), a poison plant, is sho'wn next to the marigold,
to tlle right of Mary's cushion. According to Albertus
Magnus, aconite countered poison and cured leprosy (ibid.,
p. 62). (10) Robert A. Koch, 'Flower Symbolism in the
Portinari Altar', Art Bulletill, XLVI, 1964, p. 75, n. 42. (II)
For early fifteenth-century Northern European depictions
of the closed garden see Lilli Fischel, 'Ober die klinstlerische
Herkunft des Frankfurter "Paradiesgartleins"', Essays ill
HOllour oj Georg SlVarzellski, Chicago, 1951, pp. 85-95.
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(12) Georg Troescher, Burgulldisc/ze Malerei, Berlin, 1966,
I, p. 158; he illustrated an important example, the central
panel of the altar of the Marienkirche, Bielefeld (II, pI. 54,
fig. 250). (13) Passavant, op. cit., pp. 348-9. (14) Spyers,
op. cit., III, pp. 182-8. (IS) In the 1967 English edition of
Friedlander's Early Netherlalldish Painting, Leyden, p. 92,
Addendum 152, Nicole Veronee-Verhaegen lists K1646 as
'Master of F1emalle, studio?'. (16) Walter Houben, letter
of 3/XII/51, Kress Archive. (17) Pa/lofsky, I, p. 426 (n. 4,
p. 174). (18) Martin Davies, Les prilllitijsjlalllallds Corpus . •• ,
The National Gallcry, LOl/doll, II, Brussels, 1954, p. 177.
(19) Fern Rusk Shapley, Kress Arcllive. (20) Millard Meiss,
, "Highlands" in the Lowlands: Jan van Eyck, the Master
of Flemalle, and the Franco-Italian Tradition', Gazette des
Beaux-Arts, 6me ser., LVII, 1961, pp. 272-314, esp. p. 277.
In n. 10 Meiss observed that the copy of the Cloisters
Alll/lIIlciatioll (Brussels, Musees Royaux des Beaux-Arts) is
similar in style to the Kress and Berlin panels but seems
weaker. This work was attributed to Jacques Daret by
Carla Gottlieb, 'The Brussels Version of the Merode
AlIllIlIlciatioll', Art Bulletin, XXXIX, 1967, p. 56. (21) Koch,
op. cit., p. 75. (22) Mojmir S. Frinta, Thc Genius oj Robert
Campill, The Hague, 1966, p. II8. Like Meiss, he related
K1646 to the very early copy of the Merode A/lIlullciatioll
in Brussels (Musees Royaux des Beaux-Arts), which Frinta
found close to Jacques Daret. He compared the Christ
Child to the one in the full-length Maria Lactalls (Frankfurt,
Stadelsches Kunstinstitut) and tlle heads of Mary and
Catherine to those in the Brussels AIIIl/mciatio/1 (a very
early copy of the Cloisters triptych). According to him,
the heads of St. John and St. Anthony 'lack the expressive
energy intrinsic in Campin's men: (23) Alfred Stange,
'Vier slidflandrische Marientafeln: ein Beitrag zur Genese
der niederlandischen Malerei', Alte IlIld Mode.me KUIISt,
XI, 1966, pp. 2-10. Caption to fig. 22, p. 22, lists K1646
as by Robert Campin. (24) All the above are usually
given to Campin or his studio. Jan G. van Gelder, 'An
Early Work by Robert Campin', Oud-Holland, LXXXII,
1967, pp. 1-17. (25) Letter of 20/VI/68, Kress Archive.
(26) Reproduced p. 36, fig. 6, Pierre Quarre, 'Plaques de
la fondation d'Isabella de Portugal, duchesse de Bourgogne
.. :, Jalzresbericlzte IlIld Rec1l1lul/gell des historisclzell Museums
Basel, 1959, pp. 29-38. (27) See Grete Ring, 'Beitrage
zur Plastik von Tournai im IS. Jahrhundert', cllap. XI in
Belgisclle KIII/stdellkllliiler, ed. Paul Clemen, Munich, 1923,
I, pp. 269-91. (28) One is in Douai and tlle other was
formerly at Le Puy. In the latter, the Child is much like
that of K1646, reaching for an apple, the lower part of the
body exposed. See Jacques Dupont, 'La Sainte Famille des
Clarisses du Puy', Les 1II01ll1lllClltS historiques de Frallce, n.s.
XII, 1966, pp. 150-7. (29) See Friedrich Winkler, Das Werk
des Hugo vall der Goes, Berlin, 1964, 'Vermahlung der hI.
Katherine', pp. 154-80. According to Hulin, followed by
Friedlander (Die altuiederliil/disclze Malerei, XIV, Leyden, 1938,
p. 82), the great lost Crucifixion triptych (Frankfurt, Stadelsches Kunstinstitut) was also painted for a Bruges church.
(30) Suggested by Houben, op. cit. For related remarks, see
L. F. van Gent, EeIIlVereldreis vall 2000 IlIIismerkell, Arnhem,
1944, nos. 19, 21. (31) For such use, see Karl Konrad and
A. Ruppel, Die Hausmarke, Berlin 1939, 'Grabmal und

so

EARLY NETHERLANDISH SCHOOL:

Totenschild', pp. 62-S. (32) Passavant, op. cit. Note 2
above, pp. 34S-9. Ownership given as that of Imbert de
Mottelettes by Spyers, op. cit., pp. IS2-9. (33) Spyers, op.
cit., p. ISS.

Follower of ROBERT CAMPIN
K615 : Figures 45, 46
VIRGO LACTANS (recto); SUDARIUM (verso). New York,
New York, Mrs. Rush H. Kress. Oil on panel. II in.
diameter (2S·0 cm.) including frame. Inscribed around
circular engaged frame of recto: AVE RnGINA CELORUM
MATER REGES [sic] ANGELORU[M] (,Hail Mary Queen of
Heaven, Mother of the King of Angels').1 The initials
M n joined by golden love-knots arc inscribed four times
on border of verso. In good condition; has not been
restored since acquisition.
Flowers are painted on the front and back of the frame. 2
Six depictions of Marian flowers separate the words inscribed on the gilded frame (recto) - these include the
daisy, carnation, and pansy.3 The thisdes on the verso
symbolize earthly sorrow and sin; the plant is associated
widl the Passion of Christ.' Other flowers on the back
include the rose, strawberry, and violet. According to
Ferguson, the strawberry indicates perfect righteousness
(p. 4S) and the violet, humility (p. 52). Recto: the blonde
Virgin is in bust-length, facing right, nursing the Infant.
Seen against a dark-red background, she wears a white
headdress and a blue robe, the Infant at her left breast.
Golden rays surround their heads. Verso: The Sudarilllll
(an icon-like depiction of Christ's face) on a square white
cloth, Veronica's veil is painted in trolllpe-I' exil as if hanging
from the back of the dark-colored tondo, 'attached' to
the upper corners.5 K615 was attributed to Jacques Daret
by W eale. 6 Held ascribed the tondo to a 'Follower of the
Master of Flcmalle' suggesting that it was originally placed
in a domestic setting, probably attached by chains for
hanging above the head of dIe bed. 7 He related K615 to
other devotional tondi with initials linked by love-knots
indicating their commission at the time of a marriage. 8
The composition of K615 recto is probably a reduced,
reversed version of a full-length Virgo Lactans by Robert
Campin (Frankfurt, Stadclsches Kunstinstitut). Some
scholars believe the Kress composition to reflect a lost,
half-length depiction by Campin. 9 Campin juxtaposed the
Virgo Lactans and the Veronica - the subjects of the wings
of the great Flcmalle Triptych (Frankfurt, Stadelsches
Kunstinstitut). Both of these subjects refer to the Salvation
of Mankind. The nursing of Christ is recalled by Mary in
her intercession at the Last Judgment, often shown before
God, pointing to her breast with one hand and to the
Judged with the odler in a gesture of supplication.1o The
inscribed prayer on K615 is addressed to Mary. The format
of K615 refers both to the cosmic dominion of the Lord
and to the circular mirror so often understood in the late
Middle Ages as an emblem of the revelation of divine will.
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This view was popularized in the early fourteenth-century
text Specllium IlIImauae sall'ationis ('Mirror of Human
Salvation') where the fortieth chapter, devoted to the Last
Judgment, stresses Mary's intercessional gesture.l l Many
tondi of the same composition (after Campin) survive, the
earliest in the John G. Johnson Collection, Philadelphia
Museum of Art. Of these, ten, like K615, show Mary
facing right and nine, such as the Frankfurt Virgo Lactatls,
have her facing toward the left.12 The recto of K615 may
perhaps have been painted by a Bruges master active near
the end of the fifteenth century, but its abstract qualities
also suggest the possibility of a Northern French origin.
The more realistically rendered verso is not necessarily by
the same hand; it is less dependent than the recto upon the
Campin of the same subject (Frankfurt, Stadelsches
Kunstinstitut).

Proveuance: A. L. Nicholson, London, 1909. 13 Sir Edgar
Speyer, New York, 1925; purchased from his widow by
Drey Gallery, New York, c. 1943. Kress acquisition 1950.
References: (I) Another circular Campinesque depiction of
the same subject has the same inscription. SeeJan Bialostocki,
Les Prilllitifs Flamauds, Corpus ... , Les Mllsces de Pologlle,
Brussels, 1966, p. 40, Cat. No. IS (Brussels, Musces Royaux
des Beaux-Arts). According to W. H. James Weale, 'A
Madonna Attributed to James Daret .. .', Bllrlillgtoll
Magazine, XV, 1909, p. ISO, the inscription is from a
'well-known Lenten anthem'. A related inscription is
found on the frame of an early sixteenth-century depiction
of dIe same subject (New York, Metropolitan Museum of
Art) - Ave regina CelOrllll1 ave domina angelorum ••• - from
an antiphon of Compline. See Harry B. Wehle and
Margaretta Salinger, A Cataloglle oj Early Flelllisll, Dlltc"
aud Germall Paintiugs in the Metropolitan MllseulII oj Art,
New York, 1947, p. II3. (2) The bare oak, outermost circle
of the engaged frame of K615 suggests dlat the tondo was
probably inserted in a larger setting. For a similarly flowerbordered frame, also engaged to a Campin-derived subject
close in date to K615, see The Trinity (Madrid, Musco
ArqueoI6gico), reproduced in Jacques Lavalleye, Les
Prilllitifs Flalllallds, Corpus . •. , Collectiolls d'Espaglle, Antwerp, 1953, Cat. No. I, pI. 1. (3) Linked to Mary and
healing properties, the symbolism of these flowers is
discussed by Lottlisa Behling in Die Pjlallze in der lIIittelalterlichen TaJellllalerei, Weimar, 1957. For the carnation,
symbolizing the nails of the cross, see Colin Eisler, Les
Prilllitifs Flalllallds, Corpus .•• , New Euglaud Musellllls,
Brussels, 1961, p. 51. According to George Ferguson,
Signs aud SYlllbols ill Christian Art, New York, 1954, the
carnation signifies pure love (p. 34); the daisy, innocence
of the Christ Child (p. 36); the pansy, remembrance and
meditation (p. 45). (4) Ibid., p. 49. (5) For the Virgo Lactalls,
see Reali, II, 2, pp. 96-7. For the Veronica, see Karl Pearson,
Die Frouica: Eill Beitrag zllr Gescltichte des Christusbildes illl
Mittelalter, Strasbourg, IS77, pp. 69 f£ See also K1646.
(6) Weale, art. cit., pp. ISO f£ (7) Julius Held, 'A tondo by
Cornelis Engelbrechtz', Qlld-Holland, LXII, 1952, pp. 233-7,
esp. pp. 235-6. (8) Held cited a Mall oj Sorrows tondo (Aix,
Musce Granet) by Engelbrechtz (ibid., p. 234). Another
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tondo with love-knots was in the GaIerie Robert Finck
(Brussels) in 1962. (9) Friedrich Winkler (Der Meister VOIl
Piemalle IlIId Rogier vall der Weydell, Strasbourg, 1913,
p. 21) and Max J. Friedlander (Die altniederliindische
Malerei, Berlin, 1924, II, p. II3) share this view. According
to Bialostocki (op. cit., pp. 37, 41) a recently discovered
triptych after Campin with the Virgo LactallS in the center
(Brussels, Galerie Robert Finck) supports the above
assumption. (10) See Millard Meiss, 'An Early Altarpiece
for the Cathedral of Florence', Bulletill oj tlte Metropolitall
MuseulII oj Art, XII, 1954, pp. 302-17. (II) J. Lutz and
P. Pedrizet, SpecululII IlIIlIIallae salvatiollis, Paris, 1907,
pp. 293 If. (12) See Bialostocki, op. cit., p. 39. K615 is his
Cat. No. II8, IIb.20. For another list of similar works see
Winkler, op. cit., p. 22, n. 3. See also Mojmir S. Frinta,
The Genius oj Robert Campill, The Hague, 1966, p. II7.
(13) Weale, art. cit., p. 180.

PETRUS CHRISTUS
Petrus Christus was born at Baerle (Flanders or Brabant),
c. 1410 (?) and died in Bruges 1472/3, a burgher of the
latter since 1444. His earliest training could have taken
place in a North Netherlandish milieu. He may have been
active as a studio assistant ofJan van Eyck (died 1441) and
became that master's most distinguished follower in
Bruges where Christus was dean of the Guild of St. Luke.
His first signed and dated works are the Edward Grymestolte
portrait (Gorhambury, Earl ofVerulam) and the Carthusiall
(New York, Metropolitan Museum of Art), both of
1446. The artist was influenced by Robert Campin and
Roger van der Weyden, most notably in his Lamelttatioll (Brussels, Musees Royaux des Beaux-Arts), and may
have been associated with these masters prior to residing
in Bruges. Like Jan van Eycl, Christus received patronage
from the many countries whose commerce was linked to
that of the Netherlands. He was probably active in
Southern Europe where his name has sometimes been
identified with that of'Piero de Bruges' who taught artists
at the Milanese court in 1457.1 Most of his surviving works
were discovered in the nineteenth and twentieth centuries
in Italy and Spain. Although the chronology of his works
is not clear, Christus' final style, as seen in the Madolllta alld
Child (Kansas City, Nelson-Atkins Museum) and the
Death oj the Virgilt (San Diego, Putnam Foundation), has a
lucid plasticity which may have influenced Italian art as
well as that of the North. 2 Despite his somewhat eclectic
art, Christus' oeuvre has an original, almost Cubist darity,
making him a leading master of the mid-fifteenth century.
His seven dated works range from 1446 to 1457. The
largest number of his paintings are now in the United
States.
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PETRUS CHRISTUS
K488A/B : Figures 48, 49
DONOR AND DONATRIX (triptych wings, inner sides).
Washington, D.C., National Gallery of Art (1367/68),
since 1956. Oil on oak. Each panel 16i X 8! in. (42'0 X
21·6 cm.). Extremely narrow strips of wood are added to
the left side of K488A and right side of K488B; these are
covered by their frames. Inscriptions on a woodcut (or
possibly drawing) on the wall refer to Christ and to Saint
Elizabeth of Hungary, who is seen in full-length in white
monastic garb, wearing a crown and holding crowns in her
outstretched arms. 3 Text on prayer-book is illegible. The
donor's arms (on a shaped shield suspended from the wall by
a red cord at the upper left) are: Or a chief gules with silver
foliate decorative spiral.' The donatrix' arms (on a shaped
shield at the upper left) are: Per pale gules and argent, on a
chief or a demi-eagle naissant sable. They belong to the
Vivaldi family of Genoa. 5 K488A (Donor): the head was
'spotted with small holes the size of pin-pricks' before
recent restoration. 6 Some areas of old, discolored inpainting; vertical join through ear. K488B (Donatrix): well
preserved; vertical join near donatrix' elbow. Restored by
Pichetto c. 1938.
Suida, p. 170, Cat. No. 75. Reproduced in color in
Seymour, pp. 70-1, pIs. 63-4.
First distinguished as navigators in the thirteenth century,
the Vivaldi were one of the largest families belonging to
the Genoese nobility. Linked to mercantile rather than
political interests, the Vivaldi were moneylenders and
traders, especially active in Northern Europe and Spain.
Many Vivaldi were members of the Italian colony in
Bruges at least as early as the late fourteenth century and
throughout the fifteenth. 7 Antonio Vivaldi was a major
Bruges banker in the 1420S and later, lending money to
Philip the Good; Lazzaro Vivaldi, an important Genoese
merchant, resided there at the same time. 8 The kneeling
donor in the left wing (K488A) faces to the right, in threequarter view, hands joined in prayer, his pattens removed,
on the floor to the left. His dark, rich, full-sleeved robe is
fur trimmed. A very long red chaperoll is over his shoulder.
His attire indicates an official position, probably in the
court of the Duke of Burgundy where he may have had
a clerical or humanistic role. 9 He kneels on the threshold
of a vaulted anteroom; behind him two steps lead up to a
courtyard at the left, where a hilly landscape is seen above
a brick crenellated wall. The main edifice is continued to
the left where a wooden door is seen with three blank
shields and two pairs of windows above, arranged one
over the other. The same floor, paved in pink and gray, is
seen in the foreground, in the raised area behind and on the
other wing. The donatrix in the right wing (K488B) is in a
rich, gallery-like room with inlaid marble panels, and
wears a red velvet, fur-trimmed gown. She wears her
hair under a small, close fitting, peaked helmet-like headdress embroidered with lozenges of pearls centered with red
circlets, edged by a gold and black ribbon which also
fastens the coiffure around the ears, all of which is covered
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by a white veil.1° She kneels facing to the left, on a very
small dark-green carpet, before a stone prie-dieu with a
book open upon it. The lady is parallel to a wall at the left
with a colored woodcut of St. Elizabeth of Hungary
attached with sealing wax placed just below the donatrix'
heraldic shield. A landscape with a V-shaped formation of
birds in the sky is seen through the rectangular aperture
which is at the upper right. A Romanesque arcade with
contrastingly colored colonettes forms part of the windowlike form. It is placed above a wall with rectangular insets
of differently colored stone similar to that of the Virgin
and C!zild with a Carthllsian Donor and Saints Barbara alld
Elizabeth (New York, Frick Collection). The tiled floor is
similar to that in K488A.
Friedlander certified the authorship of K488A/n as Petrus
Christlls' from c. 1460, and included them in his corpus.l l
Longhi described the panels as 'undoubtedly very important works by Petrus Christus.' He noted 'strong Italian
influences in the perspective and sense of volume'.12
Burroughs wrote 'the costumes point to a date in the '60S
... in which the glazes are applied in the same, sure manner
as in the Portrait of a MOllk' {New York, Metropolitan
Museum of Art)P SI/ida (po 170, Cat. No. 75) identified
the subject of the woodcut as St. Elizabeth of Hungary,
suggesting that the donatrix' Christian name was the same.
He compared her features to those of the female portrait by
Petrus Christus in Berlin (Staatliche Museen) and noted that
the landscapes in K488A/n recall those in dated works by
Christus (1452 Atlllllllciation and Nativity, Berlin, Staatliche
Museen). According to Frankfurter, the lost central subject
of the triptych was probably a Nativity or Adoration
executed c. 1460. He pointed out that such small altars
commemorated the birth of a child, also indicated by the
youthfulness of the donors whom he believed to have been
recently married as the arms of both are displayed with
equal prominence.14 Broadley (po 20) suggested that as the
Kress portraits were discovered in Genoa they 'may have
been among the many Flemish paintings enthusiastically
collected by Italians during the fifteenth century.' He
proposed that the lost central panel showed a Madonna and
Child. Seymour (po 72) dated the panels c. 1460, stressing the
early, influential role of Petrus Christus' art in Italy. It was
suggested by Levenson that the Kress wings belonged with
a Virgin and Ciliid Enthroned with Saints Jerome (?) alld
Francis (Frankfurt, Staedelsches Kunstinstitut). The panel,
an Italianate Sacra Conversazione, measures 46 X44 in. and
is probably dated 1457 {for this reconstruction see Text
Fig. 17).15 Cuttler related K488A/n to the Christus Portrait
of a Young Man (London, National Gallery), noting the
artist's interest in 'correct perspective'.ls Arguing for the
location of the Kress panels on either side of tlle one in
Frankfurt, Lane pointed out that about 4·6 cm. were cut
from the left side of the latter - the absence of this area
would explain some spatial discrepancies. She also suggested that the original frame would have taken up the
difference in size between the central panel and the wings 4 cm. in height and 5'4 cm. in width. The scholar observed
that 'the treatment of the floor in all three panels is
identical, with the orthogonals leading to a point centered

in the base of the virgin's neck. Secondly, the light source
comes from the left foreground in each of the three panels
... the red brick ballustrade [sic] on the terrace behind the
male worshipper ... has the same shape and decoration as
that visible through the door in the Frankfurt panel to the
right of St. Francis. The continuous space of the triptych
extends also to the landscapes, which exhibit similar sunlit,
cloudless skies and a green and brown hilly terrain. Furthermore, a descending slope visible through the window in the
right wing appears to complete the hill begun in the scene
behind St. Francis in the Frankfurt panel'.l7 Lane further
commented that the absence of patron saints in the Kress
wings was found in another donor panel by the same artist
(London, National Gallery) and that tlle saints in thr
presumed central panel, the Frankfurt Sacra Conversazione itself an Italian tlleme - were mediating with the Virgin
and Child for the donors, who witness this intercession
from the wings. ls
The central panel to which the wings belong may indeed
be the Frankfurt painting or a related depiction of a Virgin
and Child Enthroned in a setting with interior and exterior
views.19 On the basis of the wings' size, the central panel
must have been almost square in shape. This format, while
it does not preclude an Annunciation (appropriate for a
childless couple), is better suited to a more static subject.
The awkward spatial and figural relationships found in the
reconstruction of the triptych to which the Kress wings
belonged (Text Fig. 17) need not argue against the correctness of this assemblage. Some Bruges diptychs and triptychs
from the second half of the fifteenth century showed such
discrepancies, probably due to some delay between the
execution of the central and the side panels - the latter
sometimes produced to go with a pre-existing main
painting. The still Eyckian Frankfurt panel could have
been ordered from Christus in Bruges, possibly by Dario
Vivaldi, and the wings added later, perhaps painted by
Christus during his Italian residence. The artist's name does
not appear in Bruges archives between 1452-63, suggesting
that he may well have been in Italy during these years - a
'Piero de Bruges' was recorded at the Milanese court in
1457 and this name has often been linked to Christus. 2o
Many of the artist's paintings recently belonged to Italians,
who probably inherited tllem from Christus' Italian
patrons.21 As noted by Lane, 1457 is also the date on the
Frankfurt panel to which the Kress donors apparently
belong. Like his great associate Jan van Eyck, Christ us
could already have gone to Italy relatively early in his
career. An unpublished Nativity in a Swiss private collection
signed and dated 1452, shows Italianate qualities. Iconographic reasons may also argue for a probable combination
of the Kress panels with the Frankfurt Sacra Conversazione.
The donatrix' patron Saint Elizabeth was linked to the
Franciscan Order, whose founder is seen nearest K488n if
the latter is placed to the right of the German panel. The
rose is central to the miracles of Elizabeth and is held by
the Virgin, and a rose motif is worked into the border of
the carpet. The gauffered gold edging and other details of
the binding of the donatrix' book are repeated in the book
held by the saint nearest the donor wing in the Staedel

Follower of Robert Ca mpin: D etail fro m Mado/ll/a alld C hild lI'illl Sa illts ill the Ell closed Cardm (K 1646).
W ashin gton, D . C. (p. 46)

Hans Mcmling: Dctail from The Preselltatioll ill the Telllple (K 2088). Washin gton, D . C. (p. 57)
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painting. In each pair of donor and saint a devotional book
is to be found, in one case held by the donatrix, in the
other by the donor's patron saint. The Kress panels are
outstanding examples of portraiture by the leading master
of Bruges at mid-century, probably executed c. 1457, and,
as noted by Longhi, already indicating Italian influence
upon the Netherlandish artist.

Provenance: Said to have been purchased from a Genoese
family. As the arms in K488n are those of the Vivaldi, the
panels may have been acquired from the Genoese donatrix'
descendants. Florence, A. Contini-Bonacossi. Kress acquisition 1937. Exhibited - Washington, D.C., National
Gallery of Art, 1951.
References: (I) See Germain Bazin, 'Petrus Christus et les
rapports entre l'Italie et la Flandre au milieu du XV e
siccle', Revue des Arts, II, 1952, pp. 194-208. (2) For the
problem of his chronology see Otto Pacht, 'Die Datierung
der Briisseler Beweinung', Belvedere, IX-X, 1926, pp. 155 if.;
Panofsky, I, pp. 308-14. For Christus' oeuvre see Max J.
Friedlander, Early Netherlandish Paillting, 1 (notes and
comments by Nicole Veronee-Verhaegen), Brussels, 1967.
Also, Charles Sterling, 'Observations on Petrus Christus',
Art Bulletin, LIII, 1971, pp. 1-26. (3) The print does not
correspond exactly Witll those of the same subject in W. 1.
Schreiber, Holzscllllitte mit Darstellrlllgen der miill/llicllen tllld
weiblichen Heiligen, III, Leipzig, 1927, p. 85, Cat. Nos.
1407-8 M, most of which include an elaborate nimbus.
For Elizabetll of Hungary see Bibliotheca SanctoTtlm, IV,
Rome, 1964, cols. I II 0-22. (4) Arms identified by Jessie
McNab. The only Flemish (,mily known to bear these
arms are the Van Meghem, given in the roll of arms of the
herald Gelre (1370) as one of the Grand Vassals of the Duke
of Brabant; little is known of them in the fifteenth century.
The sitter may be of another origin, as such arms are
recorded as borne by families in other European countries.
The bare shields above the doorway in the background may
originally have been painted with arms. A recent discussion
of the heraldic elements is found in Barbara G. Lane,
'Petrus Christus: A reconstructed triptych with an
Italianate motif', Art Bulletin, LIl, pp. 390-3, pp. 391-2.
(5) V. Spreti, Enciclopedia Storica-Nobiliare Italimla, VI,
Milan, 1932, p. 958. (6) Alan Burroughs, Art Criticism from
a Laboratory, Boston, 1938, p. 250. Photographs by Reali
(Kress Archive) show the panels before restoration. The
medium of K488Ajn is sometimes described as emulsified
tempera. The present frames, with tlIeir curved tops, cover
the upper corners of the paintings. (7) For their general
financial activity see Jacques Heers, Genes all XV' Siecle,
Paris, 1961, pp. II4, 120; Alberto Magnaghi, 'Vivaldi
(Ugolino e Guido)', Enciclopedia Italiana, xxv, Rome, 1937,
pp. 524-5. Of the family resident in Genoa orily Dario
Vivaldi is known to have traveled to the Netherlands. I
should like to thank Florence de Roover and Jacques Heers
for sharing their knowledge of Bruges-Genoa financial
ties with me. Percevallo de' Vivaldi, banking partner of
Benedetto Lomellini (another prominent Genoese family
trading with the Netherlands) was listed in the Bruges
trade in a letter of 21 Sept. 1392. See Raymond de Roover,
5
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Money, Banking alld Credit ill Medieval Bruges, Cambridge,
1948, p. 280. A Cattano Vivaldi was in Bruges in 1394.
See Eugenio Lazzareschi, Libro della COlllllnita dd Mercanti
Luccllesi ill Brttges, Milan, 1947, p. 2II. (8) See de Roover,
op. cit., pp. 314, 347. Other members of the Vivaldi family
in Bruges were Marco, Piero-Antonio, and Valerio (also
known as Valeriano). Information courtesy of Florence de
Roover. See also Joseph Marechal, Bijdrage tot de Gesclliedenis van het Ballkwcsell te BTtlgge, Bruges, 1955, p. 49.
An A. Vivaldi, Genoese merchant, was recorded in
Antwerp in 1489. See J. A. Goris, Etudes StlT les colonies
marclralldes meridionales a At/vers de 1488 a 1567, Louvain,
1925, p. 394. Reference courtesy of Dr. A. Schouteet,
Conservator, Stadsarchief, Bruges. (9) His garb is similar
to that of the kneeling author on the frontispiece of the
Clzroniqlles dll Hainaut of 1446-48 (Brussels, Bibliothcque
Royale, MS. 9241) and that of Jan de Witte, advisor to
Charles the Bold and Burgomaster of Bruges (in the
triptych dated 1473, Brussels, Musees Royaux des BeauxArts). For figures in clerical garb whose attire corresponds
to that of the Kress donor, see 1. M. J. Delaisse, 'Les
"Chroniques de Hainaut" et l'atelier de Jean Wauquelin
.. :, Miscellanea Erwin Pallofsky, Brussels, 1955, pp. 21-56,
figs. 1-2,7. The kneeling figure with the book is identified
as a cleric of the Duke of Burgundy on p. 37. According to
W. Norman Hargreaves-Mawdsley, the sitter's attire
indicates official status. He noted French influence in his
garb and that in Germany, from 1420 onwards, a red
chaperon was worn over a black gown by persons of
'academical dignity, lawyers, and even schoolmasters'.
This is also true in Italy (see the kneeling man in Joos van
Ghent's Rhetoric (?), London, National Gallery). Similar
attire is worn by the donor in the Roger van der Weyden
LamelltatiOIl (London, National Gallery). Clerics customarily received a very small tonsure. Whether or not the
Kress donor had such is unascertainable as the head has
been somewhat restored; some clerics seem to have been
allowed to marry. (10) Stella Mary Newton (Kress Archive,
5j1Vj67) dated this headgear as fashionable from 1400 to
the late 1430S and placed her dress not later than 1450.
(II) Letter of 21jlvj27, Kress Archive. Die altlliederliindisc1le
Malerei, XIV, Leyden, 1937, p. 79. The same is repeated in
the English edition (Brussels, I, 1967, p. 104). (12) Kress
Archive, 1937. August Liebmann Mayer followed Longhi's
views. (13) Burroughs, op. cit., p. 250. He believed the date
of 1446 inscribed on the [Carthusiall] Monk to be incorrect,
placing the painting at least a decade later. This is highly
unlikely. (14) Alfred M. Frankfurter, 'Interpreting Masterpieces; Twenty-four Paintings for the Kress Collection',
Art News AII/wal, XXI, 1951, pp. 82-129, esp. pp. 100-7.
(IS) Judith Levenson, 'Petrus Christus and the Rational
Use of Space', M.A. Thesis, New York University, 1965,
pp. 35-45. (16) Charles D. Cuttler, Northem Painting, New
York, 1968, p. 133. (17) Lane, art. cit., pp. 390-1. (18) Ibid.,
p. 393. (19) For two examples of this group attributed to
Christus see Friedlander, 1967, op. cit., pIs. 88 (Madrid,
Prado) and 89 (Madrid, private collection). See also the
Boutsian Virgill and Child with Angels (Granada, Capilla
Real). In both of these, the upper part of the throne
resembles the masonry in the right wing (K488n) which is

S4

EARLY NETHERLANDISH SCHOOL: XV-XVI CENTURY

Eyckian in source (Virgin and Child with Saints alld DOllar,
New York, Frick Collection) as is the landscape vista with
birds in flight. Christus' Virgitl alld Child (Kansas City,
Nelson Gallery - Atkins Museum) has a floor similar to
that of K488n, as does the Frankfurt panel. (20) F.
Malaguzzi-Valeri, Pittori lombardi del qllattrocento, Milan,
1902, pp. 89, 217. (21) See Germain Bazin, 'Petrus Christus
et les rapports entre 1'Italie et la Flandre au milieu du xve
siccle', Revile des Arts, 11,1952, pp. 194-208; C. de Mandach,
'Un atelier provenc;:al du xve siecle', Motlllmel1ts et
Mel/wires Piot, XVI, 1909, pp. 196-9; Lane, art. cit., pp.
390-3·

given to an artist to whom the scholar assigned a series of
paintings formerly accepted as Bouts's, most notably the
Arrest oj Christ (Munich, Pinakothek). He also noted strong
influence from Hugo van der Goes, suggesting that the
Kress painting may be by yet another master, perhaps the
artist who painted the half-length Virgin aud Child (John
G. Johnson Collection, Philadelphia Museum of Art) of
c. 1470.5 Winkler followed Schone's views, describing the
artist of the Kress donor as similar to Bouts and Van der
Goes, but not on their level. He also found KI897 close to
the Johnson panel, noting that both placed curious emphasis
on the structure of the knuckles. G The panel was attributed
to Dieric Bouts by Bach, who dated it c. 1460.7

DIERIC BOUTS

The mannered treatment of the hands ofKI 897, as suggested
by Winkler, points away from Bouts's authorship. Schone's
observation that the Douor is by an artist close to both
Bouts and Van der Goes is convincing. The portrait
probably dates c. 1470 and was painted by an artist active
in Ghent or Louvain.

Dieric Bouts was born in Haarlem c. 1406 and died in
Louvain in 1475.1 He established himself in the university
center by 1447 and one of his major works, the triptych of
the Illstitutiol1 oj the Eucharist, still remains at the church of
St. Pierre. This painting, dated 1464, is the first surviving
Northern European painting to employ one-point perspective. Bouts's profoundly expressive, austere figures, his
mastery oflandscape, especially evident in The El1tombmwt
(London, National Gallery), and his brilliant portraiture
(Mall iu a Red Hat, dated 1462, London, National Gallery)
make him one of the greatest Northern masters of his day.

Circle of DIE RIC BOUTS
KI897 : Figure 56
DONOR PORTRAIT. Washington, D.C., National Gallery
of Art (1618), since 1956. Oil (transferred from panel to
masonite, with veneered and cradled back). lOt x8 in.
(25.6 X20'4 cm.). Wooden strips ~ in. wide added all
around; considerable abrasion; restoration in area of hair,
car, chin, and background at upper right; vertical join
about 1 in. from right side; background has been extensively restored. Restored by Modestini in 1955.
SlIida-Shapley, p. 42, Cat. No. 12.
The donor, facing right, his hands joined in prayer, is
shown to just below the waist. Clad in a red fur-trimmed
coat, with a black scarf over the right shoulder, he is seen
against a dark background.
When KI897 was exhibited in 1906 as by Jan van Eyck,
Friedlander noted that the background was overpainted
and that the panel was originally part of the left wing of an
altar. He characterized KI897 as a good Netherlandish
work of c. 1450, close to the art of Die ric Bouts, especially
in the rendering of the hands and the uncompromising
expression.2 In 1925 Friedlander described the portrait as
worthy of Bouts's hand and catalogued it as an autograph
work. 3 Baldass related the heads in Bouts's Erasmlls Altar
(Louvain, S. Pierre) to K1897, placing the Kress panel
among Bouts's mature works of 1460-65, executed before
the Madolllla (Frankfurt, Stadelsches Kunstinstitut) and the
Male Portrait of 1462 (London, National Gallery).4 In
Schone's Bouts monograph, the Kress panel was tentatively

Provetlatlce: John Osmaston, Osmaston Manor, Derby,
exhibited - London, Royal Academy, Exhibitiolls oj works
by the old masters alld by deceased masters oj the British school,
1879, p. 41, Cat. No. 218, as by Jan van Eyck. Alfred
Brown, Brighton, exhibited - London, Art Gallery of the
Corporation of London, Works by Flemish alld Modem
Belgiall Paiuters, 1906, Cat. NO.4, as by Jan van Eyck (Cat.
by A. G. Temple). New York, M. Knoedler and Co.,
exhibited - Denver, Colorado, Art Museum, Art oj the
Middle Ages, 10 Dec. 1950-II Feb. 195I. Kress acquisition
1952.
RcJerellces: (I) Wolfgang Schone, Dieric BOllts, BerlinLeipzig, 1938; Dieric BOllts, Exhibition Catalogue, BrusselsDelft, 1957-58; Max J. Friedlander, 'Dieric Bouts and
Joost van Gent', Early Netherlalldish Pail/ting, III, New
York, 1968. (2) Max J. Friedlander, 'Die Leihausstellung
in der Guildhall zu London .. .', Repertorilllll flir KllustIvissenschajt, XXIX, 1906, pp. 573-82, esp. p. 574· (3)
Friedlander, Die alttliederliilldische Malerei, III, Berlin, 1925,
pp. 106-7, Cat. No. 107. (4) Ludwig Baldass, 'Die
Entwicklung des Dirk Bouts', Jahrbllch der kUllsthistoriscltell
Sallllll/ullgell ill Wiell, n.s., 6, 1932, pp. 77-114, esp. p. 93.
(5) Wolfgang Schone, Dieric Bouts IlIld seille Schule, 1938,
p. 166, Cat. No. 48. KI897 is p. 170, Cat. No. 54. He also
suggested that the Kress portrait may be by the same hand
as the donor fragment in the Metropolitan Museum of Art
(New York), there attributed to Bouts, which is given to
Ouwater in more recent literature. (6) Friedrich Winkler,
Das Werk des Hugo vall der Goes, Berlin, 1964, p. 254.
(7) Otto Karl Bach, 'Art of the Middle Ages', Deliver Art
MllseulII Quarterly, Winter, 1950, pp. 7-8.

HANS MEMLING
Hans Memling was born in Seligenstadt (ncar Frankfurt);
he died in Bruges in 1494. He may have been trained in
Roger van der Weyden's studio in Brussels, linked to the
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latter by Vasari, before buying the right of citizenship of
Bruges in 1466. Friedlander suggested that he may have
been in Roger's studio when the Columba Altar (Munich,
Pinakothek) was completed, before 1463.1 He is listed as
a free master of the painter's guild in Bruges in 1468,
about the time of his first certain work, the DOlllle Triptych
(London, National Gallery). Perhaps the most successful
Bruges artist of the 1470S and 80S, Memling was a brilliant
technician, producing an extremely large oeuvre. Many of
his commissions were for Hanseatic and Italian members of
the mercantile colony ofBruges, where much of his work
remains. Memling's works are readily recognizable,
although only one of his paintings is completely documented (Floreills Triptych, S. Jans-hospitaal, Bruges, dated
1479). The Allllllllciatioll (New York, Metropolitan
Museum, Lehman Collection) probably dates from 1472
and the Moreel Altar (Brussels, Musees Royaux) from 1484.
The Nie/llvellhove Diptych (1487, Bruges, S. Jans-hospitaal)
shows Memling's quiet mastery of the portrait. Memling
was dependent upon the traditional art ofBruges, especially
that ofJan van Eyck: he united it with the more fashionable,
later works of Van der Weyden, also incorporating Italian
Renaissance ornament in his last works. His panoramic
panels in Lubeck (1491), Munich, and Turin and the
Reliquary of St. Ursula (Bruges, S. Jans-hospitaal) display
his ability to bring together elements of Netherlandish
art from the International Style of c. 1400 to his own
day.2

Referellces: (I) Max J. Friedlander, Memlillg, Amsterdam,
n.d. [194?], p. 10. (2) For more detailed biography and
corpus of Memling's oeuvre, sec Friedlander, Die altniederliilldisclle Malerei, VI, Berlin, 1928; Ludwig Baldass, HailS
Memlillg, Vie1l1la, 1942.

K1840A/n : Figures 51, 50
ST.

VERONICA

HOLDING

THE

SUDARIUM;

THE

CHALICE OF ST. JOHN THE EVANGELIST IN A NICHE.

Washington, D.C., National Gallery of Art (1125), since
1951. Oil on oak. 12! X9! in. (31'1 X24'2 cm.). Original
borders all around on front and back of panel. K1840A:
generally well-preserved; small losses in sky area; rays in
Veronica's halo arc rubbed;1 slight restoration in lowermost part of red dress. K1840n: although well-preserved,
the surface is much darkened due to discolored varnish
and to discolored old .restoration (just above top of
chalice, in niche; in other areas). K1840 was originally
placed to the right of a panel showing St. Jolm the Baptist
ill tlte Wilderness (Munich, Pinakothek No. 652) identical
in size (Text Fig. 14). They must have been separated
before 1819, when the Munich panel was acquired by
King Maximilian I of Bavaria. An X-ray of the reverse
of the Munich panel shows a skull facing left in a masonry
niche, which would have been turned toward the head of
the serpent in the chalice depicted in KI 840n.2
K1840A: reproduced in color Seymour, p. 63, pI. 56.
K1840n: in color in George Ferguson, Siglls alld Symbols
ill Christiall Art, New York, 1954, pI. XI.
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St. Veronica, in a landscape setting, is richly attired in a
fur-trimmed red dress and blue cloak, wearing a white
turban-like headdress surrounded by golden rays, with a
white cloth under her chin. She is shown in an almost
kneeling pose, looking down at the SlIdarilllll - the white
cloth miraculously imprinted with Christ's face - which
she displays with both hands.3 A small pool is in the middleground at the left, from which a road winds to the right
into the background where a fortified castle is seen. In the
apocryphal 'Acts of Pilate', Veronica is identified as the
woman whom Christ freed from the issue of blood
(Matthew 9: 20); but she was associated by Eusebius with
a divinely wrought image of Christ. The legend of that
sacred portrait was developed in the thirteenth and
fourteenth centuries; toward the end of this period, the
saint is described as 'receiving the miraculous image of
Christ's features when she wiped his face with a cloth on
the road to Calvary.' Known as the Slldarilll1l, the l'ortrait
was the first devotional image to which indulgenced prayers
could be said; Pope John XXII (early fourteenth century)
promised 10,000 days' indulgence for recital of the hymn
Salve sa/lCta facies, for which several earlier popes had
already given lesser remission.'
On the reverse (KI840n) is a late medieval golden chalice
with a six-lobed base and a jeweled knob at tile centre,
placed within an arclled masonry niche, painted as a
trompe l' oei/.r. The chalice with the serpent is the cup of
poison from venomous reptiles given to St. John the
Evangelist, perhaps by the High Priest Aristodemus of the
Temple of Diana at Ephesus, acting for the Emperor
Domitian. The High Priest said that he would follow
Jolm's faitll if he could drink the liquid WitllOut harm.
After the Apostle made the sign of the cross over the cup,
he drank its contents safely. Living serpents were then
found at the bottom of the cup. In some accounts, the
Evangelist was then exiled to Patmos. 6
The Kress panel was ascribed to Memling by Crowe and
Cavalcaselle in 1872; the picture had been listed as the
Netllerlandish master's in the Demidoff sale. 7 Friedlander
included the panel in his Memling studies of 1921 and 1928
when he noted that the Verollica was similar to the one
depicted on the exterior of Memling's Floreills Triptych
(Bruges, S.Jans-hospitaal), but not copied from the latter. s
In 1928 Friedlander related the Munich panel to a reference
in the Allollimo Morelliallo recording a small diptych painted
by Memling in 1470 seen in the early sixteenth century in
Padua, in tile house of Pietro Bembo. 9 It showed St. John
Baptist in a landscape with a lamb and the Virgin and
Child in a landscape setting. Valentiner first suggested that
K1840 may have been the companion of the Munich St.
J01111. 10 Heinema1l1l proposed that the Kress panel with its
German companion piece formed the diptych listed in the
AIIOllilllo Morelliallo. ll The Verollica was not linked with the
Munich St. Jol111 by Bazin, who dated the latter c. 1470 and
reproduced the Kress panel considerably later in his text. 12
Baldass dated the K1840 before the Floreills Triptych
(Bruges, S. Jans-hospitaal, 1479).l3 K1840 was placed in
the early 1470S by Kronig. 14 The landscape in K1840A was
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described by Frankfurter as 'mild Flemish countryside
Johns in the central panel of the St. Jolm Altar (Bruges, S.
near Bruges, whose castle is silhouetted on the horizon •.•
Jans-hospitaal; 1479), the Baptist at the left and the
Evangelist at the right. The two saints also appear on the
{Veronica] is dressed as a devout Flemish bourgeoise, her
headdress indicating a novitiate in an uncloistered order.'
wings of the altar commissioned by Sir John Donne
(London, National Gallery), and are the patron saints of
He suggested that Veronica may be a portrait of the donor,
Jan van Eyck's Altar (Ghent, St. Bavo), completed in 1432.
represented in the guise of her patron saint, datable
Small votive altars commissioned by donors named John
c. 1480.15 Sterling did not believe that the Munich St. John
may often have involved both the Baptist and the
the Baptist was the companion piece to the Kress panel since
Evangelist. They are shown in the Braque Triptych (Paris,
the verso OfKI840 shows the chalice - symbol of St. John
the Evangelist. As Veronica is in a landscape setting,
Louvre) by Roger van der Weyden. Like K1840, the
triptych also includes the Veronica, next to the Evangelist
Sterling suggested tllat the companion panel would have
and opposite the Baptist. Both the Braque Triptych and
shown St. John the Evangelist on Patmos. He regarded the
KI840 with its companion piece have a skull painted on
Munich St. Johll as part of the diptych in Pietro Bembo's
the outer side of the left wing. A skull is also shown on the
collection. In view of the similar dimensions of the Kress
back of the right wing ofJan Gossart's portrait diptych for
and Munich panels, Sterling suggested that Memling
Jean Carondelet (Paris, Louvre) of 1517. Possibly the skull
painted two small pelldallt dip tychs , one devoted to the
seen by X-rayon the verso of the Munich St. John may
Baptist and tile other to the Evangelist. 1G Broadley (p. 22)
have been accompanied by or have referred to a text of
thought that the chalice side (KI840n) 'was originally
meditation on vanity and death from the writings of St.
associated, probably in a small private altarpiece, with a
Jerome as quoted on the Carolldelet Altar. A strong argupanel devoted to St. Jolm [the Evangelist]'. Seymour
ment for the Kress panel's belonging to a diptych rather
(pp. 62-3) described KI840n as 'one of the earliest manithan a triptych is the fact that the images on its exterior and
festations of still-life as a complete and almost independent
the exterior of the Munich panel would tum away from
genre of painting in tile north', calling the devotional image
each other, the profile of the skull facing left, away from
held by Veronica 'a kind of metaphor, in saintly legend,
the serpent head which faces right, if they were placed in a
of the art of painting itself'. According to him the chalice,
symbol of St. John the Evangelist, 'possibly points to the
triptych format. The combination of the seated St. John
at the left and the Veronica at the right is seen on the
man who ordered the painting, more likely a private
exterior of Memling's Floreills Triptych (llruges, S. Jansindividual whose given name was John, than the Bruges
hospitaal). In the latter work, the Baptism takes place in
hospital'. Cairns and Walker (Pageallt, I, p. 84) dated
the background of the St. John panel in a rock pool which
KI840 c. 1480, describing it as probably the right wing of
is continued in the Veronica panel. The same pool in the
a diptych. Kermer believed that KI840 and the St. John
Munich companion piece to KI840 probably also refers to
the Baptist probably belonged to the same diptych, due to
the place of the Baptism, while the winding road leading
their identical size, and their corresponding figure scale
away from the pool in the Kress Verollica may refer to the
and landscapes. He noted that the rocky outcroppings, the
Way to Calvary where the Sudariu/ll was created. As
plants in the foreground, the trees in the background, the
meadows and the horizon line are alike in both panels.
suggested by Kermer, KI840 may well have been comMoreover, the stream in the Munich panel is continued to
missioned by Jan Floreins. Most writers place the Kress
panel a few years earlier than the Floreills Triptych (1479),
the upper left of the seated VeronicaP According to
whose Veronica and Jolm are close to KI840 and its
Kermer, KI840n was contemporary with the Verollica side,
pelldallt. K1840 and the Munich panel are more fresh and
but possibly executed by a studio assistant; it was only visible
immediate in treatment than the above, where Memling
when the diptych was closed, as customarily the right
works in the decorative style associated with his later
wing of fifteenth-century diptychs was closed over the left.
oeuvre. The date of c. 1470 (given in the Anollimo Morelliallo
In this event, the skull on the verso of the St. John (unfor KI840 or a very similar work of Memling) seems
known to Kermer) would have hung against the wall. He
reasonable, since the panel resembles the style of the DOlltle
noted the Eyckian style of the Chalice side, describing it as
Triptych of c. 1468 (London, National Gallery). The Kress
being without parallel in tlle art of the fifteenth century.
panel, with the St. Johu in the Wildemess has, as noted by
Kermer dated the Kress panel after 1475.18 Commenting
Kr6nig, a clarity recalling the art of Geertgen tot sint Jans.
on the curious fact that the Evangelist's chalice is shown
without any adjoining representation of that saint, Kermer . The Munich painting is still inscribed with a false 'signature'
giving it to Geertgen's great master Hugo van der Goes.
related the chalice to the later fifteenth-century's concern
with magic, 'Damonomania', to the vessel's miraculous
Provellauce: Prince Nicolas de Demidoff, San Donato (ncar
powers of exorcism.19 The donor ofKI840 may, according
Florence), (sale, Paris, Col/ectiolls de Sail DOllato, 1870,
to Kermer (p. 187), have been a member of the Hospital
p. 139, Cat. No. 204). Private collection, Florence. Berlin,
of St. John in Bruges (for which Memling executed many
Paul Cassirer. Berlin, Matthiesen Gallery. Baron Heinrich
paintings). He proposes Jan Floreins, who, since 1488, was
Thyssen-llornemisza, Schloss Rohoncz, Lugano-CastagHaushofmeister of the Hospital and in this role was tile
nola, exhibited - Munich, Neue Pinakothek, Sammlullg
only member allowed to pour wine.
Schloss Rohol/cz, 1930, p. 66, Cat. No. 222 (Cat. by Rudolf
Heinemann). New York, M. Knoedler and Co. Kress
ll;lptism and the chalice are often linked by Christ (Matthew
20:22-2; Mark 16: 17). Memling showed the two St.
acquisition 1951.
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References: (I) For the original appearance of the rays, see
the companion piece to K1840, St. Jolm the Baptist in the
Wildemess (Munich, Pinakothek) (Text Fig. 14). (2)
Information courtesy of Dr. Gisela Goldberg, Curator
of the Bayerische Staatsgemaldesammlungen (Munich).
(3) For Veronica and the SlIdarilllll, see Karl Pearson, Die
Fronica: Eill Beitrag zlIr Gesc1lic1lte des C/zristllsbildes illl
Mittelalter, Strasbourg, 1887. He notes that in Memling's
Verollica on the exterior of the Fioreills Altar (Bruges, S.
Jans-hospitaal), the artist shows the Byzantine representation of the face of Christ, omitting the crown of thorns and
other indications of the Passion which were often included
in the early fifteenth century in the West (pp. IIo-II,
Cat. No. 59). This is also true for K1840. See also Reali, III,
3, pp. 1314-1 7. (4) Pearson, op. cit., pp. 69 f£; see also
Sixten Ringbom, Icon to Narrative, Abo, 1965, pp. 32 f£;
Wolfgang Kermer, 'Studien zum Diptychon in der
Sakralen Malerei von den Anfangen bis zur Mitte des
Sechzehnten Jahrhunderts', Inaugural-Dissertation for
Ph.D., Eberhard Karls University, Tiibingen, NeukirchenSaar, 1967, pp. 185,292-3, n. 35; pp. 139-41, Cat. No. 139.
(5) See copper-gilt chalices in Brussels (Musces Royaux
des Beaux-Arts) and Ecouis (Orjevrerie Religiellse et Civile,
Exposition Retrospective d'Art Illdllstriel, Brussels, 1888, pI.
xx; Jean Taralon, Treasllres oj the Chllrches oj Frallce, New
York, 1966, pp. 34-5). A similar chalice is held by St.
John the Evangelist in the inner right wing of Memling's
Donlle Triptych of c. 1468 (London, National Gallery).
(6) See The Golden Legend oJJacoblls de Voragille, trans. and
adapted by Granger Ryan and Helmut Ripperger, LondonNew York-Toronto, 1941, I, pp. 58-64; and Heinrich
Detzel, Christlic1le Ikonograplzie, Freiburg-im-Breisgau,
1896, II, pp. 143-4. (7) J. A. Crowe and G. B. Cavalcaselle,
The Early Flemish Paiuters, London, 1872, p. 299. (8) Max
J. Friedlander, Von Eyck bis Brellgel, Berlin, 1921, p. 188;
Die altuiederliilldisc1le Malerei, VI, Leyden, 1928, 'MemlingGerard David', p. 125, Cat. No. 46. (9) Der Allonimo
Morelliallo (Marcalltoll Michiels' Notizia d'opere del Disegllo),
ed. Theodor Frimmel, Vienna, 1896, p. 20. 'In casa di
Misser Pietro Bembo. El quadretto in due portelle del San
Zuan Baptista vestito, cun lagnello che siede in un paese
da una parte, et la nostra donna cun el puttino da laltra
in un altro paese, furono de man de Zuan Memeglino,
lanno 1470, salvo el vero.' Although the Kress panel
shows the Veronica rather than the Virgin and Child, it
may nonetheless have been part of the diptych seen by the
Anonimo in Padua, as not all his descriptions are accurate.
(10) William R. Valentiner, UllkllOWII Masterpieces ill
Pllblic alld Private Collectiolls, New York, 1930,,1, p. 37. The
anonymous author of 'La Vic artistique a l'Etranger', La
Revile de l'Art allciell et modeme, LVIII, 1930, pp. 415-22,
esp. p. 415, accepts the reconstructed diptych as does
August Liebmann Mayer, 'Die Ausstellung der Sammlung
"Schloss Rohoncz" in der neuen Pinakothek, Miinchen',
Palltheoll, VI, 1930, pp. 297-321, esp. p. 308. (II) Rudolf
Heinemann, Sammlllllg Sclzloss RolzoIICZ, Lugano-Castagnola, 1937, p. 104, Cat. No. 281. (12) Germain Bazin,
Mem!illg, Paris, 1939, pIs. 4, 12. (13) Ludwig von Baldass,
Hails Mendillg, Vienna, 1942, pp. 20, 42. He did not believe
it to be part of the Padua diptych. This view is followed
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by the catalogue Flallders ill the Fifteellth Celltllry, Art alld
Civilizatioll, 1962, p. 144. (14) Wolfgang Kronig, 'Geertgens
Bild Johannes des Taufers', Das Miillster, VII-VIII, 1950,
pp. 193-206, esp. p. 198. (15) Alfred M. Frankfurter,
'Interpreting Masterpieces: Twenty-four Paintings from
the Kress Collection', Art News Allllual, XXI, 1951, pp. 82129, esp. pp. 102, III. (16) Charles Sterling, La Nature
Morte, de l'alltiquite alios jOllrs, Paris, 1952, p. 27, n. 33.
(17) Kermer, op. cit., p. 140. (18) Ibid., pp. 140-1, pp. 186-7.
(19) Ibid., p. 16. For fifteenth-century hymns, prayers and
folk-lore concerning the Evangelist's chalice see Kermer,
op. cit., pp. 293-4, n. 42.

HANS MEMLING
K2088 : Figures 52, 53
THE PRESENTATION IN THE TEMPLE. Washington,
D.C., National Gallery of Art (1389), since 1956. Oil on
oak panel, cradled at an unknown date. 23! X 19 in.
(59.8 X48'30 em.). Original borders on all sides except
right edge. Very well preserved; minor losses in head of
Anna, drapery of priest and of St. Joseph; some losses at
the top; 1 in. round dull spot on third column from left.
Restored by Suhr prior to acquisition. l
SlIida-Shapley, p. 148, Cat. No. 49. Reproduced in color
in Art News, LV, 1956, p. 34 and in Pageallt, p. 83.
Standing at the extreme left, Joseph holds a wicker cage
with the pair of sacrificial pigeons (Luke 2:24). The
Creation and Fall of Man arc shown in stained glass
quatrefoils in the lancet windows behind him. At the
center, Mary holds the Christ Child out to Simeon, the
just and devout man who came to the Temple to see
the Lord (Luke 2:25-33). The prophetess Anna is shown
between Mary and Simeon, standing slightly behind the
latter (Luke 2: 36-8). The window above Anna and Simeon
shows a standing haloed figure - possibly the Redeemer.
At the upper right a bare-headed man in fifteenth-century
attire witnesses the scene. Standing at the extreme right
behind Simeon is a prophet-like, bearded man, the priest,
with turbaned headdress and a belt or phylactery wound
around his left hand. Two bejeweled girls, in fifteentllcentury attire, with elaborate, ermine-trimmed velvet robes,
stand to the right, one holding a lighted twisted taper.
Stained glass ovals in the window above include a male
saint in white. The panel illustrates the following passage
from St. Luke (2:22): 'And when the days of her purification according to the law of Moses were accomplished,
tlley brought him [the infant Jesus] to Jerusalem, to
present him to the Lord'.2 The pensive expressions of all
the participants in the Presentation is due to the prophecy
of Christ's Passion by Simeon and Anna.3 The Temple's
exterior and nave are early Gothic in style; it is seemingly
unfinished at the upper right. The immediate foreground,
where the Presentation takes place, is Romanesque, with
richly colored columns.
In 1823 the Kress panel was described by Bockh as The
CirCIIlllcisioll by Jan van Eyck.4 According to Waagen,
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K2088 was a somewhat hard copy with 'some unfortunate
modifications', made by a member of the studio of Roger
van der Weyden after that master's panel in Munich (right
wing of the Columba Altar).5 It was also viewed as a
replica or copy of the right wing of the Columba Altar by
Crowe and Cavalcaselle. 6 The artist of K2088 was characterized by Friedlander as 'a first rate follower of Roger
van der Weyden, active c. 1470, whose soft and phlegmatic
style differed from Roger's and was parallel to that of
Memling'.7 Hulin de Loo first attributed the Kress panel
to the young Hans Memling, believing the latter to have
executed the Presentation while in the studio of Roger van
der W eyden. 8 He reconstructed the original setting of
K2088 as the inner right wing of a portable triptych with
a now cut-down Anlltlllciation (Burrell Collection, Glasgow
Art Gallery and Museum) at the extreme left, and an
Adoration ~f the Magi (Madrid, Prado No. 1558) at the
center (see Text Figs. 15A, n), all three panels being freely
adapted from Roger van der Weyden's Columba Altar.
Hulin de Loo viewed the Kress panel and the associated
Alllllltlciatioll and Adoration of the Magi as the missing link
between Memling's clearly identifiable art in Bruges and
those works in which his style was totally subordinate to
Roger's.9 He raised, but discounted the possibility that the
three panels might be by a Memling pupil. The painting of
the girls' heads in K2088 is attributed to Roger van der
Weyden by Hulin de Loo, who found them close in style
to Roger's Portrait of a Lady (Mellon Collection, Washington, D.C., National Gallery of Art) and to another in
London (National Gallery). He believed the composition
of K2088 was so planned as to include these portraits by
Roger, the rest being painted by his assistant, Memling
who at the time of the Columba Altar was in the master's
studio (before 1463). The bulk of the above argument was
accepted by Friedlander, but he placed the reconstructed
triptych among works whose authorship was uncertain,
describing it as an altar executed by Memling in Roger's
studio before 1464.10 He and Destrce followed Hulin de
Loo in giving the girls' portraits to Roger van der Weyden
himself.ll The Kress panel is described by Baldass as
executed in the 1470S under Roger's influence, painted in
its entirety by Memling. 12 Expanding Hulin de Loo's
reconstructed triptych (from left to right: the Burrell
Anlltl/lciatioll, the Prado EpiphallY, K2088) to a polyptych,
Friedlander added a Rest 011 the Flight (Burrell Collection,
Text Fig. 15C) and a Nativity (Birmingham, City Art
Gallery; formerly Sir John Heathcote-Amory, Text Fig.
15D). A six-part altar devoted to the In£'mcy of Christ has
been proposed by Veronce-Verhaegen in which the upper
register, from left to right, showed the Annunciation, Epiphany, and Presentation (K2088); the lower register showed
an unknown subject, the Nativity, and the Rest on the
Flight. She listed K2088 as 'a doubtful work ofMemling'.I3
Pacht dated K2088 c. 1470-80. It was catalogued as from
the workshop of Roger van der Weyden by Wilczek. u,
The Kress panel was attributed by Tolnay to a follower of
Roger van der Weyden, Vrancke van der Stockt.15
Panofsky rejected the above, seeming to adhere to Hulin
de Loo's views concerning K2088.16 SUida-Shapley (pp.
128, 130, Cat. No. 49) listed the painting as executed in

its entirety by Memling, c.1463, noting that the girls'
portraits agree in style with the rest of the panel. K2088
was described in 1960 as closest to the art of the
Bruges Master of 1473, indicating that he may have been
its author.J7 Seymour (p. 64) noted that in the Kress panel
'the painter makes use of architectural style to make a
statement in his imagery. The "Temple" in which the
ceremony takes place symbolizes the Old Order and as
can easily be observed has the rounded arches and figured
capitals of the "old" Romanesque style of architecture.
Just beyond with stained glass windows to let in the Light
is a choir of "new" Gothic design which symbolizes the
New Order under Grace which the Saviour introduces on
this earth.'18 Walker (p. 100) described the Preselltatioll as
among the best preserved of Flemish primitives and
favored assigning the girls' portraits to Roger's hand.
He noted that the stained glass windows in the background illustrate the Fall of Man, while the event in the
foreground points to the Redemption. He dated the panel
c. 1463.

The two portraits in the Preselltatioll are, as often noted,
more brilliantly executed than the rest of K2088. Rather
than indicating two hands, this difference probably points
to the enriching stimulus of painting from living models
as opposed to reworking a conventional composition with
its standard physiognomical types. The girls' attire was
fashionable in France and Flanders from the 1460s to the
1480s, as seen also in a late portrait by Petrus Christus
(Berlin, Staatliche Museen) and in a portrait of the second
wife ofJan de Witte, the Burgemeester of Bruges (Brussels,
Musces Royaux des Beaux-Arts), painted in 1473.19 The
girl with the candle seems to anticipate the Candlemas
(2 February), in which the Canticle of Simeon (Luke 2:29)
is sung, celebrating the entry of Christ, the light of the
world, into Jerusalem. 20 In addition to the girls at the left,
long recognized as donor portraits, tlle young man standing
at the right in contemporary attire should also be seen as a
donor of the altarpiece to which K2088 originally belonged.
Although the presence of several adult male donor
portraits in K2088 and its presumed companion piece, the
Nativity (Birmingham, City Art Gallery), might seem to
argue against tlleir being in the same series, Memling's
large Epiphany Triptych (Prado) also shows various adult
male donors in the central and right (Preselltation) panels.
Memling executed two other depictions ofthe Presentation:
the right wing of the Epiphany Triptych (Prado No. 1557)
and that of the Floreins EpiphallY Altar (Bruges, S. Janshospitaal). Like K2088, they arc very freely adapted from
the right wing of Roger's Columba Altar. Both are more
vertical and less complex in composition than K2088 and
closer to Roger's format. Only K2088, like the Columba
Altar, includes the Simeon episode and the candle-holding
figure, depicted by Roger as Joseph. The Kress panel's
figures arc nearer the foreground; its symbolic architectural features and oblique view, both characteristic of
the western Netherlands, are absent in Roger's work.
According to Hulin de Loo, the Prado Epiphany was at
the center, the AlIlltlllciatiotl at the left and the Kress panel
at the right. Adding the Nativity and Flight into Egypt as
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proposed by Friedlander, the sequence would probably be,
from left to right: AllIltlnciation, Nativity, EpiphallY, Flight
illto Egypt and Presentation. 21
The Rest on the Flight into Egypt appears to be inferior in
quality to the other panels, and may be by a different hand,
possibly by Roger's Brussels successor Vrancke van der
Stockt, to whom K2088 has been given by Tolnay. Vrancke
was recorded in Bruges in 1468, the year when Memling
is first documented as an independent master. The artists
may perhaps have collaborated on the cycle to which the
Kress panel belonged. Of the four other scenes, the
Prcscntation is especially close to the Epiphany (Prado, Text
Fig. 15B). Joseph is much the same and the motif of a hand
with belt or phylactery is shared (to the right in both).
Although its authorship is not entirely certain, this panel
may be the first known work of Memling, executed while
his experience in Roger van der W eyden' s studio was still
freshly in mind. This influence is most noticeable in the
brilliantly painted portraits of the girls of the donor's
family, whose headdresses suggest French as well as Flemish
fashions.

Provellancc: Count RudolfCzernin von Chudenitz, Vienna
(probably purchased from Edward Solly),22 exhibitedVienna, Cx. AllssteIlllng dcr Vereinigllllg Bildcllde Kiinstlcr
Wiellcr Secession: Drei Jalzr/lllllderte Vliilllisclle Kllnst, 14001700, I I Jan.-23 Feb. 1930, p. 26, Cat. No. 31, as by
Memling. New York, Wildenstein and Co. Kress acquisition 1955.
References: (I) Walker noted that the X-rays of the two
girls in K2088 indicate a higher concentration oflead white
than in other parts of the panel, possibly indicating their
being by Roger van der Weyden while the rest of the panel
is Memling's. John Walker, 'The Nation's Newest Old
Masters', The National Geographic Magazille, ex, 1956,
pp. 619-57, esp. p. 644. (2) For Presentation iconography,
see Dorothy Shorr, 'The Iconographic Development of
Temple Presentation', Art BlIlIetin, XXVIII, 1946, pp. 17-32.
Shorr noted that in Northern European art a conflation of
Simeon and the High Priest was often made from the time
of Broederlam (Dijon, Musce de Ia Ville) onward (p. 29).
The origin of this type may be the Apocryphal literature in
which Simeon is described as Priest of the Temple.
(Protoevangelium XXIV). See also Reali, II, 2, pp. 261-6.
(3) In addition to the Gospels, see the fourteenth-century
Meditations on the Life of Christ (trans. and ed. by Isa Ragusa
and Rosalie B. Green, Princeton, 1961, Chap. XI, 'Of the
Purification of the Blessed Virgin', pp. 56-65) for this
theme. (4) Franz Heinrich Bockh, Merkwiirdigkeiten der
Hallpt- IlIId Residenz-Stadt Wien lind ihrer lIiichstw
Umgebllngell, I, Vienna, 1928, p. 294, Cat. No. 49, in the
Czernin Collection. (5) Gustav Friedrich Waagen, Die
vomchllIstell KII/lstdcnkllliiler ill Wien, I, Vienna, 1966, p. 306,
Cat. No. 27. (6) J. A. Crowe and G. B. Cavalcaselle, The
Early Flemish Painters, London, 1872, p. 219. (7) Max J.
Friedlander, Die altllit:derliiudisclle Malcrei, II, Berlin, 1924,
p. II9, Cat. No. 85. In the English edition (notes by Nicole
Veronec-Verhaegen, II, 1967), K2088 is in Catalogue C:
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Imitations and copies after Roger (p. 77, Cat. No. 85).
(8) Georges Hulin de Loo, 'Hans Memling in Rogier van
der Weyden's Studio', Burlington Magazine, LII, 1928, pp.
160-77. For links between Memling and Van der Weyden, see also Max J. Friedlander, 'Noch etwas tiber das
Verhaltnis Roger van der Weydens zu Memling', OlldHolland, LXI, 1946, pp. II-19. Further support for Hulin
de Loo's assumption that Memling worked with Van der
Weyden may be found in an inventory of 1516, describing
a triptych in which the central panel was by Roger and the
wings by Memling (cited by Friedlander, Memlillg,
Amsterdam, n.d., pp. 5-6. (9) According to Hulin, these
are The Virgin ill Red (ex coli. Renders) and Virgin ill Red
with Two Angels (Mellon Collection, Washington, D.C.,
National Gallery of Art). (10) Max J. Friedlander, Die
altniederliilldisclle Malerei, VI, Berlin, 1928, p. 133, Cat.
No. 99b. (II) Jules Destree, Roger de la Pastllre van der
Weyden, Paris, 1930, I, p. 163; Max Eisler ('The Exhibition
of Three-Hundred Years of Flemish Art in Vienna',
Apollo, I, 1930, pp. 185--91, esp. pp. 188--9) also concurred,
as did Gustav Gluck, 'DreiJahrhunderte flamische Malerei',
Belvedere, IX, 1930, p. 75. (12) Ludwig von Daldass, 'Drei
Jahrhunderte flamische Malerei', Palltlzeoll, V, 1930, p. 132.
(13) Friedlander, 'Ein Jugendwerk Memlings', Pantheoll,
VI, 1931, p. 186. This information was repeated in his Die
altlliederliilldisclle Malerei, XIV, Leyden, 1937, p. 102, and
Mendillg, op. cit., pp. 4-II. The Rest 011 the Flight into Egypt
(23 i X 191 in.), listed by Friedlander in a private French
collection in 1930, was acquired by Sir William Burrell in
1936 and given by him to the Glasgow Art Gallery. He
also acquired the AllIlImciatioll (23 X 14 in.) in 1948, and
gave it to Glasgow. See William Wells, 'Sir William
Burrell's Purchase Books (19 II-57)' , The Scottish Art
Review, IX, 1963, pp. 19-22. The Nativity came from Thos.
Agnew and Sons, Ltd., included in their Slimmer Exhibitioll,
London, 1948, p. 4, Cat. NO.7. The Nativity was dated
c. 1465 by F. M. Godfrey ('The Heathcote-Amory
Collection', Apollo, LXXI, 1965, pp. 140-3, esp. p. 142),
executed by Memling while in Roger's shop. According
to the English edition of Max J. Friedlander, 'Hans
Memling and Gerard David', Early Netherlandish Paintillg,
VI, part I, ed. Nicole Veronce-Verhaegen, Leyden-Brussels,
1967, K2088 (Cat. No. 99B, p. 57) is listed under 'Doubtful
Works of Memling'. (14) Karl Wilczek, Katalog der GraJ
CzeTllill'scllell Gellliildegalerie in Wiell, Vienna, 1936, pp.
100-1, Cat. No. 27. He quoted Pacht. (IS) Charles de
Tolnay, 'Flemish Paintings in the National Gallery of Art',
Magazine ojArt, XLI, 1941, pp. 174-200, esp. p. 200, n. 39.
(16) Pallojsky, I, p. 479, n. 10. (17) Flallders ill the Fifteellth
Century, Art alld Cil'ilizatioll, Detroit, 1960, p. 139. (18)
For such architectural symbolism, see Pallofsky, I, pp. 134140 and p. 412, n. 1352. (19) See also the donor of the
A,ma Selbdritt by the Master of the St. Ursula Legend,
dated 1488 (New York, Metropolitan Museum of Art).
This fashion was also worn by the wives of members of the
Italian merchants' colony in Bruges (Portinari, Baroncelli).
(20) See Frederick G. Holweck, 'Candelmas', Catholic
EtlCyclopedia, III, 1908, pp. 245-6. Candlemas, the Presentation of Christ, and the Purification of the Virgin are the
same feast. (21) Another possible indication of the original
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format of the series to which K2088 belonged is a horizontal
panel after Camp in (Hoogstraeten, Parish Church) in which
five major scenes from the Life of Saint Joseph are placed
next to one another; those at the extreme left and right are
seen with an oblique architectural setting. See the reproduction in the English edition of Friedlander's Die
altlliederlizildisclte Malerei, II, 1967, pI. 103. (22) Bockh,
op. cit., pp. 294-S.

Copy after MEMLING
K Is8I :

Figure 58

THE PASSION (Triptych). Williamstown, Massachusetts,
Williams College, Lawrence Art Museum, Kress Study
Collection, since 1960. Oil (?)1 on pine panel. Center:
27! X21i in. (69.8 XSS·2 em.). Wings: 27! X9t in. each
(69.8 X23·S em.). Engaged frame. Coats of arms on
exterior wings: argent a cross ancrce gules voided of the
field. Crest, an eagle rising gules winged argent, langued
gules (Peter van Nieuwmunster). Gules three spur-rowels
collared of the same argent, the rowel in base for Helena
van Crombrugge. 2 Vertical join in central panel through
mocking figure at right. Restored by Modestini in 19S3.
The Kress panels illustrate the Passion in twenty-one scenes
including, in chronological order (generally from left to
right), the Elltry of Christ ill to jerusalem in the extreme upper
left comer of the left wing; the Expulsion of the Moueychaugers at the upper left of the central section; judas'
Paymellt to the upper right of the left wing; the Last Supper
in the center of the left wing; the Agony ill the Gardeu
immediately below; the Arrest of Clzrist alld tlze Kiss C!{Judas
in the lower part of the left wing; Christ Before Pilate alld
tlze Release ofBarabbas left of center in the central panel; the
Flagellatioll at the center; the CrolVllillg with Thoms just to
the right; the Ecce Homo; The jlldgmellt Hall C!f Pilate in
the right central part of the central panel; the Makillg of
the Cross below the Flagellatioll in the central panel; the
Way to Calvary beginning at the bottom of the central
panel; Simoll of Cyrelle assistillg Christ at the bottom of the
right wing; the Nailing to the Cross at the upper right of
the central panel; the Crucljixioll above, with the swooning
Virgin; the Deposition at the upper left of the right wing;
the Elltoll/bmwt below; the Descent illto Limbo right of
center in the right wing; the Resllrrection just above; the
Noli me tallgere above it; the Road to Emmalls near the top.
KIS81 was sold in 1902 as of the School of Memling.
Weale believed it to have been painted in 1637 for Peter
van Nieuwmunster and Helena van Crombrugge (their
arms are on the shutters), copied after the Passioll now in
Turin.3 The Kress triptych is almost identical in composition to a single horizontal panel of the Passion by
Memling himself (Turin, Galleria Sabauda) with donor
portraits of Tommaso and Maria Portinari at the lower
left and right. The major differences are: KIS81 omits a
scene of the Dellial of Peter to the left of Christ Before Pilate
in the Turin painting; seems to omit Clzrist Calmillg tlze
Waters (at the extreme upper right of the Turin panel).

As the Turin panel was in Italy since at least as early as the
sixteenth century, KIS81 may have been based upon a
similar work or copy, possibly the Passion altarpiece
painted for Guillaume Vrelant by Memling in 1478, still
in Bruges in 1624. The intricate, miniature-like composition
was a popular work and several old copies survive.'
As the Kress triptych is on pine - never found in the
Netherlands - it may have been executed elsewhere in the
late sixteenth or seventeenth century. The Memling composition upon which KIS81 is based has been cited by
several writers as reflecting the stage settings and performance of mystery plays in the late fifteenth century.5
The Kress panel is a rather coarse, late adaptation of
Memling's well-known composition, dividing that great
panorama into three sections for use as a triptych.

Provellallce: Peter van Nieuwmunster and his wife Helena
van Crombrugge in 1672; exhibited - Bruges, Expositioll
des Prilllitifs des Pays-Bas, 1864. 6 Otlet (Sale, Brussels, Salle
Sainte-Gudule, Cataloglle des Tableallx ..• de la vellte
Collectioll Otlet, 19-20 Dec. 1902, p. 10, Cat. No. 2).7 Sold
at Christie's 1903 (London, Catalogue of Old Pictllres, the
Property of a Gelltlemall ...• 24Jan.1903.p.22.Cat.No.
138) to Graham. Baron Raoul Kuffner, Dioszegh Castle,
Hungary.8 New York, Drey Gallery. Kress acquisition
1948. Tucson, Arizona, University of Arizona, Museum of
Art, 19S3-S7. Williamstown, Massachusetts, Williams
College Museum of Art, since 1960.
Referellces: (1) The craquelure resembles that of tempera.
(2) The arms were first identified by W. H. James Weale,
'Memlinc's Passion picture in the Turin Gallery', Burlillgtoll
Magazille, XII, 1908, pp. 309-11, esp. p. 310. Weale dated
both the painting and the arms 1637. (3) The latter was,
mistakenly, thought by Weale to have been the altar
commissioned by Guillaume Vrelant for the Booksellers'
Guild Chapel in St. Bartholomew's Church (of the
Augustinian Canons) in Bruges in 1478, which was removed from its original location and sold in 1624. Weale
wrongly identified the Vrelant panel with the Memling
Passioll at the Dominican monastery at Bosco near
Alessandria (Piedmont) which went to tile collection of
King Victor Emmanuel in Turin c. 1814; it entered the
Regia Pinacoteca, Turin, in 1832. The provenance of the
Turin painting is corrected by C. Aru and E. de Gerardon
(Les Primitifs Flamallds, Corpus ... , II, Part 5, La Galerie
Sabauda de Turill, Brussels, 1962, p. 17). The Turin panel
is perhaps the one mentioned by Vasari (ed. Milanesi, VII,
p. S80, n. 6) as in Cosimo de' Medici's collection and may
also be the panel of unidentified subject given by Vasari as
having been commissioned by Tommaso Portinari (I, pp.
I 84-S) for Santa Maria Nuova, Florence. Cosimo's painting
left the ducal collection c. IS70 and was given to Pope
Pius V. From this point on the provenance is that given by
Weale. The Vrelant panel had two sets of wings witll donor
portraits (now lost) (see Weale, op. cit., pp. 309-11). (4) One
was owned in 1908 by Langton Douglas and included an
Augustinian donor portrait (Weale, op. cit., p. 310); another
was in a Barcelona private collection, a third in the collec-
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tion of ex-King of Italy Umberto II (see Aru and de
Gerardon, op. cit., p. 17). According to Weale (op. cit.,
p. 310, n. 7), 'a careful tracing of the centre panel with
notes indicating the colours is preserved in the Print Room
of the British Museum', but it is not in A. E. Popham's
catalogue (British MuseuIII, Catalogue of Drawi/;gs by Dlltch
alld Flemish Artists, London, 1915-]2, v). (5) Emile Male,
'Le renouvellement de l'art par les "mystcres" a la fin du
moyen age', 3, Gazette des Beaux-Arts, 3me scr., XXXI,
1904, pp. 282-301, esp. p. 292. See also Jacques Mesnil,
'Les Mysteres et les arts plastiques', 2, L'Art Flalllalld et
Hollalldais, XII, 1909, pp. 97-199, esp. p. 105; Oskar Fischel,
'Art and the Theatre', 2, Burlingtoll Magazille, LXVI, 1935,
pp. 54-67, esp. p. 54. (6) Wealc, op. cit., p. 310. (7) At the
time of acquisition the Kress triptych was believed to be
another version of the Passion triptych in the Otlet sale
because the latter was listed as 125 cm. wide while the
Kress triptych painting is approximately 102 cm. wide.
Mrs. Henry Howell, Jr. of the Frick Art Reference Library
(letter of lO/m/55) noted that the Otlet and Kress pictures
were identical in height and comparison of photos proved
them to be similar in composition; therefore there had
been a misprint in the Otlet sale catalogue of 125 cm. for
102 cm. (8) Sold prior to Kuffner sale at Parke-Bernet
Galleries, Nov. 1948. The painting may have been
purchased by the Baron's father, a well-known collector,
after the Christie sale.

THE MASTER OF THE ST. LUCY
LEGEND
The Master of the St. Lucy Legend was named by
Friedlander after the altar of 1480 showing scenes from the
Life of St. Lucy, for the church of St. Jacob (Bruges).l The
painter was probably active into the early years of the
sixteenth century. His oeuvre is distinguishable by slender,
somewhat impassive female figures, often shown with
extremely long, straight, red-blond hair and almost masklike faces. The Bruges artist's work is influenced by
Netherlandish masters of the 1460s and 1470S; his coloring
is unusually bright and decorative and his art, like that of
the St. Ursula Master, is close to Memling's. A Spanish
residence for tile St. Lucy Master was first proposed by Post
in view of the many works by him which came from Spain
and the Iberian physiognomies of his male figures. 2
Verhaegen noted that several of the master's paintings
include the Bruges belfry in various stages of completion,
making them readily datable. 3 She suggested the St. Lucy
Master may have made one or more trips to Spain and that
he could also have trained young Spanish artists in his
Bruges atelier, pointing out that the major part of the
artist's oeuvre was destined for export. According to
Eisler, Michiel Sittow may have worked under the St.
Lucy Master in Bruges.4 Two of the St. Lucy Master's
largest works were commissioned for a church in Reval
(Tallin, Estonia), Sittow's birthplace. The two Northern
artists could also have collaborated in Spain. More than
twelve of the St. Lucy Master's works or those of his
studio are in the United States.

61

THE MASTER OF THE ST. LUCY
LEGEND and Assistant
K 1689

: Figures 54, 55

THE ASSUMPTION AND CORONATION OF THE IMMACULATELY CONCEIVED VIRGIN. Washington, D.C.,
National Gallery of Art (1096), since 1952. Oil on oak.
85 X73 in. (215.9 X185·4 cm.). Original borders all around;
in original frame. 5 Escutcheon of Conde de Haro said to
have been placed in space at the top center of frame. For
its large size, welI preserved; has extremely small losses
throughout. 6 Cleaned and restored by Modestini in
1950/51. Inscribed between the second and third lines of
the alto clef music sheet held by the angel to the upper left
of Mary: A[ve] regit/a CelOTl/III, followed by three illegible
words. The angel points to this line with the right index
finger. 7 Music in tenor clef held by the angel to the upper
right of Mary is inscribed: A[ve] at the beginning of the
first line; Tellor between the first and second lines; regit/a
between the second and third. 8
Suida, p. 182, Cat. No. 80. Reproduced in color in
Treasures, p. 59; Pageaut, p. 91; detail in Seymour, p. 69,
pI. 62.
The Virgin, her eyes downcast and hands folded in prayer,
wearing a jeweled diadem in her long hair, is shown in a
gem-studded, gold-bordered blue cloak and red robe. She
stands upon a crescent moon with a sun-like halo around
her head, surrounded by twenty-one angels with multicolored wings, alI seen against a bright blue sky with
white clouds. Six of the largest angels are at the left and
right of Mary touching her; one at the upper right wears
a coronet, a richly brocaded gold fringed cope (its orphreys
embroidered with single saints), alb-like garment, and a
jeweled quatrefoil morse; at the lower right, anotller in
long-sleeved brocaded vestments grasps the right horn of
the moon with the right hand; Gabriel (?) at the upper left
with peacock trimmed wings, wears a brocade cope with
jeweled suns on the orphreys and a circular jeweled
morse; the angel at the lower left resembles one at the
upper right. The pairs of smaller angels to the immediate
upper left and right of Mary sing the alto and tenor parts
from the beginning of an Ave Regilla. The music-holding
angel to the left wears a cope with embroidered saints on
the orphreys fastened by a circular morse showing God the
Father enthroned surrounded by flame-like rays. 'All
along the left and right margins of the picture there are
eight angels, four on each side: left, from bottom to top organetto with the ranks of eighteen pipes each; a trumpet,
of which only the mouthcup and the upper end of the coil
are visible; a large (tenor?) shawm; a harp of typical
Gothic shape. On the right side from top to bottom there
are a medium-sized (alto?) shawm; a five-stringed vielle
(the angel wears a dalmatic); a small (treble?) shawm; and
a small nine-stringed lute.'9 The angel to the left of tile
latter plays a wind instrument. The Trinity in Heaven is
seen through an encircling cloud band above Mary's head.
Her crown is held by the Father and Son, both in identical
regal red, gold-bordered robes, one with crown and
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scepter. The Holy Ghost flies immediately above. The
Trinity is seated on a throne covered by rich brocade, held
by three flying angels in plain, bluish-white garb. The
throne rests on a floor of red and green jewel-like tiles.
Five identically robed angels (a Kinderchor?) are to the left
of the Trinity, singing from a song-book held by the two
in the foreground. lo Just before the little choir are six
wingless angels in rich copes with embroidered clipei
(one of which shows the Epiphany), all singing from a
chorale on a music-stand between the first two angels.
Wintemitz suggested that this group sings in a lower voice
than the little choir.ll A seventh wingless angel to the
lower right of the Trinity wears a jeweled dalmatic and
plays a harp; he and the others are seated on elaborate
stools.
Further to the right are five winged musicians; tile one in
the foreground plays the dulcimer, with a lutanist and
three recorder players to tile rear. Winternitz distinguished
between the loud music made by the angels around Mary,
providing transitory accompaniment to the Assumption
of tile Virgin, witll that of 'the small and soft ensemble
worthy to perform perpetually in the presence of the
Lord.'l2 A landscape panorama, with several people on
foot and an equestrian figure, is seen at the bottom of the
panel; it includes a rocky section with a road in the foreground. With jewels scattered along its banks at the lower
right, a river winds around the central land mass connected
to tile mainland by a foot-bridge at the left. A fortified
castle and another building are seen in the background;
mountains rise in the distance.
'Themes of the Immaculate Conception, the Assumption,
and the Coronation seem to be merged' in K1689 (Broadley,
p. 26), where these three events are celebrated by musicmaking angels. l3 The Immaculate Conception, although
long a subject of theological concern, was of special interest
to Spain from the fifteenth century onward. The Woman
of tile Apocalypse (Revelation 12: I) is the source for
Mary's solar halo and tile moon at her feet in K1689.
Further references to this text may be found in the sunsurrounded God the Father on a morse.u The Office for
the Feast of the Immaculate Conception was introduced
by Sixtus IV in 1476. Papal bulls of that year and 1477
promised indulgence to celebrants of this office, if they
recited a prayer akin to the inscription on K1689: 'Ave
sanctissima Maria, regina celi, porta paradisi, domina mundi'
before an image of the Virgin.15 The striking differentiation
in the color and style of angelic garb suggests that the
artist ofKI689 sought to portray the nine choirs of angels;
those seated on faldstools immediately before the Trinity
are probably Thrones.16 KI689 omits any reference to the
Death of the Virgin (often painted below her Assumption)
thus emphasizing the Immaculate Conception tllrough
attributes and her extremely youthful appearance.l7 The
area customarily reserved for tile Virgin's sarcophagus
represents the earthly paradise instead, indicated by the
gem-strewn river banks. The world is depicted as cleansed
by tile Virgin's purity, which was restored to earth by
angels at the time of her death. 'And the angels were with
the apostles singing at the Assumption, and replenished all

the land with marvelous sweetness.'18 The prominent
landscape also stresses Mary's role as Salvatrix Mundi. lo
The composition of the Kress panel probably originated
in Sienese painting of the early fourteenth century.20
In 1946 Friedlander described KI689 as a 'most significant
and well-preserved work, painted c. 1480 by a major
master of Bruges or Ghent'.21 Suida (1oc. cit.) entitled the
painting Mary Queen of Heaven, describing it as showing
the Virgin's Assumption and Coronation. The mountain
in the foreground may refer to the scene of the Assumption,
as shown in Sienese works such as those of Paolo de
Giovanni Fci (c£ Washington, D.C., National Gallery of
Art, KI547). He quoted Friedlander, Van der Elst and
Valentiner as observing the close relationship of the Kress
panel to works by the Master of the St. Lucy Legend and
wrote that 'the minute care in its execution leads one to
believe that the artist was also familiar with miniature
painting'. Suida was the first to publish the panel as by tile
St. Lucy Master. According to Verhaegen aspects of the
style of K1689 recalled that of the Master of the Morrison
Triptych. Like the St. Lucy Master, the Morrison Master
was a Bruges painter with Spanish ties.22 According to
Seymour (pp. 68-9) the Master of the St. Lucy Legend
painted KI689 c. 1485. Walker (Seymour, p. xxi) recorded
that Rush H. Kress' enthusiasm for the purchase of K1689,
when the panel was still obscured by dirt and varnish, was
vindicated upon cleaning; the painting was shown to be
'from the point of view of color, the most brilliant painting
in the whole Flemish section'. According to Goldblatt, the
Kress panel was painted by Michiel Sittow. 23 Chrisman and
Fowler noted that 'the arrangement of the Trinity, the
checkered floor, and the angelic choristers in the scene at
the top, recall the musical angels in Jan van Eyck's Ghent
Altarpiece of 1432. The ecclesiastical robes of the angels may
be from Van Eyck', notably the one at the lower left. 24 The
composition of K1689 was compared by Baudouin to that
of the central panel of a triptych by Ambrosius Benson
{parish church, Laranete, Spain} and to that of a fragment
showing tile Assumption of the Virgin by the Master of the
St. BartllOlomew Legend (Colonel Joseph Weld, Lulwortll
Castle).25 He suggested that both the Kress and Weld works
were modeled upon an earlier South Netllerlandish
painting.
Among the largest and most intricately designed works by
the St. Lucy Master, K1689 is an extremely early, highly
important depiction of tlle new Marian devotion. This
brilliantly colored altarpiece, placed in the capital of old
Castile, may well have played an influential role in
determining later representations of the same subject.
While the Virgin and several of tlle angels, as well as the
group of the Trinity above, are entirely consonant Witll
the style of the St. Lucy Master, other angels (most notably
the one to the upper left of Mary with a music sheet and
morse) are rendered in a considerably broader manner than
that of tile Bruges master. These indicate the participation
of a studio assistant - possibly the Master of the Morrison
Triptych, whose oeuvre Verhaegell related to K1689. The
style of the Morrison Master suggests that he was con-
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siderably younger than the St. Lucy Master. The slightly
Italianate quality of this head may indicate that the assistant
could have been Spanish or otherwise have had special
knowledge of Italian art. The Kress panel was probably
painted in the last decade of the fifteenth century.

ProveltntlCe: 'Said to have been the gift of a Constable of
Castile to a convent near Burgos founded by his daughter
and suppressed in the nineteenth century.' The arms of the
Conde de Haro are supposed to have been placed at the
centre of the top of the frame. 26 New York, French and
Co. Kress acquisition 1949.
Refereltces: (I) Max J. Friedlander, Die altlliederliiltdische
Malerei, VI, Berlin, 1928, pp. 66-70, 140-2, Cat Nos.
139-42. (2) Chandler Rathfon Post, A History of Spallish
Pailltillg, Cambridge, 1933, IV, I, p. 27; 1934, v, p. 209.
(3) Nicole Verhaegen, 'Le Maitre de la Legende de Ste.
Lucie, Precisions sur son ccuvre', BlIlletill de I'IIIStitllt Royal
dll Patrimoille Artistique, II, 1959, pp. 73-82. (4) Colin T.
Eisler, 'The Sittow Assumption', Art News, LXIV, 1965,
pp. 34-7, 52-4, esp. p. 37. (5) The frame was probably
made in Spain, related in style to tllat of the Retable of
St. Anne (Collection Enrique R. Larretta, Buenos Aires)
from Sinobas (near Aranda de Duero). Reproduced opp.
p. 221, Boletlll de la Sociedad Espntiola de Excursiolles, XXIV,
1916. (6) Contrary to the information given by SlIida
(p. 182, Cat. No. 80) and by Walker (p. 104), K1689 does
have a preparatory coating, not of gesso, but of some otllCr
primer. The wings of the lutanist to the lower right of the
Trinity were mistakenly merged with the drapery of the
angel behind him during a restoration, making the lutanist
appear wingless. (7) First deciphered by Mirella Levi
d' Ancona (National Gallery Archive). (8) According to
Jo Chrisman and Charles B. Fowler ('Music Performance
in a Renaissance Painting', Music Educators joumal, Nov.Dec. 1965, pp. 93-8, esp. p. 94), the hymn is 'a response for
vespers or compline'. A National Gallery information
sheet stated that the 'song is performed responsively at
vespers ..• or at compline from 2 Feb. to the Wednesday
of Holy Week. It may also be used in any service connected
with Mary.' Broadley (p. 26) wrote that tlle inscription was
from a verse chanted during the Lenten season. See also
A. P. de Mirimonde, 'Les Anges musiciens chez Memlinc',
jaarboek KOllillklijk Museum voor SchOlle K,lllstell, Antwerp,
1962-63, pp. 5-55. (9) Emanuel Winternitz, Musical
Illstrumellts alld their Symbolism ill Westem Art, London,
1967, p. 146. All subsequent identifications of musical
instruments are taken from Winternitz. (10) Chrisman and
Fowler, op. cit., p. 98, made the Killdercllor suggestion.
(II) Winternitz, op. cit., p. 146. (12) Ibid., p. 148. (13) For
early examples combining the Assumption and the
Coronation of the Virgin, see Georg Troescher,Burglllldische
Malerei, Berlin, 1966, II, pIs. 64-7. Manuel Trens (Maria:
Icollograjia de la Virgell ell el Arte Espaliol, Madrid, 1946,
pp. 156-7) gives Spanish examples of the fused themes of
the Immaculate Conception and Assumption later in date
than K1689. For aspects of tlle Immaculate Conception
pertinent to K1689, see Sixten Ringbom, 'Maria ill Sole

and the Virgin of the Rosary', joumal of the Warbllrg alld
Courtauld Illstitutes, xxv, 1962, pp. 326-30, esp. p. 326. See
also Rcatl, II, 2, pp. 75 ff., 615-35; Ribera Immaculate
COllceptioll (K2160, p. 207 below) and Zurbaran Immaculate
Conceptioll (K2II9, p. 215 below). (14) The Joys of the
Virgin, to which K1689 alludes, include the Epiphany (the
recognition of Christ by the world), embroidered on the
clipeus of an angel near the Trinity. (IS) Ringbom, art. cit.,
p. 326. (16) For similarly diversified angelic garb, see the
Antwerp Death ofthe Virgill by the Master of the same name
(Antwerp, Musee des Beaux-Arts) (repro. in Friedlander,
op. cit., X, Leyden, 1934, pI. xc, Cat. No. 149.) (17) For
another contemporary example of such an Assumptioll see
the panel by a follower of Geertgen tot Sint Jans (Bonn,
Rheinisches Landesmuseum); the Dutch panel does not refer
to the Immaculate Conception (repro. in C. J. Hoogewerff,
De Noord-Nederlalldsche Schilderkrlllst, The Hague, 1937, II,
p. 209, fig. 96.) (18) Jacobus de Voragine, The Goldell
Legelld or Lives of the Saillts as Ellglished by William Caxtoll,
London, 1900, IV, p. 239. Alfred M. Frankfurter ('Interpreting Masterpieces: Twenty-four Paintings from the
Kress Collection', Art News Amilia!, XXI, 1951, pp. 101-2),
cited the Goldell Legend as a general source for K1689. He
noted that compositions like that of the Kress panel are far
more frequent in manuscript illumination than in independent paintings. (19) For Sienese examples of such, see
H. W. van Os, Marias DeI/lilt IIlld Verherrlicllllllg ill der
siellesischell Malerei 1300-1450, Kllllsthistorische StlldiclI vall
het Nederlallds Historisch Iustitllllt te Rome, Deel I, The
Hague, 1969, chap. 4, 'L'Assunta', pp. 143-77. Prayers to
tlle Virgin as Queen of Rivers (ibid., pp. 180-1) may relate
to the symbolism of KI689. (20) For early examples, see
Van Os, ibid., chap. 4. (21) Max J. Friedlander, certificate
in Kress Archive. (22) Verhaegen, art. cit., pp. 81-2. She
singled out the Morrison Master's retable wings, completed
before 1504 for the Parroquia de San Salvador (Valladolid).
(23) Dr. Maurice H. Goldblatt, National Gallery Archive.
(24) Chrisman and Fowler, art. cit., p. 94. (25) Frans
Baudouin, 'Der Meister des Bartholomausaltares und die
siidniederlandische Malerei des 15. Jahrhunderts', Wallrq[Richartz-jahrbllch, XXIII, 1961, pp. 353-8. The Laranete
panel shows the Virgin with four angels, on a crescent
moon, and above, tlle Trinity holding a crown, and below,
a landscape. Like K1689 it combines the Assumption, the
Coronation, and the Immaculate Conception. (26) According to notes in the files of French and Co. The
constable under Henry IV and his successors Ferdinand and
Isabella was Don Pedro Hernandez de Velasco, Conde de
Haro (died 1492). He and his wife (Dona Menda de
Mendoza) founded the Capilla del COlldestable in Burgos
Cathedral in 1482. (For its founding, see Rodrigo Amador
de los Rios, Espaiia, sus MOlIl/melltos y Artes, Burgos,
Barcelona, 1888, pp. 553 ff.). The Augustinian convent of
St. Dorothy in Burgos was apparently established early in
the fifteenth century, but in 1470 a new cloister (still
surviving) was acquired, for which the constable's daughter
may have paid. (For this convent, see Antonio Buitrago y
Romero, GI/(a Gelleral de B"rgos, Madrid, 1876, p. 199.)
Anotller Augustinian convent in Burgos, now defunct,
was founded by Bishop Alonso de Cartagena in 1456.
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MASTER OF THE KRESS EPIPHANY
The style of K2 points to authorship by a North Netherlandish master contemporary with the early Bosch,
influenced by such compatriots as Geertgen tot Sint Jans
and the Master of the Virgo inter Virgines. 1 He was
probably trained in the I470S or early I480s. As Flemish
aspects are also discernible in K2, the artist may have been
active in Flanders for some time. The painter seems to have
worked in Spain, where the EpiphallY was long located
and where it could well have been executed.

K2 :

Figure 59

TilE EPIPHANY. Washington, D.C., National Gallery of
Art (1120), since 1950. Oil, transferred from panel to
canvas at unknown date (late nineteenth century?).
73 X 65i in. (1·854 X 1·661 m.). Underdrawing visible in
much of the drapery; slight changes discernible in placement
of many figures. Four vertical joins. Restored by Pichetto

-c. 1932.
Suida, p. 184. Cat. No.8!. Reproduced in color in
Et'alls, p. 13.
The subject ofK2 is based on Matthew 2: 1-12. The Virgin
is centrally placed, seated close to the ground just before
an extremely tall and narrow ruined stable with wooden
posts. She is dressed in a blue, jewel-bordered mantle and
red fur-trimmed robe, a veil over her long red-blond hair.
The empty manger is just behind the Virgin. She holds the
'Seated, nude Child by both arms. His right hand is raised
to bless tile kneeling bearded Magus (Melchior), shown in
left profile, dressed in red and blue and holding a gold and
crystal globular vessel. A second bearded Magus (Caspar)
stands to the right, in a richly furred red and white robe
with a green crowned hat; he uncovers a cylindrical vessel
(incense container?). Dark-skinned Balthasar stands to the
left of the Virgin and Child, gesturing toward his spherical
crystal container for myrrh. He and his attendants wear
earrings. His jeweled tunic has full sleeves. He wears dark
hose and a fantastic crowned headdress including a branch
of coral encrusted with pearls.2 A blackamoor in a white
turban stands to the left, holding a sword. An Oriental
figure in right profile, in a gold-embroidered cape and
exotic garb, stands at tile extreme left holding a sword with
a fish-tailed pommel. A well-head is just behind him. A
white whippet and a black dog (both in jeweled collars)
and a monkey with cup and chain (other monkeys are to
the rear and right) are in the central foreground ncar
columbines and carnations bordering the pink brick paths.
A white animal (squirrel?) in a jeweled coat is chained in
the left foreground. A bearded dwarf in left profile stands
at tile extreme right foreground holding Caspar's hat. The
three retinues of the Magi are seen at the left, center, and
right, including many equestrian figures in exotic Eastern
garb, their richly caparisoned horses, camels and mules
laden with treasure. A falconer is in the group at the left
and a man with a crossbow at the centre. In the right
comer of the stable a man in a red robe trimmed with
white fur (indicative of priestly or juridical status: Herod?)

is in conspiratorial dialogue with a messenger (identified as
such by his gem-studded badge, hat, and high boots), who
grasps a sword.3 Outside the stable, to the left, two figures
in quasi-monastic garb face each other as though in conversation. The man seen from the back wears a dark-green
(?) hood, red cloak, and white robe; the other pilgrim-like
figure's garb resembles tllat ofa Capuchin; his companion's
dress may refer to the Trinitarians. A Netherlandish city
with a belfry, surrounded by a river, is seen behind the
stable. The same river winds below a chateau-fort on a
rock at the upper right. Another residence on a rock is to
the extreme left. Small white clouds arc in the blue sky.
The Adoration of the Kings (whose globe-shaped offerings
resemble both orb and reliquary)4 symbolizes the world's
recognition of Christ.
According to Rabanus Maurus, the presence of monkeys
symbolizes 'the rueful sinner brought to the rostrum of
peace.'5 The camels in K2 stem from Isaiah 60:6, the entire
chapter being viewed as a prophecy of the Adoration of
the Magi. Camels and dromedaries are often included in
Italian painted Epiphanies but rarely shown in the North. 6
The curious omission of Joseph from K2 may perhaps be
explained by his possible presence in an adjoining wing (as
he is shown in the Bosch Prado Epiphany) if K2 were the
central panel of a triptych. The absence of the ox and ass is
also highly unusual; they could also have been in another
panel.
K2 was described by Longhi as a 'capital work from the
very rare Dutch school of c. 1480.' He observed the
Eyckian roots of K2, noting that the master of the Epiphany
was also influenced by the Master of Flemalle and Albert
van Ouwater. Among the North Netherlandish painters
whose style was cited by Longhi as relating to the Epiphany
is Geertgen tot Sint Jans. He also observed that the Kress
painting anticipates the art of Hieronymus Bosch and Jan
Mostaert. 7 Burroughs related K2 to early works by Dieric
Bouts and to North Netherlandish masters of the later
fifteenth century. He also linked the Epiphany to the
Master of the St. Joseph Series and to a depiction of Christ
Healing the Blilld Mall (now collection Dr. J. P. Kleiweg
de Zwaan-Vellema, Blaricum). Burroughs dated the Kress
panel c. 1480, observing 'a distinct combination of Dutch
and Italian characteristics and a certain intensity in the
expression of faces and hands which dimly recalls Hugo
van der Goes.'8 Friedlander viewed K2 as a fine work of a
Spanish master active c. 1470. 9 Suida at first described K2
as painted ncar the end of the fifteenth centurylO in a style
close to that of Geertgen tot Sint Jans. Later he gave K2 to
a 'Hispano-Dutch Master, late xv century', suggesting that
the Dutch and Southern characteristics of K2 could only
be explained by its authorship by <a Netherlands, possibly
Dutch painter, who settled in Spain' (Suida, p. 184, Cat.
No. 81). Evans (p. 12) noted that 'the Flemish training of
this unknown Hispano-Dlltch master is apparent in many
ways. A remarkable precision of detail recalls the art of
Van Eyck and his many followers, who mixed their
pigments in a resinous oil to achieve a jewel-like luster.
The centrally placed building and the convincing landscape
vista occurred, too, in many works from Flanders, and the
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perspective, as iflooking down on the scene from a height,
is essentially Flemish. Yet probably the picture was painted
in Spain, where it was preserved in a convent at Guipuzcoa,
and where, until their expulsion in 1492, Moors and African
Negroes, such as those shown in the painting, were
frequently seen.' Neither Gudiol nor Quinn found K2 to
be the work of a Spanish painter.l l
K2 is among the largest and most elaborate independent

paintings of the Epiphany by a Northern master surviving
from the fifteenth century. Several of its narrative details
such as the two conspiratorial figures at the right of the
Virgin are unusual. Evil figures in Epiphany scenes are
occasionally found in the North Netherlands. I2 Mary's
role as future Queen of Heaven is stressed by her regal
attire; the omission of Joseph and of the ox and ass all
point to the same courtly note. Christ's sacrificial nudity
indicates his role as Saviour. The Epiphany returns to the
art of the early fifteentll century for much of its intricate
pageantry and style; the spatial treatment recalls depictions
of the same and related subjects by the Boucicaut Master. I3
The Kress Master has expanded these compositions by
placing his major figures before the stable rather than
within it. Many aspects of K2 - the Virgin and Child, the
equestrian groups in Oriental guise and fantastic armor,
the small white clouds, the reflection of the Virgin and
Child on the vessel held by the kneeling Magus - suggest
Eyckian sources. I4 Very possibly active in Spain, the Dutch
master of K2 may also have included types and motifs
from International Style works of the early fifteenth
century which he saw there, as well as much HispanoMoresque ornament. Among the North Netherlandish
painters of the later fifteentll and early sixteenth centuries
close in style to K2 are Geertgen tot Sint Jans and his
followers (for the figures), the Master of the Virgo inter
Virgines (for the coloring), and Cornelis Buys (for tlle
composition). Flemish currents are also seen in the Kress
painting: some details are reminiscent of Joos van Ghent
and of the Bruges Master of the St. Godelieve Legend,
whose works were popular in Spain.I5 That the master of
K2 may have been resident in Spain is also suggested by a
certain similarity between K2 and the facial types of Alonso
de Sedano. I6 The vertical, symmetrical, and frontal composition of K2, although stemming from the very beginning of tlle fifteenth century, was again popular ncar its
end, revived by Domenico Ghirlandaio in his Epiphany of
1488 (Florence, Ospedale degli Innocenti) and Hieronymus
Bosch in his Epiphany (Madrid, Prado). The style of the
Kress panel is that of a new international mannerism of
c. 1500, especially noteworthy in Cologne, Ferrara, and
Vcnice. The Epiphany witll its elongated, Gothicizing
figures and interest in decorative detail, was probably
painted in the last decade of the fifteenth century.

Provellallce: According to Contini-Bonacossi, from a
convent in the province of Guipuzcoa, SpainP Rome, A.
Contini-Bonacossi. Kress acquisition 1927.
Referellces: (I) For North Netherlandish artists of the late
fifteenth ccntury, see G. J. Hoogewcrff, De Noord-

NedeTlalldsche Sclliiderkllllst, The Hague, 1937, II; Midde1eelllvse Kllllst deT NooTde1ijke Nederlalldell, Rijksmuseum,
Amsterdam, 1958. (2) The coral is apotropaic and was
often given to the newborn to be worn as an amulet. (3)
For late Medieval messengers' badges, see Helmut Nickel,
'The Man beside the Gate', BlIlletill oj the Metropolitall
Museum oj Art, XXIV, 1966, pp. 237-44. The one in K2
seems also to refer to the breast-plate of the High Priest
(the figure to the left?). See Exodus 25:7 for a partial
description of a breast-plate. (4) For the iconography of the
Epiphany, see Reau, II, 2, pp. 236-52; Hugo Kehrer, Die
heiligell drei Kiillige ill Literatur ulld Kllnst, Leipzig, 1908,
I-II; J. J. M. Timmers, Symboliek ell Icollographie deT
Christe1ijke KIIIISt, Roeremund-Maaseyck, 1947, No. 154.
For the floral symbolism of K2 (anticipation of the Passion)
sce the catalogue entry for the Master of the St. Bartholomew Altar, The Mystical Baptism oj Christ (K2II4;
p. 10, note 10 above). (5) Quoted by Horst W.Janson, Apes
alld Ape Lore ill the Middle Ages alld the Renaissallce, London,
1952, p. 68. Janson observed that 'in Northern art .•. the
"pilgrimage ape" retaincd its identity throughout the
fiftecnth ccntury.... We encounter the animal mostly in
tlle company of the three Magi.... Our carliest specimen
is a Swiss mural of the Epiphany, c. 1400, in the Landesmuseum, Zurich.' (6) See Johannes of Hildesheim, The
Story oj the Three Killgs, cd. Margaret B. Freeman, New
York, 1955, pp. 13-19. They are included in Hugo van der
Goes' Portillari Altar (Florence, Uffizi). (7) Roberto Longhi,
Kress Archive, note inscribed Rome 1926. Raimond van
Marle and August L. Mayer shared Longhi's views; the
latter dated K2 c. 1470 (Kress Archive, 1926). (8) Alan
Burroughs' views are recorded in the Kress Archive. Thc
Blaricum panel is by the North Netherlandish Master of
the Gathering of Manna (see Egbert HaverkampBegemann, Bulletill Museum Boymans, II, 1951, p. 53).
(9) Notes of 1937 and 1938 by Max J. Friedlander, Kress
Archive. According to G. Fiocco, K2 is by a Dutch master
close to Bosch. (10) Kress Archive, 1935. (II) Kress Archive,
1963. (12) See Lotte Brand Philip, 'The "Prado Epiphany"
by Jerome Bosch', Art Bulletill, xxxv, 1953, pp. 267 ff.
These figures seem to anticipate Herod's ordering the
Massacre of the Innocents, a subject which is incorporated
in Domenico Ghirlandaio's Epiphany (Florence, Ospedale
degli Innoccnti). (13) See Millard Meiss, French Pailltillg ill
the Tillie ojJeall de Berry, II, The Boucicaut Master, London,
1968; The Boucicallt HOllrs, Paris, Musee Jacquemart-Andre,
MS. 2, folio 73V, reproduced pI. 3 I. See also text figs. 271,
272, 284, 304, 306. These compositions were utilized in
Italy by Uccello and Jacopo Bellini. (14) See the left wing
(CTIICijiXiOIl) of the Jan van Eyck diptych (New York,
Metropolitan Museum of Art), the Prayer oj the Beach
(formerly Turin-Milan Hours), the Knights of Christ of
the Cllellt Altar (Ghent, St. Bavo), the copy after Van
Eyck's lost Road to Calvary (Budapest, Magyar Szepmuveszeti Muzeum). (IS) See E. Haverkamp-Begemann,
'Dc mccster van de Godelieve-Legende een Brugs schilder
uit hct cinde van de XVe Eeuw', Miscellallea Erwill Pallcifsky,
Brussels, 1955. pp. 185-98. (16) Sec his Martyrdom oj St.
Sebastiall. dated 1488 (Cathedral of Palma de Majorca)
reproduced by Jose Gudiol y Ricart. Pilltllra Cotica (Ars
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Hispaniae, IX), Madrid, 1955, p. 371. Other North
Netherlandish masters may have been active in Spain near
the end of the fifteenth century, most notably a follower of
the Master of the Virgo inter Virgines. See the AntlllllciatiolJ
tvith the Anlls of Toledo (Madrid, Duke of Alba):
Middeleeutvse Kunst, op. cit., p. 69, Cat. No. 56, pl. 27. The
arms were added at an unknown date. (17) Robert Quinn
(Kress Archive) suggested that rather than originating from
San Sebastian (capital of Guipuzcoa), the Epiphany may
have been painted for a convent at Onate. He proposed the
Convento de Bidauretta, founded by an official of Isabella
the Catholic, or the Con vento de Aranzazu. For these
institutions, see Pablo de Gorosabc1, Dicciollario Ilist6ricogeogrdfico descriptivo de los pueblos, valles, partidos, alcaldfas y
IIniolles de Guipuzcoa, Tolosa, 1862.

HIERONYMUS BOSCH
Son of the painter Antonius van Aken (Aachen),
Hieronymus Bosch was probably born c.1450 at 'sHertogenbosch, near the southern border of the North
Netherlands, where he died in 1516. He is first recorded in
conjunction with an altarpiece ordered from his father by
the Confraternity of Our Lady, and was himself to be an
important member of this brotherhood. 1
No dated works by him survive. The Epiphany (Madrid,
Prado), and The Haytvain (Madrid, Prado) are signed. A
Crucifixion (Brussels, Musees Royaux des Beaux-Arts) and
a Marriage at Calla (Rotterdam, Museum Boymans-van
Beuningen) are generally accepted as early. His best known
works are a group of monumental triptychs - The Garden
of Eartilly Delights and The Haytvaill (both Madrid, Prado).
The Temptation of Saint AttthotlY (Lisbon, Museu Nacional
de Arte Antiga), and the Saillt Julia Triptych (Venice,
Palazzo Ducale) point in style or symbolism to an Italian
journey. The artist brings together the fantastic, realistic,
and chivalric elements of Northern art of the fourteenth
and fifteenth centuries to which he adds a new spontaneity
and sophisticated primitivism. Highly regarded, Bosch
received extensive patronage from the church and the
aristocracy. Bosch's cosmic, moralizing art has always been
extremely popular and was much copied in the sixteenth
and seventeenth centuries.

K

1848 : Figures 60, 61

DEATH AND THE MISER. Washington, D.C., National
Gallery of Art (III2), since 1951. Oil on oak. 36~ xI2l in.
(93 X3 1 em.). Cut down at all sides. Two vertical splits
2 in. from each side; the tip of the upper left comer
replaced. Considerable losses at bed's lower left comer and
to right of standing man. Cradled c. 1900. Restored by
Albert Philippot {Brussels).2
Reproduced in color in Seymour, pl. 70.
The painting is rendered in thin, sketch-like, bright, yet
pale colors, applied over a preparatory drawing on gesso
now visible through the almost transparent paint layer. An

infra-red photograph (Text Fig. IIA) shows that the dying
man was initially drawn raising a footed, covered cup in
his left hand; this vessel occupied the upper left comer of
the pillow. 3 Initially the arrow was considerably longer.
The £leuron-like mark on the shield and the pilgrim's
bottle and tumblers on the ledge to tile left of the sword
were drawn but not painted (the beakers are represented in
the chest in the final version).
A grey stone-walled bedchamber, with wooden vaulted
ceiling, is seen through a Gothic archway with a column
at each side. Draped on the colul1lll base and lying just
before it are knightly attributes, including a red cape held
by a drowsy, hooded demon; an orange mantle; a helmet
of the late fifteentll century; a lance; a gauntlet and a
tournament shield and sword. In the middle ground an
elderly man in green, shown in left profile, stands at the
foot of a bed, leaning over a wooden treasure chest
propped open by a ballock knife. The old man's outstretched right hand holds two gold coins over a coinfilled bag extended by a small hooded demon in the chest;
his left hand grasps a rosary and a stick. Silver tumblers are
placed inside the chest; one of tile two monsters below the
bat-like demon to the left brandishes a sealed paper
(promissory note?). The same (?) old man is again shown
in the background as an emaciated figure in left profile,
wearing only a black skullcap, sitting up in a tester bed
hung with and covered by red drapes. A white-winged
angel in left profile kneels on the bed and holds the dying
man's left shoulder while pointing toward a small crucifix
placed before a lancet window at the upper left, from which
a ray of light passes toward the old man. A fish-faced
demon at the lower left of the bed offers the man a treasure
bag; another demon, holding a lantern of burning coal,
peers down from the bed canopy (traces of an oculus
window are seen above). Death, a skeleton robed in white,
holding the long white arrow of mortality, opens the
wooden door at the left.
Critical opinion is divided as to whether a drawing (Paris,
Louvre, Cabinet des Dessins, Text Fig. lIn), close to the
composition of K1848, is by Bosch or a follower. 4 Less
vertical in format, the drawing has tile knightly attributes
placed at tile lower left along the interior wall; the man in
the foreground and the man in bed are identical in
physiognomy. The helmet and gauntlet are shown in larger
scale on the verso (Text Fig. IIe). Baldass's view that the
Louvre drawing is a misunderstood copy after KI848 is
not convincing; the sheet is probably an alternate project
for tile Kress panel.5 According to Popham, the underdrawing discernible in K1848 is in the same style as that of
the Louvre study.G
Bosch's treatment of the theme of Death in KI848 was
related by Gluck to later renderings of the same subject by
Bruegel. 7 According to Baldass, the ray of light from the
window symbolizes divine grace. He found the placement
of armor in the foreground, outside the chamber, a sign
that wealth (tile treasure chest witllin) is more highly prized
than courage. 8 Baldass thought the Kress panel to have been
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the exterior of the left wing of a triptych. He described the
scene as showing the first of the Four Last Thillgs, with the
exterior of the right wing either a scene of infernal punishment or the death of another sinner. 9 The theme and
composition of K1848 stem from the illustrated literature
of the Ars Morielldi or 'Art of Dying Well'; Tolnay cited
an engraved series of this subject by the Master E. S. as
providing the basis for the Bosch pane}.1o He noted that
the theme is also that of 'the upper left-hand corner
medallion from Dosch's Sevell Deadly SillS [Madrid, Prado].
' ... The dying man's salvation no longer depends, as in the
Ars A1orietldi, upon the victory of the angel or demon, that
is to say upon metaphysical beings fighting for a soul that
is itself passive. It depends upon the responsible soul of the
dying man himself, whose gestures express the conflicting
impulses within him and hence the indecision in which, for
Bosch, man always remains: in Bosch's picture the dying
man hesitates to choose between the crucifix, upon which
his inner gaze rests, and the money bag, for which his hand
is reaching; the vacillating soul cannot make use ofits free
will. We see the same dichotomy in the sanctimonious
individual at the foot of the bed, whose left hand is letting
the beads of a rosary slip mechanically through his fingers,
while the right is filling the sack which the demon of
avarice is holding out to him. The weapons and helmet in
the foreground show us that this is at the same time a social
satire directed against the nobility.'u The image of Death
at the door in KI848 was related by de Tervarent to one
shown in a German manuscript of c. 1425-50 (Rome,
Biblioteca Casanatense) in which 'the dying man shows
Death his treasures, requesting that he take them with him.
Death replies "The doors of this world are guarded by an
inexorable being who permits nothing to be taken away,
save a man's faults." Another inscription reads "Man everywhere receives three emissaries: the angel, the devil, and
death, who is their associate." These three characters can
be found in the Flemish painter's sketch.' De Tervarent
noted that the shield and sword in KI848 symbolize
material weapons, powerless against death, and are also
shown in the manuscript illumination.12 The drowsing
demon in the left foreground was identified by van der
Elst as symbolizing Vanity, surrounded by references to
the dying man's active youth. He described the demon in
the treasure chest as Avarice, noting that the miser places
a coin in the demon's sack. Van der Elst believed that in the
miser's very last moment his thoughts remained worldly
de~pite the efforts of his imploring guardian angel.13
According to Bax, an Ars Morielldi source for K1848 is the
blockbook almost identical in composition with engravings
of the same subjects by the Master E. S.14 Although Dax
followed Tervarent in finding Bosch's primary source for
KI 848 in the German manuscript, he also suggested the
importance of the Tree of Life illustrations from St.
Augustine's Cite de Dieu (edition of 1486) for the composition of the Kress panel, as well as a manuscript (midfifteenth century Netherlandish) illumination for the
Miracle de Notre Dame. 15 Frankfurter noted that the covered
cup first drawn by Dosch (discernible in an infra-red
photograph, Text Fig. IIA) held in the dying man's left
hand was 'a religious vessel, almo~t certainly the viatictllll of

the Last Sacrament - but that the vessel was carefully overpainted, very likely a brief time after the picture was
completed'. He observed that the same change is seen in
the Louvre drawing of the subject (Text Fig. IIB), where
'whatever was once held in the empty hand has been
erased'.IS Philip contrasted the beam of light shining
through the window like a ray of divine grace with 'the
little torchfire, symbol of tile fire of Hell, which is carried
by a devil.' She found the old man bending over his
hoarded treasures to be a second depiction of the dying
man in the act of renouncing the vice of Avarice as he
returns gold to the chest. According to her the cloak and
armor in tile foreground refer to St. Martin, the generous
knight who shared his cloak with a beggar, but here the
cloak and armor are converted into symbols of avariceP
The old man's fingering of the rosary combined with his
adding of coins to the treasure chest was viewed by Bouton
as indicating hypocrisy.ls Seymour (p. 78) described KI848
as showing a 'death bed set in the nave of a church'; the
figure in the foreground is viewed as 'a charitable friend'
of the dying man. He called the light ray a 'shaft of
Revelation'. The military regalia in the foreground is
considered tile 'symbolic armor of the Christian active
life' abandoned by the dying man. Walker (p. 127) characterized the Kress panel as a 'sermon on avarice', describing the objects in the foreground as 'symbols of
power, the original source of wealth. With age, wealth is
first hoarded, then increased through usury, and in the end
rats and salamanders become its agents. The rich man has,
tied to his waist, his rosary and the key to his strongbox.
These determine the final scene, the last transaction, which
will he choose? We can find tile answer in the Ars Morielldi
... in which the sleeper awakens, cries to God to protect
him, and thereafter dedicates himself to religion. Thus the
dying man gives back his gold to Mammon whose toad
£'lce appears under the curtain.' He suggested that the
demon in the foreground is a self-portrait of Bosch in
skeptical meditation on his own sermon. The 'necessity of
complete surrender to God as a step in preparation for
death', emphasized in the Ars Morielldi, is viewed by
Broadley (p. 30) as the subject OfKI848. Hand identified the
armor in the foreground as symbolizing another of the
Seven Deadly Sins: Anger.1D In 1966, Tolnay was less
certain that the man in bed and tlte one at the foot of the
bed represented the same person; he described the latter as
'probably a further illustration of irresolution'.20 Cuttler
linked the figure at the treasure chest to the miser counting
his money aided by demons in La Solltllte Ie Roi and related
tile entire scene to a chapter of Sebastian Brant's Narrellschiff
('Ship of Fools'). He suggested the sealed paper relates to
false papers oflegitimacy. Cuttler found the initial drawing
(Text Fig. IIB) to indicate 'that the avaricious would sell
even the viaticum'. He described KI848 as 'a satire on the
greed offalse knights'.21
The Kress panel combines elements from the last three
prints of the British Museum blockbook Ars Morielldithese are almost identical with the Master E. S: s engravings
of the same subjects. The ninth woodcut shows the dying
man facing the fifth temptation: Avarice. The devil points
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to the man's friends; his speech scroll reads: Provideas
alllicis ('Provide for thy friends'). The old man in the foreground of K1848 seems to be taking coins, helping the
devil distract his dying friend from thoughts of Heaven by
reminding him of earthly pleasures.22 The guardian angel
in K1848 takes the role of the same figure in the tenth
blockbook scene entitled BOlla illspiratio allgli cOlltra avaricia
('The wise inspiration of the angel against avarice'). In the
blockbook, his scroll is inscribed NOli sis avarus ('Be not
avaricious'). Another angel holds a scroll with the words
Ne illtendis amicis ('Be not concerned for thy friends').
The friends are hidden from the dying man by a large
cloth held by the angel. In the eleventh and final woodcut,
the dying man holds a burning taper handed to him by a
monk. Bosch overpainted his preparatory drawing of a
covered cup elevated by the dying man, so that the man's
hand, rather than the cup, received the ray of divine light.
Frankfurter called the cup a viaticum; Bosch may have
meant it as such, possibly exploiting the dual significance
of this term as sacrament of the Holy Eucharist and
provider of travel money.23 The combined emblems of
divinity and eternity, the triangle and the circle, form the
lock of the treasure chest, linking it to final values.24 The
publication date of the French Cite de Dietl (1486) discussed
by Bax may provide a term ill tiS post qllelll for the Kress
panel; the latter may well date even later, after the publication of Netherlandish Ars Morielldi between 1488 and
1491.25 The widespread belief that tlle world would come
to an end in 1500 (chiliasm) also contributed to the production of subjects such as that of The Death of the Miser near
the close of the century; the millennium is a major concern
in Bosch's art.
The Kress panel was first published by GlUck as by Bosch,
describing the central figure as a miser attacked by Death,
as shown in earlier Netherlandish and French art. He
related it to the drawing of the same subject {Text Fig. IIn}
now in the Louvre. 21l Baldass characterized K1848 as an
autograph work by Bosch.27 Tolnay included the painting
in his Bosch monograph, entitling it Death alld the Miser
and describing the panel as tlle reverse of the left wing of a
triptych painted at the beginning of Bosch's second period
{1480-1510}. He noted that, while it was modeled upon
the much earlier fifteenth-century works by the Master of
Flcmalle and Roger van der Weyden, the Kress panel is less
comprehensively constructed, stresses the irrational and is
on a smaller scale in an ill-defined space.28 The Kress panel
is included in the Friedlander supplement as by Bosch.29
Baldass placed the work shortly after Bosch's completion
of The Hay tva ill {Madrid, Prado}, which he dated c. 1480,
and pointed out that the clearly visible preliminary drawing
in KI848 is particularly characteristic of Bosch.30 Combe
linked KI848 with Bosch's Ship of Fools {Paris, Louvre},
finding the technique of both panels more delicate, compact, and minute than that of The Haytvaill, pointing to
the art of Bosch's maturity when The Temptatioll of St.
Anthony {Lisbon, Museu Nacional de Arte Antiga} and
The Garden of Earthly Delights {Madrid, Prado} were
painted. He compared the setting to that of an AllIlIlllciarioll
by the Hausbuch Master {Lehrs 8}.31 The panel was dated

c. 1485 by Bax, who called it an early work because of its
conventional representation of devils, differing from those
of the artist's later oeuvre which incorporated plants and
inorganic forms. 3!! Other possible visual sources suggested
by Bax arc: the Birth of the Baptist from the Turill-Milall
HOllrs {Turin, Musco Civico} and the graphic oeuvre of
the Hausbuch Master.33 Noting some correspondence
between the Kress panel's composition and the wings of
Bosch's St. julia Triptych {Venice, Palazzo Ducale} the
panel was described in 1959 as 'modello'-like, stemming
from the end of Bosch's middle period, its foreground
characterized as a still-life.34 According to Frankfurter,
K1848 was painted c. 1500.35 Seymour noted that when
placed above one another, the combined measurements of
Bosch's Ship of Fools {Paris, Louvre} and Mall alld Woman
Drinkillg ill a Tellt {New Haven, Yale University Art
Gallery} would equal the size of the Kress panel. He
suggested that the Louvre-Yale reconstructed panel could
have functioned jointly with it as wings of a small devotional triptych. 31l Walker (p. 127) and Broadley {p. 30} both
dated K1848 c. 1490; Cinotti dated it 1490-1500.37

The Louvre and Yale panels, while close to K1848 in style,
do not work satisfactorily as a pendant. Should the two
fragments belong to the same altarpiece as The Death of a
Miser, they might have formed part of the lost central panel.
The painting's pale coloring has led most writers to
assume its having been the outer side of the left wing of a
triptych; but such need not be the case - it could have been
the inner side of a left wing or part of a fixed section of a
small polyptych. A date in the last decade of the fifteenth
century seems stylistically and symbolically correct for its
genesis; still close in physiognomy to Bosch's first known
work, The CTIICijiXiOIl (Brussels, Musces Royaux des
Beaux-Arts) of c. 1480, The Death of the Miser was most
likely painted in Bosch's early maturity. The treatment of
tlle foreground recalls that of the St. julia Altar wings
(Venice, Palazzo Ducale), executed on Bosch's Italian
journey in tlle late 1490s.38 The Miser was probably
completed shortly before Bosch's leaving the Netherlands
for Italy.

Provellance: J. Massey, c. 1926 {of the dealers Raven, Massey,
and Lester, London}.39 London, Asscher and Welker,
c. 1926. Baron Joseph van der Elst, Vienna-Rome-New
York, exhibited - New York, Knoedler and Co. Flemish
Primitives: An Exhibitioll Organized by the Belgian GOVCTIIment, 13 Apr.-9 May 1942, p. 68 (erroneously described as
in grisailIe). Kress acquisition 195 I.
Referellces: (I) For an important new biographical study,
see P. Gerlach, o. F. M. CAP., juollilllt/S van Akell alias Bosch
ell de Ollze Lieve Vrolllve-Broedersehap, in jherollimliS Bosch,
Bijdragell (supplement to the catalogue of the Bosch
Exhibition at s'Hertogenbosch), 1967, pp. 48-57. See also
Charles de Tolnay, Hierollymlls Bosch, Basle, 1937. For
valuable new interpretive studies of Bosch see Lotte Brand
Philip, 'The Prado "Epiphany" by Jerome Bosch', Art
BlIlIetill, xxxv, 1953, pp. 267 ff.; and same author's 'The
Peddler by Hieronymus Bosch, a study in detection',

The Master of the Saint Lucy Legend and Assistant:
Detail from The / lss/llIIp r;o/l mrd CorOl/(II;oH oIrhe /rlllrr awiafeiy CO/rec;IIed V;rg;/I (K 1689). Washington, D. C. (p. 6 1)

Hieron ymus Bosch: Detail from D eatl, alld ,he Miser (K 1848). Washington, D. C. (p. 66)
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Text Figs II A, II, C. Denzil nlln 1"1' Misl'r by 1-li noll Y111l1s 130sch (K I X4R). Left: illrr~-red ph o tograph .
o llnes), N~tinlla l G~ lI e r )'
An, W ~s hill gt() lI . I<ight: prepar~tnry drawillgs, Paris, L() uvre,
abille t des DcssillS, N o. Ill· 6947 recto and verso.

or

r

Text Fig

12

Hillt'll shcrgl'r AnllS attributed to Adriacn Isenbralldt
(K 611 ve rso) .

Tcxt Fig

13

A.<!(I/IY ill ,Ii .. Carnl'lI by J ail GOSSJ rt. 13e rlill , StJJ tii cil e Museell
(see

K 16( 1).

Text Fig 14 S,. ) 01111 tlie Baptist ill tlie Wi ldL'r/t('ss b y H ans M Cl11 ling . Muni c h,
Pinakothek (sec K 1840).
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Ncderlaltds KUllsthistorisch jaarboek, VIII, 1956, pp. 1-81. (2)
Charles de Tolnay, Hierollymus Bosch, New York, 1966,
p. 347, stated that KI848 was cleaned and restored in 1937.
(3) First noted by Alfred W. Frankfurter ('Interpreting
Masterpieces: Twenty-four Paintings from the Kress
Collection', Art News AII/lllal, XXI, 1951, pp. 82-129, esp.
pp. II3-14). (4) See the exhibition catalogues Middeleclllvse
KUllst der Noordelijke Nedcrlaltdelt, Rijksmuseum, Amsterdam, 1958, pp. 138-9, Cat. No. 180; jherollilllus Bosch,
Bijdragell (supplement to the Bosch exhibition), s'Hertogenboscll, 1967, Cat. No. 51 for thorough resumes of the
literature concerning tIns drawing. (5) Ludwig von Baldass,
'Ein Kreuzigungsaltar von Hieronymus Bosch', jahrbuch
der kUllsthistorischell Samm!tlllgell ill Wielt, IX, 1935, pp. 87-9,
esp. p. 89, n. 7. (6) A. E. Popham, 'An unknown drawing
by Hieronymus Bosch', Actes dll XVII Coltgrcs Illtematioltal
de l'Histoire de tArt, The Hague, 1955, pp. 247-50. (7)
Gustav GlUck, Brtlegels Gemalde, Vienna, 1932, p. 57, Cat.
No. 10. (8) Baldass, Hierollymus Bosch, Vienna, 1943, p. 23.
(9) Ibid., p. 236; pp. 67-8, p. 77. See also 1960 edition, in
English, pp. 26, 222. For the Four Last Things - Death,
Judgment, Paradise, Hell- see Reau, II, 2, pp. 637-9. (10)
Tolnay, op. cit., 1966, p. 27. For this engraving see Max
Lehrs, Geschiclzte IIIzd kritisclzer Katalog des deutschell,
lIiederliilldisclzen tllld jrallziisisclzen KupJersticlzs illl 15. jahrIIIII/dert, II, Vienna, 1910, Cat. Nos. 175/85. See also
Heinrich Theodor Musper, 'Die "Ars Moriendi" und der
Meister E. S.', Gutenberg jahrbuclz, xxv, 1950, pp. 57-66.
(n) Tolnay, Hierollymlls Bosch, Basle, 1937, p. 27 and
p. 90, Cat. No. 20; New York, 1966, p. 25. On p. 90 he
placed the Kress panel with two others showing Paradise
and Hell (New York, Wildenstein and Co.); tIle latter has
some correspondence with KI848 but does not seem to be
by the same hand. (12) Guy de Tervarent, 'The Origin of
one of Jerome Bosch's Pictures', Message: Belgiall Review,
XXXIX, 1945, pp. 44-5. For the Roman manuscript
'Collectanea Spiritalia', Rome, Biblioteca Casanatense,
MS. 1404, £ 3r, see Fritz Saxl, 'A Spiritual Encyclopedia
of tIle later Middle Ages', joumal of the Warbllrg alld
Courtallld Illstitlltes, V, 1942, pp. 82-134, esp. 98-9, reproduced pI. XXIVB. (13) Joseph van der Elst, The Last
Flowerillg of the Middle Ages, New York, 1946, pp. 103-4.
(I4) D. Bax, Olltcijferillg vall jeroell Bosch, The Hague,
1949, p. 259, n. 25. See The Ars Morielldi, (Editio Prillceps,
c. 1450) (cd. by Harry Rylands, intro. by George Bullen),
London, 1881, pp. 8 if. Bax believed the book illustrations
to be designed by a follower of Roger van der Weyden.
(IS) Bax, op. cit., p. 244, fig. 60. (16) Frankfurter, 0p. cit.,
p. 144. (17) Lotte Brand Philip, HierollYllllls Bosch, New
York, 1955, Cat. No. 14. (18) M. Bouton, Pailltillg of the
Week, II-17 May 1959, p. I, Washington, D.C., National
Gallery of Art. (I9) National Gallery information sheet,
1965. (20) Tolnay, 1966, 01" cit., p. 347. (21) Charles D.
CuttIer, 'Bosch and the Narrellsclzilf: A Problem in
Relationships', Art BlIlletin, LI, no. 3, 1969, pp. 272-6. (22)
For the five last temptations - Doubt, Despair, Impatience,
Pride, Avarice - see Reali, II, 2, pp. 655-7. The blockbook
Avarice is discussed by Rylands-Bullen, 01', cit., pp. 15-16.
Bosch may also have been influenced by the theme in a
North Netherlandish (Utrecht?) manuscript (The Hours of
6

Catherille of Cleves, New York, the Guennol Collection and
the Morgan Library) showing a death-bed scene in which
a young attendant (son?) is shown again in the bas-de-page
with bags of money at an open coffer Oohn Plummer, The
HOllrs ~r Catherille ~r Cleves, New York, 1966, pI. 41,
Morgan, p. 180). (23) Oxford Ulliversal Dictiollary, 1955,
p. 2353. (24) Locks of treasure chests in the late fifteenth
century included references to the Last Judgment. See
Jeffrey Hoffeld, 'The Art of tile Medieval Blacksmith',
BlIlletill of the Metropolitan MllseUIII of Art, Dec. 1969,
pp. 160-73, for such a lock (Inv. No. 17.190.362). (2S) For
early editions of the Ars Morielldi, see W. L. Schreiber and
Hildegarde Zimmermann, 'Ars Moriendi', Reallexikoll zlIr
delltsclzell Ktlllstgesclziclzte, I, 1947, cols. II21-7. (26) GlUck,
01" cit., p. 57, Cat. No. 10. (27) Baldass, 1935, 01" cit.,
p. 89, n. 3. (28) Tolnay, 1937, 01'. cit., pp. 27, 90, Cat.
No. 20. (29) Max J. Friedlander, Die altllitderlandisclze
Malerei, XIV, Leyden, 1937, p. 101. Also in English edition,
Early Netlzerlalldish Paillting (notes by G. Lemmens), v,
Leyden, 1969, p. 91, suppI. 135, mistakenly called grisaille.
(30) Baldass, 1943, 01" cit., pp. 67-8, 77, 236 and 1960, 01"
cit., pp. 26, 222. (31) Jacques Combe, jherollimus Bosch,
New York, 1946, pp. 20-1. (32) Bax, 01'. cit., p. 133· (33)
Bax identified the latter with Erhard Reuwich (ibid., pp.
239, 241, 258). (34) Middeleelllvse Kunst, 01'. cit., p. 139.
(3S) Frankfurter, 01" cit., p. 133. (36) Quoted by Colin
Eisler, Corplls ... ; Les Prilllitifs Fiamands, New ElIglalld
Museums, Brussels, 1961, pp. 44-9. Charles Seymour, The
Rabillowitz Collectioll of Europeall Pailltiltgs, Yale University, New Haven, 1961. See also HeU:ne Adhemar, Corpus
... , Les Prilllitifs Flalllallds, Le Musee Natiollal du Louvre,

I,

Brussels, 1962, pIs. 20-3; Roger van Sclloute, 'Over de
teclmiek van Jeroen Bosch', jherollilllus Bosch Bijdragell,
s'Hertogenbosch, 1967, pp. 72-9, esp. p. 79, n. 25.
Adhemar does not indicate acceptance of Seymour's reconstructed wing. Tolnay (1966, p. 347) does not accept the
two paintings as a pendant, nor does CuttIer. (37) Mia
Cinotti, L'Opera Completa di Bosch, Milan, 1966, p. 92, Cat.
No. 15. (38) Documentation for this will be published by
Leonard Slatkes of Queens College, New York. (39)
Possibly purchased by him in Essex. K1848 may have been
in an Irish private collection. A drawing after the painting
was made c. 1826 by W. H. Brooke, as part of a sketchbook
of the Arundel district, photo at the National Gallery of Art,
Washington, D.C.

FRANCO-FLEMISH MASTER
Active c. 1480
K1071 A/e : Figures 62-64
THE ADORATION OF THE HOLY NAME OF JESUS (B);
JEAN WOUTERS AND JEAN WOUTERS LE JEUNE
WITH ST. JOHN BAPTIST (A); JOSSINE DE BESTE
(WOUTERS) AND ELISABETH WOUTERS WITH ST.
JODOCUS (c). Montgomery, Alabama, Montgomery
Museum of Fine Arts (P362), since 1937. Oil on oak.
B: 231 X20t in. (60'3 X5I'4 cm.), cut down at top.
A: 22X8in. (55·9X20·3cm.). C: 21ix8!in. (54'9X
21'0 cm.). A: Painted within a red circle are the golden
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letters IRS {for Jeslls Rominlllll Salvator} and III ttolllille
JlteslI Omlle Gellll jlectatllr celestiuIII, terrestriuIII et i,ifemorullJ
(Philippians 2: Io-II, 'That at the name ofJesus every knee
should bow, of things in heaven, and things in earth, and
things under the earth'}.1

emtral pallel {Figure 63}: in the upper left comer the arms
are: or on a chevron gules between three parrots vert,
five fleurs-de-lis argent, below a knight's helmet crowned
and the motto j'ay biett; they belong to Jean Wouters Ie
Jeune {shown as a child inKl07IA}, the son ofJean Wouters
{kneeling in K1071A} and Jossine de Beste {kneeling in
KI07IC}. On 24 August 1505, Jean Ie Jeune married Marie
de Nieuwenhuyse. The daughter of Josse and Jossine van
Laenen, Marie died in 1532, leaving four children. The
love-knot at the top of K1071 joins the initials of Jean {1}
and Marie {M}.2 {The family motto j' ai espoir is not
included on the Kress triptych.} At the upper right, the
Wouters arms are shown with those of the Van Nieuwenhuyse: azure a house fenestrated or, surrounded by an
interlace with the device A biell viellglle. The letters 1M at
the top center are joined by love-knots. Left pallel {Figure
62}: the arms supported by an angel: or on a chevron gules
between three parrots vert, five fleurs-de-lis argent, below
a knight's helmet crowned. A mantling showing ajousting
helmet Witll a dragon above has the motto: PIllS est ell
Diell. The arms are repeated on the prie-dieu: they belong
to Jean Wouters {shown kneeling in this panel}, who was
President de la Chambre des Comptes at Lille {1513}, first
in tile Chambre's employ in 1477. He was in the service
of Philippe Ie Beau. Wouters died on 18 August 1519, and
was buried in tile Parish Church of St. Martin de
Ackerghem {Ghent}.3 Right pallel (Figure 64): the arms held
by the angel: Wouters, as above, dexter: sinister, argent
across gules, in tile first quarter a parrot vert. The latter
arms, tllOse ofJossine de Beste, are repeated on the prie-dieu
below. The motto at the top: Mafiallce est telle.Jossine de
Beste {shown kneeling at the prie-dieu in this wing}
married Jean Wouters at an unknown date. They had two
children, Jean and Elisabeth, shown in K1071A and c.
Jossine died 4 April 1505.
Panels cradled and restored in 1933 by Pichetto. Upper
central section of center panel abraded; the Christ Child
severely damaged and the donor heavily restored. Central
panel {and probably the wings} split at an unknown date
to separate the painting on the front from that on the back;
the present central subject was originally on the back of
the panel; the painting on the front is lost. 4
Ten angels venerate the central roundel inscribed with the
initials of Christ placed against a dark, bluish-green ground.
The nude Holy Infant is above, turned slightly to the left,
seated upon a tasseled cushion, his right hand raised in
benediction, the other holding a red cross.5 Golden rays,
extending behind the central medallion, emanate from a
nimbus behind Christ. Witll the exception of the left
central angel and one at the lower right, all others have
their hands joined in prayer. The angels are clad in pastelcolored, alb-like liturgical garments with long, gold
tasseled cinctures going over each angel's shoulder and

tied around the waist. A donor facing right, his hands
folded in prayer, kneels at a prie-dieu with an open book.
He wears red and green fur-lined robes; his little son in
white fur-trimmed robes kneels to the left. A bearded St.
John Daptist in a hair shirt and flowing red mantle over
the right shoulder stands to the left. He holds a lamb {with
golden cross and banner staff} on a book with his left hand;
the saint's right hand is placed close to the kneeling donor's
shoulder. Golden rays shine from his head. All three
figures are seen against a low wall with an arch-like relie£
A flying angel in pink holds the Wouters' arms at the top,
framed by a golden lattice. A landscape vista with several
buildings is seen in the background. Jossine de Beste
{Wouters} kneels before a prie-dieu at the right with an
open illuminated book showing the Virgin and Child. G
She wears a white coif, a black and white dress with a
robe doublee; the knotted girdle, probably of the female
Franciscan Ordre de la Cordeliere founded by Anne de
Dretagne, is around her waist. Her little daughter, Elisabeth
Wouters, kneels to the right in black attire also with a
Cordeliere. Jossine's patron St. Jodocus, haloed, stands
behind her, facing left. 7 He grasps a pilgrim staff with his
left hand, a crown over his wrist. A pilgrim's hat with
three gilded shells is on his back and a crimson cloak over
his shoulder. The background is similar to that of K1071B.
At the top an angel in yellow displays the donatrix' coat of
arms and motto. The cult of the Holy Name ofJesus was
especially revered by the Franciscans. 8 Doth tlle donatrix
and her daughter seem to have belonged to a Franciscan
sodality.
Friedlander described the triptych as a French work of
c. 1480.° According to Burroughs, KI071 dates from the
early sixteenth century and was painted by an artist of the
school of Memling, active in France. He related the
triptych to the style of a triptych of the Life of St. Anne
in the Jolmson Collection {Philadelphia Museum of Art}
which was mistakenly attributed to Jean Bourdichon. On
the basis of tile style of the coats of arms, he dated the
triptych c. 1500. 10 As first noted by Frankfurter, the
triptych's present central subject was originally placed on
the back rather than tile front of the panel.l l At an unknown date the central panel was split in two. The wings
were probably similarly treated. Another triptych, with
the recto of the central panel and the verso of the wings,
may be found. Possibly these areas may have been damaged,
which could also account for their separation. The Holy
Name ofJesus, a relatively rare subject for an independent
composition in the North, is found on the verso of a
Madollna alld Child by the Master of the St. Ursula Legend
{Cambridge, Mass., Fogg Art Museum}. The original front
of the central panel may also have shown a Virgin and
Child enthroned, a popular subject for newly-wed couples'
devotional triptychs. The flying angels to the left and right
in KI07IB/C may have reflected similar angels in the lost
recto of the central panel. The latter may have shown a
Virgin and Child with flying angels such as the ones seen
in the Fogg pane}.12 In all likeliliood the portraits of the
children were added to the wings, which initially may have
shown the then childless husband and wife shortly after
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their marriage. The exterior of the wings probably showed
an Annunciation. Van den Bergen-Pantens placed the
execution of the triptych c. 1490, as Jean de Wouters Ie
Jeune, who married in 1505, looks extremely young.13 She
did not believe KI07I to belong to the French style,
describing it as completely in accord with that of Bruges
with a slight influence of Hugo van der Goes in the
presentation of the donors and their patron saints.14
As the Kress triptych was in all likelihood painted in Lille,
officially French at the time, it could be included with
French art, related in style to the oeuvre of Simon
Marmion and Jean Bellegambe, both of whom were active
in the same area. Their art, however, was founded on a
Netherlandish basis. The master of the triptych was
probably trained in Bruges in the 1470S. The abstract,
elegant placement of the angels in the central panel recalls
the art of the Maitre des Moulins, another painter probably
trained in the Netherlands but active in Burgundy. The date
of 1490 for the execution OfKI07I suggested by Van den
Bergen-Pantens is plausible, but it may prove closer to
Friedlander's proposed 1480, as the donor's children look
as though they were added several years after the wings'
completion.

Provellallce: New York, F. Kleinberger Gallery (sold,
18 Nov. 1932, New York, American Art Association,
Anderson Galleries, III/portallt Pailltillgs by Masters oj
the Old Schools, p. 52, Cat. No. 39, as French, c. 1480).
Kress acquisition 1932.
References: (I) The inscription is incorrectly transcribed by
C. Van den Bergen-Pantens, 'Iconographie d'une alliance:
les Wouters et les Beste', Le Parelzemin, 16th ser., no. 140,
Mar.-Apr. 1969, pp. 389-401, esp. p. 394. (2) See ibid.,
pp. 397-8, and M. de Veggiano, Nobiliaire des Pays-Bas,
Ghent, 1865, II, p. 2153. The armorial and genealogical
research for KI07I was initiated by Jessie McNab, who
found major biographical data in the 'Gcncalogie de la
famille Wouters', an eighteenth-century manuscript
(Brussels, Bibliothcque Royale, Goethals Collection, no.
G.M.I482, fols I, 3, 4). Research has also been done by Van
den Bergen-Pantens (art. cit., pp. 389-401), who included
much new material concerning the donors' parents. (3)
Ibid., pp. 396-7. For the biography of Jean Wouters, see
M. de Veggiano, op. cit., p. 2152. (4) See technical report
by Alan Burroughs, Kress Archive. (5) The Christ Child
is mistakenly described by Van den Bergen-Pantens, art.
cit., pp. 394-6, as holding an apple. The red of the cross
symbolizes Christ's sacrifice. (6) According to Van den
Bergen-Pantens (art. cit., p. 400), the miniatures belong to
the School of Ghent-Bruges. (7) For a brief biography of
St. Jodocus, see Frederick George Holweck, A Biographical
Dictiollary oj the Saillts, St. Louis, 1924, p. 532. St. Jodocus
was also the patron ofJean Ie Jeune's parents-in-law, Josse
and Jossine van Laenen. (8) For this device, see Hans
Feldbusch, 'Christusmonogramm', Reallexikoll zlIr delltscheu Ktmstgeselzichte, Stuttgart, 1954, III, cols. 707-20. (9)
Max J. Friedlander, certificate in Kress Archive, dated
4/11/32. (IO) Kress Archive, c. 1933. The triptych is
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catalogued in Wilhelm R. Valentiner, Germall, Frellch,
Spall ish, alld Ellglish Paintings and Art Objects, Modem
Paitltings, Cataloglle oj a Collectioll oj Pailltillgs and Some
Art Objects Belollging to j. G. johnsoll, III, Philadelphia,
1914, pp. 24-5, Cat. No. 762, pIs. 264, 265. (II) A[lfred]
M. F[rankfurter], 'Eleven Gifts of the Kress Foundation',
Art News, xxxv, 13 Feb. 1937, p. 5. (12) See C. T. Eisler,
Les primitifs jlamallds, Corplls •.. IV, New Ellglalld Mllsellms,
Brussels, 1961, pp. 101-5, Cat. No. 76, pIs. CXXII, CXXVIII.
(13) Van den Bergen-Pantens, art. cit., p. 401. The donatrix'
attire is related by Van den Bergen-Pantens (pp. 400-1) to
similar clotlling shown in paintings dated between 1478
and 1500. (14) Ibid., pp. 398-9.

THE MASTER OF THE BRUNSWICK
DIPTYCH, c. 1500
The Master of the Brunswick Diptych was so named by
Max J. Friedlander after the two panels in the HerzogAnton-Ulrich Museum (Brunswick). He was a North
Netherlandish follower of Geertgen tot Sint Jans of
Haarlem, probably active there or in Amsterdam near the
end of the fifteenth century.l

Circle of BRUNSWICK MASTER
K1875 : Figure 71
NATIVITY WITH ADORATION OF THE SHEPHERDS

(Triptych). Denver, Colorado, Denver Art Museum
(E-954), since 1954. Oil on oak. Central arched panel:
161xII!in. (4I'OX28.6cm.). Left wing: 161x5iin.
(42'5 X14'3 cm.).Rightwing: 161 X5t in. {42'5 XI4'9 em.).
Abraded throughout. A split in the central panel to the
left of the head of Joseph. Traces of gesso and paint were
on the verso, which seems originally to have had a marbled
appearance. Central panel slightly cut down; left wing
split at the upper left. 2 Planed down and transferred to
veneered, cradled masonite and cleaned and restored by
Modestini in 1953/4. As the ground line of all three panels
was probably originally intended to have been continuous
and all tlle Romanesque windows to be parallel, the
Nativity seems to have been cut down at the top rather
than the bottom.
Deliver, 1954, p. 68, Cat. No. 30.
The Nativity (Luke 2:7) is depicted in the center panel.
Mary in a blue, gold-edged robe kneels to the left, her
hands folded in prayer. The nude child is laid on her
mantle, surrounded by divine light. The old Joseph, his
arms raised, kneels at the right, shown as though having
just entered. The battered wooden stable is attached to the
ruins of a large Romanesque structure, whose walls are
continued in the left side panel. The ox looks toward the
Infant and the ass turns to the crib along the end wall. 3 A
landscape vista with a town view is at the upper left. The
Annunciation to two shepherds (Luke 2:8-15), with their
flocks, is shown at the upper right wing. Two conversing
shepherds without crooks walk in the middle distance. Two
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other shepherds with agricultural implements are at the
lower left, leaning over the ruined wall of the central scene
(Luke 2:15-21). In the left wing the Romanesque ruin
encloses a hatted shepherdess with a crook and two
shepherds; her hand is on the belt and cord of the ram's
hom over the shoulder of the young hooded man turned
to the right, his hands folded in prayer; another bearded
shepherd with a crook points toward the Nativity. The
Adoration of the Shepherds represents the first appearance
of Christ to the Jews.' The absence of angels from The
Nativity is characteristic of the new realism of North
Netherlandish art, also seen in depictions of the same
subject by or after Bosch (Wallraf-Richartz Museum,
Cologne). The exterior of the wings of KIS75 may have
shown an Annunciation - a logical preface to the subjects
within; it may have resembled the AtlIlIInciation by the
Brunswick Master (Glasgow Art Gallery and Museum,
Burrell Collection), which has a curved top. The Joseph
resembles those by Petrus Christus (Washington, National
Gallery of Art, Goldman Nativity) or after Hugo van der
Goes (Adoration of the Shepherds, Earl of Pembroke, Wilton
House). Other aspects of KIS75 also point to a Goesian
origin (a shepherdess is in the background of the Portinari
Altar [Florence, Uflizi]), or to reflections of Hugo's art in
Gerard David and Geertgen tot Sint Jans.
The triptych generally resembles the style of the Brunswick
Master, especially in its spatial organization; but the Kress
panels are somewhat more mannered and elongated in
figure treatment, less concerned with a Geertgen-like
plasticity than is the Brunswick Master. It is closer in
approach to a Visitation by an otherwise unknown North
Netherlandish Master of c. 1500.5

Provellance: Frederick Mont, N ew York (purchased in
Geneva, Switzerland). Kress acquisition 1952, exhibitedWashington, D.C., National Gallery of Art, Art Treasllres
for America, 10 Dec. 1961-4 Feb. 1962, Cat. No. 62.

coat-of-arms - vert a cock or - is on the back, with seven
French customs stamps. Restored by Modestini in 1954.
The portrait is very poorly preserved; the verso appears
to have been executed at a considerably later date than the
recto.
Denver, 1954, p. 70, Cat. NO.3!.
A young, plump man at prayer, facing to the right, is
shown in a fur-lined overgown, against a dark background. The panel may originally have been the left wing
of a triptych with the donor's wife on the right wing and a
devotional subject in between. The dark, curly, wig-like
hair is for the most part a later addition.
K2043 was attributed to Giovanni Bellini in IS65.1 It was
ascribed to Gerard David by Friedlander.2 The delicately
executed hands recall the art of Dieric Bouts and Hugo
van der Goes. A similar hair-style is worn by the donor in
a triptych by Adriaen Isenbrandt, c.1510 (Bruges, S.
Sauveur). The portrait appears to date from the very late
fifteenth century. It is too heavily restored to make more
specific dating or attribution possible.

Provenallce: Duchesse de Berri, Venice (sold Paris, Hotel
Drouot, Cataloglle des Tableallx anciens et modemes cOlllpOSallt

a

la Galerie dll Palais Vendralllilli [sic] .•. et appartenallt Mille.
la Dllchesse de Berri, 17-IS Apr. IS65, p. 5, Cat. No. IS, as
'Bellini Oean) Tete d'homme au pricre. bois. haut. 30 cm.;
largo 22 cm.'). Professor Pollatchek, Budapest, exhibitedBudapest, 1902, with art works in the possession of
physicians.3 Comte L. Edelsheim-Gyulai, Budapest.' New
York, Wildenstcin and Co. Kress acquisition 1954.
Referellces: (I) Duchesse de Berri Sale, IS65, Cat. No. IS,
Paris, Hotel Drouot, 17-IS Apr. p. 5. (2) Kress Archive,
5/VII/4S. (3) According to Wildenstcin brochure. (4) Ibid.

MASTER OF HOOGSTRAETEN
Referellces: (I) See MaxJ. Friedlander, Die altlliederliindische
Malerei, v, Berlin, 1927, pp. 51 fE, 134 fE (2) At some point,
the left hand of the young shepherd in the left wing was
mistakenly merged with the drapery of his older companion. (3) See Panofiky, pp. 277-S. (4) For the iconography
of the Nativity and the Shepherds' Annunciation and
Adoration, see Reali, II, 2, pp. 2IS-31, 231-6; Isa Ragusa
and Rosalie B. Green, ed., Meditations on the Life of Christ,
Princeton, 1961, pp. 46-7. For the presence of the
shepherdess, see Reali, loc. cit., p. 234. (5) Friedlander, op.
cit., p. 13S, Cat. No. 42, and pI. XXVIII (sold at auction,
Paris, 13 June 1913).

NETHERLANDISH,
K2043 :

C.

1500

Figure 57

DONOR AT PRAYER. Denver, Colorado, Denver Art
Museum (E-955), since 1954. Oil on oak. IIi XS! in.
(2S'9 X21'0 cm.). An unidentifiable and severely abraded

This master was identified by Max J. Friedlander with a
series of panels grouped around an altar for the church of
Hoogstraeten and executed C. 1505. The author of these
panels was active in Antwerp but may, according to
Friedlander, have originally worked in Bruges and, with
many other artists, left that dwindling center at the end of
the fifteenth century to work in the prospering court of
Antwerp.1

ANTWERP SCHOOL:
Master of Hoogstraeten (?)
K16 :

Figure

72

VIRGIN AND CHILD WITH ST. CATHERINE AND ST.
BARBARA (Triptych). New York, Mrs. Rush H. Kress
Collection. Oil on panel (oak?). With frame: center
121 X9! in. (31'S X23'5 cm.), left 121 x4! in. (31'S X
12'lcm.), right 12tX41in. (3I,SXII·5cm.); without
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frame: center IOX7in. (2S·4XI7·8cm.), left IO!X3in.
(26·6 X7·6 cm.), right 121 X4! in. (31.8 XII'4 cm.).
Cradled; all three panels in original frames. Two vertical
splits or joins in central panel near left ear and right hand
of Virgin; split through center of left wing; all three
heavily repainted.
The arched triptych shows the half-length figure of the
Virgin holding the Child at the center. St. Catherine in
regal garb, holding a book and her attribute, the sword,
is in the left wing, and in the right is the richly dressed,
reading St. Barbara with her attribute, the tower, in the
landscape background. All three holy women are in the
same interior, the saints standing in the corners and the
Virgin in the center, with a vaulted wooden ceiling and a
long horizontal window in the background. The Virgin
and Child are seen against a rich velvet hanging; the Child
looks out at the spectator, his right hand resting on the
Virgin's breast, which she is about to expose with her right.
Mary's downcast visage reflects her anticipation of the
Passion. In her role as divine intercessor for mankind at
the moment of the Last Judgment, she is depicted showing
her breast in a similar manner. This is the reason for the
selection of this subject by the original owner of this small
devotional triptych. 2
Adolfo Venturi attributed KI6 to the Master of the Female
Half-Lengths;3 and Raimond van Marle noted elements in it
from Gerard David. 4 Friedlander included KI6 in the
oeuvre of the Master of Hoogstraeten.6 Jacqueline Folie
and Nicole Veronce-Verhaegen accepted Friedlander's
attribution but noted resemblances between KI6 and other
Antwerp artists of the early sixteenth century such as the
Master of the Morrison Triptych and the Master of the
Andre Madonna. G
The extensive repainting of K16 makes a specific attribution
difficult. The triptych is certainly from the School of
Antwerp in the early sixteenth century and shows many
.of the characteristics of the Master of Hoogstraeten - most
notably his fondness for a horizontal landscape background.

Provenance: Contini-Bonacossi, Rome. Kress acquisition
1927·
Referellces: (I) Max J. Friedlander, Die altlliederliilldische
Malerei, VII, Leyden, 1934, pp. 100-4. (2) See K615, p. SO,
for a discussion of the iconography. (3) Notes in Kress
Archive. (4) Kress Archive, 1936. (5) Friedlander, op. cit.,
XIV, Leyden, 1937, p. 1I0 (supplementary to VII). (6) Letter
of 20/IX/67.

ADRIAEN ISENBRANDT
Isenbrandt was listed as a foreigner when first inscribed in
the Bruges Painters' Guild in 1510. He occupied a prominent place in the guild from then until his death in 1551.
A series of paintings reminiscent of Gerard David in style,
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yet mostly somewhat later in date and employing a wider
variety of sources, was ascribed to Isenbrandt by Hulin de
Loo. The grouping of works under Isenbrandt's name has
been further defined by Friedlander.1 No surviving painting can be securely given to him, as no signed or documented works are known. Isenbrandt may perhaps have
first worked in Antwerp, as landscapes in several paintings
ascribed to him reflect the art of that center. He was presumably an eclectic, since works accepted as by him
combine aspects of early Netherlandish painting with
motifs from the Italian Renaissance and the graphic oeuvre
of Albrecht Durer.

Attributed to ADRIAEN ISENBRANDT
K6A/n : Figures 65. 66
DIPTYCH: MADONNA AND CHILD WITH A HILLENSBERGER [Ehrenberger] DONOR. Coral Gables, Florida,
University of Miami, Joe and Emily Lowe Art Gallery
(61.060.001), since 1961. Oil on oak panel. K6A: 12! X8! in.
(30.8X21.ocm.), K6B: 12!X8!in. (31'IX21·ocm.). Inscribed DO [sic] ICK. HABDE DISSE . GHESTALT . WAS
ICK' 32 IAER ALT.A· 1513 D. I. FEBRVARII. Coat-of-arms
on back ofK6n: Quarterly I and 4: sable, two pales argent,
a cllief gules; 2 and 3 argent, on a bend sable three estoiles
or. Ensigned by a tilting helmet bearing the crest: an estoile
or between two lances sable and argent tipped gules (see
Text Fig. 12}.2 These are the Hillensberger arms, shown
also on donor's ring. 3 The inscription may be translated as 'I
ordered this when I was thirty-two years old, 16 February
1513' or 'This is the way he looked when he was thirty-two
years old, 16 February 1513.'4 As noted by Shapley, the
inscription was partially misunderstood at the time of a
restoration. 6 Both panels abraded. 6 Cleaned and restored
by Modestini in 1961.
Miami, 1961, p. 86.
The Virgin is seated, shown to just below the knee, holding
the nude Christ Child on her lap with her right hand and a
bunch of flowers with her left; golden rays surround their
heads. A diadem in her long hair, Mary wears a gown with
richly jeweled borders. The Child, on a white cloth, holds
the wing of a parrot with his right hand and grasps the
bunch of flowers with his left. A bull's-eye window is at
the left; a landscape vista seen through the opening at the
upper right of the left panel is continued in the donor panel
to the right showing a seaport in a mountainous setting.
The donor, in half-length, his hands folded in prayer,
wears a quilted doublet under a sleeveless, fur-collared robe.
A towel and a lavabo in a niche at the right refer to purification (Ephesians 5: 26). 7
K6A/B was ascribed to Albrecht Durer until shortly before
1831, when it was re-attributed to an anonymous Lower
German master. 8 Friedlander gave the diptych to Adriaen
Isenbrandt, noting that K6A was copied after Jan van Eyck's
Vall der Paele Altar (Bruges, Musee Communal, dated
1436}.9 The adaptation of the composition of Jan van
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Eyck's Vall der Paele Altar for use as a diptych with a halflength donor portrait began in Bruges early in the second
half of the fifteenth century.lO By the early sixteenth
century, such works continued to be produced by the
artists ofBruges and other centers.l l The land and seascape
in the distance of K6n is closer in style to the school of
Antwerp than to that of Bruges. Isenbrandt incorporated a
similar vista in a donor portrait which, like K6n, was the
right wing of a diptych. 12 The attribution of this diptych
to Isenbrandt is consistent with the works accepted as his.

Provenallce: Bernhard Hausmann, Hannover - exhibited by
him from 1827 onward in the Stadtbibliothek, Hannover.
K6A/n were given the inventory number 46,9066 in the
Katalog der Hallsmann'schel1 Gemalde Satlllllltlllg in Hannover,
Drunswick, 183 I (Abschrift), as by Durer.l3 King George V
of Hannover, Schloss Herrenhausen (Verzeicllllis der VOII
S. M. dem Konige angekatiften Hallsmalllz'scheu GemaldeSalllmillng ill Hannover, Hannover, 1857: 'Alt-Niederlandischer Meister, No. 46 Maria mit dem IGnd, No. 47
Ein Mannliches Portrait, als Haus- und Andachtsbild
zusammengehorig').u A. Contini Bonacossi, Rome. Kress
acquisition 1927, exhibited - National Gallery of Art, Art
TreasllresJor America, 10 Dec. 1961-4 Feb. 1962, Cat. Nos.
46 and 47.
References: (I) Georges Hulin de Loo, Catalogue de
l'Expositioll de tableallx jlamands des XIVe, XVe et XVIe
siecles, BTIIges, 1902, Ghent, 1902, pp. lxiii ff., and Max J.
Friedlander, Die altuiederliindisclle Malerei, XI,Leyden, 1934,
pp. 79-97. (2) Sec V. Rolland, Plallcl,cs de ['Armorial General
de j. B. Rietstap, Paris, 1909, III, pI. ce. The Kress panel
shows Hillensberger arms in the first quarter. The second
quarter may represent the LindenfeIs arms (op. cit., V [1912],
pI. 70). (3) Infra-red photographs show that the donor's
hands were originally placed considerably higher. (4) The
latter is favored by Dr. Arndt (Herolds-Ausschuss der
Deutschen Wappenrolle), who transcribed the inscription:
Als er hatte diese Gestalt, war er 32 jahre alt anno 1513,
6. Febmar. Kress Archive, letter dated 3/IV/70. (5) Miallli,
1961, p. 86. (6) According to Alan Burroughs, the painter
of K6n pressed the still wet paint with his hand to 'soften
the sharpness of the brushwork', but it may prove that
the 'fingerprints' on the surface of K6n resulted from
faulty restoration. (7) For the iconography of the parrot
in the Van de Pae/e Madollna and the adaptation of that
painting in the sixteenth century, see E. K. J. Reznicek,
'Dc reconstructie van "t' Altaer van S. Lucas" van Maerten
van Heemskerck', Cud-Holland, LXX, 1955, pp. 233-46.
(8) Hausmallll Katalog, Brunswick, 1831. (9) Kress Archive,
19/X1/38. (10) A fine example - the work of an anonymous
Druges master - is in the Lee Collection, Courtauld
Institute Galleries, London. (II) Very close to K6A is a
half-length Virgin and Child attributed to Jan Provost
(Madrid, Marques de Santo Domingo, Reznicek, op. cit.,
p. 243, fig. 7). Others (attributed to Ambrosius Denson) are
owned by the heirs ofD. G. van Deuningen (Vierhouten),
in Notre-Dame, Assebroek, and formerly in a New York
private collection (sold Parke-Bernet, New York, Sale oj
Somers Collection and others, 26 May 1943, Cat. No. 66
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A and n). (12) Friedlander, op. cit., pI. LXXVII, Cat. No. 216
(ex coIl. Castiglioni). (13) His notations in the published
catalogue (copy in Hannover Stadtbibliothek) state that
K6AJn is not by Durer but rather a very fine painting of the
Lower Rhenish school. (14) Duke of Braunschweig and
Luneberg (0. Eisenmann, Katalog der zum Ressort der
Koniglichel1 Verwalttlllgskomlllissioll gehorigell Sallll1lltlllg VOII
Gemalden, Skulpturen tllld Altertiimem illl ProvincialMlIseulIIgebiiude Zll Hannover, Hannover, 1891, III, p. 159 (,
Cat. No. 358: Niederliindishc1,er (?) Meister 1513 Reisealtarchen Diptychon ... [Dr: Bode halt das Altarchen fur
Niederlandisch]. See also J. Reiners, Katalog deT zur
Fidei Galerie des Gesamthauses Braunschweig tlnd Liineberg
gehorigell Sallltllltlllg VOIl Gemalden IlIld Skulpturell illl
Provincial-Muselllll Zll Hannover, Hannover, 1905, p. 138,
Cat. No. 426 as unknown Lower Rhenish (?) master.

JAN PROVOST
Jan Provost was first recorded in 1491, when he married the
widow of the prominent painter Simon Marmion, who
had died at Valenciennes two years earlier. He came from
Mons in the Hainault (Belgium) but may have been
trained in the North of France. Provost is probably identical
with an artist of the same name listed as a master in the
Antwerp Painters' Guild in 1493. The painter established
himself in Druges in 1494 where he occupied important
posts in the Guild and died in 1529. Very few documented
works survive, all of which stem from Provost's last years;
a Last judgment (Druges, Musee Communal) of 1524-26
shows the artist's adaptation ofItalianate forms toward the
end of his life. Following Gerard David's death in 1523,
Provost was perhaps the major artist active in Bruges. 1

K

1990 : Figure 67

THE PRESENTATION OF THE CHRIST CHILD IN THE
TEMPLE. Denver, Colo., Denver Art Museum (E-956),
since 1954. Oil on panel (fruit wood?). 391 X28i in.
(99.8 X72'0 cm.). Losses in area of neck of woman in left
foreground. The panel was probably cut down at top and
bottom, possibly at sides. The figures in the foreground
may originally have been full-length. Pentimenti in profile
of left foreground female. Generally very well preserved.
Coat of arms at the left: argent on a fess gules, four letters
of the alphabet argent. Arms at the right: argent, three
martlets or.
Denver, 1954.
The Presentation takes place in an ecclesiastical setting
(Luke 2:22-38).2 A bearded elder in rich liturgical garb
stands at the right of the covered altar holding the nude
Christ Child.3 To the left is the prophetess Anna, in a
white coif, her right hand raised toward Mary, as she
anticipates the Virgin's future suffering. Next to Anna is
a bearded, dark-haired man, probably Joseph. Mary stands
to the left, her eyes downcast, her hands crossed before her,
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dressed in nun-like garb, in a wh~te coif covered by a dark
mantle. In the left foreground a handmaiden in right profile
wearing a red fur-trimmed dress and elaborate coiffure
places a cage with two doves (Leviticus 12:6-S) upon the
altar table with her left hand, raising her dress with her
right. A second, barely visible attendant is placed behind
her on the far side of tlle altar. Of tlle two men standing at
the extreme right, the beardless figure may be a selfportrait of the artist.' Stained glass windows at the upper
left show a regal man with a scroll (David?) and a woman
with a longer scroll (a sibyl?). A coat-of-arms appears
below each. A statuette of Moses holding the rod and
tablets of the Law is at the upper center of K1990: this
image refers to the Mosaic code where the ritual of
purification was prescribed for which Mary came to the
Temple. The statue also symbolizes the Old Dispensation
(indicated by the tablets of the Law) replaced by the New
Dispensation, that of Christ. A brass (dinanderie) singlearmed wall sconce with a single burning candle just below
the Moses indicates tlle feast of Candlemas. Piers with
Italianate relief ornament and acanthus capitals are at the
right; arched windows are seen beyond the piers.
K1990 was attributed to Isenbrandt when in the Ashburnham Collection.!> It was given to Provost by William
Suida. The figures were probably originally shown in fulllength, the panel having been cut at the top and bottom
(left and right?) at an unknown date. In all likelihood, it
formed the inner right wing of a triptych. (See K20SS,
pp. 57-9.) The style of tlle Presentation recalls the Italianate
art of Quinten Massys and Bernard van Orley. The composition is partially based on the same subject (n.SS) in
Durer's woodcut series Life oj the Virgin, completed before
1506. The general disposition of the figures is similar,
especially that of Mary (the foreground female attendant
is not derived from Durer). Provost was Durer's host when
the latter came to Bruges in 1520 and 1521.
K1990 dates from Provost's late period, close in style to the
central panel of his Scenes from tlte Lives oj SS. Anthony oj
Padua and Bonaventura of 1521 (Brussels, Musces Royaux
des Beaux-Arts) and is among the artist's major works.

Provenance: Said to have been in the collection of King
William II of Holland. G Earl of Ashburnham, London.
Lady Catllarine Ashburnham (sale, London, Sotheby's,
The Aslibumltam Collections, Part I: Catalogue oj Paintings
and Drawings oJthe Continental Schools, 24June 1953, p. 24,
Cat. No. 57, as by Isenbrandt; purchased by H. Barr. New
York, David M. Koetser Gallery. Kress acquisition 1954.
References: (I) The major study of Provost is by Max J.
Friedlander, Die altniederliindisclle Malerei, IX, Berlin, 1931,
pp. 74-92. (2) For this tlleme see DorotllY Schorr, 'The
Iconographical Development of the Presentation of Christ
in the Temple', Art Bulletin, XXVllI, 1946, pp. 17-32; Rea",
11,2, pp. 261-6. This occasion and the feast commemorating
it are variously known as the Presentation of Christ, the
Purification of tlle Virgin, and Candlemas (for the blessing
of candles on that day; c£ Luke 2:32, 'a light to lighten
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the Gentiles'.) (3) He may represent Simeon rather than
the priest; by tlle sixteenth century these figures tended
to be conflated so that exact identification is uncertain.
(4) Suggested in Denver, p. 72. (5) The AsTtbIlTllham
Collection, Part I: Cataloglle oj Paintings and Drawings of the
Continental Schools, Sotheby and Co., London, 24 June
1953, p. 24, Cat. No. 57. (6) A Presentation in tlte
Temple is listed as 'Ecole de van Eyck', Cat. No.
35, in the Amsterdam sale, but the measurements do not
correspond to tllOse OfK1990. The Kress panel may perhaps
be Cat. No. 190, listed as 'Simeon tenant l' enfant Jesus sur
les bras', by an anonymous master, no measurements given.
Catalogue des tableaux anciens et modemes, de divtrses ecoles:
dessins et statues . .. Jormant la Galerie de Jell Sa Majeste • ..
Guillaume II, Roj des Pays-Bas, Amsterdam, 12 Aug. IS50.

Attributed toJAN PROVOST
[Goswyn van der Weyden]
K2166 :

Figure 68

MADONNA AND CHILD WITH ST. ANNE. Nashville,
Tennessee, George Peabody College for Teachers, Kress
Study Collection, since 1961. Oil on pine (or oak?).
19 X 131 in. (4S·3 X34·9 cm.). Restored by Modestini in
1961.
Acquisitions, 1961.
Mary is seated at the left on a faldstool holding the nude
Child on her lap. His right arm is raised as if in benediction,
and his left arm is extended toward an apple held by St.
Anne, who wears a white coif and a cloak over a furtrimmed dress. The figures are shown in an enclosed
garden, symbol of Marian purity, filled with daisies,
columbine, strawberries, and violets. l The iris growing
near to Mary refers to the Sorrows of the Virgin. 2 The
open book in St. Anne's lap and the apple probably
symbolize Christ's role as the new Adam, Savior of
mankind. The women's pensive demeanor points to their
cognizance of the Passion. The two old men by a cottage
at the upper left near a dove-cote, one of whom is seated
reading, are Joseph and Joachim. A wooded landscape is in
the background with a white dog at the left. The group in
the foreground is known in Northern art as the Anna
Selbdritt.3
The following four known paintings similar in composition to K2166 are all inferior in quality to the Kress panel
and are based upon it or a lost work. The first of these is in
London, National Gallery, No. 10S9 (Davies, Early Netherlandish School, National Gallery, London, 1968, pp. 140-1).
15! XI2 in.; it is described by Davies as 'feeble, probably
Bruges School, c. 1525'. The second is in Barcelona, Puig
Palau Collection; the third, in Strasbourg, Musee des
Beaux-Arts, acquired in 1935, Cat. No. SI, 19t X 15i in.
This has been attributed by Friedlander (Die alt1liederliindisclle Malerei, Leyden, 1933, XI, p. 120, Cat. No. 5I),
to the Master of the Antwerp Epiphany. Finally a version
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in Amsterdam, Douwes, 1938 is listed as Isenbrandt (Witt
Library photo); it includes two extra figures.
According to von Engerth, the Kress panel was ascribed
to Lambert Lombard in Prague in the early seventeenth
century.' When exhibited in 1783 in Vienna, at the
Belvedere, K2166 was attributed by Mechel to Hieronymus
Bosch.s Gluck noted that, according to Scheibler, the
landscape was close to the early art of Herri met de Bles
and the figures close to those of Patinir. Gluck dated the
Kress panel c. 1510 and attributed it to Goswyn van der
\Veyden. G According to Jacqueline Folic and Nicole
Veronce-Verhaegen, K2166 may be by Jan Provost; they
suggested that the differences in the physiognomies in the
Madollna and Child witll St.Alllie and those seen in Provost's
secure works may be due to overpainting. 7
Such paintings as Provost's Madonna ill the Clouds (Leningrad, Hermitage) and an Atlllllnciation (formerly Berlin,
art market) offer considerable stylistic analogies to K2166.
It must be appreciably earlier in date than t e Presetltatioll
K1990, p. 74). 8

Provenance: Imperial Hapsburg Collection. Kunsthistorisches Museum, Vienna. 9 New York, Drey Gallery.
Kress acquisition 1957.
Referellces: (I) For the symbolism of the columbine, sec
K2II4, p. 10 above, note 10; for the daisy sec Lottlisa
Behling, Die Pjlallze in der mitte1alterlicllen TajellllalerLi,
Weimar, 1957, p. 34. (2) For the iris seeKI646, p. 49,
note 8. (3) For the iconography of the Alina Se1bdritt, sec
Beda Kleinschmidt, Die Izeilige Anna, Dusseldorf, 1930;
Reali, II, 2, pp. 75-9; 84-90; 146-8; Lexikoll der Mariellkllnde,
I, col. 248. (Sec also K1972, p. 29, Hans Baldung Grien.)
(4) As 'Maria und Elisabeth mit einem Kindlein, von
Lambardus de Lambardi' (folio 40a of the inventory of the
Prague KllIIstkammer; also No. 109 of Prague inventory in
Wrangl'schen Schlosse Stokloster). Sec E. R. von Engerth,
KlIlIstlzistorisclle Samtlllllllgell des allerhoclzsteu Kaiserllauses.
Gemalde. BescTtreibwdes Verzeiclmiss, II, Niederlandische
Schulen, Vienna, 1884, p. 304, Cat. No. 1049. The painting
was hidden when Queen Christina of Sweden came to the
city. (5) The exhibition catalogue reference, Mechel, 1753,
p. 158, Cat. No. 32. is given by von Engerth. No mention
of the Kress painting was found in Chretien de Mechel,
Catalogllf des tableallx de la Galerie Imperiale et Royale de
Vitlme, 1784, p. 158, Cat. No. 32, aldlough cited by von
Engerth. It was presumably listed in another Mechel
inventory. (6) Gustav Gluck, Katalog der GemaIdegalerie,
Kunsthistorisches Museum, Vienna, 1928, p. 254, Cat. No.
679. (7) Kress Archive. (8) Sec Friedlander. Die altniederliindisclle Malerei, IX, Berlin, 193 I, p. 147, Cat. No. 141;
p. 150, Cat. No. 177; and pIs. LXX, LXXIX. (9) In the
catalogue of 1880 (p. 65, Cat. No. 46) K2166 was listed as
by an unknown artist; from 1884 to 1907 it was listed as
Netherlandish, first half of the sixteenth century. In 1928
(Katalog der Gemii/degalerie, Vienna, 1928, p. 254, Cat. No.
679) it was given to Goswyn van der Weyden; repeated
in 1938.

QUINT.EN MASSYS
Quinten Massys was born in Louvain in 1466; he became
the leading master of Antwerp, where he died in 1530.1
The artist combined his Netherlandish pictorial heritage
with new decorative motifs and compositions from the
Renaissance art of Northern Italy. A master of physiognomical exploration and of subtle, cTtaugeant coloring,
Massys brought togetller aspects of the art of Hugo van
der Goes and of Leonardo da Vinci. Unlike the 'Antwerp
Mannerists', Massys preserved the monumental tradition
of early Northern art, providing an important point of
departure for Netherlandish painting of the later sixteenth
century. The artist had a large number of studio assistants;
many of his works were painted for export.

Referellce: (I) Max J. Friedlander, Die altuiederliiudisc1le
Malerei, VII, Leyden, 1934; K. G. Boon, Quintetl Massys,
Amsterdam, 1942; Ludwig Baldass, 'Gotik und Renaissance
im Werke des Quinten Massys', JaTtrbuclz der ktlustTtistorisclleu Samllllllllg£ll ill Wiell, n.s., VII, 1933, pp. 137-82.

Studio of QUINT EN MASSYS
K

1903 : Figure 69

SAINT CHRISTOPHER. Allentown, Pennsylvania, Allentown Art Museum (6I.47.G) since 1960. Oil on oak.
26!XI9 in. (66.6X48·3 em.). Cleaned, cradled, and restored by Modestini in 1952/53. Split down center of panel;
well preserved.
Allelltown, 1960, p. 88. Reproduced in color in Seymour,
p. 77, fig. 69·
St. Christopher, in a purple tunic and flowing red mantle
and a white head-band, grasping a staff, is seen almost
frontally. The Infant, in a purple robe, is perched on
Christopher's shoulder. His right hand raised in benediction,
Christ grasps Christopher's head-band with the other. The
giant saint stands in the harbor water, cliffs to the left and
right, ships and mountains in the distance. The setting sun
gives a yellow tinge to clouds in the blue sky. Christopher
(the Greek word for Christ-bearer) was a human ferry who
bore people across a river. The Christ Child grew, as the
ferryman carried him, increasingly heavy: an allegory of
Christ bearing the sins of the world. 1
The composition of KI903 is based upon a lost Eyckian
work known from a silverpoint drawing in the Louvre
(Cabinet des Dessins) and a panel painting sometimes
attributed to Dieric Bouts (John G. Johnson Collection,
Philadelphia Art Museum). Many Netherlandish painters
in tlle mid- and late fifteendl century continued utilizing
the composition, most notably Bouts and Memling. 2 The
Kress panel is extremely close to an early depiction of the
same subject by Quinten Massys (Antwerp, Musee Royal
des Beaux-Arts) and to a painting attributed to Albert
Bouts, probably dating c. 1490 (Modena, Galleria Estense).3
Christopher's pose is reversed in the Antwerp painting.
While shown parallel with the cliffs in the Kress panel, the
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saint is placed before the cliffs, nearer the picture plane,
in the Antwerp work. Christopher's drapery, the Infant,
and the landscape of K1903 are closer to the Modena panel
than to the Antwerp example. The Kress panel omits the
hermit with lantern seen on the left in the Antwerp
painting.
Friedlander gave K1903 to Quinten Massys.4 Payne stressed
the correspondence of KI903 to the Modena panel and
found the attribution of the Kress example to Massys
himself dubious. 5 Shapley (AlletltolvlI, p. 88) dated KI903
c. 1490, approximately contemporary with the Antwerp
painting by Massys, and accepted his authorship for the
Kress panel.
The high finish and almost microscopically rendered detail
of the Kress panel suggest its execution by a master who
was close to Jan Gossart's aesthetic and active in Massys'
circle. Such an artist executed panels now in Portugal in
the style ofK1903.6

Provetlatlce: Dr. von Cranach, Wartburg, Thiiringen,
Germany, according to Knoedler. New York, M. Knoedler
and Co. Kress acquisition 1952, exhibited - Art Treasllres
for America, Washington, D.C., National Gallery of Art,
10 Dec. 1961-4 Feb. 1962, Cat. No. 61.
Referetlces: (I) For the iconography of St. Christopher, see
Reali, III, I, pp. 304-13. (2) For depictions of Christopher
by Bouts and his circle, see Wolfgang Schone, Dieric BOllts
ulld seitle Schllle, Berlin-Leipzig, 1938, pp. 143 f£ (3) For
the Antwerp painting, see Max J. Friedlander, Die
altlliederliitldisclle Malerei, VII, Leyden, 1934, pp. 33, II9,
Cat. No. 32, pI. 31. See also Friedlander, 'Quentin Massys:
Reflexions on his Development', Bllrlitlgtoll Magazitle,
LXXII, 1938, pp. 53-4. For the Modena painting see
Friedlander (Die alttliederlilildisclle Malerei, III, Berlin, 1925,
p. 121, Cat. No. 71, pI. LXIII) and Schone (op. cit., Cat.
No. 125, p. 144), who believed it to be copied after a lost
Dieric Bouts of c. 1470. The Kress panel may be more
directly based upon a lost Dieric Bouts than upon either
the Antwerp or Modena paintings. (4) Certificate in Kr~ss
Archive, 1950. (5) Jensene Godwin Payne, 'The iconography of St. Christopher in Fifteenth Century Netherlandish Painting', M.A. thesis, New York University,
1964, p. 61. (6) See Luis Reis-Santos, 'Edouard Portugalois,
disciple et collaborateur de Quentin Massys', Patltheotl,
XXVI, 1968, pp. 185-96, pIs. 12a, 12b, two wings in Lisbon,
Museu Nacional de Arte Antiga.

Circle of QUINT EN MASSYS
KI688 : Figure 70
SALVATOR MUNDI (The Savior of the World). Raleigh,
Nortll Carolina, North Carolina Museum of Art
(GL.60.17.62), since 1960. Oil on thin, uncradled single oak
panel. 21 XI41 in. (53·3 X36·2 cm.). Slight abrasion to left
of nose and at right of moutll. Initially hair was behind left
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shoulder, with left ear visible; face somewhat rounder;
change in hairline and at right. Restored by Modestini in
1950.
Raleigh, 1960, p. 126. Reproduced in color, Raleigh,
p. 127·
The Savior, in regal, gold-embroidered, red robes, has
his right hand raised in benediction; his left grasps a
jeweled crystal orb surmounted by a jeweled, open-work
gold cross. His quatrefoil jeweled golden morse shows
Moses enthroned holding the Tablets of the Law. Heaven
is indicated by clouds along the lower edge and the upper
corners of the panel. Christ's halo of incised parallel lines
is covered by a painted one; his hands and a castIe (?) are
reflected on the crystal orb. God's regal attributes show
him as King of Heaven and Savior of the Earth. Moses,
on his morse, is included as giver of the Old Dispensation,
prefiguring Christ as giver of the New. l The orb symbolizes tIle world as created and ruled by God; the cross
above indicates tIle salvation of Mankind through the
sacrifice of his Son. The castIe reflected on the orb may
symbolize the 'Heavenly Jerusalem'.2
The panel was attributed by Friedlander to Hans Memling. 3
Suida and Shapley (loco cit.) listed KI688 as by Quinten
Massys, describing it as more Leonardesque than the same
subject by Massys in Antwerp (which is generally dated
before 1508) and proposing a date of 1510-15. Ferber
pointed out that the amethysts in the morse 'refer to the
royalty of Christ as well as alluding to His blood, the
Eucharist element which is a sign of the New Covenant.
Pearls are symbolic of the purity and divinity of Christ's
origin. Within this setting Moses' Old Law has been replaced by the New: a juxtaposition in which Christ as
Salvator MUtldi supersedes Mosaic Law as the means to
salvation'. According to Ferber, the orb with seams is
'shown as a man-made object - tIle earthly globe' reflecting
Netherlandish architecture contemporary with Massys.4
K1688 is based upon East Christian images of the Vera Icoll
as adapted by Jan van Eyck for the central figure of God in
tIle Ghellt Altar. A painting by Robert Campin (?) Heads
of Christ alld the Virgill Oohn G. Johnson Collection,
Philadelphia Art Museum) and the central figure in Roger
van der Wcyden'sBraque Triptych (Paris, Louvre) may also
have contributed to tIle design. The artist may have consulted works by Memling (Norton Simon Collection, Los
Angeles; Antwerp, Musee Royal des Beaux-Arts). The
work closest to K1688, by a follower of Massys (London,
National Gallery), has a companion wing with Mary to
the right, forming an arched diptych. 5 The Kress panel
seems also to have been originally planned with an arched
top. It may have formed half of a diptych, with a companion panel (at either tIle left or the right) showing the
Virgin as Queen of Heaven or Mater Dolorosa interceding
for Mankind, in three-quarter view, her hands in prayer.
K1688 is far more conservative in style than the relatively
early Massys Salvator MUlldi (Antwerp, Musee Royal des
Beaux-Arts).6 The Kress panel is probably based upon a
later, more gotIlicizing work by Massys known from the
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London copy. According to Baldass, the London panel
stems from an even earlier design than that of Massys'
Antwerp Salvator MlIlldi.7 The treatment of the hands in
KI688 is strikingly close to Van der Weyden whose art
was still closely copied in Brussels and Antwerp by Colin
de Coter at the end of the fifteenth century. The proposed
date of ISla-IS seems reasonable.
Provellallce: Spanish convent. Omando Ruiz, Spain. 8 New
York, French and Company. Kress acquisition 1949.
Referellces: (I) For the meaning and genesis of the subject
of K1688, see Ludwig H. Heydenreich, 'Leonardos
"Salvator Mundi"', Raccolta Villcialla, xx, 1964, pp. 83109, esp. pp. 84, 88. Otto Pacht, 'The "Avignon Diptych"
and its Eastern Ancestry', De Artiblls Opllscllla XL, Essays
ill HOllor ofErwiu Pallofsky, ed. Millard Meiss, New York,
1961, I, pp. 402-21. (2) For an interpretation of the significance of the reflections on the orb, see Carla Gottlieb,
'The Mystical Window in Paintings of the Salvator
Mundi', Gazette des Beaux-Arts, 6me ser., LVI, 1960, pp. 31332, esp. p. 320. (3) According to a certificate of I/VIII/49 in
the Kress Archive, Erik Larsen has supported this attribution. (4) Stanley Ferber, 'Quentin Massys' Salvator Mundi',
Nortli Carolilla Museum of Art Bulletill, IX, Mar. 1970,
pp. 37-41. The author stresses the Braque Triptych (Paris,
Louvre) Christ as a source for K1688 rather than the God
from the Ghellt Altar. The seven seams on the orb held by
the Kress Salvator MUlldi were remarked upon by Robert
A. Koch, who suggested that they might be meridian lines.
(5) See Martin Davies, Natiollal Gallery Catalogues, Early
Netherlaudish School, London, 1968, p. 92, Cat. No. 295.
Also Natiollal Gallery Catalogues, Early Netherlalldish ScI,ool,
London, 1947, pIs. 59,60. (6) See MaxJ. Friedlander, Die
altlliederliilldisclte Malerei, VII, Leyden, 1934, p. 114, Cat.
NO.5. Illustrated in H. Fierens-Gevaert, Les PrimitljS
Flamallds, Brussels, 1910, III, pI. CXL, opp. p. 188. (7) Ludwig
von Baldass, 'Gotik und Renaissance im Werke des
Quinten Metsys', Jaltrbuc11 der KUllsthistoriscl,eu Sa/ll/ll/ullgeu
in fViell, n.F., VII, 1933, pp. 137-82, esp. p. 166. See also
Ludwig von Baldass, Joos vall Cleve, Vienna, 1925, pI. 14
and note 48 for another Salvator Mundi relating to K1688.
(8) The previous owners are quoted from the dealer's
brochure.

JAN GOSSART (MABUSE)
Jan Gossart was born c. 1478 in Maubeuge (Flanders); he
died in Antwerp in 1532.1 Active as a free master in
Antwerp and listed in the guild there from 1503-7,
Gossart then became court painter to Philip of Burgundy
(a bastard son of Philip the Good) and accompanied him
to Rome c.1508/9.2 When Philip became Bishop of
Utrecht, Gossart (with the Venetian artist Jacopo de'
Barbari) executed several classicizing paintings for Philip's
castle at Soutburg near Middelburg such as the Neptune
alld Ampltitrite (Berlin, Staatliche Museen) of 1516. Shortly
before Philip's death in 1523, Gossart was at the court ot
Margaret of Austria at Malines. The artist continued in her

employ; he may also have worked for Philip's successor,
Adolphe of Burgundy, at Middelburg. Gossart was a
master of at least tllree separate styles. His early workstill a subject of considerable critical controversy - is close
to the art of the Antwerp Mannerists.3 He was also an
adept master of highly realistic, Italianate portraiture,
influencing that of Bernaert van Orley. Perhaps the most
brilliant master of his day of the oil technique, Gossart
emulated the art ofJan van Eyck. Diirer's engravings, with
their intricate chiaroscuro and powerful compositions,
were sometimes adapted by Gossart, who was also an
engraver. The sixteenth-century master is best known for
his fusion of the art of antiquity and the Italian Renaissance
with a flamboyant, highly inventive late Gothic decorative
vocabulary. Gossart's technical virtuosity is especially
evident in his use of grisaille. KI661 is among his most
brilliant exercises in the use of almost monochromatic
tonalities.

JAN GOSSART
K 166IA/B :

Figures 73-75

ST. JEROME PENITENT (altar wings). Washington, D.C.,
National Gallery of Art (11I9), since 195I. Oil on panel
prepared with red bole. 34 X 10 in. each (86·4 X25·4 cm.).
False Diirer-like monogram on a small stone added at an
unknown date in middle ground at right. 4 Panels very
slightly cut down, along the left side of right panel and
right side of left panel; joined and cradled before acquisition. 5 Unevenly preserved; considerable abrasion in sky
and flesh areas. Six deep vertical scratches: at the lower left,
along the right side of the tree, down right end of transverse
of cross, through lion's face, through left shoulder and torso
of Jerome, and between tree and tower above Jerome.
Panels separated and restored by Modestini; each cradled
in 1949, and a narrow wooden strip added to replace the
lost areas. Restored by Modestini in 1956.
SuMa, p. 198, Cat. No. 87. Reproduced in color in Art
News AllltIlal, XXI, Nov. 1951, p. 109; Broadley, p. 29.
K1661A/n were probably the exterior sides of wings painted
by Gossart for a triptych whose central panel was The
Agony itt the Gardell, Text Fig. 13, now in Berlin (Staatliche
Museen). It is the same height as the Kress panels, the
width is 12 cm. (41 in.) less than the combined dimensions
of K1661A/n but this difference is due to the loss of the
original frame. The panels are executed in an enriched
grisaille, with added warm tones including yellow glazes.
In the wings forming tlle St. Jerome Penitent the right one
(KI66In) depicts Jerome kneeling barefoot in the foreground, the lion at his right side, his cardinal's hat before
him to the left. The saint looks up to the Tau-shaped
crucifix (in the adjacent wing), beating his bare breast with
a rock held in his right hand. He holds another rock in the
left hand and wears a sleeveless robe which seems to have
been tom open at the breast, his waist encircled by a girdle
of thorns twined around a cord. The saint is depicted in
rocky terrain; a camel driver is in the background with a
figure walking alongside. Both approach rock-cut steps
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leading to a flamboyant Gothic church at the extreme
upper right. The diminutive figure of the saint, in cardinal's
attire, is seen again at the upper right on the rock-cut steps
extracting a thorn from the fore-paw of the lion who
stands on his hind legs. The cardinal is seen again, from the
back, about to enter the portal of the wall which surrounds
the church. A massive blasted tree in K 1661A supports an
obliquely placed carved wooden image of a crucified
Christ whose cross seems to grow from the tree trunk.
Jerome's cardinal's robe is on the rocky ground behind the
tree. In the middle distance the lion stands behind a laden
mule. A walled city with a fantastic belfry is seen beyond,
reflected in the water.
St. Jerome went into the desert ' ... to ad aunt and subdue
my proud flesh I rose at midnight all the week long,joining
oft the night with the day, and I ceased not to beat my
breast, praying our Lord to render to me the peaceable
peace of my flesh'. a The subject of KI661 was freely
adapted from The Goldell Legelld or some other account of
St. Jerome and the lion, a theme which was especially
popular in the first third of the sixteenth century. According to The Goldell Legelld, a lion came to the monastery
where Jerome and his brethren were studying Holy
Scripture. While the others fled, Jerome welcomed the
lion who then showed the saint a thorn in his paw. Jerome
called his fellow monks to treat the lion's foot. The beast,
tamed, was used to lead a donkey to pasture and to bring
it, laden with wood, back to the monastery. One day, as
the lion lay sleeping in the pasture, merchants with a camel
train stole the donkey. When the lion returned to the
monastery without the donkey, he was thought to have
devoured his charge and was beaten. Later, when the lion
came upon the donkey leading a camel train, he roared so
loud that the merchants fled and the lion led the camel
train to the monastery. The merchants followed and were
forgiven by St. Jerome to whom they brought oil annually
in penitence. 7 The prominence of wood in KI661 - the
great tree trunk, the grained cross, the dry trees in the
background of the left wing, the flourishing trees at the
saint's upper right, the thorny twigs twisted around his
waist - refers to the well-known but dubious Greek
etymology of the name Jerome as popularized by Voragine:
'Jeronimus is said of jerar, that it is holy, and of nemus,
that is to say a wood. And so Jerome is as much to say as a
holy wood'. S Herzog has shown that the Crucifix rising
from a tree trunk stems from the theme of the ligllum vitae
(Tree of Life) and is found in Italian depictions of the
penitent St. Jerome from the late fifteenth century onward. o 'The tree is a cosmic symbol, it serves as an
instrument of salvation, the element of rejuvenation is
central to the narrative, and it is the vehicle for the portrayal
of the antithesis of death and life. In the words of St.
Augustine, "In the trees we perish, by the tree we are
redeemed; in the wood hangs death, in the wood hangs
life...." The saint sought spiritual renewal through
imitation of Christ's physical and spiritual suffering, which
began with His vigil on the Mount of Olives and ended
with His mortal death on the Cross'.IO Herzog found
another example of the theme of K 1661 used for the
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exterior of a triptych by the Delft Master of c. 1520. He
noted that K1661, like the Delft panel, may have been a
continuous representation, the pictorial area extended
(without a separating moulding down the center) from one
panel to the other. Gossart himself followed this procedure
in the Adam alld Eve painted on the exterior of the Malvag1la
Triptych {Palermo, Galleria Nazionale della Sicilia).l1
K 1661 was first given to Gossart by Friedlander. The
attribution has never been questioned. I2 Winkler described
the work as early in date.13 Friedlander dated the panels
c. 1512.14 Held found KI661 to belong to the same style
as Gossart's earliest drawings. ls The St. jerome Pellitellt was
viewed by Gluck as contemporary with Gossart's Agolly ill
the Gardeu (Berlin, Staatliche Museen, Text Fig. 13) which
he dated c. 1514-15. He found the beardless characterization
of St. Jerome a sign of Gossart's conservative style.I6
Louchheim considered the seated lion sphinx-like, probably
referring to Jerome's concern with classical AntiquityP
Douglas commented upon the subtle chiaroscuro of the
Kress panels as superior to that of any of Gossart's contemporaries. IS The grouping of the Kress panels as the
outer sides of wings of the Berlin Agolly was suggested by
Frankfurter. He proposed that the St. Jerome was a portrait
ofGossart's patron, Philip of Burgundy, and that the church
on the right wing referred to tlle Cathedral of St. Martin
at Utrecht (episcopal see received by Philip in 1517) which
was near Philip's residence. Io St. jerome Pellitelltwas grouped
with the Berlin Agolly, the Adoration oj the Magi (National
Gallery, London), and the Malvagl/a Triptych (Palermo,
Galleria Nazionale) by Folie.20 She dated the Kress panels
c. 15II/I2, shortly after the painter's return from Rome,
at which time his works are characterized by a clash
between the classical and the Gothic Mannerist traditions.
Seymour (p. 86) described 'the cinematic quality of their
conception as "still shots" from a vast panoramic landscape'. They were placed before Gossart's Italian journey
by von der Osten, who stressed the panels' late Northern
Gothic quality and the landscape's Danubian character (as
adapted by Lower Rhenish masters such as Jan Joest van
Calcar); he found the creation ofthe lion's anthropomorphic
head unthinkable after Gossart's journey to the south. 21
Winkler compared the refined execution of trees and rocks
to that of Durer's engravings. He implied that the Kress
panels date after the Doria diptych (Virgin alld Child in a
Church and Donor lVith St. Anthol/Y, Rome, Palazzo Doria).22
St. jerome Pet/itcl/t was dated in the year immediately after
Gossart's Roman residence by Bruyn who assumed that the
artist then returned to a study of Eyckian and other early
Netherlandish painting. He included the Berlin Agol/y, the
London Adoratioll oj the Magi, the Malvagl/a Triptych, and
Adam al/d Eve (Lugano, Thyssen Collection) in this extremely complex phase of c. 1510.23
The contrast between the wonderfully shaded grisaille
exterior St. Jerome wings in Washington and the nocturne
of the Agolly ill the Gardell was noted by von der Osten who
dated the triptych in Gossart's early years, when his feeling
for nature was at its most delicate and complex.Z1 According to Herzog, the Kress panels and their assumed companion piece in Berlin are the only known early paintings
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by Gossart. They could have been executed just before the
artist's Italianjourney of 1507/8-9 or in the years following
it, 1509/10-12. He inclined toward the later period, in view
of Gossart's Italianate treatment of the Crucifix and the
stylistic affinity between the Kress wings and Roman
drawings by him from the first half of 1509. Although
Herzog noted the thematic as well as compositional link
between the Kress wings and the Berlin panel- that of
prayer - he did not exclude the possibility that the St.
jerome Pellitellt may have functioned in some other setting.
He stressed the new popularity of the theme of the penitent
St. Jerome in Italy in the second half of the fifteenth
century and its frequent depiction in Northern Europe
following Durer's engraving (n.6) of c.1497 that was
inspired by Northern Italian models.25
The subject and coloring of the presumed central panel
(Berlin AgollY) and exterior of the triptych may relate to
Jerome's comment on his life in the desert, meditating
on the Passion: '1 oftenjoined night to day with my wailing
and ceased not from beating my breast till peace returned
to me at the Lord's bchest.'26 Some compositional correspondences between the Kress panels and Lucas Cranach's
woodcut of the St. jerome Pellitellt dated 1509 (n.63) suggest
that they were painted shortly after that date. Such a
source would provide the Danubian aspects of the composition detected by von der Osten. In view of Gossart's
frequent emulation and imitation ofJan van Eyck's work,
it may prove tllat K1661 is based upon an Eyckian prototype. The triptych to which K1661A/n belonged was
probably placed in a family chapel or church dedicated to
St. Jerome. The saint was the patron of churchmen and it
may well be that the triptych was destined for a monastic
setting in view of the emphasis upon penitence and prayer
in both the interior and exterior. The Agolly it' tile Gardell
as a central subject of a triptych is highly unusual. It may
perhaps have been painted for a member ofthe Hieronymite
Order to which Gossart's patron Margaret of Austria and
her nephew Charles V were closely linked.27 The Kress
panels are among Gossart's frnest works; though they may
show slight traces of his experience with Italian art, their
technique and composition are predominantly Netherlandish.

Prol'ellallce: John M. Romadka, Prague and Milwaukee,
Wis., by 1858 (died 1898). Mary Tekla Romadka, Pasadena,
Cali£ New York, Duveen Bros., exhibited - New York,
Durlacher Bros., All Exhibitioll of Pailltillgs alld Sculpture of
S. jerome, 5-31 Mar. 1945, Cat. NO.9. Flint, Michigan,
Flint Institute of Arts, Exl,ibitioll of Pailltillgs of Old Masters,
1945, Cat. NO.4 (ill.). Crandall Public Library, Glens Falls,
New York, 1945. New York, Duveen Art Galleries,
E;~hibitiot' of Flemish Pailltings, 1946, Cat. No.8. Kress
acquisition 1949.
ReJeretlces: (I) For an exhaustive bibliography covering
Gossart's life and work, see the exhibition catalogue Jail
GossaertgenaamdMabuselJeall Gossaert dit Mabllse, Rotterdam
and Bruges, 1965, pp. 392-409. For Gossart's death date see
'La date de deces deJean Gossaert', ibid., pp. 33-8. See also

J. Duverger, 'Jean Gossaert te Antwerpen', BlIlletill Museum
Boymalls-vall Bellllillgell, XIX, 1968, pp. 16-24, esp. p. 24.
(2) For his Roman journey sec J. G. Van Gelder, 'Jan
Gossaert in Rome', Oud-Hollalld, LIX, 1942, pp. I ff. See
also J. Folic, 'Les dessins de Jean Gossart dit Mabuse',
Gazette des Beaux-Arts, XXXVIII, 1951, pp. 77-98. (3) For
the problem of Gossart's early works see Gert von der
Osten, 'Studien zuJan Gossaert', De Artiblls Opuscula XL,
Essays ill HOllor ofErwill Pallofsky, cd. Millard Meiss, New
York, 1961, I pp. 454-75; and Friedrich Winkler, 'Aus der
ersten Schaffenzeit des Jan Gossaert', Pamlleoll, XX, 1962,
pp. 145-55. (4) Probably basis for an old attribution of
KI661 to Hans Holbein the Younger. (5) Sec Max J.
Friedlander, Die altlliederliilldisc1,e Malerei, VIII, Berlin,
1930, p. 154, pI. XXIII, Cat. No. 22 for K166IA/n as a
single panel. The donkey's head was 'completed' and the
rocks in the center united. See Sadja Herzog, 'Gossart,
Italy, and the National Gallery's Saint Jerome Penitent',

Natiollal Gallery of Art, Report alld Stlldies ill the History of
Art 1969, Washington D.C., 1970, pp. 59-73, p. 60,
fig. 2 (after cleaning in 1950), p. 62, fig. 4 (Infra-red
photograph), p. 63, fig. 5 (Ultra-violet photograph).
Hereafter cited as Herzog. Spelling of the artist's name
follows Herzog's observation, p. 71, n. I. (6) Jacobus de
Voragine, The Golden Legelld or Lives of the Saints as
Englished by William Caxton, London, 1900, v, pp. 201-2.
For an extensive bibliography concerning the iconography
of St. Jerome Penitent see Herzog, pp. 3, 8-12, n. II, 29-40.
See also Reali, III, 2, pp. 740-50; Goldell Legelld, op. cit.,
pp.201-2. Appendix I, The Legends, in Helen I. Roberts,
'S t. Augustrne
.
. "s t. Jerome's s tu d"
. ,s
rn
y: C arpacclo
Painting and its Legendary Source', Art Bulletin, XLI, 1959,
pp. 282-97, esp. p. 296. For Flemish examples of the
Penitent St. Jerome, see Herzog, p. 72, n. 29. (7) Goldell
Legend, op. cit., pp. 203-5. The placement of the lion to the
rear of the camel train suggests that Gossart used an
account other than Voragine's. A painting of the circle of
Albert Bouts (Dijon, Musce des Beaux-Arts) shows the
episode with the camel drivers in much the same way as
K1661 (repr. by Louis Rcau in 'Les Primitifs de la Collection
Dard au Musee de Dijon', Gazette des Beaux-Arts, 6cme
ser., II, 1929, p. 343, fig. 6); tlle central panel of Jacob
Cornelisz' St. jerome Altar of 15II (Vienna, Kunsthistorisches Museum) repro by G. J. Hoogewerff, De
Nord-Nederlalldsche Schilderkullst, The Hague, 1939, III,
p. 105, fig. 51, depicts this scene in the background. (8)
Golden Legend, op. cit., p. 199. (9) Herzog, p. 73, nn. 41-53.
(10) Herzog, pp. 68, 70. (II) For the Delft Master's St.
jerome Petlitent, sec Friedlander, op. cit., X, Leyden, 1934,
pI. XXXVIII, and p. 45, Cat. No. 63. (12) MaxJ. Friedlander,
Von Eyck bis Bruegel, Berlin, 1921, p. 198. He knew of the
painting from a photograph, presumably taken before the
panel was brought from Europe to Milwaukee by John
Romadka. (13) Friedrich Winkler, Thieme-Becker, XIV,
p. 412. (14) Friedlander, 1930, op. cit., p. 184, Cat. No. 22.
(IS) Julius Held, 'Overzicht der Litteratuur betreffende
nederlandsche Kunst', Oud-Hollalld, L, 1933, pp. 133-44,
esp. p. 137. (16) Gustav Gluck, 'Mabuse and the Development of the Flemish Renaissance', Art Quarterly, VIII, J945,
pp. II6-38, esp. p. 127. (17) Aline B. Louchheim, 'Saint
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Jerome/Variations on a Theme', Art News, XLIV, Mar.
1945, pp. Io-II, 31, esp. p. 10. In view of the depictions
of the lion from the rear this is highly unlikely. Riemenschneider's St. Jerome (Cleveland Museum ofArt) c. 1505-10
is very close to KI661 and is totally devoid of Italian
influence. (18) R. Langton Douglas, quoted by a catalogue
of Duveen Art Galleries, Exhibition oj Flemish Paintings,
New York, 1946, Cat. No.8; Gluck is quoted as dating
the work 1510-12. (19) Alfred M. Frankfurter, 'Interpreting Masterpieces: Twenty-four Paintings from the
Kress Collection', Art News Allnual, XXI, 1951, pp. 82-129,
esp. pp. II4-15. St. Jerome does not resemble documented
portraits of Philip of Burgundy nor does the church in the
background resemble St. Martin's. (20) Ibid., p. 84. (21)
Gert von der Osten, 'Studien zu Jan Gossaert', De Artibus
OpusCIIla XL, Essays in Honor oj Erwin PanoJsky, I, 1961,
pp. 454-75, esp. p. 457' (22) Friedrich Winkler, 'Aus der
ersten Scllaffen-Zeit des Jan Gossaert', Palltheoll, XX, 1962,
pp. 145-55, esp. pp. 150-1. (23) Josua Bruyn, 'The Jan
Gossaert Exhibition in Rotterdam and Bruges', Burlingtoll
Magazine, CVIl, 1965, pp. 462-6, esp. p. 463. (24) Gert von
der Osten and Horst Vey, Painting and Scllipture in Germany
and tlte Netherlallds 1500-1600, Baltimore, 1969, p. 156.
(25) Herzog, p. 67. (26) Quoted by Broadley, p. 28. (27)
Should the Berlin panel prove not to have been the work
to which the Kress panels were originally linked, it may
have been an Adoration oj tlte Magi in grisaille owned by
Duc Charles de Croy in 1619. See Henri Hymans, Le Livre
des peilltres de Carel vall Mander, Paris, 1884, I, p. 234; also
Alexandre Joseph Pinchart, Archives des arts, sciences, et
lettres. Ghent, I, 1860, p. 164.

BERNAERT VAN ORLEY
Bernaert van Orley, son of the painter Valentin van Orley,
was born c. 1488 in Brussels; he died there in 1541. The
first record of Van Orley's activity is a portrait commission
given him c. 1515 by Margaret of Austria, the Governess of
the Netherlands; she appointed him court painter three
years later. In addition to his work as a painter, Van Orley
produced many cartoons for tapestry and stained glass. His
assimilation of Raphael's cartoons for the Sistine Chapel
tapestry series (woven in Brussels 1517-19) made ~an
Orley a major Northern European master of the HIgh
Renaissance decorative vocabulary.!

Reference: (I) See O. Ie Maire, 'Renseignement nouveau
sur Bernard van Orley et sa famille', in Bemard van Orley,
Brussels, 1943, pp. 167 ff., ed. by Charles Dessart, published
by Societe Royale d'Archeologie de Belgique; Max J.
Friedlander, Die altniederlizildisclle Malaei, VIII, Berlin, 1930,
pp. 78 ff. For the artist's style see Ludwig von Baldass,
'Die Entwicklung des Bernaert van Orley', Jahrbllcll der
kllllsthistorisclten Sammillngen ill Wiell, n.F., XIII, 1944
pp. 141 ff.

K 1669
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: Figures 76, 78

CHRIST AMONG THE DOCTORS. PUTTO WITH SIIIELD
(K1669 verso). Washington, D.C., National Gallery of Art
(II26), since 1951. Mixed technique on oak. 211 X12! in.
(53'7 X32'5 em.). Illegible inscription on border of seated
disputant's robe (at the right). Cradled in Europe. Restored
by Modestini in 1949. Generally well preserved.
SlIida, p. 200, Cat. No. 88.
The twelve-year-old Jesus, his arms raised in a rhetorical
gesture, is seated on a step at the center of a loggia representing the temple (Luke 2:41-7). Three scholarly
disputants are shown to the left and right; the foremost
member of each group holds an open book in his lap, and
raises the hand nearest the picture plane. Joseph and Mary,
who have been searching for the boy, approach the loggia
from the rear, and are seen immediately behind Jesus. A
city view is in the background. Four putti, some holding
bead swags, are on the porch pediment.! On the verso: a
putto with winged feet, executed in grisaille, facing left
and placed in an arched niche, supports a shield blazoned:
azure a chevron argent between in chief two cinquefoils
and in base an escallop or.2 There are roundels placed in the
spandrels of the arched niche and in the frame below.
K

1670 : Figure 77

THE MARRIAGE OF THE VIRGIN. Washington, D.C.,
National Gallery of Art (I 127), since 1952. Mixed technique
on oak. 211 X12ft in. (53'7 X32'3 em.). Restored by
Modestini in 1949. Generally well preserved.
SlIida, p. 200, Cat. No. 88.
Mary, in a blue robe and wearing a coronet, stands at the
left touching Joseph's extended hand. He wears blue and
rose robes. The bearded celebrant, wearing a mitre, raises
his right hand in benediction over the wedded couple's
hands (Protevangelion oJJames, IX).3 Three female attendants
stand at the left and three male to the right. The marriage
takes place on the porch of the temple. The priest stands
below a star-studded vault. The Romanesque architectural
interior is seen through the opened left door. The imaginary
architecture of the temple combines Renaissance, Gothic,
and Romanesque forms. On each of the two plinths at the
left and right foreground is a sculptured monster. The
woman at the extreme left may be St. Anne.
Friedlander first published the reunited panels as by
Bernaert van Orley, executed c. 1512; this would place
them among the artist's earliest works. 4 He described
K1669/70 as a diptych, relating it to Van Orley's Apostle
Altar and the Elltltrolled St. Matthew (Schloss Plausdorf,
Collection von Goldammer) and to two panels with Scelles
from tlte Life oj St. Martill. s Friedlander dated the Kress
panels as before 15 I 5. 6 Suida (p. 200) followed Friedlander's
view of K1669/70 as a diptych. Lavalleye listed the Kress
panels as dating before 1515. 7
Although now framed as a diptych, these panels need not
originally have been destined for that format; they possibly
belonged to a series of scenes from the Life of the Virgin.
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If the Marriage of the Virgill was always the companionpiece of K1670, it would, in all likelihood, have a back
painted in a similar fashion to that of Christ Amollg the
Doctors with additional arms, presumably those of the
donatrix' husband. The style of the early Van Orley, as
shown in K1669/70 is very close to that ofJuan de Flandes,
most notably in the female attendant to the left of Mary.
The Eyckian depiction of Mary in K1670 recalls similar
contemporary revivals of the early fifteenth century such
as Quinten Massys' Virgin alld Child ill a Church (London,
Count Seilern Collection). The loggia-like setting for
Christ Among the Doctors may be ofN orth Italian inspiration.

Provel/allce: K1670: London, Annesley Gore, Ltd., in 1923. 8
KI669/70: A. J. Kobler, New York, exhibited - New
York, F. Kleinberger Galleries, Catalogue of a Loall Exhibitioll of Flemish Primitives, Oct.-Nov. 1929, pp. 240-2, Cat.
Nos. 85-6. Mrs. Edward A. Westfall. New York, Duveen
Art Galleries, exhibited - All Exhibitioll of Flemish Pailltillgs
of the Fifteenth and Early Sixteet/th Cellturies, New York,
1946, Cat. Nos. IS, 16. Kress acquisition 1949.
References: (I) For the iconography of Christ among the
Doctors see Reau, II, 2, pp. 289-92. (2) The three features
and their placement are found in France, e.g. Beaulieu
(Normandy) and Lezille (Picardy), but the colors differ.
They are probably those of a woman as helmet and crest
are not present. (3) This apocryphal source does not
specifically mention a marriage ceremony, only that Mary
was entrusted to Joseph's care. For the iconography of the
Marriage of the Virgin, see Reau, II, 2, pp. 170-3. (4) In
Friedlander's preface to Harry G. Sperling, Catalogue of a
Loall Exhibition of Flemish Primitives, F. Kleinberger
Galleries, New York, 1929, p. 18 and pp. 240-2, Cat. Nos.
85-6. The Kress panels may perhaps be those listed by
Friedrich Winkler (Die altniederliindisc1le Malerei, Berlin,
1924, p. 256) in the Venables Collection (London) as
showing remarkable similarity to the art of Juan de
Flandes. (5) Friedlander, 'Bernaert van Orley', TiziemeBecker, XXVI, p. 49. (6) Friedlander, op. cit. note 4 above,
pp. 85-7, and p. 167, Cat. No. 90. The Apostle Altar is
divided between the Musces Royaux, Brussels, and the
Kunsthistorisches Museum, Vienna (Friedlander, pIs. LXILXVI). The St. Martin panels are divided between the
Nelson-Atkins Gallery, Kansas City, and a Dutch private
collection (Friedlander, pIs. LXXIX-LXXX). (7) Jacques
Lavalleye, 'Le Style du Peintre Bernard van Orley', in
Charles Dessart, Bemard vall Orley, Brussels, 1943, p. 46.
(8) Advertisement in Burlillgtoll Magazit/e, XLII, 1923, p. v.

Shown in half-length, the sitter is in three-quarter view,
facing right. Under a short fur-lined coat with a deep fur
collar, he wears a tunic with a low-cut neckline over a linen
shirt. A gilt medallion in his hat shows St. Christopher.
The sitter also wears a gold chain. A pair of suede gloves
is held in his right hand; his left rests upon an implied ledge.
He is seen against a dark blue background. His attire was
fashionable throughout Europe in the 1520S. The gold
chain so prominently featured in K2002 suggests that the
sitter was in royal favor.
The portrait was first ascribed to 'Holbein', the quotation
marks signifying that the work belonged in the general
area of the German painter's oeuvre. The sitter was once
identified as Sir Robert Sheffield, but there is no factual
foundation for this assertion.1 In 1945, Friedlander certified
that K2002 was 'a fine and well-preserved work by Jan
Gossaert'.2 Held attributed the Kress Gelltleman to Bernaert
van Orley.a Shapley (AllentowlI, p. 94) suggested a date of
c. 1520 for the Kress panel, placing it in Gossart's middle
period.
The Kress panel is slightly broader in treatment than most
portraits by Jan Gossart and appears far closer in style to
the works of his Brussels contemporary, Bernaert van
Orley, to whom the portrait was first given by Held. The
presentation of the sitter recaIls Van Orley's Portrait of
Philippe Halletot/, completed c. 1522.4

Provellance: Sir Berkeley Sheffield, Sixth Baronet, of
Normanby Park, Scunthorpe, Lincolnshire. (Sold, London,
Christie's.) New York, M. Knoedler and Co. Kress
acquisition 1954, exhibited - Dallas, Texas, Dallas Museum
of Fine Arts, Four Cet/turies ofEuropean Painting, Oct. 1951,
Cat. No. 43. Fort Worth, Texas, Fort Worth Art Center,
All Exllibition of Old Masters, Jan.-Feb. 1953, no.!.
References: (I) Sale Catalogue of Pictures cif Sir Berkeley
Sheffield, Christie's, London, 16July 1943, p. 8, Cat. No. 50.
(2) Kress Archive, New York. Friedlander repeated this
view in 1947. (3) Comment by Julius S. Held recorded at
Frick Art Reference Library. (4) M. J. Friedlander, Die
altlliederliilldische Malerei, VIII, Berlin, 1930, p. 166, Cat.
No. 86, and pI. LXXI. For the dating of the Haneton panel,
see P. L. Lefevre, '1 propos des donateurs du Tryptique
Haneton conserve aux Musees Royaux de Peinture a
Bruxelles', Picttlra. I, 1945, pp. 126-30.

Attributed to BERNAERT VAN ORLEY
[Jan Gossart]
K 2002 : Figure 80

NETHERLANDISH MASTER c. 1525
[Jan Gossart]

PORTRAIT OFA GENTLEMAN. Allentown, Pa., Allentown
Art Museum (6I.50.G), since 1960. Oil on oak, transferred
to masonite by Suhr 1951/52. 13! XIOi in. (34'9 X26'4 cm.).
Some restoration; original borders all around.
Alief/town, pp. 94-6.

PORTRAIT OF A LADY. Allentown, Pa., Allentown Art
Museum (6I.50.G) since 1960. Oil on oak, transferred to
masonite by Suhr 1951/52. 13i xIOl in. (34'9 X26'4 em.).
Original borders all around; considerable restoration.
AllentowlI 1960, pp. 94-6.

K2oo3 : Figure 81
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The sitter wears an overgown of red velvet lined with fur
and an underdress of golden cloth with pleated sleeves
caught by ties; a linen chemise is underneath. Her black
velvet hood is trimmed with gold, over a white linen
undercap; a round enameled pendant on a ribbon necklet
has four jewels forming a cross with three pearls suspended
below. 1 The sitter seems about to remove (or put on?) a
ring from the little finger of her right hand.
The portrait was first ascribed to 'Holbein', the quotation
marks signifying that the work belonged in the general
area of the German painter's oeuvre and the sitter listed as
Lady Sheffield.2 In 1947 Friedlander described K2003 as 'a
fine and well-preserved work by Jan Gossaert.'3 Julius S.
Held attributed K2003 to Bernaert van Orley.4 Shapley
(Allellto!VlI, loc. cit.) compared the sitter's costume to that
worn by Eleanor of Austria in a Gossart portrait dated by
Friedlander C. 1516.6 She placed K2003 in the middle period
of Gossart's activity, C. 1520, and accepted it as the pendant
to K2002.
The portrait is far more linear in emphasis, and more
summarily executed than are Gossart's works. Unlike its
supposed companion piece, K2003 is somewhat mannered
in treatment, noticeable in its almost calligraphic line. The
painting is possibly based upon a portrait by Van Orley
as it resembles the female sitters in the right wing of his
Halletoll Triptych of C. 1522.6 The painter of the Lady is
inferior in skill to the artist of Gelltlelllall (K2002). The
portraits were executed independently, without close
correspondence in scale or style, probably in the 1520S.

Propellallce: Sir Berkeley Sheffield, Sixth Baronet of
Normanby Park, Scunthorpe, Lincolnshire, England (sold
London, Christie's, 16 July 1943, Cat. No. 51, p. 8, as
'Portrait oj Lady Sheffield by "Holbein" '). New York,
M. Knoedler and Co. Kress acquisition 1954, exhibitedDallas, Texas, Museum of Fine Arts, FOl/r Centuries oj
EI/ropeall Pailltillg, Oct. 1951, no. 44. Fort Worth, Texas,
Fort Worth Art Center, All Exhibition oj Old Masters,
Jan.-Feb. 1953, no. 2.
Referellces: (I) This type of pendant is found in Holbein
portraits. See Lady GuildJord of 1527 (St. Louis, Missouri,
City Art Museum). Illustrated in Paul Ganz, The Pailltillgs
oj HailS Holbeill, London, 1956, pI. 78. (2) Sale Catalogl/e oj
Pictl/res of Sir Berkeley Sheffield, Christie's, London, 1943,
Cat. No. 51, p. 8. (3) Kress Archive. (4) Notation at the
Frick Art Reference Library. (5) Illustrated in Max J.
Friedlander, Die altlliederliilldische Malaei, VIII, Berlin, 1930,
pI. LIII. (6) Friedlander, ibid., p. 166, Cat. No. 86 and pI. LXXI.

JACOB CORNELISZ. VAN
OOSTSANEN
The artist was born in Oostsanen before 1477 (probably
1470), and died in Amsterdam in 1533.1 His brother
Cornelis Buys (probably identical witll the Master of
Alkmaar) was also a distinguished artist, active between

C.

1490 and 1524. The leading master working in Amsterdam
in the first third of the sixteenth century, Jacob Cornelisz
was outstanding as a master of woodcut design as well as
painting. Compared with other North Netherlandish
painters of the period, a relatively large number of works
by Cornelisz. survive. He purchased a house in Amsterdam
in 1500 and was presumably well-established by that time;
his first dated prints stem from 1507; his early paintings
(such as the Noli Me Tangere, Cassel, Gemaldegalerie)all unsigned - were identified on the basis of their correspondence with his monogrammed woodcuts. The artist's
works combined the slightly naive, fresh qualities of North
Netherlandish style of the late fifteenth century with new,
Mannerist, decorative overtones from Antwerp and
Nlirnberg. His authoritative achievements formed the basis
of a new generation of North Netherlandish artists led by
Jan van Scorel, who may have been Cornelisz.' student.2

K

1877 : Figure 87

THE CIRCUMCISION. Portland, Oregon, Portland Art
Museum (61.59), since 1952. Oil on panel (transferred to
canvas at unknown date). 43 X23! in. (109'2 X60'4 em.).
Three lozenges in the foreground are inscribed with
monograms and devices: an anchor at the left has the
letter s on the right; at the center, a monogram composed
of AM (?) and I is dated 1517; a monogram at the
extreme right is composed of two A'S and two N' S.3 When
The CirCl/lllcisiOIl was in the Walters Collection, the monograms were visible, but the number 151 (which, in combination with tlle letter A, provided a reading of 1517) was
not and must have been uncovered or added after 1941
and before c.1944. Restored by Modestini in 1959 and
1962. Considerable abrasion and restoration in tlle lowermost section.
Portlalld, 1952, pp. 12-13, Cat. No.2.
The Circumcision (Luke 2:21)4 is performed in an open
loggia the piers of which are decorated with Italianate
grotesque motifs. The nude, agonized Infant, arms upraised, is held by a male attendant standing behind a large
footed basin; a figure in priestly garb seated on a throne
to the right circumcises the Child. To the left a female
figure (Mary?) places her right hand on the Infant's head,
her left resting on the basin. A kneeling attendant (Joseph?)
to the left holds a footed cup (to receive the foreskin?) and
lid. An aged attendant standing at the right holds a situla
(holy water bucket) and aspergillI/III. A fashionably dressed
woman stands at the extreme left looking toward the
spectator. The individualized rendering of the man behind
her and to tlle right may be the donor ofKl877 or a selfportrait of the artist. Further to the right and directly
behind the group around the basin stand three prophet-like
figures reading from an open book. The Agony in the
Garden takes place in a landscape at the upper right. Christ
kneels below an angel; in the middleground the apostles
Peter (at tlle left), James, and John are shown asleep
{Matthew 26:36-46; Mark 14:32-42; Luke 22:39-46).6
The Circumcision initiates the Passion in that it was the
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first blood shed by Christ. On that day, the eighth after
the Nativity, he was named Jesus, meaning Savior.s The
juxtaposition of the Circumcision with the Agony in the
Garden is probably due to the reference of both events
to the shedding of Christ's blood prior to the Crucifixion. In Luke 22:44, the sweat pouring from Christ's
brow during the Agony was likened to drops of blood.
The Kress painting was probably a left panel in a polyptych,
possibly stressing the Passion. The emphasis upon the
Precious Blood suggests that the central panel showed the
Crucifixion. 7 The circumcision was rarely represented in
Netherlandish altarpieces until the later fifteenth century,
when it tended to be included to the left or right of the
Adoration of the Magi, as seen in altarpieces by or after
Hugo van der Goes. 8
K1877 was placed in the early sixteenth-century Flemish
School by Molinier at the Gavet Sale; a reproductive print
of The CircUtllcisiOIl does not show the lowermost section of
K 1877, which may then have been hidden by a frame. The
print is captioned as by Albrecht Altdorfer, this attribution
no doubt due to the prominent A monograms. At the time
of the Walters Sale, the panel was listed as 'Dutch School,
Co 1520'. Held, followed by Friedlander and Valentiner,
rccognized K1877 as by Jacob Cornelisz., and suggested
that the figure in contemporary dress was a self-portrait,
resembling those painted in the artist's last years (Amsterdam, Rijksmuseum; Toledo, Ohio, Museum of Art).9
According to Shapley (/oc. cit.), The Circumcision is definitely
the one by Cornelisz. which Van Mander saw in Haarlem
before 1604 and described as dated IS17 (see Provenance).
The CircUlIlcisioll is consistent with other works by
Cornelisz. dated ISI7, such as his Epiphany (formerly
Berlin art market). The altarpiece to which the Kress panel
originally belonged was probably dismembered during the
Reformation. The date and monogram affixed to another
panel in the altar may have been copied on the base of
K1877. The projections of the lozenges on the paving of the
floor in the foreground of K1877 are not characteristic of
the period; this area was changed at a later date. The monogram is not an accurate representation ofJacob Cornelisz.'s,
as seen in that artist's woodcut Life of the Virgill of IS07
and on his prints and paintings throughout his lifetime. A
highly successful artist, Cornelisz. had a considerable
atelier, known to execute works after those designed by their
master. The style of the Kress panel resembles that of an
EpipltallY dated IS20, based upon the IS17 work by
Cornelisz.10 K1877 may have been partially executed by
studio assistants. A major North Netherlandish work, from
the mature phase of Cornelisz.'s art, The CirCIIlllcisioll is a
monumental, original depiction of a rare subject.

Provetlallce: K1877 may be the painting seen by Carel van
Mander before 1604 about which he wrote, 'A Circumcisioll of Christ is a very fine and astonishing work and
most carefully finished. This picture has been dated ISI7,
showing us when the artist flourished.' The painting was
seen in the house of Cornelius Suycker, Haarlem (at the
sign of the Great Bear).l1 Emile Gavet (Emile Molinier,
Collectioll Emile Gavet: catalogue raisollluf, Paris, 1889,

p. 188, Cat. No. 802, pI. LXXXI, with caption 'par Albert
Altdorfer'). Mrs. Henry Walters, Baltimore (sale, New
York, Parke-Bernet Galleries, Inc., The Mrs. Henry
Walters Art Collectioll, II, 20 Apr., 1-3 May 1941, p. 361,
Cat. No. II93A, as The Baptism, Dutch School, c. IS20).
Julius Weitzner, New York, exhibited - Montreal, Art
Association, Five Centllries of Dutch Art, 9 Mar.-9 Apr.
1944, p. 20, Cat. No.8. Kress acquisition 19S2, from
Weitzner, exhibited - Washington, D.C., National Gallery
of Art, Exhibitioll of Art Treasures Jor America . .. , 4 Dec.
1961-10 Feb. 1962, Cat. No. SO.

Referellces: (I) The identification of Jacob Cornelisz. van
Oostsanen with aJacob van Amsterdam, active in Antwerp
between IS07 and IS16, is probably correct. (2) For
Cornelisz.' paintings, see Kurt Steinbart, Die TajelgemiilJe
des Jakob Comelisz. von Amsterdam, Strasbourg, 1922. For
his woodcuts, see the same author's Das Holzscllllittwerk
des Jakob Comelisz. VOIl Amsterdam, Burg bei Magdeburg,
1937. See also Max J. Friedlander, Die altlliederlijndisclle
Malad, XII, Leyden, 1935, pp. 96-IIS; G. J. Hoogewerff,
De Noord-Nederlalldsche Schilderkunst, The Hague, 1939,
III, pp. 72-143. For the artist's biography see Friedlander,
op. cit., pp. 96-II I; Hoogewerff, op. cit., pp. 72, 7S. (3) See
Steinbart, op. cit., pI. I, Cat. No.2, for Cornelisz.' monogram. (4) See also Sixten Ringbom, Icoll to Narrative, Abo,
I96s, pp. 82 If. Jacobus da Voragine, The Goldell Legend or
Lives of the Saillts as Englished by William Caxtoll, London,
1900, I, pp. 28-41, esp. pp. 34-41. (5) See Reali, II, 2,
pp. 2S6-60. (6) Meditatiolls on the Life of Christ, ed. Isa
Ragusa and Rosalie B. Green, Princeton, 1961, p. 42. The
Circumcision is connected with the cult of the Holy Name,
as well as of the Precious Blood. (7) If K1877 had an
Adoratioll of the Magi on the central panel, it may well have
resembled the compositional format of Cornelisz.' painting
of that subject dated ISI2 (Naples, Museo di Capodimonte),
the architecture of which is close in style to the Kress panel.
The composition of the Naples work was used by Cornelisz.
throughout his lifetime. Later piety developed a devotion
to the seven sheddings of the Precious Blood: the Circulllcision, the Agony in the Garden, the scourging, the
crowning with thorns, the road to Calvary, the Crucifixion,
and the piercing of Christ's side with a lance. (8) The
Circumcision was the subject of the lost right wing of
Hugo's Mo/iforte Altarpiece (Berlin, StaatIiche Museen), with
the Nativity on the left. The right wing of a triptych copied
after Hugo van der Goes was also a Circumcision, with the
Adoration of the Magi at the center and the Massacre of
the Innocents on the left, each wing a 'baptism by blood'
(9) Kress Archive, letter of S/VI/41. (10) That of IS20 is
reproduced by Hoogewerff, op. cit., III, p. 121, fig. 61 and
tile one of ISI7 by Friedlander, op. cit., XII, p. 193, Cat.
No. 239, pI. XLV. (II) Carel van Mander, Dutch alld
Flemish Paillters, transI. by Constant van der Waal, New
York, 1936, pp. 33-4. For the original text, see Hoogcwerff,
op. cit., III, p. 13S, the edition Of1604, fo1. 207V. Hoogcwcdf,
on the basis of van Mander's description, concluded that
tile painting was the wing of an altar (ibid.). Suycker was
probably a grandson of Cornelisz.' contemporary, the
prominent painter Jan Mostaert.

T ex t Fig 15 A J/il:<zill Alllllllleinle by H ans M Cllllin g.
G la sgmv Art Ga ller y all d MU SC UIIl , 13urrell Cn lkctio n
(sec K 2088).

Tcxt Fi g 15 13 Ad"rnlioll nFl/II' I'vfngi by Han s M c mlin g. Madrid , Prad o (sce K 2088).

,xt Fig 15 c R.l'sl Oil Ih,. n({!/II illlo Egypl b y I-blls M emlill g. Glasgo\\" Art
Gall cr y alld M useum , Bur rell Co llection (sec K 2088) .

T ext Fi g 15 D Nnli"ilY b y H ail s M c ml ing. Birming ham , City Art Gallery
(sce K 2088).

Text Fig uS i\{nrtyrd"," of

Text Fig

17

I.

en/lll'rill/' "fAlcxnlldrin, Antwerp Master c. 1530 (K 1696), J)ct3il of lowcr left co rn er before cleanin g.

I 'irgill alld C1lild EII/lm///{'d I"i/II Sail//s Jere/IIII' nlld Frnllcis, Frankfurt, St3cdelsches Kunstinstitut (sec
showin g t\\'o Kress pa nd s as w in gs of triptyc h.

K
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LUCAS VAN LEYDEN
Lucas van Leyden, the son of an artist, was born in Leyden
in 1494; he died there in 1533. After an initial apprenticeship with his father, Lucas studied under Cornelis
Engelbrechtsz. The painter and master engraver is believed
to have been a child prodigy; according to Van Mander,
Lucas' great engraving of Mohamet and the Knight Sergil/s
(n.126), dated 1508, was executed when he was fourteen
years old. Lucas is first recorded in the Leyden archives in
1514. The young master met Durer in Antwerp in 1521;
he journeyed to the South Netherlands in 1527. His
surviving dated paintings stem from the years 15II to 1526.
Lucas' later works show considerable influence from
contemporary Italian print makers and from northern and
southern Mannerist currents. Admired throughout Europe,
Lucas was among the most brilliant Northern artists of the
sixteenth century.1

After LUCAS VAN LEYDEN
[Lucas van Leyden]
KI8S4: Figure 84
THE CARD PLAYERS. Washington, D.C., National
Gallery of Art (NGA 1387), since 1955. Oil on oak, cradled.
221 X24 in. (56'4 X60'9 em.). Two vertical joins. X-rays
indicate extensive losses throughout. Cleaned and restored
in 1954 by Modestini.
Stlida-Shapley, p. II8, Cat. No. 45. Reproduced in color,
Broadley, p. 27.
Five men and three women in prosperous garb, assembled
in a tavern (?), surround a gaming table covered with
golden coins and a deck of cards. Two men seated at the
right and two women seated toward the left appear to be
actually playing; each holds three cards. Two men stand
to the left, and a woman and a man to the right, who seem
to be partners or advisors to the players seated before them.
Several of the participants are characterized as evil or
disputatious. Fruit and flowers are placed upon a covered
sideboard at the upper left with additional comestibles on
the masonry ledge to the right.
According to Friedlander, K1854 was executed by Lucas
van Leyden c. 1520.2 Hoogewerff accepted Friedlander's
attribution and dating ofK1854, comparing it with Lucas's
Card Players at Wilton House. He noted that the works
are close in composition, but that the Kress panel has more
open space at the top.3 Friedlander viewed the Kress Card
Players as the last rendition of the subject by Lucas van
Leyden. Due to the physiognomical correspondences between some of the male card players in K1854 and Lucas's
engraved Virgil ill a Basket (n.16) of 1525, Friedlander
suggested a similar date for the Kress panel. Judson viewed
it as a probable late-sixteenth-century copy.' Winkler
found Lucas's authorship of K1854 dubious and described
the painting as probably copied after a lost work.s Accord7

85

ing to Stlida-Shapley (p. II8), it 'is the latest and most
mature of several paintings of similar subjects. The artist's
development from the time he painted the Chess Players
in the Berlin Museum, presumably as early as 1508, to the
painting of our Card Players is amazing. The half-way point
is marked by the [Wilton House] Card Players'. The Kress
panel is described by Held as 'hardly more than an old copy'
after Lucas van Leyden. 6 Roger Mandel suggested that
K1854 may perhaps have been painted in Spain in view of
the unusual emphasis on still-life groups and the inclusion
of mazapall boxes. 7 Broadley (p. 26) called the card game
being played 'a French ancestor of modern poker.'
Gambling at cards was a popular literary and artistic subject
in Lucas van Leyden's day; Rabelais and Erasmus wrote of
it at length. Lucas painted at least three separate compositions of card players. s The still life in the background
refers to Vallitas and may have been meant to underline
vain pursuits taking place in the foreground. Subjects
related to that OfK1854 interested the artist from the time
of such early works as La Tiretlse de Cartes {Louvre, Pierre
Lebaudy bequest).9 Although considered a proper pastime
for kings and princes, card play was generally viewed as a
product of idleness and was grouped with other vices:
'The damnable lust of cards and of dice,/and other games,
prohibite by the lawe' {Sebastian Brant, The Ship ofFools).10
The card game being played in K1854 is Primero, of
Spanish origin.n The original of this painting, executed in
the 1520S, may be the first known representation of the
game, among the oldest recorded card games. 12 Primcro
was well-known in the Netherlands, which were then
under Habsburg rule. As Lucas spent time in Antwerp, he
must have known the game. In the Spanish version of
Prill/ero, the Ace of Spades (which we see held by the player
to the right in the painting) is the wild card. The player
may give it any value he wishes. Prill/ero is thought to have
evolved into Ombre (Hombrc, 'The Man', in Spanish), 'so
named as requiring thought and reflection ... alluding to
him who undertakes to play the game against the rest of
the gamesters.... To play it well requires a great deal of
application, and let a man be ever so expert, he will be apt
to fall into mistakes if lIe thinks of anything else or be
disturbed by the conversation of them that look on.'13 The
gentleman on the right with the Ace of Spades is indeed
very involved in the game. His concentration, abetted by
the lucky 'spadillo', may well win the hand. He throws an
intense look at the man across from him, who returns the
stare obliquely; the second male player seems disturbed by
this. Is it just the tension of the game, or is there something
passing 'over the table'? The female player in the middle
does not seem to notice this interplay, concentrating on her
betting. The woman at the far left, however, has lost
interest in the game and presumably cannot hope to win.
She gazes moodily toward the spectator and the man at
her side who helps hold her cards with his left hand and
caresses her right shoulder with the other. She points
towards the table as if to recall him to the game in progress,
but there is little conviction behind the gesture. The Six
of Hearts, prominently displayed in their hands, may stress
their dalliance.
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Lucas van Leyden - famous throughout Europe for his
virtuoso engravings as well as for his less widely circulated
paintings - was much copied well into the seventeenth
century. The rather harsh profiles and unsubtle modeling
OfKI854 point to the panel's execution in the years following Lucas's death, presumably after a lost original of the
artist's late period.

Pro penance: Berlin, Van Diemen Gallery, 1923. Sold
Christie's, 20 May 1926, Lot No. 269 as 'Van Leyden,
The Card Party', to Asscher.14 Munich, Galerie Julius
Bohler, c. 1929. London, Thomas Harris Galleries, exhibited
- London, Exhibition if Early Flemish Paintings, June 1935,
Cat. No. 19. Basle, Offentliche Kunstsammlung (Kunstmuseum), Meistertverke hoIliindiscller Malerei des 16. bis 18.
JahrlulIlderts, 23 June-19 Aug. 1945, p. 12, Cat. No. 43.
New York, Frederick Mont. Kress acquisition 1951.
References: (I) MaxJ. Friedl:inder, Lucas van Leyden (edited
by Friedrich Winkler), Berlin, 1963. N. Beets, Lucas van
Leyden, Amsterdam, 1940. Friedlander, Die altniederliindiscile Malerei, x, Berlin, 1932, pp. 79 f£ C.]. Hoogewerff,
De Noord-Nederlalldsclle Scllilderkullst, III, The Hague, 1939,
chapter IV, pp. 207-320. (2) Friedlander, op. cit., 1932,
p. 137, Cat. No. 142. (3) Hoogewerff, op. cit., pp. 258-9;
v, 1947, p. 135, Cat. No. 19. (4) C. RichardJudson, Review
of Ben Nicolson, 'Terbrugghen', Art Bulletin, XLIII, 1961,
p. 347. (5) Friedlander, op. cit., 1963, pp. 62-3. Winkler,
ibid., p. 62, n. 28. (6) Julius S. Held (Review of Friedlander's
Lucas van Leyden, 1963), Art Bulletin, XLVIII, 1966, pp. 446-7.
(7) Seminar, Institute of Fine Arts, New York University.
1968. (8) The Kress Card Players is the largest in size of the
card-playing compositions. Lucas van Leyden's Card Players
at Wilton House (The Earl ofPembroke, Friedlander, op. cit.,
1932, p. 137, Cat. No. 141, pI. 86, 131 X18! in., 33·5 X
47·5 cm.) shows five men and four women. A copy of the
Wilton House painting is in Tyninghame {East Lothian,
Scotland, collection of the Earl of Haddington}. Another
card-playing composition by the same artist is in tlle collection of the Honourable Mrs. Randall Plunkett (ex colI. Sir
]. Philipps, Illustrated Royal Academy of Arts, Dlltch
Pictures 1450-1750, Winter Exhibition, 1952-3, Cat. No.
20, pI. II; 14!XI5!in.; 37·5X39·4cm.). A copy oftlle
latter is in the collection of Dr. A. F. Philips, Eindhoven
(Beets, op. cit., p. 12). Another painting of the same subject
(Lady Dunsany, Dunsany Castle; II*XI5i·in.; 30·2X
39·2 em.) shows two men and one woman. (9) Reproduced
by Michel Laclotte, Louvre Acquisitions, La ReVile du
Lot/vre, XVII, 1967, p. 332, fig. 9. (IO) Barclay translation,
published by Pynson, 1508. See Joseph Strutt, The Sports
and Pastimes of the People of England, London, 1834, pp.
328-9. (n) Vernon Bartlett, The Past of Pastimes, Edinburgh, 1969, p. 118. (12) In Lucas's Wilton Card Players
we cannot identify the game with certainty. Accounts
differ as to the number of cards in Prilllero, but in the Kress
painting it is played witll hands of three cards; in the
Wilton painting, each player has but two cards, although
the woman at tlle left may be dealing a tllird. In this ca$e
tlle game might also be Primero, and therefore a prior
representation of the subject. There are two paintings in

England, presumably slightly later than Lucas' works,
showing the English version of Prilllero in which the
Knave of Hearts is the wild card: FOllr Gentlemen of High
Rank Playing Primero, Manchester, Wytllenshawe Hall (on
loan from Lord Derby's collection), and another version,
property of Colonel W. A. Chester-Mason of Norcote
House, Cirencester, both apparent copies after a lost
original by John Bettes. (See Mario Praz, Conversation
Pieces, Rome, 1971, p. 101.) In these canvases, the man in
the left comer is turning up a Knave of Hearts. Unlike the
Kress and Wilton works, that ofJohn Bettes represents an
informal group portrait - a 'conversation piece' - seemingly without moralizing intent. (13) Strutt, op. cit.,
p. 333; Encyclopedia Britanllica, Cambridge, England, 1911,
XX, p. 101. {14} Cataloglle of Modern Pictllres and Drawings
sold by the order of the Trustees of T. Sands Johnson, Esq• •..
Old Pictllres, the Property of Major H. P. Les Challas, 19-20
May 1926, London. Listed under 'Different Properties',
p. 32. An annotated catalogue lists the purchaser as Asscher.

JAN VAN SCOREL
Jan van Scorel was born in Schrool in 1495; he died in
Utrecht in 1562. The painter attended the Latin School at
Alkmaar before turning to art. He was probably trained in
Haarlem by Cornelis Buys I (the Master of Alkmaar?), by
Buys' brother Jacob Cornelisz. van Oostsanen in Amsterdam c. 1512, and finally under Gossart ncar Utrecht in
1517. Van Scorers earliest preserved work is tlle Holy
Kinship Triptych (Carinthia, Obervellach, Church of St.
Martin), executed on his way to Venice in 1520. He was
among the first Northern European masters to reside in
Venice and Rome long enough to bring back a consistent
first-hand familiarity witll the painting of the High
Renaissance. After his pilgrimage to the Holy Land, Scorel
succeeded Raphael as conservator of the Vatican's antiquities under the pontificate of Hadrian VI who, like the
painter, came from Utrecht. Active in the north of France
as well as the Netherlands, Scorel brought wi til him a new
breadth and freedom. His art is sometimes confused with
that of his younger contemporary Marten van Heemskerck; the oeuvre of these painters was described by Van
Mander as almost indistinguishable.1

KI872 : Figure 85
THE REST ON THE FLIGHT INTO EGYPT. Washington,
D.C., National Gallery of Art (1398), since 1956. Oil on
oak, cradled in Europe. 221 X29! in. (57·9 X74·9 cm.).
Horizontaljoin in the middle section, through the butterfly
or moth. Some abrasion; generally well preserved. Part of
the panel, at the right in the center of the landscape area,
was covered wi til canvas by the artist probably to smooth
an uneven surface.
Suida-Shapley, p. 164, Cat. No. 64.
The Virgin is shown to tile knees, seated at the left of a
landscape setting, an exotic (Near Eastern?) textile around
her legs. She holds ilie nude Infant on her lap with her right
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hand, supporting the large crystal orb upon which he is
seated with her left. His right foot rests upon the orb's
cross. The Herculean child holds a moth or butterfly with
his right hand and seems to reach toward his mother's
breast with his left hand: the fastening at Mary's shoulder
is untied as though preparatory to nursing. Their moment
of regal repose refers in part to the Rest of the Holy Family
on the Flight into Egypt as described by the PseudoMatthew (20-1).2 A gnarled tree is at the upper left. The
classical landscape vista at the right includes a running male
figure in the foreground, a grazing sheep and three
additional running figures in the middle distance. A
Septizonium-like structure; a statue-topped column; an
obelisk and several ruined buildings are seen against a
mountainous background.

of c. 1530, painted in Utrecht and Haarlem. The plasticity
of their figures suggests animated sculpture.l l
Somewhat more mannered than the bulk of Scorel's
oeuvre, the Kress panel is nonetheless clearly by the
Utrecht master, readily distinguishable as such by its rich
luminosity and golden coloration, qualities rarely encountered in the work of Heemskerck. The Virgin's
twisted coiffure recalls that of Michelangelo's DOlli
Madonna; the Child's Herculean physique may also be
Tuscan in origin, possibly transmitted to Scorel by Rosso
Fiorentino. Scorel may have known the latter's works
painted in France when he was active there also. A date in
the early 1530S seems correct.

Although the work does not incorporate all of the specific
elements of a Rest on the Flight into Egypt, by the sixteenth
century that subject was treated with very considerable
freedom. The panel might be entitled Meditatioll 011 the
Flight illto Egypt, the subject of a small panel by Scorel
which includes many of the features of K1872 but where
the participants, including Joseph, are shown in a sacra
cOllversaziolle.3 The Infant's nudity signifies his sacrifice
through crucifixion (indicated by the cross underfoot) for
the salvation of the earth (represented by the orb below).
The butterfly symbolizes tlle transience of human life,
resurrection and renewal through God.4 Mary's elaborate
headdress and the Child's regal attributes point to their
future enthronement as king and queen of heaven.

Provenance: Possibly identical with the painting by Scorel
representing Our Lady with St. Joseph in the Desert seen
by the Anonimo Morelliano in the house of Gabriel
Vendramin in Venice.12 Heinrich Willielm Campe,
Brunswick (until 1862). H. Vieweg, Brunswick, grandson
of the above (sold Berlin, R. Lepke's Kunst-Auctions-Haus,
Samm/llng Vieweg, BratlllSclllveig, 18 Mar. 1930, Berlin,
p. So, Cat. No. 49). Antonio vo!! Riedemann, Meggen,
Switzerland, exhibited - Basle, 6ffentliche Kunstsammlung, Kunstmuseum, Meisterwerke hollimdischer Malerei des
16. bis 18. jahrllllllderts, 23 June-19 Aug. 1945, Cat. No.
87, p. 19, listed as 'Maria mit Kinde, Jan van Scorel'. New
York, Frederick Mont. Kress acquisition 1952, exhibitedUtrecht, Centraal Museum,jall vall Scorei, 3 Aug.-30 Oct.
1955, p. 43, Cat. No. 25, listed as Madolllla lIIet Killd.

The Kress panel was first published by Hoogewerff as by
Scorel; he related it to a Virgill and Child from the studio
of that master in Cassel (Gemaldegalerie).5 Winkler
characterized KI872 as a distinguished painting by Scorel,
close in date to his Magdalell (Amsterdam, Rijksmuseum).6
Friedlander included the work in his Scorel catalogue,
entitling it Mary with the Child. 7 The panel was given to
ScoreI'sjunior, Marten van Heemskerck, by Wescher who
grouped it with his early works pre-dating the Roman
journey of 1532-36 such as the Virgill and Child with St.
Luke (Haarlem, Frans Hals Museum) and jlldah and Tamar
(formerly Potsdam, Sanssouci), both dated 1532. 8 Hoogewerff accepted Wescher's views. 9 Bruyn also ascribed the
Kress panel to Heemskerck, suggesting that the younger
artist was influenced by ScoreI's Magdalen and by the art
of Raphael and the Venetians as brought to the Netherlands
by Scorel, who was active in Heemskerck's native Haarlem
between 1S27 and 1529.10 Suida-Shapley(p. 164) maintained
the Scorel attribution, pointing out that the Virgin's
features are those of ScoreI's mistress Agathe van Schoonhoven (Rome, Galleria Doria). 'Agathe's features •.. are
here ... softened and given a dreamy expression for which
the artist's sojourn in Venice accounts. Also suggestive of
Venetian art is the lyric, atmospheric landscape, though its
details are probably from ScoreI's farther journey to the
Holy Land. He pays homage to Michelangelo in the form
and action of the Child, while Mannerists like Beccafumi
and Granacci are recalled by the background figures.' Von
dcr Osten also placed the panel among ScoreI's early works

References: (I) Le Livre des Peintres de Carel vall Mander,
edited by Henri Hymans, Paris, I, 1884, p. 314. Max J.
Friedlander, Die altlliederliilldische Malerei, XII, Leyden,
1935. For the van Scorel bibliography see the exhibition
catalogue Jail vall Seorei, Ccntraal Museum, Utrecht, 1955.
(2) For the iconography of the Flight into Egypt see Reali,
II, 2, p. 278. (3) Reproduced by Friedlander, op. cit.,
pI. LXIX, Cat. No. 335, Alton Towers Collection (the
painting was destroyed by fire). (4) See Franz Cumont,
Recherches sllr Ie symbolisme jillleraire des romaills, Paris, 1966,
pp. 319 and 409, for classical interpretation. Eugene Dwyer
has noted that the infant on the globe is derived from the
gold and silver coinage of the Empress Domitia. See H.
Mattingly, Coills ofthe Romall Empire ill the British Mllsellm,
II, London, 1930, p. 3Il, nos. 62, 63 (pI. 61, nos. 6 and 7).
The landscape rendering may perhaps have been influenced
by fragments of ancient Roman fourth-style wall painting
seen by Scorel in Italy or the Near East (suggested by
Penelope Billings). (5) G. J. Hoogewerff, Jail vall Seorel,
peintre de la rellaissance hollandaise, The Hague, 1923, p. 141,
Cat. No. 20. Although the Cassel picture is listed as
reproduced on pI. XLIII it is actually shown on pI. XLVI; see
also p. 86. It is quite different in composition from K1872.
(6) Friedrich Winkler, 'Die Sammlung Vieweg, I, Gemalde',
Palltheon, v, 1930, pp. 73-9, esp. p. 78. (7) Friedlander,
op. cit., p. 202, Cat. No. 327. He noted (XIV, p. 129) that a
replica was on the art market in Cologne in 1936,
measuring 64 X77 cm., and reafftrmed the attribution of
KI872 to Scorel in a letter to William Suida, 4/XI/1955,
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Kress Archive. (8) Paul Wescher, 'Heemskerck und Score!',
Jahrbtlch der pretlssisclleu Kllllstsammlllllgell, LXIX, 1938, pp.
218-30, esp. p. 221. A landscape study by Marten van
Heemskerck (Dr. J. Q. van Regteren Altena, Amsterdam)
includes some of the features of K1872; it was probably
drawn by Heemskerck after a work by Scorel. Sec
Christian Hulsen, 'Unbekannte romische Zeichnungen
von Maarten van Heemskerck', Mededeelillgeu vall het
Nederlatldscll Historisch Illstitllt te Rom, VII, 1927, pp. 83-96,
esp. p. 95, illustrated pI. 18, p. 96. (9) Hoogewedf, De
Noord-Nederlatldsclle Scllilderkullst, IV, 1941-42, pp. 303 and
305; his text for the Jail vatl Scorel exhibition catalogue
(Utrecht, 1955, p. 43, Cat. No. 25) also favored an
attribution to Marten van Heemskerck for K1872. (10)
]. Bruyn, 'Eenige werken van Jan van Scorel uit zijn
Haarlemse tijd (1527-1529)', Blilletitl vall het RijkslllllSetllll,
II, III, 1954, pp. 51-8, esp. p. 54. (II) Gert von der Osten
and Horst Vey, Paitltitlg atld Sclllptlire ill GermallY alld the
Netherlallds 1500-1600, Baltimore, 1969, p. 183. (12)
Suggested by Sliida-Shapley, p. 164. Theodor Frimmel, ed.,
Der AtlOllilllo Morelliallo, Marcatltoll Michiels Notizia d' opere
del disegtlo, Vienna, 1896, pp. 106-7 (three separate entries
for the same painting; seen in 1530).

KI887 was attributed to Jan de Beer by Friedlander.3 The
horse at the extreme left is derived from Durer's engraved
Offer of Love (B.93); the dogs at the right are taken from
Durer's engraved St. Elistace (B.57) completed before 1505.
The format of KI887 was especially favored by masters
active in Antwerp from the second decade of the sixteenth
century onward. The composition of the Kress panel is
close to a depiction of the same subject which has been
attributed to Jan Mostaert and Joachim Patinir.4
The COllversioll may perhaps go back to a lost work by Jan
Mostaert recorded by Carel van Mander as being in the
Prinsenhof at Haarlem.5 The impressionistically rendered
Kress panel is not close in technique to the highly finished
works generally ascribed to Jan de Beer. It is close to a
painting of the same subject, attributed to Jan de Cock
(Rome, Palazzo Doria, Alinari Photograph 29585). The
Kress panel is too freely rendered to be placed among Jan
de Beer's works with complete certainty. It resembles
many paintings in the circle of Joachim Patinir and Jan
de Cock.

Provellatlce: New York, Frederick A.
acquisition 1952.

JAN DE BEER
The oeuvre ofJan de Beer was reconstructed by Friedlander
on the basis of an inscribed drawing dated 1520 (London,
British Museum). The painter, an outstanding Antwerp
master, was the student of Gillis van Everen in 1490. He
became a free master at the Antwerp guild in 1504 and
deacon in 1515.1 He was largely active as a designer for
painted glass windows. Jan de Beer's works belong with
those of the Antwerp Mannerists, distinguished by their
elongated, neo-Gothic style and partial utilization ofItalian
decorative motifs.

ANTWERP MASTER, c.
JAN DE BEER (?)

Eustace, especially the account of the appearance of the
stag with the radiant crucifix between its antlers.2

J520,

K1887 : Figure 89
THE CONVERSION OF ST. HUBERT [Miracle of St.
Eustace]. Portland, Oregon, Portland Art Museum, since
1952. Oil on uncradled panel. 121 X22! in. (31.7 X57·2
em.). Extensive worm tunneling, considerable losses.
Portland, 1952, Cat. No.6, p. 21.
The horizontal, panoramic composition shows the holy
knight Hubert kneeling in prayer at the left before a stag
with a crucifix between the antlers. The knight's steed is
at the far left; other members of his hunting party are in
the middle distance and at the right, where an equestrian
figure points skywards and a standing huntsman with a
hom points to the left.
Hubert, first bishop of Liege (722-7), was the patron saint
of hunters and was invoked to cure rabies. His legend
c:ombined episodes from the life of the early Roman St.

Stem.

Kress

Referetlces: (I) See Max]. Friedlander, Die altlliederliilldische
Malerei, XI, Leyden, 1934, pp. 15-30. (2) For the iconography of St. Hubert, see Erwin Panofsky, 'Durer's St.
Eustace', Record of the Art Museum, Prillcetoll Utliversity, IX,
1950, pp. 1-10. See also Reali, III, 2, pp. 558 ff. (3) According to the Kress Archive. (4) Collection of Dr. F. Heulens,
Brussels. Reproduced fig. 30, Cat. No. 63, p. 8 in catalogue
Margareta vall Oostellrijk ell/war hoJ, Mechelen, 1958. (5)
C. H. Hymans, Le Livre des peilltres de Carel vall Mallder, I,
Paris, 1884, p. 265.

FLEMISH MASTER, active c. 1540
K2126 : Figure 88
TUE BATTLE OF PAVIA. Birmingham, Alabama,
Birmingham Museum of Art (61.125), since 1959. Oil on
panel, cradled. 45i X68i in. (II5·8 X173·6 em.). At least
two horizontal joins, one above halberdier at lower left
(the one farthest to the right), and another through the
upper part of the banner bearing the white cross at the
right. Restored by Modestini in 1959. Generally well
preserved despite considerable old over-painting.
Birmillgham, 1959. pp. 67-70.
The panel unites. in bird's eye view, many separate aspects
of the Battle of Pavia of 1525, which ended the French
dominion of Northwest Italy. The three-month long
French siege of Pavia was broken by the forces of Charles V,
who, on the eve of 24 February, under Georg von
Frundsberg, entered the Park of Mirabella through an
opening in its walls. German forces (wi til the support of
Spanish firearms) challenged and defeated the French,

EARLY NETHERLANDISH SCHOOL: XV-XVI CENTURY

whose strength had been weakened by the desertion of
many Swiss mercenaries (Landsklleclzte). The courtly,
burdensome French cavalry was overcome by the speedy
German infantry. The Battle of Pavia demonstrated the
need for a balance of arms - cavalry, infantry, and artillery
- in the field.
The artist has chosen a vantage point above and beyond
the walls of the park where the battle takes place. At the
lower left the German infantry crowds into the park
in a tumult of pikes, banners, and drums. It was led
by Charles V's cavalry, shown in black armor with
plumed helmets, headed by the Marchese di Pescara
{husband of Michelangelo's friend Vittoria Colonna} who
was to die of wounds received in this battle. Preceding
the cavalry are tlle Spanish arquebusiers who confront the
oncoming French infantry (led by the Duc d' Alenr;on)
identifiable by their fleur-de-lis strewn banners. These
groupings at the lower left of the painting represent the
early phases of tlle battle. The central area of the Park of
Mirabella (at the upper left of K2126) is the scene of raging
battle between the French and German cavalries. The
capture of Franr;ois I is shown here. The buildings within
the walls are unidentifiable; the only structure in maps of
the battle area is Mirabella castle, possibly identifiable with
the curious edifice at the lower right. The church at the
extreme left may represent San Genesio. At the upper right
is a pitched battle between the French and German
infantry at the walls of Pavia. German cavalry rout the
French from trenches around the city. Military encampments of the armies can be seen in the distance along the
banks of the Ticino, with troop formations moving into
position. At the upper left an artillery battle takes place
near armed encampments. In the distance the Ticino flows
into tlle Po. A fantastic mountainous terrain is in the background. The final events of the battle are depicted at the
right middle ground. Victorious troops lead tlle captured
Franr;ois I on muleback tllrough a gap in the wall to
Spanish imprisonment {from which he was freed in 1526
after the Treaty of Madrid}. To the far right, standing
between two brooks {one is perhaps the Venaculla?}, arc
Swiss mercenaries and French soldiers, presumably captured
during the battle. Netherlandish artists have depicted the
Battle of Pavia as a series of separate scenes forming a
narrative cycle, such as Bernard van Orley's drawings of
c. 1528 {Paris, Louvre, Cabinet des Dessins} for tapestries
{Naples, Musco Nazionale di Capodimonte}.l But the
painter of K2126 has followed German examples which
fused these events in time and space into a single montage. 2
In the seventeenth century K2126 was ascribed to DUrer.
In 1843 Raczynski wrote that it was not by that German
master, but nonetheless found the painting superb.3 In 1895
the work was given to Jan Cornelisz. Vermeyen; this
attribution was maintained when the panel was in the
Cook Collection,4 although while there, it was suggested
by an unnamed critic tllat tlle panel was painted by
Nicholas Hogenberg. 5 Suida (Birmillgham, 1959, p. 68)
listed K2I26 as by a Flemish painter, executed shortly after
1525. He rejectcd the assignment of tllc panel to Vermeycn
or to Hogenberg, noting that the lattcr's oeuvre is only

known by his prints. Stocklein attributed K2126 to
Ruprecht Heller, a master whose only identified painting
is a Battle of Pavia (Stockholm, Nationalmuseum) signed
and dated 1529. 6
The Kress panel does not correspond closely to anyone of
the many depictions of the defeat of Franr;ois I at Pavia. It
is somewhat similar in style {but not in composition} to
The Battle of Pavia {Hampton Court} which is ascribed to
the German School, c.1530. 7 The broad compositional
outlines of K2126 are closer to the Battle as represented in
a panel in Vienna {Kunsthistorisches Museum} attributed to
Joachim Patinir. 8 The painting's romantic, medievalizing
narrative style precludes authorship by Jan Vermeyen,
whose name was rightly rejected by Suida. Helmut Nickel
has suggested to this writer a date of c. 1540 for The Battle
of Pavia, observing that some of the costumes and arms
reflect styles considerably later in date than that of the
actual battle. The master of the Kress panel may have
drawn upon many different sources for his reconstruction
of the events at Pavia. Although probably the work of an
Antwerp artist, the Kress panel recalls the bird's-eye-view,
microcosmic approach best known in the first half of the
sixteenth century in works by Altdorfer and Huber and
may perhaps be adapted from a drawing of the Pavia
Battle by Huber (Munich, Graphische Sammlung) or from
a painting by the Monogrammist S. C., such as his Battle
with Lallsquellets, WUrzburg). 9

Provenance: Dom Fernando Alvares de Castro. 10 Dom
Manoel de Castro, grand-nephew of the above.l l Jean de
Castro, Conde de Penamacor.12 Saldanha Castro, Albuquerque, Ribafria, Lisbon.13 Henry Doetsch (sale,
Christie's, 22-5 June 1895, Cat. No. 232, p. 66, as by Jan
Vermeyen). Sir Frederick Cook. 14 New York, Rosenberg
and Stiebel. Kress acquisition 1955.
References: {I} Reproduccd in Giovanni Treccani degli
Alfieri (ed.), Storia di Milano, Tra Francia e Spaglla (15001535), Milan, 1957, VIII, 2, chapter 7, pp. 254-61; a
drawing by W. Huber (Munich, Graphische Sammlung) is
also reproduced in the Storia {p. 250} as are two anonymous
woodcuts, one French (?), one Lombard (?), opp. p. 260. (2)
For early descriptions and depictions of the Battle of Pavia
see Treccani degli Alfieri, op. cit., pp. 241-67. See also
Ernst Gagliardi, 'Die Schlacht von Pavia auf den Teppichcn
des Museums zu N capel', in Feuerlvuk - Gesellsc1zqft
{Artilleric-Kollegium}, ZUrich, ex, 1915, pp. 2-40. R.
Thom, Die Schlacht bei Pavia, Berlin, 1907. (3) Atllanasius
Raczynski, Les arts til Portugal, Paris, 1846, pp. 274-6. (4)
Maurice W. Brockwell, A Catalogue of the Paintillgs at
Doughty House ... Collectioll of Sir Frederick Cook, Bt.,
London, 1915, III, pp. 95-6. (5) Abridged Catalogue of the
Pictures at Doughty House . .. , 1932, p. 17, Cat. No. 473.
(6) Hans Stocklein, 'Die Schlacht be: Pavia; zum Gemalde
des Ruprecht Heller' (p. 235 and fig. 145) and Ernst Duchner,
'Bemerkungen zum "Historien- und Schlachtenbild" der
deutschen Renaissance' (p. 248), both in Ernst Buchner and
Karl Feuchtmayr (cd.), Obcrdelltsc1,e KIIIISt der Spiitgotik tllld
Rrjormatiollszeit, Augsburg, 1924, pp. 230L9 and 240-59,
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respectively. For a further discussion of representations of
the battIe of Pavia see Axel Sjoblom, 'Ein Gemalde von
Ruprecht Heller im Stockholmer Nationalmuseum', in
Buchner and Feuchtmayr, op. cit., pp. 225-9. (7) Inventory
Nos. 251 and 328. Formerly given to Hans Holbein
and to Melchior (Martin) Feselen when shown at Bruges
in the Tcisoll d'Or Exhibition, 1909, Cat. No. 165.
(8) A copy of tIle Vienna picture sometimes ascribed
to Jorg Breu and Elder and more recentIy to Jan
Vermeyen is in Brussels (Musees Royaux des Beaux-Arts).
It is reproduced on pI. CLXXXVII, Carlos V y su Ambiente,
Toledo, 1958. AnotIler Battle of Pavia given to Breu is at
\Vilton House, No. 188; tIle German master designed a
woodcut of tIle Battle. (9) The drawing is reproduced by
Martin Weinberger, Wolf Huber, Leipzig, 1930, p. 165,
fig. 97. See Ernst Buchner, 'Zwei oberdeutsche Meister der
Reformationszeit', ZeitschriJt flir bildende Kllnst, LIX,
1925-26, pp. 49-54, reproduced p. 50. (10) Raczynski, op.
cit., pp. 274-5, discusses a will of Dom Fernando Alvares
de Castro of 4 May 1632, including 'un grand tableau de
la bataille de Pavie, original d'Albert [Durer], unique dans
Ie monde et digne de la plus grande appreciation.' A
certified copy of the Castro will was acquired by Henry
Doetsch upon his purchase OfK2126 in 1895. (II) According to Brockwell (op. cit., III, pp. 95-6) who wrote that
Alvares' will left the painting to Dom Manoel de Castro,
his grand-nephew. (12) Ibid. (13) Raczynski, loco cit. (14)
Listed in Brockwell, 01" cit., III, p. 17, Cat. No. 473 and
Abridged Cataloglle, op. cit., p. 17, Cat. No. 473.

JOACHIM P A TINIR
The artist was born c. 1485 and died in Antwerp in 1524.1
He entered tIle Antwerp painters' guild in 1515. Best
known for tIle dominant role played by landscape in his
art, Patinir drew upon the works of Hieronymus Bosch
and earlier sources. His oeuvre contributed to the beginning
of an acceptance of landscape painting as an autonomous
genre. Often the figures in his topographical, panoramic
views were provided by collaborators, most notably
Quinten Massys (Prado, Tlte Temptation of Saint Anthony).

Follower ofPATINIR
KI970

:

Figure 79

THE FLIGHT INTO EGYPT. Washington, D.C., National
Gallery of Art (1633), since 1956. Oil on uncradled oak
panel. 9~ X5t in. (23'7 X15'0 cm.). On the back: 23,953,
and a German statement that the painting was removed
from the Gemaldegalerie (Vienna) on I I February 1952;
a large strip is inscribed: II. D. U W. II. 20. The painting is
generally well-preserved; Waagen noted in 1866 that it
had undergone some damage. 2
Suida-Shapley, p. 140, Cat. No. 54.
The Holy Family is seen frontally on a rocky elevationjllst
above a mountain stream, on tIle Flight into Egypt
(Matthew 2: 14). Mary, on an ass, holds the lightly-clad

Infant in her arms. Joseph grasps the reins with the right
hand, leaning on a stick with the left. A water mill is at
the lower middleground right, a great landscape panorama
in the distance. Two tiny figures are seen from the back in
tIle valley below.3
In 1784 K1970 was attributed to Herri met de Bles.4 By
1884 its proximity to Patinir's style was observed by
Engerth, followed by Frimmel in 1889.5 The 1896 catalogue
recorded K1970 as by Patinir with the notation that it was
first associated with that master by Schcibler.G Schaeffer
and Gluck noted that tIle Kress panel was more probably
by an archaizing follower of Patinir than by the master
himself. 7 Baldass listed tIle painting as by a follower of
Patinir. 8 Weissenhofer viewed K1970 as by Patinir. 9 Suida
described it as by a follower of Patinir active c. 1550.
Bllschbeck observed in 1955 that the style of the figures
dated from tIle mid-sixteenth century, precluding Patinir's
authorship. He stressed tIle contemporaneity of figures and
landscape execution, placing it about a generation after
Patinir's deatII in 1524.10 Koch, placing the Flight into Egypt
among anonymous later followers ofPatinir, noted that the
figures are Italianate, somewhat in the style ofCorreggio.l l
By the time K1970 was painted, the cosmic scale of
Patinir's works was no longer fully understood, so that the
Holy Family is shown on far too large a scale for its setting.
The artist of the Flight into Egypt has appropriated a small
section of a Patinir composition, probably from one of the
artist's horizontal works such as his Landscape tvith St.
Jerome (Paris, Louvre),12 and combined it with a Holy
Family freely derived from an Italianate source. Although
both Patinir and Herri met de Bles painted several examples
of the Flight into Egypt, no one of them corresponds
closely to K1970; and the foreshortened, frontal equestrian
grouping is alien to northern art,l3

Provenance: Vienna, Kunsthistorisches Museum. 14 New
York, Frederick Mont. Kress acquisition 1953.
References: (I) Robert A. Koch, Joachilll Patinir, Princeton,
1968. (2) Gustav Friedrich Waagen, Die vorne11111stell
Ktlllstdmkmiiler in Wien, Erster Teil. Die K. K. GemiildeSalll11l1llngen illl Scltlosse Belvedere tllld ill der K. K. KllnstAkademie, die Privatsommlllngm, Vienna, 1866, p. 183, Cat.
No. 20. (3) For the iconography of the Flight into Egypt
sec Reali, II, 2, pp. 274-6. (4) Chretien de Mechcl, Cataloglle
des tableallx de la galerie imperiale et royale de Vietme, Basel,
1784, p. 167, Cat. No. 77. Mechel's attribution was accepted
by Albert Krafft (Cataloglle de la galerie des tableallx
imperiale et royale aBelvedere aVietllle, Vienna, 1845, p. 213,
Cat. No. 23) and by Waagen (op. cit., p. 183, Cat. No. 20)
and Eduard Engerth (Niederliindische Sc1wletl, II, Vienna,
1884, p. 29, Cat. No. 691), but the latter noted that it was
closer to Patinir than to Herri met de Bles. (5) Engerth,
ibid. T. von Frimmel, Geschichte der Wiener Gemiildtsamlllillngetl, I, Leipzig, 1899, p. 465, Cat. No. 664. (6) L.
Scheibler, Kunstltistorische Salllmlllngen des allerhochstm
Kaiserhouses Fiihrer dllTCh die Gellliilde-Galerie, alte Meister,
II, Niederliindische tltld delltsche Schlllen, Vienna, 1896, p. 15,
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Cat. No. 664. W. Suida accepted the Patinir attribution in
1903, in his Wiell, I, Modemer Cicerone, Stuttgart, 1903,
p. 98. (7) A. Schaeffer and G. GlUck, Ktlllsthistorische

SalllllllutlgeIJ des allerhochstetl Kaiser/lauses Fiihrer durcll die
Gellliilde-Galerie, alte Meister, II, Vienna, 1907, p. 154, Cat.
No. 664. (8) Ludwig Baldass, Vienna Kunsthistorisches
Museum, Katalog der Gellliildegalerie, Vienna, 1938, p. 128,
Cat. No. 664. (9) Anselm Weissenhofer, Wiener Madolluell,
Vienna, 1946, pp. 21-2. (IO) Letter of 16JvJI955, National
Gallery, Washington, D.C. It may have been Scheibler
who suggested that the figures were executed later than
the landscape. (II) Robert Koch,joacllilll Patillir, Princeton,
1968, p. 84, Cat. No. 34. (12) Ibid., Cat. No. 10, fig. 26.
(13) Landscape with Flight illto Egypt, Antwerp, Musee des
Beaux-Arts. Koch, op. cit., fig. 4, Cat. NO.2. (14) Chretien
de Mecllel, loc. cit. Listed as Fligltt ill to Egypt by 'Henri van
Bles'; Vienna, Kunsthistorisches Museum, Katalog der
Gellliildegalerie, foreword by L. Baldass, 1938, p. 128, Cat.
No. 664, listed as Landscape witlt tlte Fligltt to Egypt and
ascribed to a follower ofPatinir.

MATTHYS COCK
Matthys Cock was born in Antwerp C. 1510 and died there
shortly before 1548. The son of the well-known painter
and print designer Jan Wellens de Cock and brother of the
prominent printmaker and publisher Hieronymus Cock,
Matthys was celebrated for his skill as a landscapist; his
works were of great importance as a basis for those of
Bruegel.1 Since no signed, dated, or otherwise documented
paintings by MattilYs Cock survive, the identification of
his oeuvre remains highly conjectural. Those panels which
have been attributed to Matthys have been assigned to him
on tile basis of tlleir resemblance to his drawings, some of
which arc signed and dated between the years 1537 and
1544·2

ANTWERP MASTER, Active c. IS30
(Matthys Cock?) [Pieter Bruegel]
K 1696

: Figure 90

LANDSCAPE WITH SCENES FROM THE LIFE OF ST.
CATHERINE OF ALEXANDRIA. Washington, D.C.,
National Gallery of Art (NGA IIOI), since 1950. Oil on
poplar, mounted on mahogany Witll linden wood strips.3
241 X46f6 in. (62'3 X n8'3 cm.). Small paint losses, especially in lower right and left comers. Shortly after 1932 a
group of male and female harvesters (just to the upper right
of the large tree at the lower left) were removed together
with a woman milking a goat and two cows, formerly at
the extreme lower right comer. Sec Text Fig. 16 for the
appearance of K1696 before modification.
Suida, 1951, p.202, Cat. No. 89. Reproduced in color by
Gustav GlUck, Tlte Large Bruegel Book, Vienna, 1953, pI. 3.
The horizontal, panoramic composition shows a mountainous coast witll tile open sea beyond. A great harbor
(Alexandria) is at the upper right with an inlet and a
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boatyard at the extreme right. St. Catherine, her arms
raised in prayer, kneels at the upper left, under a stormy
sky, before the two burning torturer's wheels which were
destroyed by an angel. The wheels then fell upon and killed
the saint's tormentors whose company flee the flames in
tumult. She was beheaded shortly thereafter. The fiery
rocks to the right of tile wheel may refer to another
episode - the burning of the philosophers she converted
to Christianity.4 Storm-tossed ships are shown at the left.
In the center foreground from right to left arc a woodchopper, a wood carrier, sleeping peasants, and a peasant
defecating in a hollow tree trunk. 5 The cloud in the stormy
sky at the upper left came in answer to tile saint's prayers
and seems to be moving toward the right where a ship
heads toward the harbor. A pyramid is shown to tllC
lower left of the end of the bridge.
Michel placed K1696 with three works in the circle of
Bruegel whose exact authorship he found unascertainable. G
He later bracketed the Kress panel with the Parable oj tlte
Sower (now San Diego, Timken Art Gallery), suggesting
that these works were by a junior colleague of Bruegel
influenced by the master's late oeuvre, an artist somewhat
like, but superior to, Lucas van Valckenborch. 7 The San
Diego painting is accepted by Grossmann and other Bruegel
scholars as among the master's early works, dating from
1557. GlUck grouped the Kress panel with scenes in
Bruegel's early style but not by the master himsel£ He
proposed Matthys Cock or Jacob Grimmer as likely
candidates for its authorship.s Tolnay, listing the painting
among the reuvre cotttestle, noted that the rocky landscape
recalled those seen in drawings of Matthys Cock and the
figures those of Jacob Grimmer (a pupil of Cock).9
Friedlander, in 1937, placed the Kress panel among the
early works of Pieter Bruegel and reaffirmed this view in
1947; his opinion was shared by Wilhelm Valentiner (1948)
and Gustav GlUck (1948), who thought it to have probably
been painted during Bruegel's Italian sojourn, C. 1553. 10
The latter came to this conclusion after seeing tile panel
following tllC removal of the peasant figures which were
present when he first published the painting in 1932. Suida
(p. 202, Cat. No. 89) accepted A. Contini Bonacossi's
proposed identification of tile topography of K1696 as that
of Gaeta (Campania), relating it to drawings made by
Bruegel in Rome in 1553, observing: 'The material
[poplar], motives, and style would not exclude its being
painted during Bruegel's sojourn in Italy 1553 or 1554.'
K1696 was omitted from the Bruegel monographs of
Robert Genaille (Paris, 1953) and F. Grossmann (London,
1955). GlUck noted the dependence of the composition
upon that of the same subject painted by Joachim Patinir
(Vienna, Kunsthistorisches Museum; completed before
1524); he saw the Kress panel as a free, reversed adaptation
ofPatinir and included it among Bruegel's earliest works.l l
Koch observed that the inclusion of the defecating figure
(at the lower left of K1696) was viewed in the sixteenth
century as Patinir's hallmark. I:! Like Tolnay, Grossmann
found tile Kress panel the work of an artist of an earlier
generation than Bruegel, suggesting its execution by
Matthys Cock C. 1540 due to the correspondence OfK1696
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with a drawing of that date by Cock.13 According to
Franz, the painting is by an unknown master. He juxtaposed
it with an anonymous River Landscape in London (National
Gallery) and an anonymous landscape drawing dated 1553
(Budapest, Szcpmiivcszeti Muzeum).14
Many of the drawings in the Errera Album (Brussels,
Musces Royaux des Beaux-Arts) show the same elements
as those of the Landscape with Scenes from the Life oj St.
Catherine, most notably the Landscape with St. Christopher. 15
Although the painted oeuvre of Matthys Cock is highly
uncertain, the Kress panel shares many of the characteristics
of the River Landscape (London, National Gallery) which
is probably by Cock and those of several of the artist's
signed and dated drawings. The painting also resembles
prints by Hieronymus Cock, whose works were derived
from his brother Matthys, Hieronymus continuing to
work in Matthys' manner for many years after the latter's
early death. He added Italianate staffage to his brother's
works to make them more acceptable to the taste of the
later sixteenth century.IS It may well prove that K1696 was
subjected to a similar process in the mid-sixteenth century.
The peasants in the foreground differ slightly in style from
St. Catherine and her tormentors in the background. The
remaining peasants, with those removed from KI696 in
the early 1930S, are coarsely rendered, lacking the fluidity
of St. Catherine and the others shown further back. The
latter are still s'omewhat in the style of Matthys Cock's
probable grandfather, Cornelis Engelbrechtsz, a contemporary of Hieronymus Bosch. The presumed midsixteenth-century addition of the foreground figures would
have provided a more intricately narrative scene along the
lines of those then popularized by Pieter Bruegel. KI696
is itself a distinct 'modernization' ofPatinir's Landscape with
Scenes from the Life oj St. Catherine in Vienna.l7 The Kress
panel omits the angel hovering over the destroyed wheels
of torture and stresses the everyday events of peasant life
in the foreground which may have been added by Jacob
Grimmer, who was a student of Cock. The master of the
Kress panel, like his follower Pieter Bruegel, preferred to
have nature seen as the agent of divine deliverance and
retribution. The identification of the topography as Italian
seems unlikely, as it is almost identical with the rock
formations ofJoachim Patinir which are based upon those
of the Meuse Valley. A certain freedom in rendering may,
however, reflect Italian influence, and it has been suggested
that Matthys Cock himself went to Italy. As K1696 was
originally painted on poplar, the use of this wood could
argue for the panel having been painted in the South.
There can be little doubt that the painter of the Landscape
originated in the ambience ofJoachim Patinir and worked
in Antwerp. The artist may be Matthys Cock on the basis
of similar works associated with that ratller shadowy
figure. Cock could have spent his earliest years in Patinir's
atelier before the latter's death in 1534. However, since his
own family included so many artists, it seems more likely
that Matthys Cock would have been apprenticed to his
father or another relative. The Kress panel belongs to the
very small group of works painted by the generation active

just before Bruegel, an important example of a critical
phase in the genesis of the Western landscape.

Provenance: Dr. C. Benedict, Berlin, exhibited - Exposition
d'Artflamand Ancien, Antwerp, 1930, I, Cat. No. 53, p. 20,
VanDiemen-MargrafGallery, Berlin. Karl Rosler( Germany
and Holland). Van Diemen-Lilienfeld Galleries, New
York. Kress acquisition 1950. Exhibited Washington, D.C.,
The National Gallery of Art, Paintillgs and Sculptllre from
the Kress Collection, 1951, p. 202, Cat. No. 89.
References: (I) For the relationship between Matthys and
Bruegel see Charles de Tolnay, Tlte Drawings oj Peter
Bruegel the Elder, New York, n.d., pp. 7 ff., and his 'An
Unknown Early Panel by Peter Bruegel the Elder', Scritti
di storia dell' arte in ollore di Liollello Venturi, Rome, 1956, I,
pp. 400-28, esp. pp. 418 ff. (2) For the artist's biography see
Carel van Mander's brief entry' Mathijs and J eroon Kock',
in Dutch and Flemish Painters, tr. Constant van der Waal,
New York, 1938, pp. 148-9. The engraved portrait of
Matthys by Hieronymus Cock includes a land and seascape
which may indicate the form of his paintings. This engraving is reproduced by K. G. Boon, 'De tekenaar van
het Errera-Schetsboek', BlIlletill des Musles Royaux des
Beaux-Arts, Brussels, 1955 (Miscellanea Erwin Panofsky),
p. 227, fig. 12. A Landscape with St. Christopher (Munich,
F. W. von Bissing Collection; reproduced by H. G.
Hoogewerff, De Noord-Nederlandsche Schilderkllnst, The
Hague, 1939, III, p. 360, fig. 190) has been the center of
dispute concerning Matthys' painted oeuvre. First ascribed
to Cornelis Engelbrechtsz, it was given by Max J.
Friedlander to Jan Wellens de Cock (Zeitschrift flir bildende
KIIIISt, XXIX, 1918, pp. 67 ff.). Hoogewerff(op. cit., p. 364)
attributed the Christopher to Lucas Cornelisz and believed
tllat Matthys Cock copied the von Bissing painting in a
work now in Brussels (Collection Robert Gendebien).
Grossmann followed Friedlander's view, also ascribing the
von Bissing panel to Jan Wellens de Cock, which he finds
the one safely attributed to that master. Grossmann (letter
of 25/1/1969, Kress Arcllive) also suggested that the SS.
AllthollY and Paul (Liechtenstein Collection) may be by Jan
Wellens de Cock. A third Landscape witTz St. Christopher,
formerly owned by Dr. Benedict in Paris (he at one time
owned KI696), has been given to Matthys Cock (or after
him) by K. G. Boon (op. cit., reproduced p. 220, fig. 4).
This suggestion has been accepted by Grossmann. Ludwig
Baldass rEin Landschaftsbild von Matthys Cock', Zeitschrift
flir bildellde Kunst, LXI, 1927-8, pp. 90 ff.) ascribed a River
Landscape (London, National Gallery) and a Christ Walkillg
011 the Water (Vienna, art market) to Matthys Cock. For an
extensive study of works given to Matthys see H. G.
Hoogewerff, 'Matthijs Wellens de Cock', Feestblllldel Prof.
Dr. WiIlelll Vogelsang, Lciden, 1932, pp. 31-5, as well as his
cited work of 1939 (above). The artist's graphic oeuvre
was explored by Baldass, 'Die niederlandische Landschaftsmalerei von Patinir bis Bruegel', Jahrbuch der KUllsthistoriscllen SammIll/lgen in Wien, XXXIV, 1917, pp. III-57,
esp. pp. 146-7. For other studies of Matthys' graphic
oeuvre see the 'article by Thomas Mutchall-Viebrook,
'Matthys Cock (d. 1548): A Coast Scene', Old Master
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Drmvillgs, VI, 1931, pp. 29-30, pI. 23; see also Wolfgang
Stechow, 'Matthys und Hieronymus Cock', Jahrbuch der
preusziscllell Ktlllstsalllllllullgell, LVI, 1935, p. 74, for an
important catalogue of seven drawings executed by
Matthys between 1537 and 1544; see also idelll, 'Two
Drawings by Hieronymus Cock', Old Master Drawillgs,
XI, 1936, pp. 40-1, esp. p. 36. K. G. Boon (op. cit.) has
attributed many drawings in Brussels to Matthys Cock.
Several drawings, Seascape ill a Storlll (fig. I, p. 217) and a
Lalldscape with St. Christopher (fig. 3, p. 220), share some of
the elements of K1696. The drawn landscape with St.
Christopher is the same composition as one owned by the
Gallery Benedict. This album has also been attributed to
Lucas van Valckenborch by S. J. Gudlaugsson, 'Het
Errera-Schetsboek en Lucas van Valckenborch', OudHolland, XXIV, 1959, pp. 118-38. A far more probable
ascription is that of Edouard de Callotay to Cornelius
Massys ('Cornelius Massys paysagiste, collaborateur de son
pere et de son frere, et auteur de I'album Errera', Bulletill
des Musees Royaux des Beaux-Arts, XXI-XIV, 1963, pp. 49-64.
Cornelius Massys' art is very close to that of K1696.
(3) Identification of panel as poplar from Gliick, op. cit.
(4) For the life of St. Catherine see Jacobus de Voragine, The
Goldell Legelld or Lives oj tlte Saiuts as Ellglished by William
Caxtoll, London, 1900, VII, pp. 23 ff., Bibliotheca Sanctonlm,
Rome, 1963, III, cols. 954-78; Reau, III, I, pp. 262 ff., 270.
(5) According to Van Mander, it was Patinir's ' ... custom
to place somewhere in his landscapes a little man answering
the call of nature, whence he was called de kakker (the
defecator). One repeatedly looks for this little man as one
did for the little owl of Herri met de Bles.' Quoted and
translated by Robert A. Koch, Joachim Patillir, Princeton,
1968, p. 8, from Het Schilderboek of 1604. (6) Edouard
Michel, Bruegel, Paris, 1931, pp. 75 ff. The three include
the View of Naples (Rome, Galleria Doria-Pamphili),
Netherlandish Proverbs (Berlin, StaatIiche Museen), The Fall
of Icarus (Brussels, Musces Royaux des Beaux-Arts); they
are generally accepted as by Pieter Bruegel the Elder in
recent literature. (7) Idem, 'HypotIlcses sur quelques
peintures flamandes a propos de Brugelle Vieux', Gazette
des Beaux-Arts, LXXIV, 1932, pp. 125-32. (8) Gliick, Bruegels
Gemiilde, Vienna, 1932, p. 102, Cat. No. 81. (9) Charles de
Tolnay, Pierre Bruegell'Allciell, Brussels, 1935, p. 97, Cat.
No. 86. (10) Statements of the three experts in tile Kress
Archive. (II) Gliick, The Large Bruegel Book, Vienna, 1951,
Cat. NO.3. For tile Patinir see Koch, op. cit., 1968, pp. 8-9,
Cat. No. 32, fig. 58. (12) Kocll, ibid. (13) Letter from Fritz
Grossmann of 25/1/69, Kress Archive. Presumably he has
the inscribed, dated drawing Coast Scelle (London, Victoria
and Albert Museum) in mind. For tile drawing, see
Mutchall-Viebrook, op. cit., pI. 23. (I4) Heinrich Gerhard
Franz, Niederliilldisclle Landscluiftsmalerei illl Zeitalter des
Mallierislllus, Graz, 1969, pI. 100, fig. 187; pI. 101, figs. 188,
189. (IS) Rep. by Boon, op. cit., p. 220, fig. 3. For otIler
Netherlandish drawings relating to the composition of ilie
Kress panel see A. Zwollo, 'De Landschaptekeningen van
Cornelis Massys', Nederlallds KllIlsthistorisc/z Jaarboek, XVI,
1965, pp. 43-65. See also a drawing reproduced on pI. 131,
Cat. No. 131, as by a Flemish master of c. 1550 in Halldzeicllllllllgell alter Meister ails Schweizer Privatbesitz, Bremen-
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Ziirich, 1967. (16) Stechow, 1935, op. cit. (17) See Koch,
op. cit., p. 72, Cat. NO.4, figs. 6-7.

PIETER BRUEGEL THE ELDER
Born C.I525-30, Bruegel entered the Antwerp painters'
guild in 1551. He moved to Brussels where he died in 1569.
The painter's early life and training are uncertain; according to Van Mander he was apprenticed to Pieter Coecke
van Aelst, whose daughter he married in 1563. Between
1552 and 1553, Bruegel went to Italy, where he worked in
collaboration with the miniaturist Giulio Clovio in Rome
and executed numerous topographical studies. His first
signed and dated work Lalldscape with Christ and tlte
Apostles (New York, private collection) was painted in
1553. In tile mid-1550S the artist designed several landscape
engravings issued in Antwerp by Hieronymus Cock.
Between 1556 and 1558 Bruegel prepared many engravings influenced by Hieronymus Bosch and painted an
Adoratioll of tlte Magi (Brussels, Musees Royaux des BeauxArts) in the style of that master. A landscape of 1557 - the
Parable of the Sower (San Diego, Timken Art Gallery,
Putnam Foundation) - shows the artist's interest in a
cosmic approach originated in the early fifteenth century
by Jan van Eyck; a Road to Calparr and Tower of Babel
(Vienna, Kunsthistorisches Museum) show his continued
interest in that master's art. Bruegel's late works are often
concerned wiili scenes of peasant life, shown in the series of
tlle Moutlts, and paintings of parables and proverbs. These
works often show a complex combination of archaizing
and Italianate sources. A superb draughtsman, satirist and
realist, Bruegel's paintings, drawings, and prints make him
ilie major Northern master of his day. of enduring
popularity, Bruegel's works were extensively copied,
possibly in the master's own studio, and by his sons and
many other artists of succeeding generations.l He received
extensive aristocratic patronage and was an associate of
humanists. For all the seemingly explicit nature of Bruegel's
art, its precise significance often remains obscure.

Attributed to
PIETER BRUEGEL THE ELDER
K 1701 :

Figures
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LANDSCAPE WITH THE TEMPTATION OF ST. ANTHONY
AnnoT. Washington, D.C., National Gallery of Art
(1102), since 1950. Oil on cradled oak panel. 23 X33f in.
(58.4 X85·7 cm.). Austrian (?) customs stamp on back;
label of Cillq Si?cles d'Art (Brussels, 1935). Very considerable
disturbance to the paint surface along a central horizontal
split and along ilie very top edge; received restoration prior
to acquisition. 2
Reproduced in color Gustav Gliick, Das Bruegel Bllcll,
Vienna, 1936, pI. 3. and in Art News Allllllal, XXI, 1952,
p. 110. SlIida, p. 204. Cat. No. 90.
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The Temptation of St. Anthony takcs place at the water's
edge, in a rustic lean-to with woods to the right. The
Saint is in hooded, monastic garb with a skull before him.
He is seated, reading, under the wooden roof with two
demonic personages, close to a great blasted tree trunk
which forms the right wall of the shelter. A demon and
birds arc perched on a pole above the seated figurcs. A
figure holding out a basket and a knife stands in a hole near
the top of the great tree trunk, a key suspended below him.
An owl and a magpie {?} arc ncar the top of the tree from
which a fish is suspended.
Demonic figures surround a burning church rising from
the crags in the background; others emerge from boats at
the extreme left, coming round a great monster squatting
within a vast earthenware vessel from which a knife is
suspended. A knife and a board arc propped against the
vcssel's side. In the left foreground demonic figures, some
in monastic garb, seem to perform funerary rites over a
great fish covered by a white-crossed dark cloth. A natural
stone arch is in the middleground with a great walled city
by the sea further to the left in the distance.
.
Of St. Anthony's many temptations, at least four were
shown in a large panel by Joachim Patinir and Quinten
Massys {Madrid, Prado}.3 Like the earlier Prado panel,
KI701 includcs several temptations, most notably the one
in the sky at the left in which the saint is carried into the
sky where he is 'assaulted by demons in an excruciating
test of his faith'.4 Anthony may be shown for a third time
standing in the prow of a boat at the lower left, facing an
approaching, sea-borne demonic horde.
Van Puyvelde characterized KI701 as one of the bcst
droleries by Pieter Bruegel the Elder, relating it to descriptions in Carel van Mander's Schilderboek.6 He found the
painting close to Bruegel's 1568 Magpie 0" the Gallows
(Darmstadt, Hessisches Landcsmuseum) in spatial treatment, coloring, foliage, and technique, but less enclosed
in composition, placing the execution of the Kress panel at
least ten years earlier. Puyvelde linked the latter to a drawing dated 1554 (Berlin, Kupferstichkabinett No. 1202)
proposing a date of 1555 for the Landscape with the Temptation oj St. Anthotly Abbot. G The writer also noted the
stylistic and compositional correspondence between KI701
and Pieter Bruegel's Landscape with the Parable oj the Sower
signed and dated 1557 {San Diego, Timken Art GaIIery).7
The Kress panel is described as a genuine work by Pieter
Bruegel the Elder by Max J. Friedlander.8 According to
Charles de Tolnay, K1701 shows 'the touch and coloring
of Jan Bruegel and seems to be a youthful work of this
master.'9 GlUck accepted Pieter Bruegel's authorship
and noted its thematic origin in paintings by Hieronymus
Bosch and his followers. He strcssed the popularity of
the theme which he thought to have been based upon the
words 'Many arc the afflictions of the righteous: but the
Lord delivereth him out of them all' {Psalm 34:20).10
Bruegel's engraving of Anthony's temptation {differing
in composition from K1701} with a quotation from
the same Psalm, was issued by Hieronymus Cock in

Antwerp in 1556. Raczynski supported de Tolnay's
attribution of K1701 to Jan Bruegel, placing it in the·
1580s, among that artist's earliest works; he found the
spatial and painterly treatment alien to Pieter Bruegel the
Elder.n Friedlander included the Kress panel in his
catalogue ofPieter Bruegel's oeuvre as entirely consistent,
placing it at about the same date as the Parable oJthe Sower.12
Although Van der Wetering considered the Krcss panel
close to the Parable, he found its coloring nearer to that
of the generation following Pieter Bruegel the Elder's, to
that of the Brill brothers, leaving open the question of its
authorship by Bruegel or a master of the next generation,l3
The painting was accepted as by Pieter Bruegel and dated
1557-8 by Frankfurter; according to him the symbolism
of K1701 differs from the medieval view of the Temptation
of St. Anthony; he did not regard Boschian sources an
adequate explanation for the elements in the panel. 14 The
Temptation was described by Genaille as recalling those of
Patinir, suggesting a pastiche after Bosch. Although he
found the quality of light, color and landscape treatment
to point away from Bruegel's authorship to that of an
artist in the circle of Jan Bruegel, Genaille still placed
KI701 among those paintings that might be considered as
early works by Pieter Bruegel.15 The dependence ofPieter
Bruegel on Matthys Cock was stressed by Hoogewerff in
his study of the Kress panel which he dated before 1557,
close to the Landscape with the Parable oj the Sower.10 K1701
was dated c. 1550 by Seymollr (p. 92) who noted that it was
'full of unexorcized demons. It makes an elegant place to
forgo the "vanitics" of the world and of learning which
the Renaissance had attempted to place once again on a sure
footing. The blazing church, the ominous birds, the
satirical semi-human in a tree-trunk with a key to an
unknown lock hanging from him insistently describe a
mood of disillusion.' The source for the demon below was,
according to Walker (pp. 125, 148), Sir John Mandeville's
early fourteenth-century Travels, from the section describing the Vale of Devils. Grossmann found that K1701
'lacks the wealth and variety of landscape features which
Pieter Bruegel used to impart to this kind of panoramic
world view.'17 He believed the St. Anthony in the shed
and other motifs to be based on the drawing of the
Temptation by Bruegel (Oxford, Ashmolean Museum)
for the engraving of 1556. Some other details are taken
from the same drawing. Grossmann noted that a source
for the St. Anthony is the Prado Temptation by Massys and
Patinir. He regarded both the relatively benign characterization of the demons in K1701 and the miniature-like
surface quality of the panel as alien to Bruegel's art, proposing tllat the painting might be 'a work by a younger
artist, possibly Jan Bruegel, either copied from a lost
painting by tlle elder Bruegel or, more probably, invented
in imitation of the style of the older master •. .'.18 According to Philip the program of KI701 is a reduction of the
cosmological approach of Hieronymus Bosch whose works
often stressed the cycle of the four elements.19 She
suggested that the artist of the Kress panel may have
painted a serics of four, each incorporating scenes from the
life of a saint and devoted to an element - The Temptation
of St. Anthony stressing tllat of water. K1701 refers within
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itself to all four elements: the sky is the setting for a major
battle between the saint and demons; the sea is another area
of combat between them; fire occupies the very center of
the panel in the burning church, and both the rocky crags
and woods represent earth. The fish symbolizes sex,
equated with evil. The funeral ceremonies for the fish in
the foreground may refer to the saying Just as fish die
when they come out of water, so do monks lose their peace
when tlley leave their cell'.20 The presence of fire, in
addition to its infernal and cosmological associations, may
relate to the disease known as St. Anthony's Fire
(Erysipelas), which the saint was believed to cure.
Rather than trace the motifs OfKI701 directly to a Boschian
source, it would be better to look for the immediate
precedents for the Kress panel in paintings of the hermit's
temptation by Joachim Patinir and a woodcut of Saillt
AllthollY by Jan Wellens de Cock of 1522.21 Many of tlle
infernal Boschian details of KI701 were available in
engraved form by the mid-1550s, several of them found in
prints designed by Bruegel himself: the monster with a
stringed instrument resembles one in Patiellce of 1557
(R.v.n.124); the figure falling through the roof is close to
one in GlIla (R.v.n.129) of 1558; and the hooded monster
near the saint resembles one in Avarice (R.v.n.I28) ofI558.22
Altllough Bruegel's engraved Temptatioll of St. AllthollY
(R.v.n.II9) of 1556 does not correspond compositionally
to the Kress panel, its legend from Psalm 34, as noted by
GlUck, applies to the Kress panel as well. Most of the
components of the Kress panel are entirely consistent with
the art of Pieter Brugel. The general organization of the
composition follows that of his paintings and even more
closely some of the landscape etchings by or after tlle
master. 23 Aliliough painted with extraordinary finesse,
most notable in the glade at the right, the Kress panel lacks
the force and plasticity usually found in Bruegel the Elder's
works. The diminutive scale of St. Anthony and the
tempting figures with him as well as the miniature-like
quality of much of K1701 also indicate that Bruegel may
not have executed the entire painting himsel£ Several
scholars suggested that KI701 may have been painted by
Jan Bruegel I (1568-1625), second son of Pieter Bruegel.
The Kress panel has none of the Italianate forms found in
paintings of the same subject by Jan Bruegel such as the one
attributed to him at Karlsruhe (Staatliche Kunsthalle),
aliliough the broad outlines of the composition and some
of the details are fairly close. If by Jan Bruegel, he must
have modeled himself closely upon a lost original by his
father. The Temptatioll of St. AllthollY is superior in quality
to works by Bruegel's known followers. Little is known of
the artist's studio practices or the role of assistants in the
production of his highly sought-after oeuvre. It may prove
that KI701 was painted in the master's atelier, under his
immediate supervision and wiili the possibility tllat (as was
to be Rubens' practice in Antwerp in the following
century) he played a minor participatory role in its
execution.

Provellallce: Countess Montblanc, Belgium (Brussels?),
exhibited - Brussels, Expositioll Ulliverselle et IlIteTllatiollale
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de Brllxelles, Cillq siecles d'art, 1935, p. 73, Cat. No. lSI,
and Paris, Musce de l'Orangerie, De Vall Eyck
Brellgltel, Nov.-Dec. 1935, p. 16, Cat. No. 16. Baltimore,
Baltimore Museum of Art, Livillg Masters of tIle Past,
10 OCt.-21 Nov. 1943, p. 9. Raleigh, North Carolina
State Society Art Gallery, 1943. Portland, Oregon, 1944.
New York, M. Knoedler and Co., exhibited - Baltimore,
Baltimore Museum of Art, Themes alld Variatiolls in
Pailltillg alld Sculptllre, 15 Apr.-23 May 1948, p. 66, Cat.
No. 98. Kress acquisition 1950.

a

Referellces: (I) See Fritz Grossmann, 'Bruegel, Pieter the
Elder', Ellcyclopedia of World Art, II, 1960, cols. 632-51 for
an excellent survey and bibliography. See also the same
scholar's Brllegel, the Pailltillgs, London, 1955. The fundamental monograph is by Charles de Tolnay, Pierre BTIlegel
I'Allciell, Brussels, 1953. (2) Leo van Puyvelde ('Zwei
Gemalde von Pieter Bruegel', Palltheoll, xv, 1935, pp. 4752, esp. p. 47) described KI701 as having long been
neglected, dirty and heavily overpainted; its importance
was recognized after having fallen from the wall and
restored for a Riss (probably meaning 'split') at tllat time.
He suggested that K1701 might have been a 'Landscape
with fire' executed in tempera, recorded in Rubens'
inventory as a work by Pieter Bruegel the Elder. See J.
Denucc, De Alltwerpsche 'Kollstkamers', Antwerp, 1932,
p. 65, No. 213. (3) See Robert A. Koch, Joachim Patinir,
Princeton, 1968, pp. 39-40, fig. 44, Cat. No. 17, p. 78.
(4) Ibid., p. 39. For text sources for the Temptation of St.
Anthony see Reali, III, I, pp. 107-9; Jacobus de Voragine,
The Golden Legelld, I, translated by Helmut Ripperger and
Granger Ryan, New York, 1941, pp. 101 ff.; Charles D.
Cuttler, 'The Lisbon Temptatioll of St. AllthollY by Jerome
Bosch', Art BlIlletill, XXXIX, 1957, pp. 109-26; E. Castelli,
II demolliaco uell'arte, Milan/Florence, 1952 (K1701 cited
pp. 67-9). (5) Van Puyvclde, op. cit., pp. 47 ff. Carel van
Mander, Het Schilderboek, Haarlem, 1604, fol. 232 verso.
(6) Charles de Tolnay, The Drawillgs of Pitter BTIlegeI the
Elder, New York, n.d., does not include the Berlin sheet.
The drawing is listed by Elfried Bock and Jakob Rosenberg
(Staatliche Museen zu Berlin, Die lIiederliilldischell Meister,
Berlin, 1930, I, p. 21), as 'Peter Bruegel (?)'. (7) Reproduced
by Fritz Grossmann, BTIlegel, London, 1966, pI. 5. This
painting is not well preserved, making it an unreliable
source of comparison to argue for Bruegel's authorship of
tlle Kress painting. (8) Max J. Friedlander, review of
Bruegels Gemiilde by Gustav Gliick, 2nd edition, in BllrliligtOIl Magazille, LXI, 1935, pp. 89-90. (9) Charles de
Tolnay, Pierre BTIlegel L'Allciell, Brussels, 1935, p. 96, Cat.
No. 54, listed with contested works. (10) Gliick, 'Ober
einige Landscllaftsgemalde Peter Bruegcls des Alteren',
Jahrbuch der kllllsthistorischell Sammlullgell ill Wiell, n.F., IX,
1935, p. 151. The print is reproduced by Rene van
Bastclaer, Les Estampes de Peter Bruegel, Brussels, 1908,
R.v.n.II9. A preparatory drawing by Bruegel (Ashmolean
Museum, Oxford) is reproduced by Tolnay, Drawillgs,
op. cit., p. 25, Cat. No. 46. GlUck included K1701 in Das
Bruegel Buch, Vienna, 1936, Cat. NO.3; similar information
given in idem, The Large BTIlegel Book, Vienna, 1935, p. 13
and idem [Leo Bruhn], Das Bruegel BIIC", Vienna, 1941,
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pI. 3. (II) Joseph Alexander GrafRaczynski, Diefiiilllisclle
LandschaJt vor Rubells, Frankfurt-am-Main, 1937, p. 53.
(12) Max J. Friedlander, Die altniederliilldisclle Malerei, XIV,
Leyden, 1937, pp. II-12. (I3) C. van der Wetering, Die
Elltwicklwlg der lIiederliitldischett Lalld~cht!{tslllalerei VOI/I
Atifallg der 16. jahrlltltlderts bis zIIr jahrl/ll1ldertlllitte, Berlin,
1938, p. 66. (14) Alfred M. Frankfurter, 'Interpreting
Masterpieces: Twenty-four Paintings from the Kress
Collection', Art News Atmllal, XXI, 1951, pp. II5-16. (IS)
Robert Genaille, Bruegel l'Allciell, Paris, 1953, p. 82, Cat.
No.6, and pp. 26,101. (I6) G.]. Hoogewerff, Het landschap
vall Boscb tot Rubens, Antwerp, 1954, p. 48. (17) Fritz
Grossmann, letter of 25/1/69 in Kress Archive. (18) Ibid.
See n. 10, above, for sources. (I9) Notes in Kress Archive.
(20) Cited by Koch, op. cit., p. 39 in conjunction with the
Prado Temptatioll by Massys and Patinir. (21) Reproduced
ibid., fig. 48. For paintings by Patinir, not necessarily
showing the Temptation of St. Anthony but with compositional correspondences to KI70l, see Koch's figs. 26-8,
30,31,35,36 and 49: Landscape witb St. jerome. The rocky
structure is like that shown by Joos van Cleve in his Rest
<JII the Flight illto Egypt, Brussels, Musces Royaux des
Beaux-Arts (Koch's fig. 15). (22) For the possible meaning
of many of the individual Boschian motives seen in K1701
see D. Bax, Olltcijfering van jerow Bosch, The Hague, 1949.
(23) See especially La Chasse all Lapin Sauvage (R.v.n.31)
and also the Walk to Emmaus (R.v.n.14).

NETHERLANDISH(?) MASTER
active 1558 [Anthonis Mor]
K1900 : Figure 83
PORTRAIT OF A YOUNG MAN. Washington, D.C.,
National Gallery of Art (1631), since 1956. Oil on panel.
38! X27! in. (97·8 X69·8 em.). Inscribed at the upper left
AE·S·20·/A·1558. Two vertical joins: along right side of
head, through left shoulder. Well preserved. Cut down at
bottom and possibly at sides; probably a knee-piece, but
possibly full-length. Cleaned and cradled by Modestini in
1955·
Suida-Shapley, p. 132, Cat. No. 50. Reproduced in color
on the cover of Exhibitioll oj Naval and Military Portraits,
M. Knoedler and Co., New York, 1932.
The standing twenty-year-old subject is shown to the midthigh. He is placed slightly obliquely, his right shoulder
closest to the picture plane; his left hand is on his hip; his
right rests upon a table at the lower left corner. He has
short, dark hair and a faint beard and moustache. The man
wears a leather doublet lined wi til thin black leather, the
'sporting' or morning dress of the mid-sixteenth century.
The pattern on tile shoulders and neck band is made of
very fine cuts in the leather; larger parallel cuts are seen on
the shoulders and torso. Sleeves and breeches are of richly
textured material; the tall collar and cuffs are edged with
ruffles. A sword is suspended from the sitter's belt; 'the
pommel ofa matching dagger is seen above the gentleman's
right hip. In fencing this dagger was held by the left hand
and used in parrying and intercepting the opponent's sword
blade.'l

Friedlander included K1900 in Mor's oeuvre in his monograph, juxtaposing the Kress portrait with Mor's SelfPortrait (Florence, UfflZi) at the age of forty painted in the
same year. 2 Strong suggested that the portrait may perhaps
be by Steven van der Meulen who was active in England
in the 1560s where he became a subject in 1562, ten years
after joining the Antwerp guild. 3
Portraits of this kind are extremely hard to localize as they
belong to tlle international style of the mid-sixteenth
century. Many such works were painted by Netherlandish
artists active in France, Spain and Italy. Painters native to
those countries also employed a closely comparable
approach. Due to the resemblance his style bears to Mor,
the master of KI900 was probably Netherlandish. The
sitter, not especially Netherlandish in appearance, belonged
to, and may have been painted in, another country.

Provellallce: Prince of Hohenzollern-Sigmaringen (Prussia),
acquired after 1883. Munich, A. S. Drey, 1928, exhibitedMunich, Alte Pinakothek, Sept.-Oct. 1928. Frankfurt,
Stadelsches Kunstinstitut, with Flemish primitives formerly
in the collection of the Prince ofHohenzollern-Sigmaringen
Oct. 1928, Cat. No. 13, catalogue by M. J. Friedlander.
New York, M. Knoedler and Co., Exhibition oJNaval alld
Military Portraits, 18-30 Apr. 1932, Cat. NO.9. Baron
Heinrich Thyssen-Bornemisza, Scllloss Rohoncz, Lugano Casta gnola (Rudolf Heinemann, Sal/lmltlng Schloss Rohoncz,
Lugano, 1937, I, p. 107, Cat. No. 288). New York, M.
Knoedler and Co. Kress acquisition 1952.

References: (I) Information from Dr. Helmut Nickel, who
noted that the form of tile knuckle guard of the sword is
more commonly found in Germany than in Italy or Spain.
(2) Max J. Friedlander, Die altniederliilldische Malerei, XIII,
Leyden, 1936, p. 172, Cat. No. 359, pI. 66. In an exhibition
catalogue of 1928 (Stadelsches Kunstinstitut, Frankfurt,
1928, Cat. No. 13) Friedlander seems already to have
ascribed KI900 to Mor's middle period, when the artist
probably resided in Brussels. The information above was
quoted from dealer's brochure. (3) For this artist, see Roy
Strong, The English Icotl: Elizabethan and jacobean Portraits,
London, 1969, pp. 77-81.

ANTHONIS MOR
Anthonis Mor (Antonio Moro) was born in Utrecht
between 1517 and 1520; he died in Antwerp 1576/7.1
His teacher was the Utrecht painter Jan van Scorel, whose
influence is seen in Mor's earliest signed and dated work
The Utrecht Cations Cornelis Va/I Horn and Antonis Taets of
1544 (Berlin, Staatliche Museen). In 1547 Mor was admitted
to the Antwerp Guild of St. Luke. He painted Cardinal
Granvella in Brussels in 1549 (Vienna, Kunsthistorisches
Museum) and was introduced by that powerful prelate to
his future patrons, the Habsburgs and their courts. Mor
travelled widely - to Spain, Portugal, Italy, England,
France - painting the Emperor Maximilian II in 1550
(Madrid, Prado), Mary Tudor in 1554 (Prado), William of
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Orange in 1555/S6 (Kassel, Gemaldegalerie), and Alessandro
Farnese (Parma, Pinacoteca). From 1555 until 1568 he lived
principally in Utrecht, then residing in Antwerp until his
death. His mature style, based on North Italian as well as
Netherlandish sources, was highly influential well into the
seventeenth century, creating a new international approach
to portraiture throughout Europe which emphasized a
somewhat icon-like rigidity and authority.

ANTHONIS MOR
KX-1 :

Figure 82

PORTRAIT OF A MAN [Sir Thomas Gresham]. New York,
N. Y., Mrs. Rush H. Kress. Oil on panel. 39 X28! in.
(99 X71·8 cm.). Very considerable damage to paint surface
due to blistering. A vertical crack running through the
right eye has caused some losses in the face. Cradled and
restored in 1929-30 by Pichetto.
This knee-length portrait shows a man in early middle age;
his right hand (holding a tasseled handkerchief) is placed
on the top of a chairback at the lower left comer; his left
hand is at his side. The subject stands obliquely to the
picture plane. He wears a cap and a slashed leather doublet;
a sword is suspended from his belt at the right. He has on
a dark cape, his sleeves and breeches are of a richly textured
material and his collar and cuffs are edged with rumes.
KX-I was listed as by Mor in the Burdett-Coutts sale
(19 22).2 Friedlander described the Kress portrait as a
'genuine and fine' work by A. Moro.3 Strong did not find
KX-I to represent Gresham but accepted its authorship by
Mor.4
Although identified as depicting Sir Thomas Gresham, the
Kress panel is not convincingly close in physiognomy to
works usually accepted as representing Gresham to permit
its continued listing as such.5 The influence of Titian is
apparent in Mor's portrait, most notably in the rather
broad rendering of the sitter's face and hands. The placement of the subject and his introspective expression also
recall the art ofTintoretto, Mor's contemporary. The Kress
panel dates from Mor's North Netherlandish mature phase,
probably from the late ISSOS or the next decade.

Provenance: Baroness Burdett-Coutts, London, Christie's,
Sale of the Collection ojBaroness Bllrdett-Colltts, 4 May 1922,
p. 33, Cat. No. 106, 'Portrait of Sir Thomas Gresham by
Sir Antonio Mor.' London, Frank T. Sabin. Rome, A.
Contini Bonacossi. Kress acquisition 1929.
References: (I) For Mor studies see Valerian von Loga,
'Antonius Mor als Hofmaler Karls V und Philipps II',
Jaltrbllch der kllnsthistoriscllen Samm/ungen des allerlzocllsten
Kaiserhallses, XXVII, 1907, p. 93. H. Hymans, Antonio Moro,
Brussels, 1910, p. 168. Georges Marlier, Anthonis Mor van
Dashorst, Brussels, 1934, for biography. MaxJ. Friedlander,
Die altniederliindische Malerei, XIII, Leyden, 1936, pp. 118-32.
Paul Philippot. 'Le portrait a Anvers dans la scconde
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moitie du XVle siecle', MusIcs Royaux des Beaux-Arts
BlIlletin, 1965. pp. 163-96. (2) This attribution has been
accepted by F. Mason Perkins, Adolfo Venturi. Roberto
Longhi. G. Fiocco, Raimond van Marle and William Suida
(Kress Archive). These views in letters or certificates were
expressed between 1934 and 1935. (3) Letter of 21/XI/29
in Kress Archive. (4) Letter of 14/x/69, Kress Archive.
(5) For portraits of Gresham by Mor see J. W. Burgon.
The Life and Times of Sir Thomas Gresham. London, 1839,
I, pp. 20S-8; Marie C. Keith, 'The Early Development of
Anthonis Mor 1544-52', M.A. thesis, New York University, 1958, pp. 54-7; Marlier, 0p. cit., p. 107, Cat. No. 79.
A portrait of Gresham is in the National Portrait Gallery,
London, attributed to A. Key. Another, by Mor, is in the
Rijksmuseum (Friedlander, op. cit., p. 124, Cat. No. 404).
Gresham was the royal agent in Antwerp for a few years
prior to Jan. 15S2 and was also active in Brussels. He seems
to have posed for Mor on several occasions. There is little
agreement among scholars as to reliable depictions of the
English financier.

FLEMISH MASTER Second Half of
XVI Century
K 1592 :

Figure 86

THE ANNUNCIATIOrJ. Pittsfield. Massachusetts, Miss
Hall's School, since May 1958. Oil on pine. 401 X28! in.
(103'S X71·8 cm.). Three vertical splits and other, smaller
splits at bottom. Losses at upper left and lower right
comers and along splits, especially the one at the lower
right, which runs through Mary's body, parallel with the
prie-dieu. Cradled and restored by Modestini, 1952/3.
The Annunciation (Luke 1 :26-38) takes place in a
sumptuously furnished bed chamber. To the extreme
right, dressed in rich garb, Mary kneels at the foot of her
bed before a prie-dieu, on which a book lies open at an
illumination of Moses receiving the Tablets of the Law.
Lilies in a Spanish ceramic vase painted with an eagle are
placed on a tiled floor in the foreground. The Virgin's
head is turned to the left, where the Arr.hangel Gabriel is
shown in liturgical garb. In an almost genuflecting pose, he
points with one hand to the Holy Ghost poised directly
above the window in the Virgin's bedchamber. The
Visitation (Luke I: 39-56) is seen through the window at
the right. Gabriel's cope is supported by an angel in
similar garb at the extreme left. Four angels in liturgical
garb are shown immediately above, their hands folded in
prayer; a multitude of angels' heads are seen at the upper
left.]
By the early sixteenth century Moses is often included in
Netherlandish and Lower Rhenish Annunciations, contrasting the Old Dispensation with the New. 2 According to
the dealer's brochure, Dr. Karl Schaefer, director of the
Wallraf-Richartz Museum, attributed K1S92 to the Master
of the Aachen Altar (active in Cologne from c. 1490 to
c. ISIS).3 A Cologne origin for KIS92 is also suggested by
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its resemblance to an Anlllmciation by Barthel Bruyn (Bonn,
Rheinisches Landesmuseum).' While the Kress panel seems
later, it may be copied after a lost work by the Aachen
master.
The Antltl1lciation dates well into the second half of the
sixteenth century, the work of a Flemish or Lower
Rhenish artist already trained in an Italianate manner, here
working in a deliberately Gothicizing style. The painter
probably belonged to the generation of Wierix (active at
the end of the century), whose influential devotional prints
are engraved in similar style.

Provetlance: Otto Kaufmann, Cologne.s New York, Drey
Gallery. Kress acquisition 1948.
References: (I) See David N. Robb, 'The iconography of the
Annunciation in the Fourteenth and Fifteenth Centuries',
Art Bulletin, XVIII, 1936, pp. 480-526. The Annunciation by
a heavenly multitude is relatively rare; Robb shows only
one example, by Jacopo del Casentino (Florence, Loeser
Collection, Robb's fig. 8). In the later fifteenth and early

sixteenth centuries, the inclusion of many angels (other
than the seraphim who often surround God the Father)
becomes more common. See the Antllll1ciation by the
Master of the Holy Kinship in Nuremberg (Germanisches
Nationalmuseum). The inclusion of many angels seems
characteristic of the School of Cologne. (2) An Annunciatioll
attributed to Jacob Cornelisz. van Oostsanen includes a
flock of angels at the door of the rear bedchamber and a
representation of Moses in a tabernacle to the right of
Mary's bed. Indianapolis, John Herron Art Institute, Cat.
No. 99, pI. 55, MiddeleeHlvse Kllnst der Noordelijke
Nederlandetl, Amsterdam, 28 June-28 Sept. 1958. See also
the Provost in the Kress Collection (KI990, Fig. 67). (3)
See Max J. Friedlander, 'Der Kolnische Meister des
Aachener Altares', WallraJ-Richartz-Jahrbuch, I, 1924, pp.
101-8; Hans Kisky, 'Der Meister des Aachener Altares',
Kainer Maler der Spiitgotik, Wallraf-Richartz Museum,
1961, pp. 44-54. (4) See the catalogue of the Barthel
Bruyn exhibition, Wallraf-Richartz Museum, 1955, Cat.
No. 121, p. 40. It docs not include a heavenly host comparable to that of K1592. (5) Communication from Paul
Drey, dealer, New York.
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JAN BRUEGEL THE ELDER

background. The prominence of marine motives suggests
that the market-celebration shown in K2II8 may be
connected with a special catch.

Jan 'Velvet' Bruegel was born in Antwerp in 1568 and died
there in 1625. He was the second son ofPieter Bruegel, who
died in 1569. According to Carel van Mander Jan was
trained by his maternal grandmother, a miniaturist. Jan
also studied in Antwerp under P. Goetkind before 1589
and his landscapes were influenced by those of Gillis van
Coninxloo. In 1589 or shortly thereafter, he journeyed to
Italy, and stayed for some time in Naples and Milan. He
collaborated in Rome (1593-4) Witll Hans Rottenhammer.
Returning to Antwerp in 1596, Bruegel embarked upon a
successful career, becoming a master painter in 1597, a
deacon of the guild and wealthy Antwerp burgher. 1 In
addition to producing the highly popular genre, animal,
flower and landscape paintings, he executed some mythological and historical narratives such as The Continence oj
Scipio (Munich, Bayerische Staatsgemaldesamrnlungen,
No. 827; 1609). He often collaborated with other artists
such as Rubens, Hendrick van Balen, Hendrick de Clerck
and possibly his brother Pieter, usually contributing tlle
landscape and decorative elements. Jan's interest in Mannerism domill:t ted his oeuvre from c. 1620 on. Jan Bruegel's
paintings are characterized by a delicate, highly finished
teclmique, brilliant color, and decorative detail. He
adopted his father's preference for landscapes of deep vista~
populated by small figures, often reducing this formula to
miniature size. A highly accomplished draftsman, he often
recorded details with scientific accuracy.2

K2II8 :

Three other examples of this composition are known:
Vienna (Kunsthistorisches Museum) dated 1615, 52 X
90'5 cm.,a Czechoslovakia (Vizovice State Castle) 54'9 X
93 cm.,4 Dresden (Gemaldegalerie) Cat. No. 896 (47 X
86 cm.), possibly lost in World War II.
Many of the motives of K2II8 appear in other works by
Jan Bruegel. The nursing mother at the extreme left and
the kneeling woman by the fish tub in the centre foreground are shown in reverse in his Peasants Making Merry
(Munich, Pinakothek). Several studies of boats relate to
those shown in K2II8. The equestrian figure to the right
of the wagon is derived from Rubens.

ProPel/ance: Merian-Christ, Basel. New York, Frederick
Mont. Kress acquisition 1955.
References: (I) For the life of Jan Bruegel the Elder, see
Horst Gerson and E. H. Ter Kuile, Art and Architecture
ill Belgilllll 1600-1800, Baltimore, 1960, pp. 56 1£;
Jacques Combe, Brellgllel de Velours, Paris, 1964; M.
Eemans, Brellgllel de Velours, Brussels, 1964; and Yvonne
Thiery, Le Paysage Flamand all XVII· siecle, Paris and
Brussels, 1953, pp. 67-76, 174-8 (Cat. of signed works).
(2) Sec the drawing in Rijksmuseum (reproduced by E. W.
Moes, Original Drawings oj the Dutch and Flemish School in
tile Printroolll oj the State-Museu III at Amsterdalll, The Hague
and New York, 1904, I, no. 20); another related drawing is
at the British Museum (A. M. Hind, Cataloglle oJDrawings
by Dlltch and Flemish Artists preserved in the Department oj
Prints and Drawings in the British MuseulIl, II, Drawings by
Rubens, van Dyck and other artists oj the XVII Century,
London, 1923, p. 94, Gernsheim photo No. 5545). (3)
Vienna, Kunsthistorisches Museum, Katalog der Gellliildegalerie, II, Vienna, 1958, Cat. No. 68, p. 23, Inv. No. 9102,
purchased in 1950 from the Schonborn Collection, Vienna.
52 X90'5 cm. (4) See Jaromir Sip and O. J. Blazicek,
Sevcnteellth-Celltllry Flemish Painting, London, 1963, p. 13,
Cat. No. 12, Inv. 1771, 54'9 X93 cm.

Figure 93

VILLAGE SCENE. (Destroyed by fire in 1956). Oil on oak.
in. (53 X87 cm.). Signed and dated (at lower left

20t X341

below dog): J. Brueghel

1610.

A Flemish village is shown on tlle left bank of a river with
.a group of fishing boats and ferries. Richly clad bourgeois

groups are shown in tlle left foreground together with
peasants and fishmongers. A cavalier and a series of covered
wagons are in the background, most of tllem moving
toward the market place at tlle upper left on the church
square where many covered booths are shown. Beggars
.are at the upper left. A dance (kermesse) is shown in the
middle distance with many onlookers and picnickers in the
99
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HENDRIK V AN BALEN
Hendrik van Balen was born in Antwerp in 1575 and died
there in 1632. A pupil of Rubens's master Adam van Noort,
Van Balenjoined the Antwerp guild in 1593. After Italian
travels, he returned to Antwerp by 1604, where he was the
friend and collaborator of Jan Bruegel. The master of a
large studio, Van Balen had many pupils, including
Anthony Van Dyck and Frans Snyders.l

HENDRIK VAN BALEN and
JAN BRUEGEL THE ELDER
K

143 : Figure 94

DIANA AFTER THE CHASE. New York, N.Y., Mrs·
Rush H. Kress. 24! X37t in. (62.2 X95·9 cm.). Oil on
panel. Cradled and extensively restored by Pichetto,
1931-32; treated between 1934-61 for intermittent blistering, the panel is in fair condition.
DIana the huntress and four female attendants stand at the
left, surrounded by six hounds. The central figure cradles
a cross little monkey in her arms; its dead mother lies on
the ground, an arrow in her back, together with a vast pile
of dead game including many small birds - partridge,
woodcock and snipe - an eagle, a peacock, a stag, two does
and hare. 2 In the background, nine of Diana's nymphs rest
in the woods, tending their weary hounds.3
.
In 1938 Max J. Friedlander certified K143 as by both
Bruegel and Van Balen.4 Much of the dead game in the
foreground also appeared in Jan Bruegel's Allegory of Taste
(Madrid, Prado) signed and dated 1618. A similar collaboration on a related subject by Van Balen for the figures and
Bruegel for tile landscape and still life elements shows
Diatla al/d Her Nymphs (Dresden, Gemaldegalerie, Cat.
No. 925), in which game in tlte foreground is much like
K143. The grouping of the women at the left is freely
adapted from several versions of related subjects by Rubens
and his studio such as tlte Dial/a RetuTllillg from the HUllt
(Dresden, Gemaldegalerie) of c. 1616.5 Such mythological
hunting scenes were extremely popular in the seventeenth
century.6
The composition of the Kress panel is based upon a Diana
cycle of five cabinet paintings, in which Rubens executed
the figures and Jan Bruegel tile still-life elements and
setting. Of these the most important panel is the painting
in Munich, ascribed by Muller Hofstede to Rubens working with both Jan Bruegel the Elder and Hendrik van
Balen. 7 K143 may have been CII suite with another panel by
Van Balen and Bruegel devoted to Diatla at the Chase.
Diana and her nymphs swim and fish as well as hunt. 8
Both tlte Kress panel and the Diatla at the Chase seem to
have belonged to the Hohenzollern family. The Kress
panel probably dates shortly after the completion of the
major Rubens-Bruegel-Van Balen cycle in 1625.

Provetlallce: Collection of a Swiss Nobleman, sold New
York, American Art Association, 22 Jan. 1931, as ex colI.
'Imperial Hohenzollern family'. Kress acquisition 193 I.
Referellces: (I) For Van Balen's biography see ThiellleBecker, II, pp. 406-7. (2) Burroughs noted (Kress Archive)
that 'tlte figures and animals being painted so much alike
•.. one assumes this to be one occasion on which Bruegel
did not join forces with a collaborator specialist in human
figures.' (3) The group of Diana and her attendants may be
derived from popular representations of Pharaoh's Daughter
filldillg the Illfant Moses. (4) Copy in Kress Archive.
(5) Reproduced by R. Oldenbourg, RubClls (Klassiker der
Kunst series), Stuttgart-Berlin, 1921, pI. 133. (6) For the
celebration of such subjects see the poem by Cornelis de
Bie in Het gllidell Cabillet, trans. Rogers Bardley, Fralls
SlIyders: All Essay, New York, 1943, p. 32. For the extensive use of such see also Fran~oise Bardon, Dialle de
Poitiers et Ie mythe de Dialle, Paris, 1963. (7) The painting is
in the Bayerische Staatsgemaldesammlungen at Schloss
Schleissheim. See Justus Muller Hofstede, 'Rubens und Jan
Bruegel: Diana und ihre Nymphen', Jahrbllch der Berliller
MllseCII, 1968, pp. 200-52, repro p. 215, pI. 12. This article
is of fundamental importance toward an understanding of
the genesis of K143 .(8) Reproduced in Hague Index (No.
92C3-+ 17-) as in the Bayerische Staatsgemaldesammlungen, Inv. No. 849. The panel, lent by Kronprinz
Rupprecht to the Munich Pinakothek in 1930, measures
59·5 X81·3 cm. Perhaps the Munich and Kress panels may
have belonged to a series such as the one published by
Muller Hofstede.

PETER PAUL RUBENS
Peter Paul Rubens was born on 28 June 1577 in Siegen
(Westphalia, ncar Cologne), and died in Antwerp on
30 May 1640. His father, Jan, an Antwerp jurist, was
persecuted as a Calvinist and fled with his family to
Germany. After attending a humanistic school, the young
Rubens was trained by Tobias Verhaecht, Adam van
Noort and Otto van Veen. The last named was the major
master of an Italianate style tllen active in the Netlterlands.
Rubens was a page at Oudenarde, tile court of the widow
of Philip of Lalaing; tIlls service prepared him for a lifelong association with court patronage.l In 15~:; he became
a free master and had several apprentices. Between 1600
and 1608 he was court painter to Vincenzo Gonzaga at
Mantua.2 A mission to Spain between 1603 and 1604 was
the first of many important journeys combining professional and diplomatic duties which the artist was to
undertake for future patrons (most notably for Marie de'
Medici). The painter's association with Genoa began in the
fall or winter of 1602, when he painted the equestrian
portrait of Giancarlo Doria, and ended in 1607.3 In 1606
Rubens resided in Rome. Upon his return to the Netherlands in 1608 he was appointed court painter to Albert and
Isabella, Regents of tlte Netherlands, and was soon recognized as tile major Flemish master, receiving extensive
patronage and maintaining an extremely large studio.
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Marie de' Medici commissioned him to paint the celebrated
series of scenes from her life in 1622 (Paris, Louvre). After
Archduke Albert's death Rubens became Isabella's confidential advisor; she ennobled him and made him a
member of her council. He was sent on a diplomatic
mission to Philip IV of Spain (who knighted him) in 1628.
Between 1629-30 Rubens went to England to negotiate
with Charles I, who also knighted the artist and, like many
members of his court, gave him commissions, the most
important of which was the painted ceiling of the
Banqueting Hall at Whitehall. Rubens was consummate
master of almost every aspect of painting, pageantry, print
and tapestry design, and probably also participated in
sculptural and architectural projects. His extraordinarily
accomplished assimilation of Italian and Northern art,
coupled with his robust yet sensitive portraiture, landscape
mastery and dramatic composition made him the dominant
figure in Northern Europe until his death in 1640. 4
R~{erences: (I) For Rubens's earliest years see Justus MUller
Hofstede, 'Zur Antwerpener FrUhzeit von Peter Paul
Rubens', Miincllller Jahrbllch der bildel/dell Kunst, XIII, 1962,
pp. 179-215. See also his review of Held (see ilyra, n. 4) in
KUl/stchronik, xv, 1962, pp. 103-4 and John Rupert Martin
(cd.) Rubens Before 1620, Princeton, 1973. (2) For portraiture of Rubens's Mantuan period see H. G. Evers,
Rubens fllld seill Werk, netle Forscllllllgen, Brussels, 1943.
{3} MUller Hofstede has studied Rubens's four visits to
Genoa (op. cit., pp. 96-8, p. 102). (4) The fundamental
work on Rubens is Max Rooses, L'CEuvre de Rubens,
Antwerp, I-V, 1886-92. See also R. A. d'Hulst, Rubens'
Drawings, Brussels, 1963; Julius S. Held, Rubens, Selected
Drawings, London, 1959; H. G. Evers, Rubens, Munich,
1943. For a fine brief biography see Evers, 'Rubens, Peter
Paul', Kindlers, v, pp. 156-74.

K2I87 :

Figures 95, 9 6

MARCHES A BRIGIDA SPINOLA DORIA. Washington,
D.C., National Gallery of Art (1612), since 1961. 60 X
381 in. (152.2 X98·7 cm.). Oil on red preparatory ground
on coarsely woven canvas. 1 Cut down at bottom and
sides between 1851 and 1856 {see Text Fig. 21 for the
original appearance).2 Pentimenti in right shoulder indicate
it was first placed somewhat lower; other pentimenti in
left hand; hole on right hip; small losses at right of chin
and above right eye. Cleaned and restored by Modcstini
in 1960. Inscribed on back: BRIGIDA. SPINvLA.nORIAI
ANN: SAL: 1606.llET: SVlE. 22.1 P. P. RVBENS J[eci]t
('Brigida Spinola Doria. Aged 22 in the Year of our Lord
1606. Made by P. P. Rubens'). These words, excepting the
artist's name, were at the lower left of the portrait (see
Text Fig. 21) •.
Head reproduced in color by Seymour, p. 145, pI. 136.
A young woman, in knee-length, is shown about life size,
turned to the left, holding a fan in her left hand, with her
head toward the spectator. She stands against a crimson
8
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curtain before a portico on the terrace of a piano nobile.
She wears a silvery white satin gown of the 'Spanish' type
with a large ruff at the neck. The overgown is fastened
down the front; the large sleeves are partially unfastened to
reveal the striped undersleeves with lace at the wrists.
Jeweled (tremblant?) pearl ornaments with a plume are in
her hair; she wears large pearl drop earrings; a massive
jewel-studded gold chain is knotted at the breast; the dress
has many small jeweled fastenings.
Brigida, daughter of Gaspare Spinola and Maria Doria,
was baptized on 9 May 1583; she was probably born at
the end of April or early May of that year. On 9 July 1605
she married Giacomo Massimiliano Doria (son of Doge
Agostino Doria). As the bride and groom were cousins, a
papal dispensation was required. According to MUller
Hofstede the Kress portrait was painted about threequarters of a year after the marriage, in April or May of
1606, at the time of Rubens's third Genoese residence,
when the sitter was in her twenty-third year. 3 In 1621,
about sixteen years after her first marriage, following the
early death of Giacomo Doria, Brigida became the second
wife of Gianvincenzo Imperiale, Rubens's greatest Genoese
patron.4 •
Two preparatory drawings for K2187 are known. The first
{Text Fig. 20; pen and wash} corresponds closely to the
composition of the painting before it was cut down; it has
color notations in Rubens's hand.o A young stand-in was
used for the Marchesa's pose. A second drawing, an
anonymous copy after a lost one by Rubens, with a middleaged stand-in for the Marchesa, is in Paris {Ecole des
Beaux-Arts). 6
The Kress portrait first entered the literature when, in the
Horsin-Deon Collection, it was reproduced in its original
full-length state, in a print by Pierre-Frederic Lehnert
(Text Fig. 21), in an article by Pierre Hedouin. 7 Shortly
after 1851 the painting came to England and was lost sight
of until about the time it left the Bertram Currie Collection
in 1937. Rooses included the Lehnert print in hisL'CEuvre
de Rubens. 8 In 1924 (on the basis of the Lelmert print)
Bauch, stating that K2187 was in an English collection,
described it as a splendid composition, relating it to a
portrait of a woman (Leningrad, Hermitage) which he
believed Rubens to have painted in Spain c. 1603-4.9
Burchard's 1929 study of Rubens's female portraits painted
in Italy was the first to discuss K2187 at length. Io His
stylistic analysis included a comparison of the drapery
treatment to that of Rubens's study for St. Domitilla
{London, Collection Burchard).ll He believed that there
were three other portraits ofthe same sitter, Brigida Spinola:
one owned at the time by the Benedict Gallery, Berlin (now
Karlsruhe, Staatliche Kunsthalle) showing a full-length
seated woman in black, wearing a pearl necklace; a second
full-length portrait of a seated woman in white with a
parrot at the back of her chair (Ralph Bankes Collection,
Kingston Lacy; signed and dated 1606); a third, a cut-down
version ofthe latter (Lord Faringdon, Buscot Park). Recently
MUller Hofstede noted that these three portraits are not of
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the same sitter as that in the Kress painting. He found
the seated Karlsruhe portrait to depict the Marchesa
Veronica Spinola, as does the cut-down replica at Buscot
Park. He did not believe the Kingston Lacy Lady in White
to be Brigida Spinola.12 In 1946 Valentiner characterized
K2187 as 'one of the masterpieces among Rubens' portraits,
painted in Genoa.'13 Goris and Held followed Burchard's
views concerning K2187.14 Burchard described the canvas
as 'by far the most handsome female portrait painted by
Rubens in Italy.'15 Jaffe noted reminiscences of Tintoretto
in Rubens's use here of'the sharp silliouette ... the lighting
and the violence of form in the brushstrokes .. .' .IG
The Kress canvas stems from a most important, stilllittIe
known phase of Rubens's oeuvre - his works executed in
Italy between 1602 and 1609. It is close in format to the
very conventional, still fashionable portrait formula used
by Rubens's older colleague and compatriot at tIle court of
Mantua, Frans Pourbus, in the Infanta Margherita Gonzaga
(Florence, Palazzo Pitti) of 1605,l7 The painting also results
from the stimuli the young painter received from his study
of Venetian sixteenth-century portraiture, especially that
of Veronese and Titian, which he could examine at length
during his Mantuan residence and on his Spanish mission of
1603-4. It was shortly before and after the Spanish journey
that the artist, then in his later twenties, executed a series of
portraits and other commissions for Genoese patrons,
almost all of whom were closely related to one another and
had connections to the courts of the Gonzaga and Philip III
and Philip IV. The breadth and freedom of K2187 may
first appear in works painted c. 1602 by Rubens for his
chief Genoese patron Gianvincenzo Imperiale (who was
to be Brigida's second husband in 1621), and is also seen
in his exuberant, brilliantly colored, somewhat theatrical
canvases for the Gonzaga and for Roman commissions.
Brigida Spinola's portrait may have been placed close to
one showing her first husband Giacomo Massimiliano
Doria, perhaps hung in a salone on the piano nobilc of their
great Renaissance palace (built for Antonio Doria c. 1542),
near the portico whose column is partially visible at the
sitter's side. Genoese palace architecture was of special
interest to Rubens, who devoted a magnificent publication
to its design.Is The Boucher-like beauty of Brig ida Spinola
may have allowed Rubens a flamboyant, almost rococo
approach markedly different from that of his other
portraits of Genoese women of about the same date. As
she wears a splendid white dress reminiscent of bridal
attire in Veronese's oeuvre, the sitter, portrayed within a
few montlts of her marriage, may perhaps be shown in her
wedding dre~s.19

Provenance: Marchese Giacomo Doria, Genoa, 1606.20
General SirJohn Murray (1768?-1827, Clermont, Fifeshire,
Scotland).21 Sold by T. Murray to Sir Thomas Lawrence,
London, 1830.22 Simon Horsin-Deon, Paris, 1848. MacLean
Collection (?), London, 1854.23 C.J. Nieuwenhuys, London
(sold Christie's, 17 July 1886, p. 19, Cat. No. 92, where it
is noted that 'this fine portrait was painted by Rubens on
his journey to Italy for the Doria palace at Genoa, whence

it was brought to England'), sold to Charles Wertheimer. 24
Bertram W. Currie, MinIey Manor, Hampshire. Sold
Christie's, 16 Apr. 1937, p. 22, no. II6, purchased by
Goldschmitt? New York, Duveen Brothers, Inc., exhibited - London, Royal Academy of Art, Flemish Art,
1300-1500, London, 1953-4, p. 60, Cat. No. 180, 'Portrait
of a Lady in White' (Marchesa Brigida Spinola Doria).
Kress acquisition 1957 from Duveen, exhibited - Washington, D.C., National Gallery of Art, Exhibition of Art
Treasures for America • •. , 10 Dec. 1961 - 4 Feb. 1962 (Cat.
No. 81).

Refercnces: (I) Simon Horsin-Deon (De la Conservation et
de la Restauration des Tableaux, Paris, 1851, p. 34) described
K2187 as executed on red ground in the Venetian manner.
The text was included in Theodor von Frimmel, Gelllaldekllnde (2nd ed.), Leipzig, 1904, and reprinted by Ludwig
Burchard, 'Genoesische Frauenbildnisse von Rubens',
Jahrbuclz der prclIssischen KtIIlstsallllll/llngen, L, 1929, pp.
319 ff., esp. p. 321. (2) The print by Lehnert was published
by Pierre Hedouin inL'Artiste, ReVile de Paris, 7me ser., x,
1848. The jeweled decorations in the sitter's hair are not
shown in the print. (3) Justus MUller Hofstede, 'Bildnisse
aus Rubens' Italienjahren', Jahrbuch der Staatlichen KlIlIstsalllllllullgen in Badell-Wiirttemberg, II, 1965, pp. 89-154,
esp. p. 96 and notes 25-36, pp. 143-4. These biographical
data differ from those given by Ludwig Burchard (A Loall
Exhibition of Works by Peter Paul Rubens, Kt., Wildenstein,
London, 1950, Cat. No. 55, p. 61), based upon P. Natale
Batillana's Genealogia delle famiglie "obili di Gellova, Genoa,
II, 1886. The later information stems from Antonio Giulio
Barrili, 'Viaggi di Gian Vincenzo Imperiale', Atti della
Societa Ligure di storia patria, XXIV, Genoa, 1898. For further
biographical data see also Muller Hofstede, Ope cit., pp.
94, 96-8. For Brigida's second husband's patronage of
Rubens C. 1602 see Charles Sterling and Ludwig Burchard,
'La decouverte et l'histoire d'une reuvre inconnue de
Rubens', L'Amour de ['Art, IX, 1937, pp. 295 ff. (4) He
commissioned several works C. 1602, and seems to have
ordered Rubens to paint a now lost portrait of his
prospective bride - Caterina Grimaldi - in 1606 (see
MUller Hofstede, Ope cit., p. 96 and pp. 100 and 102). In
that year Rubens painted at least three other portraits of
female relatives of Brig ida, now at IGngston Lacy (Bankes
Coll.), and at Karlsruhe (Staatliche Kunstllalle). The two
children brought by Gianvincenzo and Brigida into their
marriage, Francesco Maria Imperiale and Ginevra Doria,
were betrothed on 19 [18?] Apr. 1622. Brigida's brotherin-law from her first marriage was the subject of a great
equestrian portrait painted by Rubens in Genoa in the fall
of 1602 or tlle winter of 1603. For the equestrian portrait,
see MUller Hofstede, Ope cit. Note 3 above, p. 98. See also
Roberto Longhi, 'Un ritratto equestre dell'epoca genovese
del Rubens', AII/waire des Musees de Belgique, II, pp. 123-30.
According to Longhi the portrait was probably of Giacomo
Massimiliano Doria, but he did not exclude the possibility
that it could have been his brother Giancarlo. Her relative,
Ambrogio Spinola, the great general of Philip III and
Philip IV, was also portrayed by Rubens. (5) First published
by Ludwig Burchard, 1950, Ope cit. Note 3, pp. 60-1, Cat.
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No. 55, repr.opp. p. 49; also Julius S. Held, Rubens: Selected
Drawings, London, 1959, I, p. 127, Cat. No. 73 (formerly
London, Dr. E. Schilling). (6) Repr. by Muller Hofstede,
op. cit. Note 3, fig. 65, p. II3. According to Miiller Hofstede
(pp. IIo-II, n. 97 and p. 147) a drawing (Paris, Ecole des
Beaux-Arts) with an elderly figure in the same pose and in
an identical setting to that of the Rubens sketch is an
anonymous copy after a second, lost, more advanced
preparatory study by Rubens. (7) See Note 2, above. (8)
Max Rooses, L'(Euvre de Rubens, Antwerp, 1890, IV, p. 273,
Cat. No. 1064. He had also mentioned it in 1888 (Bulletin
Rubens, III, 1888, pp. 95-6). Rooses, (op. cit., V, 1892,
p. 350) discussed K2187 without realizing, as it had been
cut down in the interim, that it was the source of the 1848
print. (9) Kurt Bauch, 'Beitrage zur Rubensforschung',
JallTbuch der preussischeu Kunstsallllllllltzgell, XLV, 1924, pp.
185-90; p. 190, n. 1. (10) Burchard (1929, op. cit. Note I,
pp. 332 ff.) followed Gustav Friedrich Waa'gen in the
identification of the Kingston Lacy Lady ill White as
Brigida Spinola and felt that K2187 represented the same
woman (Art Treasures in Great Britain, IV, London, pp.
374-5). According to Waagen the portrait (K2187) was
purchased in Genoa from the Grimaldi Palace with a
companion piece also at Kingston Lacy, listed as the
Marchesa Maria, Princess Grimaldi. Smith (Catalogue
Raisolllllf, IX, 1842, pp. 347-8, nos. 395-6) listed both sitters
as Marchesa Grimaldi. Burchard (1929, op. cit.) suggested
that K2187 was probably the pendant to a similar portrait
of the sitter's husband. Possibly Van Dyck's Elena Grimaldi
(Washington, D.C., National Gallery of Art, Widener
Collection) suggests the completed architectural scheme
indicated in Rubens's initial drawing for the Kress painting
(Text Fig. 20) - here steps go down to the left of the
balustrade in the lower left comer. On p. 341 Burchard
listed still another portrait of Brigida Spinola Doria, shown
knee-length. It is smaller in size than the portrait he
believed to represent her at Kingston Lacy and not
identical with the one shown in Lehnert's reproductive
print. However, K2187 is identical with the latter; Burchard
did not realize that it had been cut down. (II) Muller
Hofstede, op. cit. (Note 3), pp. 89 If. (12) Burchard, 1929,
op. cit. (Note I), p. 332. The drawing is reproduced by Held,
op. cit. (Note 5), II, pI. 85. The painting of St. Domitilla
(Grenoble Museum) is reproduced by RudolfOldenbourg,
Rubens, Klassiker der KUllst, Stuttgart and Leipzig, 1921,
pI. 23. (13) Wilhelm R. Valentiner, 'Rubens' Paintings in
America', Art Quarterly, IX, 1946, pp. 153-68, esp. p. ISS,
Cat. No. s. (l4)Jan-Albert Goris and Julius S. Held, Rubens
in America, New York, 1947, Cat. NO.2. (IS) Burchard,
1950, op. cit. (Note 3), pp. 60-1. K2187 is listed by Erik
Larsen, Peter Paul Rubens, Antwerp, 1952, p. 214. (I6)
Michael Jaffe, 'Rubens and the Influences of Italy', The
Listener, LV, 1321, 1954 Gan.-June), pp. 135-7, esp. p. 136.
(I7) Noted and reproduced by Muller Hofstede, op. cit.
(Note 3), fig. 73, p. 123. (I8) Peter Paul Rubens, Palazzi
Allticlii di Genova, Palazzi Modemi di Genova, Antwerp,
1622, reprinted in New York, 1968, with an introductory
essay by Alan A. Tait, figs. 40-2. See also Pasquale Rotondi,
II Palazzo di Antonio Doria a Genova, 1958. Rotondi (p. 17)
pointed out that Rubens's print of the Palazzo Doria is
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not entirely reliable, as it includes projected 'improvements'. On pp. 139 and 194, Rotondi reproduced the
Doria Palace fatyade, which includes a wing added at the
right by the Spinola. At the extreme right of this addition
is a balustrade on a terrace of the piano nobile which
includes great urns, whose placement resembles that shown
in the original form OfK2187. (Print from M. P. Gauthier,
Les plus beaux edifices de la Ville de Genes et de ses ellvirons,
Paris, 1818, p. 32.) (I9) As her attire is like that of Rubens's
seated Lady ill White (Kingston Lacy) it has been argued
that the sitter's attire in K2187 is not a wedding dress.
(20) The precise ownership of K2187 between 1606 and the
nineteenth century is not entirely clear. It may be the
Ritratto de Donna in piedi listed in the 1661 inventory of the
collection of the sitter's husband, Gianvincenzo Imperiale
(published by A. Luzio, La Galeria dd GOllzaga .•. , Milan,
1913, p. 307). These paintings went to Christina of Sweden
and then to the Orleans collection but K2187 is not listed
in either and must have been retained by the family.
(Information from Christie's brochure prepared by
Ludwig Burchard, London, 1937). According to MUller
Hofstede (op. cit. Note 3, p. 142, n. IS) if this identification
is correct the painting would have entered the Imperiale
family collection when Brigida Spinola Doria married
Gianvincenzo in Aug. 1621; he noted that the 1661
inventory reference could also apply to a portrait by
Rubens of Caterina Grimaldi. Muller Hofstede was not
sure that the Kress canvas was in the collection of Francesco
Maria Imperiale (as stated by Seymour, p. 215), a son of
Gianvincenzo from his first marriage to Caterina Grimaldi,
who married Ginevra Doria (the daughter of Brigida
Spinola from her first marriage to Giacomo Doria) and
who may perhaps have inherited the portrait from his wife.
As the painting was described as coming from the Palazzo
Doria it seems reasonable to assume that the Seymour
provenance is correct. Although no documentation is
known at the present, the Kress canvas was probably
brought f(om Genoa to London c.1802-6 when Mr.
Irvine (an agent of W. Buchanan) made extremely important purchases from Genoese collections. See W.
Buchanan, Memoirs of Painting with a chronological history
of the importation of pictures by the great masters into England
since the French Revolution, London, II, 1824, pp. 106 ff.,
where Irvine (letter from Genoa, I Oct. 1802) describes
the purchase of paintings by Rubens from the collection
of Giorgio Doria; see also pp. 156 If. (21) According to
Nieuwenhuys Sale infra. (22) Rooses (op. cit. Note 8, IV,
p. 273, Cat. No. 1063) cited a portrait of Brigida measuring
ISO X90 cm. sold to Sir Thomas Lawrence by T. Murray
in 1830. He did not connect this painting (probably K2187)
with the Lehnert print (Cat. No. 1064). (23) According to
Rooses, op. cit., IV, p. 273, Cat. No. 1063, a portrait of
Brigida Spinola Doria was in this collection, auctioned in
the same year. Burchard, 1929, op. cit. Note I, p. 321, n. I,
believed this to be identical with the Kress painting. (24)
The Times, IsJuly 1886, mentioned K2187 as 'fine "Brigida
Spinola Doria" painted by Rubens in Genoa in 1606'. On
19 July 1886, Wertheimer was listed as the purchaser. The
above quoted from George Redford, Art Sales, London,
1888, I, pp. 442-3.
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were consuls at the time of the wars against the Latins
(340 BC). Encamped before battle near Capua, both consuls

K2II7 :

Figure
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DECIUS Mus ADDRESSING THE LEGIONS. Washington,
D.C., National Gallery of Art (1394), since 1956. 311 X
33! in. (80·7 X84·5 cm.). Oil originally on panel, transferred
to canvas in 1773 by Hacquin. l Probably relined between
1929 and 1954. Restored and transferred to masonite (on
cradled walnut mount) by Suhr, c. 1954-5. Some brushwork added at a later date to 'complete' the figure at the
extreme right was removed by Suhr. The imprint of the
texture of the canvas to which K2II7 had been transferred
is still visible.
SlIida-Shapley, p. 152, Cat. No. 59. Reproduced in color
by Seymollr, p. 147, pI. 138.
The consul Decius Mus stands at the left upon a pedestal,
a red mantIe over his shoulders. He wears a cuirass over
battIe attire; a short sword with an eagle-headed pommel
is at his side. Seen in right profile, he raises his right hand
in tile gesture of adloclltio, a staff held in his left hand. 2 His
shield, ornamented by a gorgon's head (a gorgon is also on
the second standard from the left), and a helmet with
Romulus and Remus (symbolizing Rome) on a boss,
together with pikes and a halberd, are at the lower left.
An eagle with a thunderbolt in his talons (symbol of Zeus)
is to the upper left of Decius's head. 3 Five standard-bearers
are at tile right. The second legionnaire, seen from the
back in left profile, wears a leopard-skin over his armor.'
The Kress pancI is one of six scenes from Livy of the life
of the Roman consul Decius Mus sketched by Rubens
c. 1617-18, for a tapestry series (the figures, reversed in the
tapestry, appear left-handed) commissioned by Genoese
patrons (the Pallavicini?).s While the narrative cycle comprises six subjects, two more stationary allegorical hangings
were added to bring the complete tapestry group to eight. 6
The series was not uniform in size. The tapestry woven
after K2II7, like the canvas painted after it (Liechtenstein
Collection, Text Fig. 22) is almost square. Rubens
probably also designed tile borders for the tapestries, whose
marine motif would suit tIleir Genoese patronage. The six
Rubens compositions from Livy were also used for large
canvases now in the Liechtenstein Collection. Probably
by Van Dyck, these paintings may, like the Kress sketch,
have been prepared C.1617-18 to guide the Brussels
tapestry workers.7 Bellori noted that both the cartoons
and paintings for the tapestry series were prepared by
Anthony van Dyck after Rubens's initial designs. Van
Dyck was about eighteen years old, a free master of the
Antwerp guild, living and working with Rubens at this
time. 8 Two of Rubens's letters, botIl dated May 1618, are
the first evidence of his designing the tapestry cycle of
Decius Mus. 9 K2II7 depicts Decius Mus's formal announcement to his troops of his self-sacrifice, according to Livy,
VIn, vi, 12: 'Whereupon they sent for their lieutenants and
the tribunes and having openly declared the pleasure of the
gods, so that the consul's voluntary death might not terrify
the soldiers in the fray.' Decius Mus and Manlius Torquatus

dreamt that in tile coming conflict the leader of one side
and tile entire army of the other would die; victory would
come to tllat army whose general would sacrifice his life
(Livy, VIIJ, vi, 9). The next day each consul consulted
auguries and the prediction was confirmed (Livy, VIn, vi,
II-12). This is the subject of the first scene, The 11Iterpretati01l oj Decills' Sacrifice. lo Each consul, relating the dream,
addressed his tribunes and legates (Livy, VIn, vi, 12) - the
subject of the second scene - the Kress panel. It was decided
that whichever of the consuls whose troops were at the
point of surrender should sacrifice his life in battIe (Livy,
VIn, vi, 13). In tile conflict, as his side lost strength, Decius
summoned the high priest, covered his face with his toga,
and dedicated himself to deatIl (Livy, VIn, ix, 5-9). The
third scene in the series shows this episode, Priests COIIsecrati1lg Decius Jor Death. His lictors were sent to Manlius
to tell him ofDecius Mus's decision (Livy, VIn, ix, 9). This
is the fourth scene, Decius Mus Givillg Leave to the Lictors.
At the moment when Decius fell in the midst of enemy
troops (the fifth scene, Decius Mus's Death ill Battle), the
latter took flight and the Romans triumphed (Livy, VIII,
ix, 10-12). On the next day Decius's body was reclaimed
and given a splendid funeral (Livy, VIII, x, 10), the sixth
and final scene, The Obsequies oj Decil/s.
This project is Rubens's second known major series (after
his Breviari/llli illustrations of 1614) and the first to be
executed on a monumental scale.
In 1830 Smith listed the series of preparatory canvases as
in the Liechtenstein Collection, and recorded K2II7 as
sold in tile Randon de Boisset Collection in 1777.11 The
Kress panel re-emerged in the F. A. von Kaulbach sale
catalogue of 1929 and was accepted by Oldenbourg as the
preparatory sketch for the first scene in the Decius MilS
tapestry series.12 In conjunction with his catalogue entries
for the six Liechtenstein canvases, Rooses listed five
esquisses for the seriesl3 : 1 Decil/s Addressillg the Legions (as
Decius Mus Recounting his Dream); 2 Decius COllsults the
Oracle; 3 Decius Dedicated to the Gods oj Death; 4 Decius
Mortally Woullded ill Battle; 5 The Obsequies. A second
Decius Mus Addressillg the Legiolls sketch, inferior in quality
to K 2 II 7 and more vertical in format, was in the Sedelmeyer
Sale of 1907. The SPQRis in reverse. This painting may have
gone to Max Rothschild, London. It is closer to the tapestry
than are K2117 and tile Liechtenstein canvas. Like the latter,
it omits the eagle at the upper left.14 A drawing after
K2II7, probably by Jordaens, is in the Albertina. ls Commenting on the Decius Mus series, Stechow observed that
'freedom of interpretation remained one of Rubens's
paramount concerns. This is not Livy illustrated, it is a
drama in six acts based on Livy. Whether addressing his
troops, realizing tile meaning of the sacrifice, being consecrated to death, saying farewell to tile lictors, seeking
death in battIe, or lying in state victorious - it is the hero
himself who receives our full attention. If this is the most
purely Roman work of the master it is not because he
wished to be more of a historian than an artist; it is because
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the story of Decius Mus ... was for him the very epitome
of Roman greatness and liberated in him new artistic
grandeur upon the most exalted of Roman virtues.'16 In
Rubens's letter of 2 May 1618 to Sir Dudley Carleton,
which provides the first reference to the Decius Mus
tapestry series, he also refers to a similar cycle devoted to
another classical hero, Camillus. Both of these Roman
lives of virtue were singled out in Stoical literature, most
notably by Seneca.!' A major figure in the revival of
Stoicism was the Antwerp humanist Justus Lipsius, who
died in 1606. Rubens's brother Philip (who died in I6II)
was among Lipsius's (worite pupils. as was a close friend
of Philip and the painter. Jan van den Wouwere. Lipsius's
major Seneca publication was issued not long before the
Decias MilS cycle was begun.
This is Rubens's initial and most elaborate strictly 'Neoclassical' venture, closely dependent upon the art of
Antiquity and that of the High Renaissance. Therefore the
preparatory sketches such as K2II7 and several of the
Liechtenstein paintings (largely executed by another hand)
have a certain stiffness rarely found in Rubens's works.
which may have led to dispute by seventeenth-century and
later connoisseurs concerning the extent of his role in their
production. The awkward articulation of Decius Mus in
the sketch is not felt when the composition is reversed. as
seen in the tapestry for which K2II7 was painted (Text
Fig. 23).

Provenance: Randon de Boisset (sold Paris, 1777. p. 17.
Cat. No. 31).18 Purchased by Le Brun (presumably Pierre
Le Brun). Fritz August von Kaulbach (sold Munich.
Helbing. 29-30 Oct. 1929. p. 41. Cat. No. 194. by A. L.
Mayer). New York, Newhouse Galleries. Frederick Mont.
Kress acquisition 1955.
References: (I) In the sale catalogue of the Sammlung Fritz
August von Kaulbach (Munich, Galerie Helbing. 29-30
Oct. 1929. p. 41. Cat. No. 194). K2II7 is listed as oil on
canvas. An inscription then on the back of the painting
stated re1eve de sllre [sic] bois et relllis slIre toille par hacquill ell
1773. Hacquin was a well-known French restorer
specializing in the transfer of paintings from panel to
canvas. (2) Erwin Panofsky. 'Classical Reminiscences in
Titian's Portraits; Another Note on His Allocution of the
Marchese del Vasto', Festschrift fiir Herbert VOII Eillem ZI/III
16. Februar 1965. Berlin. p. 198. n. 25. The provenance of
K2II7 is erroneously given as ex coIl. Liechtenstein. (3)
According to Wolfgang Stechow (Rubens and the Classical
Tradition. Cambridge. 1968. p. 71). the eagle with a
thunderbolt is the standard of the Roman legion. See
Richard Brilliant. Gestllres and Rank in Roman Art
{Memoirs of the Connecticut Academy of Arts and
Sciences. XIV). New Haven. 1963. p. 40 and fig. 1·66. for
an cagle alongside an adloclltio-like scene on a Roman
third-century denarius. (4) See Brilliant. op. cit.• fig. 1·59.
p. 38, for Romano-Campanian coinage of the mid-third
century for an aes grave with a similar hand (lIIanlls), the
symbol of possession and power. Myra Orth suggested
that the standard at the right with a hand and a laurel
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wreath may also refer to the civic emblem of Antwerp.
The letters SPQR fill the rectangle at the top of the standard
of the second legionnaire from the left in the Liechtenstein
canvas. (5) Suggested by Max Rooses, L'CEuvre de P. P.
Rubells, Antwerp. lll. 1890. p. 204. (6) For the tapestry
cycle see Herman Schmitz ('Die belgische Bildwirkerei von
der Gotik bis zum Barok', v, Belgische KtIIlstdellkmaler, ed.
by Paul Clemen, Munich. 1923.11. pp. II3-32). who noted
that Rubens's cartoons led to a new phase of tapestrymaking in Brussels, producing new breadth of pictorial
development among the weavers. See also H. Gobel.
Wandteppiche, I, Die Niederllinde. I, Leipzig. 1923. pp. 206 ff.
According to Gobel (p. 207) the seventh tapestry in the
series was an allegory of Rome triumphant - Rome in
armor, her foot upon the globe with a Victory handing
her a wreath (fig. 178). He believed two additional
tapestries to belong to the series. making ten in all. Now
in the Spanish state collections. they show Decius and
Manlius preparing for the battle against the Latins and
Decius or Mars comforting Roma at the altar of Minerva.
This view was rejected by H. G. Evers. Rubells IIlId seine
Werke, Brussels. 1943, pp. 255-7. Gobel listed a tapestry
cycle in the Swedish royal collection and an incomplete
series in a private collection in Stockholm. Four tapestries
are also listed in the Liechtenstein Collection, two of these
with the name Jan van Leefdael woven in the borders.
Gobel noted (p. 357) that Franke van den Hecke produced
two Decills MilS series and probably more. Another series
of eight, woven by Jan Raes, is now in Madrid. Gobel
wrote that two tapestries of the cycle (showing the
Funerary Ceremony and the Sacrifice) signed FRANCHOIS
VAN DEN HECKE belonged to the first series. (Rooses, op.
cit .• p. 207, gave different ateliers for these tapestries.)
According to P. Hilber (Ktlllstlllllselllll Meistenverke atls dell
Sallllllltlllgell des Fiirstell von Liechtensteill, 5 June-3 I Oct.
1918, pp. 51 ff.) the tapestry cycle is signed with the
Brussels city mark and that of Jan Raes the Elder and was
woven c. 1630. The series was acquired for the Liechtenstein
Collection in Venice in 1870. Marthe Crick-Kuntziger
(,Tapisseries bruxelloises d'aprcs Rubens .. .', ReVile beige
d'arclll!ologie et d'/Zistoire de l'art. XXIV, 1955, pp. 17-24)
listed five tapestries as owned by a British firm and two
in Vienna (ex colI. Auersberg). (7) See Max Rooses.
op. cit. Note 5, Cat. Nos. 707-12. His nos. 713-14 are not
always accepted as part of the series. On pp. 201-7 Rooses
transcribed documents concerning early ownership of the
Liechtenstein series. See also his article in the Bulletin
Rubells, v, no. 4. 1910, pp. 205-15. The extent of Rubens's
participation in the execution of the Liechtenstein canvases
is not known. The actual cartoons prepared by Van Dyck
to guide the tapestry workers, probably executed on paper,
were last recorded in Brussels in the Bertels Sale. Whether
the Liechtenstein paintings were executed before or after
the cartoons is not known. Several of these canvases are
very sketch-like, and their sometimes strident color may
have been meant to guide the weavers. (8) Giovanni Pietro
Bellori, Le VUe de pittori, scultori ed arclzitetti modemi. Rome,
1672. p. 254. Rooses believed Rubens to have had a very
considerable role in executing the Liechtenstein series. He
stressed the Rubensian character of the paintings. with their
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love of Roman antiquity and virile style, and observed that
the paintings \vere definitely intended as tapestry cartoons,
since (as in K2II7) all the protagonists are left-handed.
Rooses (op. cit., pp. 201-7) related the canvases to references
in the Antwerp Archives to paintin~ ofDecius Mus finished
by Van Dyck after Rubens's sketches. Emile Michel
(Rubens, New York, 1899, I, pp. 219-21) and Evers (op. cit.
Note 6, p. 181) followed Rooses's views. Evers discussed
the series on pp. 180-6. (9) See Ruth Saunders Magum, The
Letters of Peter Paul Rubens, Cambridge, 1955. On 2 May
1618 (p. 63, Letter No. 29), Rubens wrote to Sir Dudley
Carleton, ' ... I have had great experience with the
tapestry makers of Brussels, through the many commissions which come to me from Italy and elsewhere for
similar works. I myself have made some very handsome
cartoons at the request of certain Genoese gentlemen, and
which are now being worked .. .'. On 20 May 1618
(p. 66, Letter NO.3 I), he wrote, 'I will send your Excellency
all the measurements of my cartoons of the history of
Decius Mus, the Roman consul who sacrificed himself for
the victory of the Roman people; but I must write to
Brussels for the exact figures, since I have consigned everything to the master of the factory. (10) Rudolf Oldenbourg,
P. P. Rubens: des Meisters Gell/iilde (v in Klassiker der Kunst
series), 4th ed., Berlin, 1921, pIs. 143, 142, 144, 146, 147,
show the six scenes in order. (II) John Smith, A Catalogue
Raisonne of tlte Works of the Most Eminellt Dlltch, Flemish,
alld Freltch Painters, London, 1830, II, p. 101, Cat. No. 329,
listed as 'Decius Haranguing His Soldiers Previous to the
Battle'. He also mentioned an engraving by Schmuzer. (12)
Oldenbourg, op. cit., p. 460. (13) Rooses, op. cit. Note 5
above, III, p. 200: I Decius consllits tlte Oracle, Lane Davies
Collection, London, 1833; Hllldschinsky, Berlin; Schaeffer
Gallery, New York; p. 197, Cat. No. 708-1; 2 Decius
Dedicated to the Gods of Death, ex coIl. Richard Cosway,
p. 198; now Wiirzburg Schloss; p. 197, Cat. No. 709-1;
3 Decius Mortally Woullded ill Battle, Gallery Pastarana,
Madrid; p. 199, Cat. No. 7II-I; 4 The Obsequies, Munich;
p. 200, Cat. No. 712-1. Also Decills Addressillg the Legions,
Randon de Boisset, Paris, 1777, Cat. NO.3 I; Rooses's Cat.
No. 707-1, p. 196; presumably K2II7. Two sketches of this
subject arc now known. The first (74 X 103'5 em.) was in
the Huldschinsky collection, Berlin (Wilhelm Bode, Die
Sammltlllg Oscar Hllidschillsky, Frankfurt-am-Main, 1909,
cited by A. L. Mayer, 'Zum malerischen Werk des Rubens',
Zeitsc1triJt flir bi/dmde KUIISt, XXXIII, 1922, p. 117). It then
went to Cassirer in Berlin, sold by Helbing, 10 May 1928.
The second (73 XI05 em.) was first published by Mayer,
op. cit., pp. 117-18. Owned by Drey Gallery, Munich;
exhibited Brussels, Musees Royaux des Beaux-Arts
(Catalogue de I'Expositioll Esqllisses de Rubens, Aug.-Sept.
1937, p. 68, Cat. No. 61; and at the Schaeffer Gallery,
New York. (14) According to the SedcImeyer sale
catalogue, 3-5 June 1907, p. 42, Cat. No. 39 (0.825 X
0'715 m.). Listed as in the Randon de Boisset sale (Paris,
1777, Cat. No. 31). (15) Michael Jaffe, jacob jordaelts,
Ottawa, National Gallery of Canada, 29 Nov. 19685 Jan. 1969, p. 171, Cat. No. 169, ascribes the drawing to
Jordaens. Rooses (op. cit. Note 5, III, no. 1464) and L.
Burchard and R. A. d'Hulst (Rubells Drarvings, Brussels,

1963, I, p. 135, Cat. No. 81) ascribe the drawing to Rubens.
Justus Muller Hofstede viewed the Vienna drawing as a
student copy after the Kress panel. (16) For the Decius MilS
cycle see Stechow, op. cit. Note 3, pp. 68-71; Goeler von
Ravensburg, Rubetb !lIId die Antike, Jena, 1882, pp. 176-9.
Rooses (op. cit., III, pp. 202-3) stresses the columns of Trajan
and Marcus Aurelius as sources for the Decius MilS series.
According to Rooses (m, p. 195) the composition of Decius
Mus addr, ssing tlte troops came from a Roman medallion.
For the Decius Mus group see pp. 294-5 ofF. M. Haberditzl,
'Studien uber Rubens, II, "Rubens und die Antike"',
jahrbuc1t der KtIItstsamwltmgelt des allerltoeltstell Kaiserltauses,
xxx, 19II-12, pp. 275 if. For Rubens's use of Classical
sources in the preparation of K2II7 see also Emil Kieser,
'Antikes im Werke des Rubens', Miinelteller jaltrbuch der
bi/dendell KUlIst, n.F. x, 1933, pp. no-37. He notes (pp.
125-7) that the adloClltio formula is taken from Roman
narrative reliefs. For this theme in the Renaissance and in
K2II7 see E. Panofsky, op. cit. Note 2 above, p. 198 and
his Problems ill Titian, New York, 1969, pp. 73 if. See also
Howard D. Rodee, 'Rubens's Treatment of Antique
Armor', Art Bulletitt, XLIX, 1967, pp. 223-30. The Column
of Trajan adlocutio scenes are given as the source for K2II7
(p. 228, n. 36). Rodee found that the bearded legionnaire's
helmet at the right is based on one in the Menelaos-Patroklos
group (Florence, Pitti Palace). In addition to Classical
sources Rubens may have consulted Giulio Romano's
AdloClltio fresco in the Sala di Costantino (Rome, Vatican).
This was observed by F. Hartt, Giulio Romano, New Haven,
1958, I, p. 46, n. 46. The standard-bearer in a leopard-skin
resembles one of the figures in the fresco; tlle attire of
Decius Mus is similar to both. Rubens also adapted elements
from Giulio Romano's Scipio tapestries, especially The
Meetillg betrveell Scipio and Hallllibal; see Baron d' Astier,
La Belle Tapisseryc- dll Roy (1532-1797) et les Tentllres de
Scipiott I'Africaill, Paris, 1907, pI. xxx. Stechow (op. cit.
Note 3, p. 71, fig. 71) suggested Rubens may also have
utilized Titian's AdloClltio of the Marchese del Vasto (Madrid,
Prado). (17) Seneca, Moral Essays, trans. John W. Basore
(in Loeb Classical Library), Cambridge, Mass., 1935, III,
p. 259. (18) Uti tableau sur bois de 2 pieds 5 pouces 6 lignes ell
quarre; Lsqllisse de gout et faite avec esprit, telles que Ie sont
ordinairement de ce savant artiste P. P. Rubens. It is listed as
GermattiCIIs, but the description makes it clear that the
sketch was of Decius Mus.
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THE LAST SUPPER. Seattle, Washington, Seattle Art
Museum (F37!R8230.1), since 1954. Oil on oak. 171 X
171 in. (43'5 X43'9 em.). A strip about 2H inches high was
added to the top of the panel, probably early in the
nineteenth century. Great care was taken to use wood of a
matching grain. The original panel was almost square; the
lines cutting diagonally across the comers may have been
impressed from an old frame.! Cradled at unknown date.
Vertical split to the left of wrist of Christ's outstretched
hand. Small splits at upper left. Generally well preserved.
Last cleaned c. 1945. Varnished by Modestini in 1954.
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Seattle, 1954, p. 60. Reproduced in color, Life Magazitle,
7, 19 Feb. 1962, p. 56.

LIl,

Christ in a blue tunic and a rose-red mantle is seated at the
extreme right. He holds the golden chalice with his left
hand, extending the bread with his right. The young St.
Jolm the Evangelist is at Christ's right. St. Peter, in the
foreground in blue with a yellow-gold mantle, leans
toward Christ; a half-standing Apostle is at the left, his
left hand on his breast; four additional Apostles are seen in
the background. The violent gesticulation of the participants represents the Apostles' reaction to Christ's words
that one of those assembled would betray him (Mattllew
26:20-5; Mark 14:17-21; Luke 22:21-3; John 13:21-30).
The steps leading up to the table may allude to altar steps.
The uppermost section- the length of the hanging chainis a later addition. The Last Supper takes place at a table
of circular Early Christian form, surrounded by benches,
approached by steps, upon which, in the extreme foreground, a gilded ewer and covered bread basket are placed
- symbols of the Eucharist. 2
The painting is a lIIodello, a colored oil sketch for one of
the tllirty-nine ceiling paintings for the great Jesuit church
of Antwerp.3 Rubens was almost forty when he received
the commission, the second of such size and complexity;
it followed tlle Decius Mus tapestry cartoon series ordered
c. 1617 (see 1(2117). Construction of the Antwerp Jesuit
Church (in whose design Rubens may well have had an
important role) began in 1615; it was completed in 1621.
Rubens was first commissioned (c. 1616) to execute two
canvases for the high altar (The Miracles of St. Ignatius
Loyola; The Miracles of St. Frallcis Xavier, now Vienna,
Kunsthistorisches Museum). On 29 March 1620, he contracted to design the ceiling paintings for the aisles and
galleries. There were to be nine saints represented above
each aisle and three over the entrance. Nine Old and New
Testament subjects were painted for the galleries. For each
of these Rubens probably painted a summary rendering or
bozzetto (a grisaille-like sketch in brown with tones of
white), followed by a relatively finished lIIodello in color
for submission to his patrons and for the guidance of the
artists in his studio - most notably Anthony van Dyckwho, according to the contract, were to execute the ceiling
paintings. They were delivered and installed in 1621; each
measured about 3 X4'2 m. On IS July 171S, the church
was struck by lightning, and all the ceiling paintings were
totally destroyed. Thirty-three preparatory studies by
Rubens survive, covering twenty-three of the thirty-nine
subjects. There are thirteen bozzetti and twenty lIIodelli, as
well as reproductive drawings and prints after the entire
cycle.' Five eighteenth-century drawings after the lost
painting of the Last Supper are known: C. B. MUller in
Antwerp, Prentenkabinet (Martill, fig. 4S; prepared six
months before the fire); Jacob De Wit in London, British
Museum (Martill, fig. 50); De Wit in Antwerp, Prentenkabinet (Martin, fig. 51); De Wit in London, collection of
Count Antoine Seilem (Martill, p. So). An anonymous
British Museum drawing is the closest of all to K1997
(Text Fig. 24}.5 The lost ceiling painting based on K1997
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was engraved by J.J. Preissler after De Wit (Martin, fig. 49)
as an octagon inscribed in a square and by Jan Punt (Text
Fig. 25) as an eight-sided figure in a rectangle. Martin
cited the Last Supper illustration designed by Rubens for
the BreviariulII ROlllanUIII of 1614 as the artist's first depiction of the subject, and stressed the possible influence of the
brilliant foreshortening in Giulio Romano's ceiling fresco
of Psyche Served by Unseell Hallds (Mantua, Palazzo del Te),
to explain the new sense of drama separating the work of
1614 from K1997, painted about six years later. 6 The Last
Supper was one of six paintings whose theme was not
specified in the original contract of 29 March 1620; as the
subject is central to Christian doctrine, its depiction may
have been assumed. 7
In addition to tlle Last Supper, tlle Adoratioll of the Magi
and the Nativity, there are six subjects from the Old
Testament in the north gallery. The south gallery had five
New Testament and four Old Testament subjects. The
Last Supper was placed next to a representation of
Melchizedek offering bread and wine to Abraham, the
prefiguration of the institution of the Eucharist at the Last
Supper. The Biblical program with nine scenes from
the Life of Christ and the Virgin, together with nine
subjects from the Old Testament regarded as their prototypes, stems from late medieval sources - the Biblia
pauperlllll and the SpecululII IlIIlI1allae salvatiollis. By 1622
this relationship had already been set forth; the ceiling was
described as 'adorned witll noble pictures which either
represent the mysteries of our salvation in parallel from
the Old and New Testament, or show various personages
both male and female, who are distinguished for their
sanctity.'8 According to Martin, 'Rubens has emphasized
the mystical connection between the two subjects in
several ways ... the wine-jar and the basket seen on the
steps in the Last Supper resemble those in the Old Testament
scene, and there is a covert allusion to the meeting of
Abraham and Melchizedek in the attitudes of Peter and
the Lord, who are seated facing each other.'9
Copyists seem to have misunderstood the circular composition of the Last Supper. In reproductive prints the steps
are squared off and the architecture changed, tlle oculus
moved up so as to be almost parallel in plane with the
table, unless Rubens himself made these alterations subsequent to his design (KI997). Judging by most copies,
Rubens eliminated the heads of three Apostles shown just
below the oculus, simplifying the composition to concentrate the drama on the foreground figures.
Seen from below, the complex architectural setting
suggests Rubens is following tlle Biblical specification that
the Last Supper took place in an 'upper room' (Mark 14:
12-16, Luke 22:7-13). The spatial indications point to a
circular (domical?) chamber, this form repeated by the
curved steps, the round table, and the oculus above,
through which the blue sky can be seen. The somewhat
ambiguous placement of the window points to Rubens's
having had a Pantheon-like structure in mind with an
opening to the heavens at the center of a dome. 10 The
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placement of the window was so shown in the print of
1752 (Text Fig. 25). At about the time Rubens painted the
Kress panel, he was building his own house, which included a miniature Pantheon like the interior OfKI997, to
house his antiquities. l1 Rubens may have consulted Durer's
prints of the Last Supper, in which an oculus is on the wall
behind Christ; a round table was shown in Durer's Small
\Voodcut Passion Last Supper (n.24) and by Limosin.12
Tintoretto, as well as Giulio Romano, probably played a
role in shaping the composition OfK1997. The placement
of Christ at the extreme right and the elevation of the table
upon steps is found in the Venetian master's Last Supper of
c. 1580 (Venice, Santo Stefano),13 Although recalling
aspects of the art of DUrer, Giulio Romano, Primaticcio,
Barocci, the Carracci, and the Venetians, the composition
and execution of KI997 show that the artist had fully
assimilated the many Italian and ~orthem sources which
contributed to the genesis of his oeuvre. Rubens's expressive
sketch of the Last Supper with its brilliant color and
impassioned virtuoso brushwork presents the master at the
peak of his career.

Provenance: Possibly owned by Simon de Vos and sold to
Guilliam I Forchoudt on 16 June 1662.14 Possibly owned
by Victor Wolfvoet (1612-52), inventoried Antwerp,
24-6 Oct. 1652.15 Jacques de Roore (1686-1747), sold with
six other Rubens studies for the church ceiling, The Hague,
4 Sept. 1747, et seqq., lot 45, purchased by de Groot.
Anthonis and Stephanus de Groot (sold, The Hague,
20 Mar. 1771,lot 4, purchased by Abelsz).Jacques Clemens
(sold, Ghent, 21 June 1779, lot 232). Barchmann Wuytiers
(sold, Amsterdam, 19 Sept. 1798, lot 150). Pauwels (sold,
Brussels, 18 July [25 Aug.] 1814, lot 108). Robert de SaintVictor (sold, Paris, 26 Nov. 1822 -7 Jan. 1823, lot 29),
bought by Roux. Marquise d'Aoust, Paris, Galerie Georges
Petit, 5 June 1924, lot 78. Francesco Gentili di Giuseppe,
Paris.16 Frederick Mont and Newhouse Galleries, Inc.,
New York - exhibited Rotterdam, Boymans Museum,
Olieveifschetsell vall Rubetls, 1953-54, Cat. No. 34, pI. 28.
Kress acquisition 1954 from Mont. Exhibited - Cambridge,
Massachusetts, The Fogg Museum, and New York, The
Pierpont Morgan Library, Drawings and Oil Sketches by
P. P. Rubells from American Collections, 1956, Cat. No. 32,
pI. XXI; Washington, D.C., National Gallery of Art,
Exhibition oj Art Treasures Jor America from the Samuel H.
Kress Collection, IO Dec. 1961 - 4 Feb. 1962, Cat. No. 80.
Reformces: (I) Observed by Julius S. Held (18/IX/67) and
Ben B. Johnson (27/1/71), Kress Archive. (2) For the
iconography of the Last Supper see Reau, 11, 2, pp. 409 ff.
The Early Christian concept of the circular table in K1997
was recognized by Egbert Haverkamp-Begemann, Olieverfschetsm vall Rubens, Rotterdam, 1953-54, p. 59. Michael
Jaffe, 'Rubens at Rotterdam', Burlington Magazine, XCVI,
1954, p. 57, singled out the beauty of this still-life area.
(3) For the series, see John Rupert Martin, Corpus
Rubelliallum Ludwig Burchard, part I, The Ceiling Paintings
Jor the Jesuit Church in Antwerp, London-New York, 1967
(hereafter referred to as Martin). The Kress panel is his
Cat. No.8, pp. 80-3. The contractis on pp. 31-3, Appendix

For the sketches see also Haverkamp-Begemann, op. cit.•
Cat. Nos. 26-34; Max Rooses, L'(Euvre de P. P. Rubens, I,
Antwerp, 1886, pp. 19 ff. (4) For the reproductive works
by Muller, Preissler, de Wit, Punt (Text Fig. 25) and
Jeghers, see Martin, pp. 47-53. (5) This drawing (Richard
Payne Knight Bequest, 1824) is problematic. According to
A. M. Hind (Catalogue oj Drawings by Dutch alld Flemish
Masters • •. in the British Museum, London, 1923, II, p. 8,
Cat. No.8, pI. I), it is after the lost ceiling painting.
Martin (pp. 82-3) believes it is based on K1997 and
suggested that the drawing was formerly owned by
Paignon Dijonval and by C. Josi. Rooses (op. cit. Note 3,
I, p. 25) listed a preparatory drawing by Rubens for the
Last Supper in the Jabach Sale, later owned by Crozat, but
Hind (op. cit., p. 8) noted that no such drawing was listed
by P. J. Mariette in the Crozat Sale of 1741. Jaffe (op. cit.
Note 2, p. 57) referred to Crozat's drawing as 'yet to be
found.' The Rijksbureau identified the London drawing
as Crozat's. (6) The Breviarium illustration is reproduced by
H. G. Evers, Rubens und Scill Werk: neue Forscllllllgen,
Brussels, 1943. For the fresco see Frederick Hartt, Giulio
Romano, New Haven, 1958, 11, fig. 233. Emile Michel's
P. P. Rubens (trans. Elizabeth Lee, London-New York,
1899) reproduced a Rubens Feast oj the Gods then in the
Haseltine Collection, which relates to both K1997 and the
Giulio Romano. See also a Feast oj the Gods (New York,
Metropolitan Museum of Art) by Rubens and Jan Bruegel
of a similar composition. Adolf Rosenberg, P. P. Rubms
(Klassiker der Kunst), Berlin-Leipzig, n.d., pI. II7. In the
1620S, Rubens went to Fontainebleau, where his studies of
the Gallery of Ulysses might have affected his perspectival
approach in the Last Supper. (7) For the iconography of the
Jesuit ceiling program see Martill, pp. 195-213. (8)
Quoted from the Jesuit Michael Grisius, HOllor S. Ignatio
de Loiola Societatis IESV fillldatori et S. Frallcisco Xaverio .•.
habitus a patribus domus professae collegij Soc. Ies" Alltverpiae
24Jt/lij, 1622, Antwerp, 1622, p. 13; trans. in Martill, p. 195.
(9) Martill, pp. 195-8. (10) Rubens may have imitated the
architecture of the Holy Sepulchre. Circular settings such
as that of K1997 are sometimes used for the Pentecost.
(II) See Emile Michel, op. cit. Note 6 above, 11, p. 6. An
engraving by Harrewyn, made after the 'Pantheon' was
converted into a bedroom, is shown on p. 5. (12) See
Valentin Scherer, DUrer (K.lassiker der Kunst), StuttgartBerlin, n.d., pI. 233 (n.24) and pIs. 254 (n.5) and 3II (n.53)
for the oculus. The Limosin is reproduced by H. Zemer.
The School oJFolltaillebleau, New York, 1969,1.1.4; RobertDumesnil, v, p. 48, Cat. No.2. It shows two ocular
windows to the left and right of Christ. The interior of
K1997 may be a reduction of one shown by the School of
Marcantonio (Passavant, VI, p. 76, Cat. No. 20) where a
shallow barrel vault with an oculus is above Christ's head.
Additional oculi appear on either side of the arch enclosing
the table and at the top of a great circular structure to the
rear. A curtain comparable to the one in K1997 is found
in a print of the same subject by Giorgio Ghisi (Bartsch,
XV, p. 387. Cat. No.6). (13) Hans Tietze, Tintoretto, New
York, 1948, pI. 178. Christ is at the extreme left in the
Last Supper (Venice, Scuola di San Rocco; Tietze, op. cit.,
pI. 208). See Claire Jansen, 'L'influence de Tintoret sur
I.
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Rubens', Gazette des Beaux-Arts, 6me ser., XIX-XX, 1938,
pp. 77-86. Rubens is only known to have depicted the
Last Supper three times: for the Breviarilllll of 1614, for the
Jesuit Church in Antwerp (KI997) and as an altarpiece for
the Church of St. Rombouts, Malines, in 1632 (Milan,
Brera; sketch in The Hermitage). The ceiling project is
the only one of these where Christ is to the side.
(14) Suggested by Martill, p. 83. See]. Denuce, De Firma
Forcltoudt, Antwerp, 1930, pp. 62-6. (15) Denuce, De
Alltlverpsche 'Kollstkamers', The Hague, 1932, p. 141; 'Een
Avontmaelken op panneel, in binnenlystken, naer Rubens
geschildert'. Described as after Rubens, W olfvoet' s pancI
may have been a copy of K1997 or of the painting on the
ceiling. (16) Sold prior to the sale of his collection at the
Hotel Drouot, 23-4 Apr. 1941.

PETER PAUL RUBENS
KX-5 :

Figure 97

MARS. New York, Mrs. Rush H. Kress. Oil on oak.
32i X26 in. (82.6 X66'1 cm.). Cradled and restored by
Pichetto, 1929-30. Original borders all around. Vertical
splits or joins through left and right shoulders. Fairly well
preserved.1
A man in a cuirass and chain mail, grasping a lance shaft
in his left hand, looks over his left shoulder. A lion skin is
011 his back and a white plume affixed to the back of his
helmet. His parade armor is in the classical style inspired
by that of Roman legionnaires.
The pancI was described in 1827 as a powerful painting
from Rubens's best period. 2 Waagen observed that it was
masterly in execution, the 'colour approaching the glow
of Rembrandt'.3 Rooses included the panel in his Rubens
corpus, quoting Waagen's views and listing it as 'Un
Guerrier'.4 In 1929 Burchard stated that the painting was
excellently preserved and that it 'was entirely by Rubens's
own hand, executed with special care and finesse between
1620 and 1625.'5 Burroughs, on the basis of a technical
examination of the panel, concluded that 'it was painted
early in Gaspar de Crayer's career, perhaps under the
direct inspiration of Rubens'.6 He found the ('lce lacking
in largeness of modeling and without the luminosity and
rotundity of Rubens's works. Burchard rejected Burroughs's
views in their entirety, retaining his opinion that tile painting is a completely autograph work by Rubens of 1620-5.7
In 1938 Burroughs noted that the underpainting showed a
'slapdash, uneven emphasis, the clouded modeling and
superficial spirit' seen in de Crayer's Judgmellt oj Solomoll
(Ghent, Musce des Beaux-Arts). He suggested that the
figure's 'overdeveloped arm and hand' might have been
taken from that painting, and found the sitter spiritually
alien to Rubens's dignified and aristocratic portraits. s In
the same year Friedlander described KX-5 as by Rubens's
own hand, dating the panel c. 1620. 9 Valentiner followed
Friedlander's dating.1o Held included 'The So-called
"Mars" , in his catalogue Rubells ill America, noting that the
painting 'might be one of the disguised portraits which
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were common in the seventeenth century. The pose with
its somewhat theatrical contraposto was inspired most likely
by similar paintings of the Venetian school of the sixteenth
century.' He found tile rendering of the arm to be 'in a
harder, drier style than is usually found in Rubens', but
considered Burroughs's de Crayer attribution unconvincing.l l In 1951 Burchard suggested that the sitter might
have been a fellow artist of Rubens, painted with the
attributes of Mars, between 1615 and 1618.12 Larsen also
found the painting to represent a disguised portrait, painted
by Rubens c. 1617-18.13
That KX-5 was meant to portray Mars is supported by the
way representations of that figure were described in
seventeenth-century inventories. 14 It may perhaps have
belonged with a series of Classical deities; an earlier
example of Rubens's works in this genre is the Head oj
Hercules {ex. coll. Ludwig Burchard).15 As first noted by
Held, the Kress panel is freely adapted from Venetian
prototypes. The inventory of Rubens's paintings of June
1640 lists thirty-three copies after Titian of which twentysix were portraits,16 possibly including reproductions of
tile twelve Caesars in the Gabinetto dei Cesari (Mantua,
Palazzo Ducale). They resemble the pose of KX-5 and
must have often been seen by Rubens during his Mantuan
residence,l7
The Kress panel is somewhat less impressive in actuality
tllan in black and white reproduction. Recent scholarship
has shifted its date from 1620-25 to the late 'teens, when
Rubens, then in his late thirties, was the master of a great
atelier. It seems likely that he may have utilized some
studio assistance in KX-5 although the bulk of its execution
stems from Rubens's hand. The left side of tile face is far
more sketch-like tllan the right; the lion's skin along the
lower right border is also extremely summary in rendering.
It may be that Rubens left the bulk of the Mars in such
condition and that the more finished areas were the work
of a collaborator. IS

Provellallce: Gerrit Muller (sold Amsterdam, 2 Apr. 1827,
p. 29, Cat. No. 58, purchased by Nieuwenhuys, according
to a manuscript notation, listed as 'a Roman soldier').
Edward Gray, London, c. 1930.19 Sir Anthony Rothschild,
London. 20 The Honourable Mrs. Yorke (daughter of the
above), London (sold, London, Christie's, 6 May 1927,
p. 9, Cat. No. 37, listed as Mars). Rome, A. Contini
Bonacossi. Kress acquisition 1929, exhibited - San Francisco, Golden Gate International Exposition, Masterworks
oj Five Cellturies, 1939, Cat. No. 96. San Francisco,
California, Palace of the Legion of Honor, SevCII Centuries
oj Pailltillg, 29 Dec. 1939 - 28 Jan. 1940, p. 35, Cat. No.
L-46. New York, World's Fair, European alld American
Pailltillgs, 1500-1900, Masterpieces of Art, May-Oct. 1940,
Cat. No. 67, fig. 67. Toronto, Ontario, Canada, Art
Gallery, All Exltibitioll oj Great Pailltings ill Aid oj the
Calladiall Red Cross, 1940, p. 9, Cat. No. 24. New York,
Schaeffer and Brandt, Peter Paul Rubells Loan Exhibitioll Jor the Bellefit oj the Ullited Hospital FUlld, 23 Nov.19 Dec. 1942, Cat. No.8 (dated c.1620). New York,
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Wildenstein and Co., A Loan Exhibitioll of Rubens, 20 Feb.31 Mar. 1951, p. 16, Cat. No. II.
Reftrellces: (I) Alfred Frankfurter ('Revising Rubens', Art
News, XLI, 1942, pp. 16-19, 33) commented upon the
glowing color of KX-5 after its recent cleaning (p. 33).
(2) Sale of Gerrit Muller Collection, Amsterdam, 2 Apr.
1827, p. 29, Cat. No. 58. (3) Gustav Friedrich Waagen,
Treasures of Art in Great Britain, London, II, 1854, p. 281.
(4) Max Rooses, L'CEuvrc de P. P. RubetlS, IV, Antwerp,
1890, p. 297, Cat. No. IlOO. (S) Letter of 29/1/29, Kress
Archive. William Suida; G. Fiocco; Raimond van Marie;
Adolfo Venturi; and F. Mason Perkins testified to Rubens's
authorship ofKX-5 c. 1929. (6) Report by Alan Burrou~hs,
Kress Archive. (7) Letter of 23/V/24 in Kress Archive.
(8) Alan Burroughs, Art Criticism from a Laboratory, Boston,
1938, p. 137. (9) Kress Archive. (10) William R. Valentiner,
'Rubens Paintings in America', Art Quarterly, IX, 1946,
pp. 152-68, esp. p. 160, Cat. No. 66. (II) Jan Albert Goris
and Julius Held, Rubells ill America, New York, 1947, p. 29,
Cat. No. 21. (12) Ludwig Burcllard, A Loall Exhibitioll of
Rllbms, Wildenstein Gallery, New York, 1951, p. 16,
Cat. NO.1 1. (13) Erik Larsen, P. P. Rubens, Antwerp, 1952,
p. 216, Cat. No. 47. (14) Michael Levey, The Later Italiatl
Pictures ill the Collectioll of Her Majesty the Quem, New
York, 1964, Cat. No. 590, pI. 26. Reference courtesy of
Burr Wallen. (IS) Reproduced by Michael Jaffe, 'Rubens
at Rotterdam', Burlingtotl Magazi/le, XCVI, 1954, p. 55,
fig. 25. According to M.ichael Jaffe (letter of 18/IVI72),
Mars's helmet 'actually belonged to Rubens (it appears
again worn by a soldier in the Brussels Ascent to Calvary).
Rubens evidently believed it to be antique, although to
our eyes it can only be a burgonet of the sixteenth century.'
Jaffe has not found it in any armor collection, although
it was illustrated by Jacob Spon (1647-85) in Miscellanea
eruditae antiquitatis, Lyons, 1685. (16) See J. Denucc, De
Alltwerpsche 'Konstkamers', The Hague, 1932, pp. 58-9,
nos. 38-41, nos. 49-69, no. 74, and no. 79. (17) They were
acquired by Charles I from the Gonzaga in 1627, possibly
at Rubens's suggestion. Engraved by Sadeler, the series
went to Spain in 1652 and is now lost. See F. Valcanover,
Tutta la pittura di Tiziatlo, Milan, 1960, II, fig. 191. (18)
Giorgio de Chirico based a self-portrait upon KX-5; see
Antonio Fornari, 'De Chirico e Rubens', Paragone, I, 1950,
pp. 45-'7, esp. p. 46, fig. 19b. (19) John Smith, Cataloglle
Raisolllu! of the Works of the Most Eminent Dutch, Flemish
and Frellch Painters, London, 1830, II, p. 26, Cat. No. 899.
(20) Waagen, op. cit., p. 281.

After RUBENS, Probably XVII Century
K 160 : Figure 99
TUE CRUCIFIXION. New York, Mrs. Rush H. Kress.
41! X28i in. (105.4 X73·1 em.). Oil on panel. Cradled
and restored in 1932 by Pichetto. Very well preserved.
Christ looks upward, his arms in a V-shape, his body
hanging from the nails through his hands; additional nails
go through each foot, one foot almost covering the other.l
The sun is in eclipse at the upper left (Luke 23 : 44-5). A

rocky outcropping of Golgotha is at the lower left; a
panorama ofJerusalem is seen below with the Church of
the Holy Sepulchre to the right and the Church of the
Dormition to the left. The titu/us inscribed in Hebrew,
Greek and Latin is affixed to the top of the cross by two
nails (Luke 23 :38). The eclipse took place from the sixth
to the ninth hour. The moment shown in K160 may be
the ninth hour when Jesus cried: 'My God, my God, why
hast thou forsaken me?' (Mark 15: 34), or it may illustrate
the time just before Christ's death: 'Jesus had cried with a
loud voice, Father into thy hands I commend my spirit:
and having said thus he gave up the ghost' (Luke 23 :46).
Approximately twenty versions of this Crucifixion composition survive, many of them about the same size as
K160, mostly based upon an early work presumably
painted by Rubens in Rome c. 1609. There is considerable
variation in the landscape. Seven of these (London, Wallace
Collection; Philadelphia Museum of Art, John G.Johnson
Collection; Antwerp, Musce des Beaux-Arts; Vigevano,
Duomo; Rome, Villa Albani; Greenville, The Bob Jones
University Collection; and the Kress panel) are far superior
in quality; the one at Greenville is certainly an original
work by Rubens. 2
Mayer described K160 as having been painted by Rubens
toward the end of his Italian period, c. 1608. He viewed it
as the master's first known representation of the subject,
the landscape section inspired by Elshcimer, and found the
panel superior in quality to the example in Antwerp
(Musce des Beaux-Arts) from Rubens's studio.3 Burchard
considered KI60 to be a 'wonderful work by Rubens'.4
Longhi dated the panel c. 1609-10, executed immediately
after the artist's Italian residence, while Italian art was still
much in his mind. According to Longhi the landscape view
ofJerusalem recalled that of Rome from the Pincio, at the
end of the sixteenth century.5 Burroughs found the Crt/cijixion dependent upon the Antwerp canvas, carefully
copied from the latter. 'The hardness of the modelling in
the face and the crude, heavy strokes in the drapery prevent
one from giving it to any of the best known pupils.'a In
1936 Adolfo Venturi, F. F. Mason Perkins, G. Fiocco, and
William Suida all described the panel as by Rubens. 7
Friedlander stated that Rubens painted KI60 c.1610. 8
Frankfurter found the integration of figure and landscape
to complete the spatial balance hinted at in Rubens's
sketches. 9 The Crucifixioll was dated c. 1610-12 by
Valentiner who regarded it as a workshop painting like
that in the Philadelphia Museum {John G. Johnson
Collection).10 According to Held, KI60 is after a lost
painting by Rubens known only from copies.l l The Kress
panel, along with those in the Antwerp Museum, the
Wallace Collection, tlle John G. Johnson Collection, and
the Cook Collection, are listed by Jaffe as derivations
after Rubens's painting now in Greenville.12 Jaffe characterized the latter as 'a triumph of the Baroque imagination and a profoundly moving ikon' and the original of the
many examples of this composition.13 He noted that
elements from the Antique (the Laocoon) and the art of
Michelangelo and Barocci are reflected in the Bob Jones
University painting.
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The landscape section of K160 is close to that shown in a
Rubens modello (Rotterdam, Museum Boymans-van
Beuningen) for the engraving by P. Pontius Of1631 which
is curved at the top and includes additional figures of
angels to the left and right, victorious over Death and
Sin.14 The composition of the Kress panel was, as noted
by most scholars, probably originated by Rubens in
1610-12 upon his return to Antwerp. The panel is very
close to a small variant of the life-size Crucifixioll in
Antwerp and one in the Wallace Collection about the
same size as the Kress paneJ.15 Both of these, according to
Jaffe, reflect the style of Rubens about 1610-12, postdating
the painting in South Carolina by about two years.

Collection painting see Wallace Collectioll Catalogues,
Pictllres alld Drawillgs, London, 1968, pp. 288-9. It is on
canvas (Rooses, op. cit., II, Cat. No. 293). The Antwerp painting is Rooses No. 287. (16) Daphne M. Hoffman suggested
that the Kress panel may be one recorded by Rooses, op. cit.,
II, p. 87, Cat. No. 292. Cardinal Valentini Sale, Amsterdam,
1763; M. G. Hibbard Sale, London, 1802; Simon Clarke
Collection, 1840. The description of this painting provided
by Woodin c. 1802 corresponds to that OfK160; but as so
many versions of the composition seem to have been made,
this is not conclusive.

The weak execution of many areas in K160 - most notably
the hands - preclude Rubens's authorship or that of his
atelier.

After RUBENS
XVII Century

PrOVetlallce: 1G Countess Reppi (?), Genoa (?), Rome (?).
Rome, A. Contini Bonacossi. Kress acquisition 1931,
exhibited - Toronto, Canada, Art Gallery, An Exhibition
oj Great Pailltiugs ill Aid oj the Calladian Red Cross, 1940,
p. 9, Cat. No. 23. New York, Schaeffer and Brandt
Gallery, Peter Paul Rubeus Loall Exhibitioll Jor Bellefit oj
Ullited Hospital Fuud oj New York, 23 NOV.-19 Dec. 1942,
Cat. NO.7.
R~{ereuces:

(I) For the iconography of K160 see Michael

Jaffe, 'Rubens's "Christ on the Cross" ',Burlillgtoll Magazille,
c, 1958, pp. 21-2, esp. n. 8. See also Emile Male, L'Art
religieux du XVII" siecle, Paris, 1951, pp. 270-1. See Text
Fig. 5 for a reproductive print by Sadeler after Grunewald
showing the new popularity of late medieval religious
imagery in the early seventeenth century. The four-nail
crucifixion is a medieval form revived by the CounterReformation movements of the sixteenth and early
seventeenth centuries. (2) See Jaffe, op. cit.; The Bob JOlles
Ulliversity Collectiou oj Religiolls Pailltillgs, Greenville,
South Carolina, p. 278, Cat. No. 162, possibly ex colI.
Champs, Ghent, 1830. A preparatory drawing for the
figure is in the British Museum. For Crucifixions by or
after Rubens related to K160 see Max Rooses, L'CEllvre de
P. P. Rubells, Antwerp, 1888, II, pp. 84-91, Cat. Nos.
287-93. (3) Transcription in Kress Archive, 14/II/24.
August L. Mayer wrote that the painting came from 'the
private chapel of a Genoese aristocratic family'. For the
Antwerp canvas, see Rooses, op. cit., II, p. 84, Cat.
No. 287. (4) Letter from Ludwig Burchard of 29/1/29,
Kress Archive. (5) Transcription by Roberto Longhi (Rome,
1932) in Kress Archive. (6) Report by Alan Burroughs
(1935) in Kress Archive. (7) Transcriptions in Kress
Archive. (8) Kress Archive, 1938. (9) Alfred Frankfurter,
'Revising Rubens', Art News, XLI, 14, 1942, pp. 16-19, 33.
(10) William R. Valentiner, 'Rubens' Paintings in America',
Art Quarterly, IX, 1946, pp. 153-68, esp. p. 156, Cat. No.2!.
(II) Jan Albert Goris and Julius S. Held, Rubells itl America,
New York, 1947, Appendix 58, p. 51. (12) For these and
other copies, see Jaffe, op. cit. Note 1 above, p. 21, 11. 2.
(13) Jaffe, op. cit. Note 1 above, p. 22. (14) The modello is
reproduced by Jaffe, ibid., fig. 37. (IS) For the Wallace

KI871 :

Figure
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THE ASSUMPTION OF THE VIRGIN. Washington, D.C.,
National Gallery of Art (1393), since 1953. 491 X37i in.
(125'4 X94'2 cm.). Oil on oak. Mounted on mahogany,
cradled and restored by Modestini. Some restoration along
the four or so vertical joins or splints; well preserved.
Suida-Shapley, p. 156, Cat. No. 60.
The Virgin in white and blue is surrounded by four angels
above and seven putti below. She is in the clouds, looking
upward, just below a yellow-gold radiance in the sky. Two
angels at the upper left hold a wreath, as though about to
crown her; a putto just below holds another wreath below
the Virgin's outstretched right hand; another putto at the
lower left holds a palm. Surrounding the open tomb are
the twelve Apostles and three Holy Women (probably
Mary Magdalene, Mary Cleophas, and Mary Salome), who
in the Apocrypha prepared the Virgin's body for burial.
The kneeling woman, seen from tlle back, holds a flower
in her right hand. This refers to the belief that after the
Assumption the tomb was found filled with flowers. The
women and at least two of the Apostles grasp the Virgin's
shroud. The young Apostle, standing with upraised arms
at the left, in red and white, is probably St. John the
Evangelist; the bald figure in yellow and black, seen from
the back at the right may be St. Paul. The arched entrance
to Mary's tomb is at the right.1
In 1950 Burchard described K1871 as a highly finished
sketch in full color for the Assumptioll Altar in Antwerp
by Rubens. 2 He regarded the Kress panel as the modello
'submitted by Rubens to the clergy' of Antwerp Catlledral
for approval (c. 1618) prior to the execution of the
Assumptioll altarpiece completed on 30 September 1626.3
Another sketch of the Assllmptioll (now in The Hague,
Mauritshuis), smaller in size than K1871, was, according to
Burchard, somewhat earlier in date than the Kress panel.
Held regarded K1871 as a copy after the Mauritshuis
Assumptioll sketch.4
The Mauritshuis sketch is far superior in quality to the
Kress panel. Several features of the Schelte a Bolswert
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print after the Antwerp Cathedral Assumption Altar - most
notably the arched entrance to the tomb and the placement
of the Virgin - correspond more closely to KI871 than to
the altarpiece.5 However, the difference in format between
the rectangular KI871 and the arched print and altarpiece
make it unlikely that the Kress panel was a preliminary
sketch for either. The Mauritshuis panel, one of the modelli
of 1618, was not closely followed for the final composition
of the altar but was the basis for the Schelte a Bolswert
print. Rubens probably preferred the Mauritshuis composition to the more conventional one selected for the
great altarpiece and requested Schelte a Bolswert (one of
his most favored print-makers) to reproduce the rejected
1II0dello. In all likelihood the painter of KI871 based his
work upon the engraving by Bolswert and sought to
invest the panel with some originality by squaring off the
top. That the KI871 source was arched is indicated by the
arched form of the entrance to the tomb (as shown in the
print) and the arched configuration of the angels and lightrays in the upper part of the panel (seen in both print and
altarpiece), features clearly at odds with the rectangular
format and the curiously empty and irrelevant upper
comers. The Kress panel also bears comparison with two
Assumptions painted by Annibale Carracci (Bologna,
Pinacoteca Nazionale and Dresden, Gemaldegalerie), G
which Rubens may well have seen.

Provenallce: The Kress panel is probably the one recorded
by Gustav Friedrich Waagen (Galleries alld Cabillets of Art
ill Great Britaill, London, 1857, p. 240), Collection ofR. P.
Nichols (London). 'Langton Castle, Worcestershire'
(Dealer's brochure), collection the Misses Weiss. New
York, Frederick Mont. Kress acquisition 1952.
Referellces: (I) For the iconography of the Assumption see
Emile Male, L'Art Religieux apres Ie COllcile de Trellte, Paris,
1932, pp. 332 ff. See also John B. Knipping, De Icollographie
vall de Coutra-riformatie in de Nederlalldetl, Hilversum,
1939-40, II, pp. 19 ff. Reali, II, 2, pp. 615-20. (2) Ludwig
Burchard, A Loan Exhibition of Works by Peter Palll Rllbells,
Wildenstein, London, 1950, p. 2. The Antwerp altar is
repro by Rudolf Oldenbourg, P. P. Rubells, Klassiker der
KIIIISt, 4th ed., Berlin and Leipzig, n.d., p. 301. (3) Copy
ofletter ofn/xII/51 in Kress Archive, New York. For the
1II0delli submitted by Rubens on 16 Feb. 1618, see the
transcription from the Actes capitulaires de la cathcdrale
d'Anvers. Archives de l'archevechc de Malines, printed by
Max Rooses, Bulletin Rubells, 1882, I, p. 68. For the
Mauritshuis sketch see Olieverfschetseu vall Rubens,
Boymans Museum, Rotterdam, 1953-54, Cat. No. 47.
See also Loan Exhibitioll of Works by Peter Paul Rubens,
Wildenstein, London, 1950, pp. 2-3, Cat. NO.2. (4) Letter
by Julius Held in Kress Archive, New York. (5) The
Antwerp Assumption differs from KI871 in its far more
diagonally placed Virgin; the Apostles are far nearer the
foreground; the angel at the upper left holds a palm
totally dissimilar to the one in KI871 and the burial cave
is not shown. (6) Reproduced in Donald Posner, Anllibale
Carracci, New York, 1971, II, Cat. Nos. 69 and 40. The
elevated sarcophagus in Cat. No. 40 is similar to that of
K1871•

CORNELIS DE VOS
The artist was born in Hulst in 1584 and died in Antwerp
in 1651. His younger brother Paul was also a painter, and
their sister married Frans Snyders. The artist's career
centered upon Antwerp, where he worked under David
Remeeus from 1599 to 1604. He joined the guild in 1608
and was elected dean in 1619, three years after becoming
a burgher of Antwerp. Comelis worked with Jordacns on
portraits for the triumphal entry decorations designed by
Rubens for the Archduke Ferdinand of Austria. He also
executed some of the mythological subjects created by
Rubens for the hunting lodge (Torre de la Parada) of
Philip IV near Madrid. Comelis de Vos is best known for
his vivacious portraits, especially those of children, the
finest of which were painted between 1618 and 1635. He
was also active as an art dealer ill Antwerp and Paris. 1

K 1065 :

Figure
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San
Francisco, California, M. H. De Young Memorial Museum,
since 1952 (61-44-34). Oil on pine. 431 x331 in. (100·5 X
86·1 cm.). Several vertical splits in panel; considerable
abrasion in sky area at upper left; several losses at upper
right of head. 2 Cradled and restored in 1933 by Pichetto.
Cleaned and restored by Modestini in 1954; well preserved.
Sail Francisco, 1955, p. 84.
PORTRAIT OF A LADY WITH A LITTLE GIRL.

A seated woman in three-quarter length, facing a little girl
at her side, is seen against a column Witli red drapery
wound around it. She holds the child's right hand in hers.
A stormy sky is to the left, above the trees. The sitter wears
a jeweled cap, small pearl drop earrings, a huge white
ruff, a striped dress witli lace cuffs and a gold brocade
stomacher. Her mantle falls over the arm of the chair. She
wears matching gold chain bracelets and a ring on a finger
of each hand. The little girl is in a brightly-figured gown
of blue flowers on white, wearing a pearl necklace and
pearl bracelets. The composition is inspired by portraiture
of the late sixteenth and early seventeenth centuries where
the sitter is on a loggia or terrace above the landscape. (See
Rubens's Brigida Spillola Doria, K2187).
III 1912 C. Hofstede de Groot found KI065 to be by
Comelis de VOS. 3 Longhi viewed the panel as typical of
de Vos, comparing the little girl to that artist's portrait of
a girl {Berlin).4 In 1937 the Kress portrait was dated
c.1620-25. 5

Burroughs, although he found it close to works of de Vos's
late phase, such as the Mother and Childrell (New York,
Metropolitan Museum of Art), attributed the Kress.panel
to an artist first identified by Karl Voll as the 'Master of
Ribeaucourt'. The latter's oeuvre is somewhat like that of
Jordaens. Burroughs noted Van Dyck's influence in the
free brushwork of this portrait, but regarded the drapery
in KI065 especially close to that of the Ribeaucourt
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Master. 6 According to Greindl, de Vos painted KI065
c. 1621-5.7 She noted that the blue mantle {corrected by
Larsen to read blue sash} was the unique instance of de
Vos's use of azure blue. Larsen suggested tllat tlle panel
was the companion piece to a male portrait, very close in
composition and size, formerly in the Cook Collection
{see Text Fig. 26} tllere given to Van Dyck.8 The Kress
portrait was recently attributed to Anthony van Dyck by
Larsen who found that its 'broad conception and vigorous
brushstrokes ... arc quite alien to De Vos' technique'. He
also regarded the color, 'delicately shaded in exquisite
nuances', as very different from de Vos's 'frank, Rubensian
[art] featuring reddish flesh tones'. He related KI065 to
the Van Dyck Portrait ~f a Lady {El Paso, Museum of Fine
Arts, K227; sec Figure lOs}. Larsen regarded the presence
of azure blue an indication of Van Dyck's authorship,
as Comelis de Vos, according to Greindl, did not use
this color. 9 Stella Mary Newton dated the Kress canvas
c. 1625 on the basis of the sitter's attire.
K1065 may well, as proposed by Larsen, be the companion
piece to a portrait formerly in the Cook Collection
ascribed to Van Dyck {Text Fig. 26}. Further substantiation
for Larsen's view may be found in the identical floral
pattern on the skirt of tlle sitter in Kl065 and in the
gentleman's attire. The Kress panel fits in well with
Comelis de Vos's best works, such as the Portrait oj the
Artist and his Family of 1621 {Brussels, Musces Royaux des
Beaux-Arts}. Comelis's brother, the animal painter Paul
de Vos, was an assistant of Rubens and was portrayed by
Van Dyck (Vienna, Kunsthistorisches Museum and Paris,
Louvre). Van Dyck also painted Cornel is's sister Margareta
and her husband, Frans Snyders (both New York, Frick
Collection). Close ties between de Vos and Van Dyck
explain the influence of the latter, younger, more brilliant
master upon the cider.
The sitter's garb suggests that she was not a member of the
aristocracy. Perhaps she, together with the presumed
pendant, belonged to an artist's family.

Provenallce: Massey-Mainwaring Collection, London. Sir
George Donaldson, London, exhibited - Brussels, Expositioll d'art allciell. L'art beige au XVlIe sihle, June-Nov.
1910, Cat. No. 509. Paris, Sedelmeyer Gallery, 1913 (12th
Series 4100 Pailltillgs by Old Masters, Paris, 1913, Cat. No.
28). Eugene Fischhof (sold, Paris, Galerie Georges Petit,
14 June 1913, Cat. No. 67). New York, F. Kleinberger
Galleries, 1924, exhibited - Detroit, Michigan, Institute of
Arts, LOCllJ Exhibitioll oj Dutch Pailltillgs oj the Seventeenth
Celltury, 9-25 Jan. 1925, Cat. No. 35.10 Florence, A. Contini
Bonacossi. Kress acquisition 1932. Presented in 1937 to
Portland Art Association, where it remained until 1952.
Riferences: (I) See Edith Greindl, Comeille de Vos, Portraitiste
Flal/talld, Brussels, 1944, and her entry for the artist in the
exhibition catalogue Le Siecle de Rubells, Brussels, 1965,
pp. 277-82. {2} Alan Burroughs noted pentimenti in the
line of tlle child's cheek and in the woman's features (Kress
Archive, c. 1935). In the Sedelmeyer Catalogue illustration

{see Provellallce}, the woman seems to have a slightly
different nose, confirming Burroughs's view that she had
been 'prettified'. (3) Quoted in F. Kleinberger Galleries
Catalogue, 1924 (see Provellance). (4) Roberto Longhi
translation in Kress Archive. William Suida, G. Fiocco,
F. F. Mason Perkins, Adolfo Venturi, Raimond van Marle
all found KI065 to be by Comelis de Vos in opinions of
1935 (transcriptions in Kress Archive). (5) Bulletin oj the
Portlalld Art Museum, IV, 4, July 1937, p. 3. (6) Alan
Burroughs, Art Criticism from a Laboratory, Boston, 1938,
pp. 144-5. See also Karl Voll, 'Franz Hals in der alten
Pinakothek', Miillcllller Jahrbuch der bildelldell Kunst, 1906,
pp. 33-5. For the Master of Ribeaucourt see ThiemeBechr, XXXVII, p. 289. (7) Grcindl, op. cit., p. 149, pp. 9-10.
(8) Erik Larsen, 'The Samuel H. Kress Collection at the
M. H. de Young Memorial Museum', Apollo, LXI, 1955,
pp. 177 ff. First ascribed to Rubens, the Cook portrait was
listed as by Van Dyck by Lionel Cust, Vall Dyck • .• His
Life alld His Works, London, 1900, p. 16, Cat. No. 32,
43 X34 in. (109 X86 cm.). There is a difference of 1'5 cm.
in height between the two portraits. Cook Collection Sale,
Sotheby's, London, 25 June 1958, p. 36, Cat. No. 85.
(9) Larsen, 'Some New van Dyck Materials and Problems',
Raggi, VII, i, 1967, pp. 1-14, esp. pp. 8-10. (10) Greindl,
op. cit. Note 1 above, p. 153, listed the Kress panel as in the
C. Lambert Sale, American Art Association, New York,
21 Feb. 1916; but KI065 is not in that sale. According to
Sail Francisco (p. 84), KI065 may have been in the Anthony
Reyre Collection in London.

FLEMISH SCHOOL c.1640
[Camelis de Vas]
KX-4 :

Figure
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PORTRAIT OF A CAVALIER. New York, Mrs. Rush H.
Kress. 3I! X25! in. (80 X65'4 cm.). Oil on panel. Cradled
and restored by Pichetto, 1929-30. A vertical split through
the left eye; abrasion in area left of chin; not well preserved.
A man in cavalier's plumed felt hat and riding attire, short
cloak, reticella lace collar and cuffs, rests his right hand on
the pommel of a sword held in his left. He looks out at the
spectator tllOugh his body is turned toward the right.
In 1935 Suida described KX-4 as 'remarkable in its beautiful
movement, a chief work by Comelis de Vos.'! Burroughs
found the form of brushstroke typical of Cornelis de VOS.2
Friedlander dated the panel c. 1640, noting the influence
of Rubens. He did not find it in the style ofCornelis de VOS.3
Edith Greindl included the Kress portrait in her de Vos
monograph. According to her, Charles C. Cunningham
considered the panel an authentic work by de VOS.4
The Portrait oj a Cavalier lacks de Vos's finesse. It was
probably painted in Flanders toward the middle of the
seventeenth century.
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Provenance: 'Mr. Clark, England' (according to Contini
Bonacossi brochure). Rome, A. Contini Bonacossi. Kress
acquisition 1929, exhibited - New York, Spring House
TOllr Jor Spence Scllool, Apr. 1961.
References: (I) Transcription in Kress Archive, 22/vm/35.
G. Fiocco, Raimond van Marle, and Adolfo Venturi
followed Suida's views. F. F. Mason Perkins accepted the
attribution with reservations. (2) Report of c. 1935 in Kress
Archive. (3) Transcription in Kress Archive, dated Nov.
1938. (4) Edith Grcindl, Comeille de Vos, Portraitiste Flail/and,
Brussels, 1944, p. 149.

ANTHONY VAN DYCK
Anthony van Dyck was born in Antwerp on 22 March
1599; he died in London in 1641. By 1609-10, he was
among the pupils of Hendrick van Balen, dean of the
Antwerp artists' guild which admitted Van Dyck in 1618.
By this time Van Dyck, in association with Rubens's
studio, was working on the Decills Mils canvases (Vienna,
Liechtenstein Collection). Van Dyck is the only painter
mentioned by name as one of those who were to execute
the large paintings from Rubens's sketches in the 1620
. contract for the Jesuit Church of Antwerp. His early style
had much in common with Rubens's contemporary works,
but soon developed in a more Venetian direction with
thinner paint layers. In 1620 Van Dyck went to England as
painter to King James 1. During the following year he
traveled to Rome, Genoa, Venice, Florence, Milan, Turin
and Palermo, receiving many portrait commissions the
style of which was largely based on Rubens's Genoese
works. Van Dyck also drew after the antique and many
sixteenth-century masters, especially the Venetians (Chatsworth Sketchbook). Returning to Antwerp in 1627, he
became court painter to the Infanta Isabella. In 1632
he moved to England where Charles I accorded him extraordinary privileges including a knighthood, a large salary,
a house, pension and titIe of chief court painter. Charles
and his courtiers lavished portrait commissions on him to
tIle almost total exclusion of other subject matter. In 1635,
Van Dyck returned briefly to the Netherlands where he
must have painted some portraits. At the court of Charles I
the painter evolved a somewhat mannered, extremely
aristocratic portrait style, characterized by a light, clear
palette.l

Reference: (I) See Lionel Cust, AnthollY vat/ Dyck, London,
1900; Gustav Gluck, Vall Dyck, Klassiker der Kllt/st,
Stuttgart, 193 I; Leo van Puyvelde, Van Dyck, Brussels,
1956; Horst Vey, Die Zeiclilltlllgeu Anton van Dycks,
Brussels, 1962; Michael Jaffe, Van Dyck's Alltwerp Sketchbook, London, 1966.

KI8S8 : Figure
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PORTRAIT OF A LADY. EI Paso, Texas, EI Paso Museum
of Art (61-1-57), since 1961. 47 X36i in. (119·4 X91·7 cm.).

Oil on canvas. Very thinly painted and considerably
abraded. Cleaned and restored in 1951 by Modestini.
EI Paso, 1961, Cat. No. 49, reproduced in color.
The lady stands before a chair, turned slightly to the left;
a large red curtain is tied back at the left revealing blue sky
through a window. She wears a cap with a padded band
trimmed with pearls, pearl drop earrings, a ruff, a dark
dress with a gold brocade stomacher and lace cuffs, matching bracelets and a ring. She holds a chain in circular
fashion with both hands, and also grasps a spray of rose (?)
leaves with her left hand. l
In 1867 Waagen described the portrait as of great expressive
finesse, its pale tonality of remarkable clarity, recalling that
of Van Dyck's Frans Snyders (New York, Frick Collection),
which he dated c. 1630.2 The portrait is included in
Guiffrey's Van Dyck monograph.3 Its proximity to
Cornelis de Vos's style was noted by Cust, who found the
portrait a good example of Van Dyck's early work, dating
it c.1619. Cust remarked that KI858 was sometimes
ascribed to Rubens.4 Schaeffer dated it to Van Dyck's
early period.5 The painting was placed in the artist's middle
period by Pryor. 6

Gluck included tIle Kress painting in his list of Van Dyck's
works. He grouped it in the early, pre-Italian period, after
1618 but before 1621. 7 Baldass noted the similarity of the
Kress sitter, whose portrait he dated c. 1618, to another
Van Dyck (Liechtenstein Collection), of about the same
year, suggesting the subjects were sisters or close relatives. 8
Horst Vey dated the canvas c. 1618-20, stating that it was
typical of Van Dyck's art of these years. 9
The subject was probably one of a pair, the sitter's husband
presumably the subject of the pendant, turned toward her.
However, the placement of the drapery K1853 to the left
rather than the right may argue against this. The chain and
leaves are probably emblematic, possibly relating to hope,
love and marriage.
The portrait is close to those of Rubens's middle period,
having considerable stylistic and even physiognomical
correspondence to several paintings by Van Dyck's senior
associate whicll arc often identified as showing Rubens's
first wife Isabella Brant who died prematurely in 1626.
The younger master, although partially adapting Rubens's
manner, already reveals his individual approach, stressing
elegance and rapid characterization. This was soon to be
more highly developed during Van Dyck's Italian residence
beginning in 1621, shortly after his execution of the Kress
canvas.

Provenance: FurstJohann Adam von Liechtenstein, Vienna,
as early as 1712.10 Liechtenstein Gallery until the collection
was removed from Vienna during World War II. New
York, Frederick Mont. Kress acquisition 1951, exhibitedWashington, D.C., National Gallery of Art, Exlzibitioll of
Art Treasllres for America • •. , 10 Dec. 1961 - 4 Feb. 1962,
Cat. No. 21.
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ReJereuces: (I) Similar leaves are held by Maria de Witte
(London, Joseph Labia). See Ludwig Burchard, 'The De
Witte couple by Van Dyck', Bllrliugton Magazine, C, 1958,
p. 319. Gustav GlUck, Van Dyck, Klassiker der Kllnst,
Stuttgart, 1931, p. 90. (2) Gustav Friedrich Waagen, Die
IJomehmsten KllllstdCllkmiiler in Wiell, Vienna, 1867, I, p. 271.
(3) Jules Guiffrey, Antoille van Dyck, Sa Vie et Son CEllvre,
Paris, 1882, p. 288, Cat. No. 1125. Also listed by Herman
Knackfuss, Van Dyck, Bielefeld and Leipzig, 1896, p. 47,
repro p. 51, fig. 34. (4) Lionel Cust, Anthony van Dyck,
London, 1900, p. 237, Cat. No. 75. (5) Emil Schaeffer, Van
Dyck, Klassiker der Kllnst, Stuttgart and Leipzig, 1909,
p. 545, pI. 134. (6) David C. Pryor, The Art of the Vienlla
Galleries, Boston, 19II, p. 224. (7) Gliick, op. cit. Note I
above, pI. 86. Strohmer also gave KI858 to Van Dyck's
early period (Erich V. Strohmer, Die Gemiildegalerie des
Fiirsten Liedltellsteill ill Wien, 1943, Cat. No. 42). KI858
is also listed by Pierre Imbourg (Van Dyck, Munich, 1949,
p. 99, Cat. No. 12). (8) Ludwig Baldass, 'Some Notes on
the Development of van Dyck's Portrait Style', Gazette
des Beaux-Arts, 6me ser., L, 1957, pp. 251-70, esp. p. 260.
(9) Letter of 13/Vll/67 in Kress Archive. (10) Letter of
23/V1/69 from Gustav Wilhelm, Curator of the Liechtenstein Gallery, ill Kress Archive.

K227 :

Figure
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According to Cust, there is another portrait of Dona
Polyxena by Van Dyck in the Prado (No. 1493).5 It shows
a dark-haired, long-faced sitter, without any resemblance
to the blonde, fair-skinned, plump figure in K227. G
According to Trapier, the Prado painting is probably the
one listed in Leganes's inventory of1655, as his wife.? Suida
described the subject of K227 as Polyxena Spinola, finding
the canvas as fine as Van Dyck's portrait of Maria Luisa de
Tassis (Vienna, Liechtenstein Collection).8 In 1936, G.
Fiocco, Adolfo Venturi, William Suida, F. F. Mason
Perkins and Roberto Longhi all certified to Van Dyck's
authorship of K227. 0 Friedlander dated the portrait c. 1628,
noting that it was probably not executed in Genoa. 10
Valentiner placed the work in Van Dyck's second Antwerp
period, 1628-32. He retained the traditional identification. l l
It was observed by SlIida (p. 208) that: 'The style and color
of the painting as well as the Northern costume and the
biographical data on the sitter make it certam .:hat this
portrait of the Genoese Lady was not painted during Van
Dyck's sojourn in Italy (1622-27). All facts point to its
execution somewhat later in' Antwerp. Our portrait, in
attitude as well as in costume, is closely related to the
portrait of Anna Wake, wife of Peter Stevens, in the
Mauritshuis, The Hague, which is dated 1628. The question
is whether Polyxena's portrait was painted then, that is .
shortly before her marriage, or immediately after.'

IDS

LADY IN BLACK, WHITE, AND GOLD [Dona Polyxena
Spinola Guzman de Leganes]. Washington, D.C., National
Gallery of Art (1375), since 1950. Oil on canvas. 43 136 X
38ft, in. (109·7 X97 cm.). Pentimenti in the left hand; the
string of pearls was originally placed higher. Relined and
restored by Pichetto c. 1933; cleaned and restored by
Modestini in 1954; some abrasion; loss of impasto through
old relining.
SlIida, p. 208, Cat. No. 92.

The Kress portrait or an otherwise unknown replica is
included in a depiction of the collection of Archduke
Leopold Wilhelm by David Teniers the Younger, signed
and dated 1653 (Vienna, Kunsthistorisches Museum).12
However, no female portrait by Van Dyck is recorded in
the 1659 inventory of Leopold Wilhelm's collectionP The
subject of K227 was probably Flemish, painted by Van
Dyck on one of his trips to his native land during his
English residence, possibly in 1634.

The somewhat corpulent, standing lady is shown in kneelength, turned to the right, holding a closed fan in her left
hand. She grasps her black over-dress with her right hand,
wearing a white dress with slashed sleeves. Ribbons are
over the stomacher and sleeves. Her jewels include a pearl
necklace and a long golden chain attached to a brooch
pinned to a large lace collar (whisk). The painting is
primarily executed in shades of white, gold, grey and black.

In addition to the style, the sitter's Northern attire and the
fact that K227 was probably included in Archduke Leopold
Wilhelm's collection further argue against the portrait's
traditional identification. This exquisite, austere picture
shows Van Dyck's virtuosity in its seemingly effortless,
spontaneous execution. Painted at the peak of his career,
the canvas depicts a somewhat ungainly sitter in such a
way as to suggest beauty, grace and wit.

The Kress portrait, when in the Doria Collection, Genoa,
was identified as Polyxena Spinola by Menotti in his 1879
study of Van Dyck's Genoese portraits, identical to a
PolyxClla listed in the Doria inventory of 1680.1 Presumably
the latter referred to Dona Polyxena Spinola, daughter of
the great Genoese general Ambrogio Spinola. In 1628 she
married Diego Felipe de Guzman, Marques de Leganes,
ambassador of Philip IV to the Genoese republic and the
agent through whom Van Dyck received many commissions from Spanish patrons.2 The wedding took place in
the Queen's apartment in Madrid. 3 Polyxena's husband
went to the Netherlands with the Spanish army early in
1630. Both she and her father, who left the Netherlands in
1628, were portrayed by Van Dyck. 4 She died in 1638.

Provenance: Probably Archduke Leopold Wilhelm, Brussels,
as early as 1653.14 Possibly collection of Palazzo Doria,
Genoa, as early as 1680.15 Ambrogio Doria, Genoa, sold to
Contini Bonacossi, Florence. Kress acquisition 1932, exhibited - Chicago, Art Institute, A Celltury oj ProgressExhibition oj Paitltings and Sculpture, I June-I Nov. 1933,
p. 10, Cat. No. 59. New York, World's Fair, Europeall
Paitltillgs and Sclllptllre from 1300-1800, Masterpieces oj Art,
May-Oct. 1939, p. 52, Cat. No. 104.
References: (I) Mario Menotti, 'Van Dyck a Genova',
Archivo Storico dell'Arte, III, 1897, p. 375. (2) Elizabeth du
Gue Trapier, 'The School of Madrid and Van Dyck',
Bllrlillgton Magazine, XCIX, 1957, pp. 265-75, esp. p. 265.
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(3) See Carl Justi, Diego Velazqllez alld his Times, London,
1889, p. 151. (4) Gustav Gluck, Vall Dyck, Klassiker der
KUIIst. Stuttgart. 193 I. pis. 295, 424. (5) Lionel Cust.
Autlzony vall Dyck. London, 1900, p. 242, Cat. No. 98.
Mllseo del Prado, CatJlogo de los Cuadros, Madrid, 1952.
p. 184. (6) A replica of the Prado canvas is in Columbus.
Ohio, Columbus Gallery of Art (no. 2527). It is reproduced
in Gluck. op. cit. Note 4 above, pI. 177 as with the Kleinberger Galleries. There is said to have been a double
portrait of Polyxena and her husband in Salamanca
(Schaeffer. op. cit.• p. 503. n. to pI. 191). (7) Trapier. op.
cit. Note 2 above, p. 266. For the inventory see Vicente
Poler6, 'Colecci6n de Pinturas que reuni6 en su Palacio el
Marques de Legancs D. Diego Felipe de Guzman', Boletfn
de la Sociedad Espa/iola de Excursiones. VI, 1898. pp. 122-34
[esp. pp. 126-34, esp. pp. 130-2]. The identification of the
Prado portrait as Polyxena Spinola seems secure as the
replica (Columbus, Ohio) was recorded in a 1695 inventory
of Frederick III of Brandenburg's collection as showing
Polyxena. (Gliick, op. cit. Note 4 above, p. 539, n. to pI.
177.) (8) Wilhelm Suida, Genua, Leipzig, 1906, p. 165.
The Tassis is pI. 333 in Gliick, op. cit. Note 4 above. Emil
Schaeffer (Vall Dyck, Klassiker der KUlIst, Stuttgart and
Leipzig, 1909, pI. 191 and p. 503) accepted the identification
and authorship of K227 given by Suida. According to
Schaeffer, a double portrait is lost. In 1932, the export
license (Rome, 20 July) for K227 listed it as 'una gentildonna
de casa Spinola'. (9) Transcriptions in Kress Archive. (10)
Transcription in Kress Archive, 1938. (II) William R.
Valentiner, Europeall Paintillgs alld Sculpture from 1300 to
1800, Masterpieces of Art, New York, World's Fair, 1939,
p. 52. Cat. No. 104. (12) Noted by Gluck, ibid., p. 557,
n. to pI. 348. (13) Published in Jahrbuch der hmsthistoriscllell
Sammlullgw des allerlziicllStell Kaiser/zallses, I, 2, 1883, pp.
LXXIX-CLXXVII. (14) See text and Note 13 supra. (IS)
According to tradition the painting came to the Casa Doria
from Spain through the Marchesa Geronima Centurione,
who had inherited it from the Spinola family.

ANTHONY VAN DYCK
QUEEN

K 19II :

Figures

HENRIETTA

MARIA

106, 107
WITH

HER

DWARF.

Washington, D.C., National Gallery of Art (IlI8), since
1952. Oil on canvas. 861 X531 in. (219'1 X134·8 em.).
Relined c. 1900; very few small losses; slight abrasion in
flesh areas; very well preserved.
Suida-Slzapley, p. 70, Cat. No. 24. Reproduced in color,
Seymour, p. 148, pI. 139.
The queen is shown in full-length, about life-size, standing
on a curved step before a fluted column and seen against a
blue and white sky. Her crown (with fleur-de-Iys)1 is
placed upon a ledge covered by a golden brocade hanging
just at the right. Her hair is worn in ringlets under a black
cavalier's hat with a white plume. She is shown in a riding
dress of blue silk trimmed with narrow gold braid, elbowlength sleeves, lace at the wrists and a broad lace collar
(probably Italian); two pink rosettes are fastened at the

breast. Her only jewel is a large pearl-drop earring. She is
turned slightly to the left, petting a monkey with her right
hand. The monkey is perched on the raised arm of the
queen's dwarf, Sir Jeffrey Hudson, who wears a cavalier's
garb - a long jacket and breeches of crimson velvet and
brown riding boots - and holds a pear in his right hand.
A long gold chain is around his neck. A small orange tree
in a pot ornamented by a lion's mascaron and garlands is
at tlle upper left. 2
Henrietta Maria, tllird daughter of Henri IV and Marie de'
Medici and sister of Louis XIII, was born on 26 November
1609. She was betrothed to Charles, Prince of Wales, in
1624, on the condition that English Catholics received
greater freedom. They married by proxy in 1625.
Henrietta's children were Charles II (b. 1630), Mary,
Princess of Orange (b. 1631), James II (b. 1633), Elizabeth
(b. 1636), Henry, Duke of Gloucester (b. 1640) and
Henrietta, Duchess of Orleans (b. 1644). She left for France
in 1640 seeking aid for her husband, returning in 1643 and
finally seeking refuge in France in 1644; Charles was
beheaded in 1649. Henrietta returned to England after the
Restoration; she died in France in 1666.
The Kress canvas, unknown until the mid-nineteenth
century, is usually dated c. 1633, since another example,
owned by the Earl of Fitzwilliam (South Yorkshire,
Wentwortll Woodhouse), descended to him from Thomas,
the Earl of Sheffield, Lord Deputy ofIreland, is presumably
the portrait Charles I sent Sheffield in 1633 and paid for on
21 October.3
A preparatory drawing for K191 I is in tlle Musee de l'Ecole
des Beaux-Arts, Paris. See Text Fig. 27. 4
'The picture is in a true sense a double portrait, for tlle small
attendant was well known in English society of the midseventeenth century. This was the time of the last flowering
at the English courts of tlle age-old custom of retaining
dwarf entertainers. And the prize of them all, tlle trim
little Jeffrey Hudson, made his first bow before the queen
as he stepped from a pic served up on a state occasion by
the Duchess of Buckingham. As a member of the royal
household from that time onward, he was not only an
entertainer, very popular for his wit and grace, but was
also sent by the queen on private missions. His exploits
were out of all proportion to his size. He fought a duel
and killed his rival, who had imprudently armed himself
with a toy pistol. He was captured by pirates and held for
royal ransom. He was "Captain of Horse" during the
rebellion and went into exile with the queen in 1644. After
the Restoration he returned to England and lived until his
death, in 1682, on a pension from Charles II. Sir Walter
Scott has immortalized him in Peveril of the Peak. Even the
monkey in our painting is probably a portrait, for "Pug",
Her Majesty's monkey, is said to have been inseparable
from the dwar£,5
Three portraits of the queen with her dwarfJeffrey Hudson
were also painted by Daniel My tens prior to Van Dyck's
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Marc!II'sa Bri.~ida Spillola-!JMin. Etchill g after Rubens b y
I'i crre-Fn'dcric Lehn ert, I X4X (see K 2 1 H7).
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After Rubens (Van D yc k ?) Dl'Cills Mils Addressillg lite Legiolls.
Vienna, Li echtenstein Collection (see K 2 [[ 7).
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English residence for presentation to friends of the king and
queen. GPortraits of Charles I and his queen were painted
for the sitters themselves, for presentation by them to
members of the court or European royalty, or ordered by
members of the court for their own residences. Early
owners of KI9II also possessed a portrait of Mountjoy
Blount, Earl of Newport (a prominent figure at the court
of Charles I and an important patron of Van Dyck) the
same size as the Kress canvas. This fact suggests the
possibility that Blount may have ordered or been given
K19II and that it was purchased together with his own
portrait by the second Earl of Bradford. Both portraits
were acquired jointIy by tile Earl of Northbrook. 7
The composition of the Kress portrait was first described by
Smim, who listed tile original as destroyed by fire and
known only from a copy by Charles Jervas (1675-1739)
(Petworth, Lord Egremont).s In 1842, Smith gave the
portrait in me collection of Earl Fitzwilliam as the original
Van Dyck upon which Jervas's work was based. 9 Waagen
did not know the Kress canvas either; he considered the
Wentworth Woodhouse portrait 'a beautiful picture,
carefully executed in tile warmer tones of the earlier part of
[Van Dyck's] residence in England,'lo The Kress portrait
was first listed by Wood in 1868 as by Van Dyck, owned by
'Lord Milton'.ll Schaeffer illustrated the Kress canvas in his
Van Dyck monograph, describing the Wentworth Woodhouse painting as 'another version'.12 In 1889, the portrait
was published by Weale who catalogued it as by Van Dyck,
describing the Wentworth Woodhouse canvas as 'a similar
picture' .13 Borenius found the Wentworth Woodhouse to
be tile original painting of 1633; he listed the Kress portrait
as 'another version', together with the canvas then at
NortIlwick Park (Spencer-Churchill Collection) which he
also catalogued as by Anthony van Dyck. 14 Cust characterized K19II as a 'repetition' of the Wentworth
Woodhouse canvas.I5 Valentiner stressed the superiority
of the Kress Hellrietta Maria, describing the other examples
as 'replicas'.lG GlUck, in his Van Dyck monograph, listed
tile Kress canvas as 'fully original', referring to the
WentwortIl Woodhouse as a copy.17 The technique of
the Hellrietta Maria was characterized by Puyvelde as
returning to that of Van Dyck's early works, utilizing a
heavy impasto unlike tile thin brushwork of the bulk of
his works painted in England. He stressed the disquieting
effect of the deep blue coloration in the Wentworth
Woodhouse portrait.Is The Kress canvas was placed first
and tile WentwortIl Woodhouse example second by Vey,
who noted the close correspondence between the composition and Van Dyck's preparatory drawing in Paris
(Text Fig. 27).19 Seymollr (p. 149) found that this 'composition of[a great lady] standing by a column and a grand
curtain of fallen drapery became a guide-post for Gainsborough in the next century'. KI9II was dated c. 1633 by
Jaffe who found it a superb example from Van Dyck's
English period.20
Brilliantly realized, painted with Van Dyck's characteristically elegant elan, the Kress canvas is certainly an
autograph work by Van Dyck and a major portrait of the
9

II7

queen. The example at Wentworth Woodhouse, more
strident in tonality, less individually rendered in such areas
as the head of the littIe attendant, is probably a replica
although apparently executed for the most part by Van
Dyck. 21

Provellallce: Earls of Bradford (Newport family). Fifth
Earl of Bradford. Diana, Countess of Mountrath, who
inherited it in 1762 from her bromer, the above, and
bequeathed it to her husband's son, the Seventh and last
Earl of Mountrath. First Earl of Dorchester, Milton Abbey,
heir to the above.22 Earl of Portarlington, Emo Park,
Queen's County, Ireland, exhibited - London, Royal
Academy, 1878, no. 166. Earl of Northbrook (until 1927),
Cat. by W. H. James Weale, 1889, p. 92, Cat. No. 130,
exhibited - London, Grosvenor Gallery, 1887, Cat. No.
15? or 35?; London, Royal Academy of Arts, Flemish alld
Belgiall Art, 1300-1900, 1927, p. 65, Cat. No. 146. William
Randolph Hearst, San Simeon, California (Cat. No. 174-1,
1941), exhibited - Detroit, Institute of Arts, Eig!lth Loall
Exhibitioll of Old Masters Pailltillgs by AllthollY vall Dyck,
3-20 Apr. 1929, Cat. No. 42. New York, Century Club,
Masters f!.f Portraitllre, 6 Mar.-3 Apr. 1938, Cat. No. 10.
San Francisco, California, Golden Gate International
Exposition, Masterworks of Five Celltllries, 1939, Cat. No.
92. New York, M. Knoedler and Co., A Loall Exhibitioll of
Allied Art for Allied Aid, 10-29 June 1940, Cat. NO.3.
Philadelphia, Philadelphia Museum of Art, Diamolld Jllbilte
Exhibitioll, Masterpieces of Pailltillg, 4 Nov. 1950-II Feb.
1951, Cat. No. 31. Kress acquisition 1952, from Knoedler.
Referellces: (I) See H. D. W. Sitwell, The CrowlI Jewels alld
other Regalia ill the Tower of LOlldoll, London, 1953, p. 37.
The crown was recorded in an inventory of the regalia
melted down by the Commonwealth in 1649 and was often
included in portraits of the queen. (2) It is not specifically
emblematic of the queen, and was a standard studio prop
included in Van Dyck's female portraits such as that of the
Countess Monmouth (Earl of Radnor, Longford CastIe).
The orange tree was a Marian emblem, associated with
purity, chastity and generosity. It may have been included
in this portrait as an attribute of the queen's patron saint
or as an indication of her own excellence. By the midseventeenth century orange trees were imported to
Western Europe and were symbols of wealth. (3) Lionel
Cust, AllthollY vall Dyck, London, 1900, p. 107. Philip
Herbert, Earl of Pembroke, the Lord Chamberlain, issued
a warrant to Van Dyck in 1633 to deliver a portrait of the
queen he had 'lately made for tile Lord Chamberlain'.
Cust (ibid.) assumed this to be the painting still at Wilton
House. The queen wears a dress similar in style and color
to that of KI9II. Jules Guiffrey, Sir AllthollY vall Dyck,
London, 1898, p. 175, quoted the research of a Mr.
Carpenter in the archives of the Privy Seal and identified
the Wentworth Woodhouse canvas with this entry. (4)
See Horst Vey, Die Zeic1lllllllgell Alltoll vall Dycks, Brussels,
1962, p. 279, Cat. No. 206, pI. 253. It is in black chalk,
heightened with white, on blue paper (41'9 X25'7 cm.),
Musee de I'Ecole des Beaux-Arts, Paris, Inv. No. 34604.
(5) SlIida-S!zapley, pp. 70, 72, Cat. No. 24. See Edward J.
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Wood, Giants and Dwarfs, London, 1868, pp. 277-84. See
41-55, esp. p. 43. (21) There are several differences in detail
also Walpole Society, XXVI, 1937-8, Vertue Notebooks, v,
between K191 I and the example in England: a small pruned
p. 78. A portrait of Hudson by Daniel Mytens is at
branch of the orange tree in KI9II is shown as part of the
Hampton Court. Van Dyck painted the Duchess of
foliage of a tree behind it in the Wentworth Woodhouse
Buckingham with her dwarf, Mrs. Gibson, in a similar pose
canvas; the upper right profile of the quecn's skirt is more
(Emil Schaeffer, Van Dyck, Klassiker der Kunst, Stuttgartirregular in KI9II. Foliage in the left foreground of the
Leipzig, 1909, pI. 364). (6) One was executed for the
English canvas rises above the step at the lower left but
Duchess of Saxony in 1628, two others also painted in the
does not in KI9II. The English canvas is either slightly cut
same year were for presentation to 'Madame Nourrice'
down or was always somewhat lower at the top and
and for the Queen of Bohemia. See Charlotte C. Stopes,
slightly longer at the bottom than K19II. Since the English
'Daniel My tens in England', in Lionel Cust's Pictures in tlte
canvas (in the photograph available to this writer) does
Royal Collectiolls, London, 19II, pp. 86-9. Hudson is shown
not appear to have been cleaned for a long time, an entirely
in similar fashion in a painting listed as by Van Dyck, ex
reliable comparison is hard to establish. (22) Eighth Loan
colI. the Duke of Leeds, in which Henrietta Maria appears
Exhibitioll oj Old Masters, Pailltings by AnthollY vall Dyck,
in different garb from KI9II. Reproduced in COllnoisseur,
The Detroit Institute of Arts, 3-20 Apr. 1929, Cat. No. 42.
Feb. 1933, p. 135, pI. I (Erich Gallery). A portrait of
Hudson alone, in similar attire to that of KI9II, is at
Hampton Court. See C. Collins Baker, Catalogue oj
JACOB JORDAENS
Paintings at Hamptoll Court, London, 1929, p. 108. Cat. No.
Jacob Jordaens was born in Antwerp in 1593 and died there
798. It is reproduced in Burlington Magazine, LXXXV, 1944,
in 1678.1 By 1607 he was apprenticed to Rubens's teacher
p. 305. (7) For Sir Richard Newport (1587-1651), First
Adam
van Noort and in 1615 was enrolled as a master in
Baron Newport, see the Dictiollary oj Natiollal Biography,
the
Antwerp
Guild. From C.1618 he worked for the
London, 1917, XIV, pp. 359-60. For Francis Newport
in
much the same way as Van Dyck. His first
Rubens
shop
(1619-1708), First Earl of Bradford, see pp. 356-7. He
is
the
Holy Family with Shepherds (New York,
dated
work
purchased his peerage in 1694. For Baron Blount see Burke's
Metropolitan
Museum
of Art) of 1616. Unlike most of his
Dormallt alld Extillct Peerages, London, 1883, p. 56. The
contemporaries,
Jordaens
did not travel to Italy and was
EarIs of Bradford were entirely unrelated to Blount,
never
further
from
home
than Amsterdam; his Caradespite their both being named Newport. The later
vaggesque
art
depended
largely
upon works of that
Newports, also Royalists, may have purchased Blount's
master
and
his
followers
in
the
North.
He was again
paintings to demonstrate their views and possibly to claim
1630S
when
he
executed one
associated
with
Rubens
in
the
alliance with the well-known Earl of Newport. The Dlount
of
a
series
of
paintings
designed
by
Rubens
for
Philip IV
portrait is reproduced by Schaeffer, op. cit., pI. 376.
of
Spain.
Jordaens's
style
was
much
influenced
by
Rubens
(8) John Smith, Catalogue Raisonne oj the works oj tIle Illost
is
less
classically
oriented.
He
stressed
down-to-earth
but
eminellt Dutch, Flemish alld Frellch Painters, London, 183 I,
subject matter, such as illustrations of Flemish proverbs
III, p. 13 I, Cat. No. 474. (9) Smith, Supplement to the
(e.g. The Old Sing alld the Youllg Pipe, 1638, Antwerp,
Catalogue Raisolllle, London, 1842, p. 377, Cat. No. 33.
Musee
Royal des Beaux-Arts). His use of robust, rustic
He did not mention KI9II. (IO) Gustav Friedrich Waagen,
native
models extended to religious and mythological
Treasures oj Art ill Great Britaill, London, 1854, III, p. 340,
compositions.
Jordaens succeeded Rubens as the major
Cat. No.8. (II) Wood, loc. cit. Note 5 above; Guiffrey
South
Netherlands, following the latter's death
artist
in
the
(op. cit. Note 3 above, p. 191) only refers to the Wentworth
1640.
French
classicism
was to influence him from the
in
Woodhouse canvas. (12) Schaeffer, op. cit. Note 5 above,
of
the
century
onwards.
A prolific master,Jordaens
middle
p. 509, repro pI. 307. (13) W. H.James Weale, A Descriptive
also
prepared
many
tapestry
designs.
He received many
Catalogue oj the Collection oj Pictures belonging to tlte Earl oj
commissions
from
outside
Flanders,
including
series for
Northbrook, London, 1889, p. 92, Cat. No. 130. (14)
Queen
Christina
of
Sweden
and
for
the
House
of
Orange,
Tancred Borenius, A Catalogue oj the Collectioll oj Pictures
with
other
North
Netherlandish
as
well
as
Flemish
at Northwick Park, 1921, p. 60, Cat. No. 124. Sold at
1651
Jordaens
became
a
Calvinist
but
patronage.
Before
Christie's, 25 June 1965, p. 26, Cat. No. 63. In the 1864
his
continued
to
receive
Catholic
commissions.
He
and
Catalogue of Pictures at Nortillvick Park it was listed as by
daughter
died
in
the
same
year
and
were
buried
at
Putte,
a
Dobson (p. 36, Cat. No. 291), and was acquired as such
small
Dutch
Calvinist
community
just
across
the
border.
from the William Mellish Sale, Christie's, 16 Mar. 1839,
Lot 35 (bought by Haywood). (IS) Cust, op. cit. Note 6
RcJerellce: (I) See Max Rooses, jacob jordaells, New York,
above, pp. 107-8, p. 265, Cat. No. 24. (16) Wilhelm R.
1908; Leo van Puyvelde, jordaens, Brnssels, 1953; Michael
Valentiner, Unbektllltlte Mtistenverke in o.ffentlicll111 tl1ld
Jaffe,
jordaells, The National Gallery of Canada, Ottawa,
privatcn Samlllltlllgell, Berlin, 1930, Cat. No. 47. (17) Gustav
1968,
pp. 37-59.
Gliick, Van Dyck, Klassiker der KUllst, Stuttgart and Berlin,
193 I, p. 559, n. to pI. 373. (18) Leo van Puyvelde, Vall Dyck,
Brussels, Atnsterdam and Paris, 1950, pp. 165, 172. (19)
K2167 : Figure 108
Vey, op. cit. Note 4 above, p. 279, Cat. No. 206, pI. 253.
(20) Michael Jaffe, 'Van Dyck Portraits in the De Young
JUDGMENT OF PARIS. Coral Gables, Florida, Joe and
Museum and Elsewhere', Art Quarterly, "XXVII, 1965, pp.
Emily Lowe Art Museum (61.046.000), since 1961. Oil on
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very fine canvas. 341 x441 in. (87'7 XII3 em.). Very
thinly painted. Several losses to surface of nude at center;
some abrasion. Head of nude female at right originally
further to the left and somewhat more inclined; initially
the figure in the background wearing hat, at the left, was
less feminine. Relined, cleaned and restored in 1960 by
Modestini.
Miami, 1961, p. 90.
His dog at his feet, the shepherd Paris is seated at the
extreme left. He holds a crook in the left arm and extends
the golden apple of discord to Aphrodite, the nude female
to the right with a cherub at her side. Hermes, messenger
of the gods, holds a caduceus and wears a winged hat. The
nude figure at the centre is probably Hera, wife of Zeus;
her peacock is at her feet, to the right. Athena, the goddess
of wisdom, is seen from the back. In the foreground to her
left lie her attributes, a shield with the Medusa-head and an
cagle-crested helmet. To the extreme right is seated
Abundance, a female figure holding a cornucopia; behind
her are, to the right, a flute-playing elder, and to the left,
two satyrs - deities of the woods and fields - who point to
the victorious Aphrodite. A river-god reclines in the right
foreground, resting upon a vessel from whicll water pours.
The landscape represents Mount Ida. The goddess of
discord, Eris, enraged by her exclusion from the wedding
of Peleus and Thetis, threw a golden apple with the
inscription 'for the fairest' among the guests. As Aphrodite,
Athena and Hera all claimed the apple, Zeus, loath to
decide among them, sent the three goddesses to Mount Ida
where the shepherd Paris was to be their judge. Paris
selected Aphrodite, who offered him the fairest of women.
His eventual choice of Helen, wife to King Menelaus of
Sparta, was to lead to the Trojan Wars.1
According to Van Puyvelde, The judgmellt of Paris is an
excellent work fromJordaens's youth, painted before 1618,
bringing together vigorous color and transparent shadows
with an unusual elegance in the presentation of the nudes.
Abundance and the goddesses are believed to resemble
Jordaens's wife. 2 Hess commented upon the fact that
J ordaens's Paris was very much out ofscale with Aphrodite. 3
The canvas was dated c. 1620-25 by Jaffe, who listed it as
'the only finished treatment of this scene by Jordaens ....
Elements in it recall the Brussels Museum Offerillg to
Pomolla and Pall alld Syrillx (Jaffe, no. 17) of a few years
earlier; but everything here is arranged with less sense of
intensity, more decorative and in a more relaxed (,shion.'4
The composition is freely adapted from the engraving after
Raphael of the same subject by Marcantonio Raimondi
(n.245).Ci Jordaens's painting compresses his High Renaissance model and may well be based upon one of the many
adaptations of the celebrated print made in the later
sixteenth century. The sinuous, sophisticated treatment of
the nude reflects Italian or Northern Mannerist prototypes.
The rich realization of form and texture and the fresh
coloring of K2167 stem from Rubens's oeuvre of the late
'teens. G Details such as the satyrs at the right are found in a
very early judgmellt of Paris by Rubens; another, early,

lost rendering of the subject by that master may undt:rlie
Tordaens's composition. 7 The figure of the river-god at
the right is especially Rubensian, recalling such works as
the Alliallce of Eart" alld Water (Leningrad, Hermitage) of
c. 1615. A dating in the early 1620S for the judgmellt of
Paris seems reasonable.

Provellallce: Possibly J. Siebrecht, Antwerp, 1754; Spanish
Consul, London, 1772; Nieuhof, Amsterdam, 1777; De
La Salle, Vienna, 1827. 8 Michel van Gelder, Uccle,
Belgium, exhibited - Brussels, Musees Royaux des BeauxArts, Expositioll d'(Bllvres de jordaells, Oct.-Nov. 1928,
Cat. No. 69. Rotterdam, Boymans Museum, Meestenverkell
lIit vier eelllvell, June-Oct. 1938, p. 42, Cat. No. 175. New
York, Frederick Mont. Kress acquisition 1957, exhibitedExltibitioll of Art Treasures for America • .. , 10 Dec. 19614 Feb. 1962, Cat. No. 51. Ottawa, The National Gallery
ofCanada,jacobjordaclls, 29 Nov. 1968-5 Jan. 1969, p. 88,
Cat. No. 32.
Referellces: (I) Ovid, Heroides, XVI, 65-72 (The Loeb
Classical Library, Ovid, Heroides alld Amores, trans. Grant
Showerman, Cambridge, Mass., 1958, pp. 202-3). See v,
12-30,139 (ibid., pp. 55-9,66,67) for the story ofOenone.
For depictions of the subject see Christophe Clairmont,
Das Parisl/rteil ill der alltikeu Kllllst, ZUrich, 1951; A. Pigler,
Barocktltemell, Budapest and Berlin, 1956, II, pp. 195-8.
The prominence of the river-god may refer to Paris's
beloved Oenone, daughter of the river-god Oeneus. (2)
Leo van Puyvelde,jordaells, Brussels, 1953, p. 99. She was
the daughter of Adam van Noort; her features are often
included inJordaens's works. (3) Thomas B. Hess, 'Culture
as the Great American Dream', Art News, Dec. 1961,
pp. 35-6, 52-5. (4) Michael Jaffe, jordaells, Ottawa, 1968,
p. 88, Cat. No. 32. The Brussels Offerillg is reproduced by
van Puyvelde, op. cit., figs. 24, 25. (5) Reproduced by
Oskar Fischel, Raphael, London, 1964, pI. 294. The source
was found by Mary Braman Buchan. The inclusion of
satyrs may be based upon the print by Giorgio Ghisi
(reproduced Report alld Studies ill the History of Art 1969,
National Gallery of Art, Washington, 1970, p. 54, fig. 23.
(6) According to Roger d'Hulst, no preparatory drawings
are known for K2167. (7) Sold at Christie's, 25 Nov. 1966,
reproduced Apollo, Nov. 1966, p. VII. (8) Several early sales
catalogues cited by Max Rooses, jordaells, Sa Vie et Ses
(Buvres, Paris, 1908, contain references to a judgmellt of
Paris by Jordaens, but K2167 cannot be definitely linked as
yet to any of these four.

KI037 :

Figure

109

VIRGIN AND CHILD WITH SAINTS AND AN ANGEL

[Holy Family]. San Francisco, California, M. H. De Young
Memorial Museum, since 1938. Oil on linden. 48! X36~ in.
(123'2 X93·8 em.). Inscribed at lower left comer on chair:
J.Jon.fe. Some paint losses along vertical splits, most
notably in head of figure at extreme left. Cradled cleaned
and restored in 1936-37 by Pichetto. Restored by Modestini
in 1954 and 1959.
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Sail Frallcisco, 1955, p. 82. Reproduced in color on cover
of Art News, XXXVI, II June 1938.
A dark-haired, bearded, elderly man, probably Joseph or
Zacharias, stands below an archway at the extreme left.
Shown in right profile, he is behind the seated Virgin's
cherub-carved chair, looking pensively toward the Infant.
Mary wears red, white and blue satin garments, her head
turned toward the spectator. She holds up the openmouthed Infant who is wrapped in a woollen blanket, a
wreath of flowers in his hair, in a red-sleeved garment. He
holds out a rosary with a crucifix at the bottom with both
hands, as though extending it to the spectator. An old
woman with a white head-cloth (St. Elizabeth or St. Anne)
placed behind Mary, bends over the mother and child,
pointing to the right with her left hand. An anxious angel
dressed in red, with a rope around the neck and a cloth
draped over right shoulder and wing, holds out a bunch of
grapes with the left hand. A window or trellis-like structure
is at the upper right corner.
The subject ofK1037 is a 'Premeditation upon the Passion'.
The red garb of Jesus, the angel and Mary symbolizes
sorrow and sacrifice; her dress seems torn at the shoulder
to indicate humility and mourning. The angel's grapes
signify the blood of Christ, the Eucharist. The rope around
the neck probably refers to that of the Flagellation or the
way to Calvary; the drapery over the wing, the shroud.
This figure may be the angel of the Resurrection, the
guardian angel (popular in seventeenth-century devotional
imagcry) or the figure in the Etlgelpieta. l Christ's wreath of
flowers, including roses, may refer to the crown of thorns,
and to his role as King of Heaven, just as the Virgin's
throne-like chair anticipates the Virgin as Queen. The
gesture of the Sibylline figure may point the way which
Christ will follow, the reflective pose of her elderly companion also points to such foreknowledge. Christ's holding
the rosary with its pendant crucifix reveals his future
sacrifice. Mary is believed to have initiated the usc of the
rosary, presenting one to St. Dominic in a vision and
instructing him in its devotional use in 1208. The panel
was probably placed above an altar devoted to the rosary
or housed in a family chapel for private devotion.2 Following the illStitution of the Feast of the Holy Rosary in 1571
auring the Counter-Reformation, the rosary became a
popular religious theme, oftcnincluded inJordacllS's works.3
JordaellS's Holy Family (London, National Gallery) shares
several of the motives of K1037. The Virgin enthroned is
like that of the Kress panel, but seen frontally. The Christ
Child, standing on his mother's lap, is nude, slightly older
than in KI037, holding tlle rosary across his loins. A young
bearded Joseph (?) stands at the upper left, an infant St.
John tlle Baptist at the lower left.4 In a composition similar
to KI037 a Virgill alld Child with Allgel alld SS. Elizabeth (?)
alld Zacharias (?) (Baron Axel Reedtz-Thott at Gaun",
Denmark), the angel holds an apple (symbolizing Christ
the New Adam) as well as tlle Eucharistic grapes.5
Burchard dated a related canvas (Thyssen Collection,
Lugano-Castagnola) which is almost square in format,
without the male saint, c. 1620. He described the Kress

panel as one of two additional versions; the other canvas
(Cassel, Gemaldegalerie) is now generally viewed as a copy
or studio product. 6 In 1936 Suida characterized KI037 as a
'genuine, excellent, signed work' by Jordaens; Longhi
stressed tlle impact of Caravaggio as well as RubellS upon
JordaellS, dating it shortly after the Adoratioll oJthe Shepherds
(Stockholm, Nationalmuseum) of 1618, calling the painting a sacra cOllversaziotle with Saints Joseph and Anne.?
FriedHinder described the panel as a rather early work of
high quality by Jordaens. 8 Burroughs commented upon
the Rubensian and independent aspects of JordaellS's
technique. He cOllSidered KI037 the original version of
the reduced composition in Cassel. 9 Puyvelde linked the
Kress panel to JordaellS's Adoratioll oj the Shepherds dated
1616 (New York, Metropolitan Museum of Art). He
entitled it The Holy Family and noted the thick impasto and
the visibility of the brushstrokes in the flesh tones. He
believed the angel to have been utilized in a Christ Amollg
the Doctors (Antwerp, private collection) and placed
Jordaens's execution of KI037 at about the same time as
the Adoratioll oj the Shepherds (Stockholm, National
Museum) dated 1618. Puyvelde believed the Cassel canvas
to be an autograph work by Jordaens. lo He denied the
presence of Caravaggesque qualities in KI037. The Kress
panel was executed some years later tllan the Stockholm
Adoratioll of 1618 according to Suida (Sail Frallcisco, p. 82)
who placed it among Jordaens's rather early works. He
entitled tlle panel The Holy Family, noting that me grapes
symbolize Christ's passion. Larsen dated tlle San Francisco
painting 1618.11 Jaffe placed the panel, entitled by him the
Holy Family with St. Alltle alld all Angel, c. 1620-5; he
described the Thyssen canvas as of the same period but
slightly later in date. 12 The Kress and Thyssen paintings
together with the one in Cassel are all written of as
JordaellS's shop copies after a lost original of 1625-30 in
the Cassel catalogue.l3 The composition of KI037 was
grouped by Gerson with several others which he found to
reflect Jordaens' s use of half-length figures shown as though
seen through a window. l4 According to d'Hulst the Kress
panel is a product of JordaellS's workshop, executed between 1625-30.15 Held found the Kress panel to be a first
rate example of JordaellS's work, describing me Thyssen
canvas as a school piece. 1G
A dating in the later 1620S seems reasonable for KI037. Its
vital and almost sketch-like execution argues against workshop participation. It may well have been painted after 1620
when Caravaggio's Madolllla oj the Rosary was donated to
the Dominican church of St. Paul in Antwerp by Rubens
and other painters and connoisseurs. Jordaens's Holy Family
(London, National Gallery) is still closer to the Italian
painting and probably predates the Kress panel.l7

Provellallce: Joseph Spiridon, Paris, according to Contini
Bonacossi.18 Florence, A. Contini Bonacossi. Kress
acquisition 1936, exhibited - Ottawa, The National Gallery
of Canada, Jacob Jordaells, 29 Nov. 1968-5 Jan. 1969, p. 89,
Cat. No. 33.
Referetlces: (I) For the guardian angel see Emile Male, L'Art
Religiellx aprcs Ie COllcile de Trellte, Paris, 1932, pp. 302-9.
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For the Etlgelpieta, see Gert von der Osten, Reallexikoll ztlr
deutscliell KUlIstgescbicllte, Stuttgart, 1959, v, pp. 202-22. A
similar angel is included in Jordaens's Flight itlto Egypt
(Moscow, Pushkin Museum) reproduced by Michael
Jaffe{]ordaells, Ottawa, 1968, p. 27, fig. xxv) who suggested
a date of 1641. An unsigned example of the same composition with an older male saint is in the collection of
August von Joste, Wesseling (near Bonn), reproduced in
WeltkllllSt atls Privatbesitz, Cologne, 1968, pI. 9, Cat. No.
FI8. The anonymous author suggested that the infant may
be Jordaens's daughter Elizabeth, baptized in 1617. (2)
Representations of the Virgin and Child with rosary combined with instruments of the Passion are found in Northern
art from the late fifteenth century. See Geertgen tot Sint
Jans, Madolllla ojthe Sallcttls (Rotterdam, Museum Boymansvan Beuningen). See also Frances Pieterse, Diirers RosellkrallzJest etJ de Ikollografie der Dtlitse Rosellkriillsgroepell vall
de xv. ell bet begill der XVI. eetllV, Amsterdam, 1939, figs.
14 and 35. (3) For the cult of the rosary see J. B. Knipping,
De icollographie vall de cOlltra-rejormatie ill de Nederlalldell,
Hilversum, 1939-40, pp. 51-7. (4) Natiollal Gallery
Illtlstratiolls, London, 1950, reproduced p. 181, Cat. No.
164. (5) lllustrated by Karl Madsen, 'Malerei-Samlingen
paa Gauno', KlIIlstmuseets Aarskrift, Copenhagen, 1917,
p. 42, pI. 43. A preparatory drawing is at the museum in
Rijssel, reproduced by R. A. d'Hulst, De Teketlillgell vall
jacob jordaells Bijdrage tot de gesclliedenis vall de XVlle eeuwse
KUlIst ill De Zuidelijke Nedcrlalldell, Brussels, 1956, p. 125,
fig. 73, Cat. No. 30. Another painting by Jordaens of the
Holy Family with St. Anne and an angel holding a bunch
of grapes was sold at Sotheby's, 8 Apr. 1970 (property of
Mrs.J. H. Dent-Brocklehurst, 46 X44! in. (II8 XII3 cm.),
Cat. No. 16). (6) Ludwig Burchard quoted by Rudolf
Heinemann, Stiftllllg Sammltlllg Schloss RohollCZ, I, Verzeicllllis der Gemiilde, Lugano-Castagnola, 1937, pp. 77-8,
Cat. No. 210. It measures 102 X91·5 cm. and is reproduced
by Jaffe, op. cit. Note I above, p. 89, Cat. No. 34, fig. 34.
The Cassel canvas measures 101·5 X68 cm. Rudolph J.
Heinemann (Salllmlllllg Schloss RohollCZ, CastagnolaLugano, 1958, p. 51, Cat. No. 210) noted a third Holy
Family composition by Jordaens on the Florentine art
market in 1958. Presumably this reference came from
Burchard's text for the Brussels 1928 Jordaens exhibition
where another version is listed as Florence, but this is the
Kress panel. A composition with strong horizontal
emphasis, the Holy Family with tlie I,ifallt Saint johll, Saitlts
alld Allgel (ex colI. J. P. Weyer, Cologne) has some
similarities with KI037 (Warsaw, National Museum,
Catalogue oJPailltillgs Foreigll Schools, I, 1969,]' Bialostocki,
reproduced by Jaffe, op. cit. Note I above, fig. XI, p. 21).
(7) The above opinions ofJan. 1936, together with similar
views of Raimond van Marle, F. F. Mason Perkins, G.
Fiocco and Adolfo Venturi are all in the Kress Archive.
(8) Transcription in the Kress Archive. (9) Alan Burroughs,
Art Criticism from a Laboratory, Boston, 1938, p. 48. An
X-ray of the child's head is reproduced fig. 56. (10) Leo
van Puyvelde,jordaclIs, Paris-Brussels, 1953, pp. 30, 78,91.
(II) Erik Larsen, 'The Samuel H. Kress Collection at the
M. H. de Young Memorial Museum, San Francisco',
Apollo, LXI, 1955, p. 177. (12) Jaffe, op. cit. Note I above,

p. 89, Cat. Nos. 33, 34. (13) Katalog der staatlicl,etl Gemiildegalerie zu Kassel, Cassel, 1958, p. 80, Cat. No. 100A,
Jordaens's School. (14) Horst Gerson and E. H. Ter Kuile,
Art and Architecture in Belgium 1600 to 1800, Harmondsworth, 1960, p. 129. (15) Letter of 26/v/68 in Kress Archive.
(16) Julius Held, 'Jordaens at Ottawa', Burlillgtotl Magazine,
eXI, 1969, pp. 265-72, esp. p. 268. (17) For the Italian
painting and the cult of the rosary see Walter Friedlander,
Caravaggio Studies, Princeton, 1955, p. 202. (18) Not
included in the Spiridon sale, Paris, 1929.

FRANS SNYDERS
Frans Snyders was born in Antwerp in 1579 and died there
in 1657.1 He was recorded as an apprentice to Peter Bruegel
the Younger in 1593, and may have worked for Hendrik
van Balen before becoming a master in the painters' guild
in 1602. In 1608 he was documented in Rome and Milan;
he returned to Antwerp in 1609. He married the sister of
the painters Paul and Cornelis de Vos in 16II. The style
of his monumental Baroque depictions of wild life were
evolved c. 1614. The painter joined the confraternity of the
Romanists in 1619, purchasing a considerable estate three
years later. He often worked in collaboration with Antwerp
masters, assisting Rubens in the Torre de la Parada series
for the king of Spain painted between 1637-9. With his
brilliantly animated, Rubensian brushwork, Snyders was
the outstanding Flemish specialist in the rendering of
forceful game-pieces and still lifes in tlle first half of the
seventeenth century. Many of his canvases are on an
extremely large scale. His smaller still lifes were very
influential, much admired by French painters of the
eighteenth and nineteenth centuries.

Studio of SNYDERS
K 1634

: Figure

II I

GAME STALL AT MARKET [Larder with Figures]. Allentown, Pennsylvania, Allentown Art Museum (6I.43.C),
since 1959. Oil on canvas. 80i X132k in. (204.9 X337·6 cm.).
Very considerable losses tlrroughout, especially in the swan.
Relined, cleaned and in-painted by Modestini in 1947- 8;
further restoration by Modestini c. 1959.
All~lItowtl, 1960, p. II4.
This very large horizontal canvas shows a woman in
domestic attire standing at the right of a game counter, her
arm grasped by a male figure (a huntsman?) at the extreme
right. He rests his left arm upon a counter which supports
a large bittern. The woman points with her right hand to
a dead peacock; her other hand touches the wing of another
bird. A hare, a white swan, a boar and a fallow deer rest
at the edge of a wide, low counter, with a heron, pheasant
and peacocks behind; mallard and a blackcock hang from
hooks on the wall; an cagle is suspended from a hook at the
extreme left with the open sky beyond. Copper cooking
vessels near the back of the stall contain asparagus and
artichokes; small live game birds perch upon the edge of a
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colander. Additional vegetable, fruit and small dead game
birds are in baskets at the lower left corner. A cat peers out
from under the table; a bitch at the lower right with five
puppies snarls at a dog at the extreme right.
The canvas is a replica of a painting by Snyders in Dresden
(Gemaldegalerie) (see Text Fig. 18). Borenius ascribed the
figures at the right to Rubens and the remainder of the
canvas to Snyders. 2 A studio record drawn after the composition, inscribed 'Snyders invenit' (Rotterdam, Boymans-van Beuningen Museum, Text Fig. 19), omits the
figures, leaving this section blank; it appears to be dated
1615.3 According to Kronig, Snyders collaborated with
Theodore van Thulden who painted the couple at the
right. He noted the similar canvas in Dresden.4 Brockwell
suggested that the couple was possibly 'by Theodore van
Thulden or Rombouts rather than Rubens.'5 It was said
by Longhi that the canvas was executed in Rubens's studio,
the still life by Snyders and the figures possibly by Jan
Cossiers. 6 Modestini pointed out that the man and woman
were painted in a different technique from the rest of the
canvas. 7 Shapley (AllelltowlI, loco cit.) placed the subject of
the canvas in the earlier part of Snyders's career. She
observed that if Van Thulden or Rombouts executed the
figures at the right the painting would have to date
between C. 1625 and 1637. She noted the composition is
similar to two in Dresden (nos. 1195 and 1192); a large
canvas in Brussels (Musces Royaux des Beaux-Arts, no. 781)
reproduces the bitch and her litter; the upper section
including the peacock, several of the other fowl, the
colander, and asparagus are in another large still life
{Antwerp, Musee des Beaux-Arts, no. 336}.
The composition of K 1634 may have been freely adapted
from that of a small sketch by Van Dyck showing the
Recogllitioll of Ph ilopoemell , leader of tlte Achaealls, by atlOid
Womall {Paris, Louvre}. Snyders collaborated on a canvas
of the same composition in the Prado; his associate has
been variously identified as Rubens, Van Dyck or
Boeckhorst. 8 A sketch of the male model, perhaps by
Snyders, is at Sibiu {Musee Brukenthal}.9 Related compositions executed in collaboration with Boeckhorst are in
Brussels and The Hermitage.lo
Usually described as a larder, the Kress canvas cannot show
such as it is an outdoor scene. A variant of the same composition including a fishmonger and his wares, Stilll!Je with
Dead Swall 011 a Quay (Raleigh, North Carolina, Museum
of Art), takes place in a similar open air setting. Although
certain areas of K 1634 are painted with great accomplishment, most notably the lower left section, it is not as
brilliant as the canvas in Dresden and must be regarded as
a studio replica after the latter, executed in 1615 or later.
The figures, significantly omitted from Snyders's drawing
(Text Fig. 19), are by a Rubensian master collaborating Witll
Snyders. The subject of this vast canvas goes back to the
beginnings of genre painting in classical antiquity, as
recorded by Pliny the Elder. Trompe l'oeil renderings of
foodstuffs and market stalls were the much admired
products of the Greek master, Piraikos. l l Early sixteenth-

century humanistic studies in Antwerp may have stimulated
interest in such classical genre. The Jesuit scholar Junius
(in the employ of Rubens's patron, the Earl of Arundel)
published De Pictllra VeteTllII1 in Amsterdam in 1637.
Rubens is known to have admired the book, which revived
descriptions of Piraikos's work. The oeuvre of Pieter
Aertsen was a major mid-sixteenth-century source for the
painting of both Snyders and Fyt, although Fyt's canvases
usually lack a moralizing reference.

Provellance: Lord Wenlock, 1871. Cook Collection,
Doughty House, Richmond, Surrey. Florence, A. Contini
Bonacossi. Kress acquisition, 1949.
References: (I) For Snyders's biography see Edith Greindl,
Les peil/tTel flall/allds de nature morte all 17" siecle, Brussels,
1956, pp. 49-64 and 179-87. (2) Quoted by Maurice
Brockwell, Abridged Cataloglle of tlte Pictures at Dougltty
House . •. , London, 1932, n. 4. (3) Greindl (op. cit., pp. 56,
184) noted that a study of the two figures is also in the
collection of the Ecole des Beaux-Arts, Paris. (4) A
Catalogue of tlte Pail/tings at Doughty House Ricltmond and
elsewltere ill tlte Collectioll of Sir Frederick Cook, II, 1915,
p. 98, Cat. No. 357, listed as Larder Scene witlt Figures. It
hung in tlle Long Gallery. (5) Brockwell, op. cit. Note 2
above, p. 48, Cat. No. 357. (6) Transcription of Roberto
Longhi of Dec. 1948, in Kress Archive. (7) Kress Archive.
(8) For this sketch see Leo van Puyvelde, Les Esquisses de
Rubens, BasIe, 1940, p. 67, Cat. NO.7, pI. 7; it is probably
by Van Dyck. Another example of the Paris composition
is a large canvas in the Philadelphia Museum of Art.
Greindl, op. cit. Note I above, p. 51, followed van Puyvelde
in attributing the Louvre panel to Rubens. She believed
Rubens to have executed the figures in the Prado canvas.
Rudolf Oldenbourg (Die Fliill/isc/le Malerei des XVII. JaltrIlIIllderts, Berlin, 1918, p. 190) attributed the Louvre sketch
to Van Dyck. Gustav GlUck, Rubells/vall Dyck IlIId ihr
Kreis, Vienna, 1933, p. 187, gave the work to Boeckhorst.
In Le Siecle de Rubells, Brussels, Musces Royaux des BeauxArts de Belgique, 1965, p. 195, Cat. No. 204, the sketch is
given to Rubens. For bibliography and illustration see
p. 195. (9) See M. Ionesco 'Tableaux de maitres flamands
au musce Brukenthal, Sibiu', ReVile Beige d'Arc/ll!ologie et
d'Histoire, XXIX, 1960, pp. 119-32, esp. p. 129, fig. 8. (10)
See GlUck, op. cit. Note 8 above, p. 183, fig. 103 (Collectioa
Count Hemricourt de Grunne) and p. 185, fig. 104
(Leningrad, The Hermitage). (II) See Charles Sterling,
Still Life, Paris, 1959, pp. 9-15.

JAN FYT
Jan Fyt was born in Antwerp in 161 I and died there in
1661. In 1621 he was apprenticed to Hans van den Berch
whose studio he soon left for study under Frans Snyders,
remaining with the latter after he became a master in the
Antwerp guild in 1629.1 Fyt was in Paris in 1633 and 1634.
He made an Italian journey at an unknown date, establishing himself in Antwerp in 1641 where he often worked
with Erasmus Quellinus, Jordaens and other artists and
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occasionally took on students. A prolific master, Fyt
painted more than 160 signed works within twenty years,
together with many others which may be ascribed to him.
Although grounded in the works of Snyders, Fyt's oeuvre
has a delicate, almost Chardinesque decorative austerity
that is closer to the art of the next century than to that of
his master.

Referellce: (I) For the biography of Jan Fyt see Edith
Greindl, Les peilltres flamallds de t/atllre morte all 17" siecle,
Brussels, 1956, pp. 75-84 and 158-67.

KI893 :

Figure

Il2

FRUIT AND GAME. San Francisco, California, M. H. De
Young Memorial Museum (61.44.35), since 1955. Oil on
oak. 29! X43t in. (74 XIQ9'9 cm.). Inscribed at the lower
right: jOa/llles Fyt. Cleaned and restored by Modestini in
1954, the painting is well preserved.
Sail Frat/cisco, 1955, p. 86. Reproduced in color, Life
Magazille, 19 February 1962, pp. 62-3.
A large wicker basket filled with apples, plum sprays with
leaves and fruit, green and purple grapes, peaches, and
other fruit are placed upon a table covered with a deep
plum-colored cloth and a smaller white cloth. A small
blue and white bowl in the Oriental stylel is at the left,
with small finches, partridge and a snipe. A dead hare
hangs by the hind leg from a cord at the right. The background is neutral in color.
A still life by Fyt signed and dated 1642 is almost identical

to the Kress panel composition but inferior in execution.2
The panel may date from the 1640S or early 1650S when
the artist signed and dated similar works. The characteristically subtle coloring and richly varied surface
treatment seen in KI893 explain Fyt's enduring popularity,
especially in the eighteenth century.

Provella/lce: Duke of Norfolk, Everingham, Yorkshire,
England. 3 New York, M. Knoedler and Co., 1946. Kress
acquisition 1952, exhibited - Washington, D.C., National
Gallery of Art, Exhibition oj Art Treasl/res for America from
the Sal/ll/el H. Kress Collectioll, 10 Dec. 1961 - 4 Feb. 1962,
Cat. No. 32.
Referellces: (I) For the inclusion of Oriental ceramics in
Flemish painting see A. I. Spriggs, 'Oriental Porcelain in
Western Paintings, 1450-1700', Trallsactiolls of the Orielltal
Ceramic Society 1964-5, 1965-6, pp. 73-87. (2) See
Armando Vieira Santos, Obras primas da pit/tl/ra estral1geira
110 MI/seu de Arte Allt,ga, Lisbon, 1965, pl. XLVII, Cat. No.
ISO. Acquired in 1918, it measures 74'5 XIOO cm. A
similar work but including a parrot, a cat and dog in the
periphery was in tile Marczell de Nemes Collection and
was sold in Paris, Galerie Manzi, 17-18 June 1913. It
measures 311 X45i in. (3) According to M. Knoedler and
Co. part of tile Duke of Norfolk's collection, auctioned
at Christie's, I Apr. 1966, included another work by Fyt:
Lot 18, Dogs alld Cats F,ghtillg.

12 3

JAN FYT and Collaborator
[Erasmus Quellinus ?]
KI32 :

Figure

Il3

HUNTSMAN WITH HIS DOGS AND GAME. Jacksonville,
Florida, Cummer Gallery of Art (II06), since 1962.
Oil on canvas. 74! X lOll in. (188'3 X257'9 cm.). Considerable losses especially in sky; the figure better preserved; several small tears. Relined and restored by Pichetto
in 1930-1; cleaned and restored by Modestini in 1961.
The extremely large canvas shows a life-size huntsman in a
landscape setting who holds a fowling piece in the left hand
and bends to pat the hound to the left with the other. The
gentleman is bare-headed, his curly hair worn shoulderlengtll, with a white shirt, a white scarf tied in a loose knot
under the chin. His long, buttoned sleeves are left open
except at the wrist; he wears very full breeches with a
horizontal buttoning and bows at the sides. Protective
leggings are worn below with shoes rather than boots. His
pouch hangs from a tree at the left with dead game piled
below including a boar, swan, hare, peacock, snipe and
duck. Two spaniels are in the foreground; three hounds
are at the right.
Burroughs noted that the man is painted rather thinly,
while the rest of the canvas is rendered with a 'heavier and
looser touch.' According to him, 'the man's costume dates
the painting about 1650 or at the beginning of Fyt's last
period when Peter Boel and Jeroom Pickaert were
acquiring his style. Fyt's own hand is particularly hard to
identify since he employed such artists as Quellen
[Quellinus], Schut, van Thulden and Willeborts [Thomas
Willeboirts Bosschaert] to paint tile figures for his pictures
of game. In this case the figure might be by Thulden,
whose Betrothal in the Huldschinsky Collection shows
a similar handling of eyes, hands and hair.'! In a similar
almost equally large canvas (formerly in the A. Beurdeley
collection) the huntsman's attire and physiognomy bear
considerable resemblance to K132; like the latter, the
huntsman seems to have been executed by a hand other
than Fyt's, possibly the work of Erasmus Quellinus, who
is known to have executed figures for works where the
landscape and animals were done by Fyt.2
A drawing ascribed to Fyt (London, British Museum)
shows a hound very similar to the one seated on its
haunclles in K132; many of the other details resemble those
of tile Kress canvas.3 The huntsman's attire is found in
Flemish painting in the second half of tile seventeenth
century. Stella Newton dated his garb as 1670-4.4 Should
tile canvas prove to date after Fyt's death in 1661, the
animal and landscape sections may have been executed by
Fyt's student Boel.s However, the painting probably dates
from tile late 1650S, executed by Fyt; except for the man,
who was portrayed by Quellinus. The canvas was presumably destined for the huntsman's home.

Provella/lce: Rome, A. Contini Bonacossi. Kress acquisition
1930. Presented to Broadmoor Academy, Colorado
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Springs, Colorado, May 193 I. Returned to Kress Foundation in 1961.

Referellces: (I) Kress Archive, c. 1935. Cornel is Schut
rarely, if ever, painted portraits; and it is highly unlikely
that either he or Van Thulden did the huntsman. The
Betrothal does not appear in Bode's 1909 catalogue (Frankfurt-am-Main) of the Huldschinsky Collection. (2) A.
Beurdeley Sale, Galerie Georges Petit, Paris, 6-7 May
1920, p. 106, Cat. No. 154, pI. 154. The canvas measures
72i X91 i in. For the collaboration between Fyt and
Quellinus see Gustav Gluck, Rubells, Vall Dyck tllld ihr Kreis,
Vienna, 1933, pp. 342-52. For Quellinus see also pp. 26674. See also Le Siecle de Rubells, Brussels, 1965, pp. 160-3.
(3) Reproduced by Walther Bernt, Die Iliederliilldiscltm
Zeichller des 17. Jahr/lllltderts, Munich, 1957, I, fig. 241.
(4) Kress Archive, 1968. (5) The animals resemble those in
a Lalldscape tvith Dogs alld Game (London, National Gallery
No. 1903) unsigned and undated. The canvas is given to
Boel (reproduced The Natiollal Gallery, Illustrated COIItillelltal Schools, London, 1950, p. 22).

JAN SIBERECHTS
Jan Siberechts was born in Antwerp in 1627, the son of a
sculptor, and died in London c. 1703. He was admitted to
the Antwerp guild in 1649. He appears to have gone to
Italy c. 1635, for an Italian landscape (Berlin, Gemaldegalerie) is signed and dated that year. It may have been in
Rome that he came into contact with Dutch artists whose
works influenced his oeuvre. His depictions of Flemish
peasants in the fields have a novel directness and documentary clarity. Despite their startling and uncompromising realism, these canvases convey the lyrical quality
of the Nortllern Baroque landscape genre. Siberechts's
finest works were executed between 1661-72, prior to his
departure for England. He may have been called to
England by the second Duke of Buckingham. Siberechts's
last known painting was a watercolor of Chatsworth
commissioned by the proprietor, the Duke of Devonshire.
The topographical paintings done by this Flemish artist in
England lack the forceful peasant figures which contributed
so much to tlle power of the works executed in tlle
Netllerlands. However, some of these striking early
paintings were known in England, and one of the best
(now in the Louvre) seems once to have been owned by
Constable, an artist whose works suggest a keen response
to the vision of the Flemish master.1

K2I04 :

Figure

II4

PASTORAL SCENE. Raleigh, North Carolina, North
Carolina Museum of Art (cL.60.17.70), since 1960. Oil on
canvas. 231 X34! in. (59'1 X88'4 em.). Some abrasi~n,
especially in flesh areas. An old relining may have caused
a loss of impasto and surface vivacity. Cleaned and
restored by Modestini in 1955.
Ralcigll, p. 142.

The pastoral scene shows a seated milkmaid at tlle right
foreground, picking lice from tlle head of a reclining little
girl. A covered basket and an empty milk can are to the
left. Pollarded willows are behind the figure group. Two
cows are to the left, near a river bank. A woman with a
milk container on her head and another vessel in hand,
crosses a bridge in the middle distance. A tllird peasant
woman milking a cow is in the distance with a cow to the
right.
According to Suida (TUCSOIl, Cat. No. 22), K2104 is the
most mature version of a composition from Siberechts's
best years in Flanders. The other comparable works are in
Richmond (Virginia Museum of Fine Arts) and in the
Louvre. Signed and dated 1667, the Richmond canvas is
almost square, slightly vertical in format, with the same
models at the lower right as those of K2104, but seen more
frontally.2 The woman appears to be placing flowers in tile
little girl's hair; but these blossoms, together with some at
the right, may have been added at a considerably later date
to produce a more 'acceptable' subject.
Shapley (Raleigh, loco cit.) noted a third canvas of 1660
(Brussels, Musees Royaux des Beaux-Arts) showing a
similar figure group to that of K2I04. She placed the
Kress canvas 'among tlle artist's typically Flemish paintings
of tlle 1660s.... Here Siberechts is painting his native
Flanders just as he saw her, the pleasant pastures and fields
adequately productive and the farmers comfortable and
contented in their daily activities - no humor, as in Steen;
no begging for sympathy or pity, as in Le Nain. The
mother's task of delousing her little girl's head seemed no
more distasteful a subject to the painter than that of a cat
washing her kittens.'3 According to Thiery, a Toilette de la
Ferllliere, dated 1666 (formerly Cheremetief Collection,
Leningrad) is another example of the Kress canvas; she
cited the Virginia painting as a third version. The breadth
of treatment and the rhythmic composition of the Kress
canvas was stressed by Thiery who found the Virginia
painting less atmospheric, although she also called the latter
Siberechts's chef d'oeuvre and suggested that the Kress
canvas might perhaps have been executed later than tile
Virginia one.4 According to Gudlaugsson, the depiction of
nit-picking became popular in Dutch art toward tile
middle of the seventeenth century, illustrating one of the
emblematic texts in Jacob Cats's extremely pOFular
Spiegel vall dell Oude ell de Niemvm tydt, The Hague, 1632:
'The comb is wonderfully useful, the comb is wonderfully
clean. The comb is that which sets the head in better
order.'5
Siberechts's luminism, his direct, fresh approach to nature
in the Kress canvas, may have contributed to English
landscape painting of the early nineteenth century.
Although Hobbema, Cuyp and Ruisdael are usually
credited with influencing Constable, Siberechts, who
resided in England, may prove an equally important figure
in this respect. The canvas dates from the later 1660s and
was clearly painted in Flanders.
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Provellallce: Major Sir Hugh Cholmeley, London. New
York, David M. Koetser Gallery. Kress acquisition 1955,
exhibited - Tucson, Arizona, University of Arizona, Tile
Samuel H. Kress Collectioll, 1957, Cat. No. 22; Brussels,
Musces Royaux des Beaux-Arts de Belgique, Le Siecle de
Rubells, 15 OCt.-12 Dec. 1965, p. 243, Cat. No. 258.
Referellces: (I) See H. T. Fokker, Jail Sieberecllts, BrusselsParis, 193 I. (2) Known as La Vacllere et sa Pille, the canvas
was formerly in the Del Monte collection of Brussels and
The Hague. It was acquired by the Virginia Museum in
1961 (Acc. No. 61-50). Repr. in Europeall Art ill the
Virgillia Museum of Fille Arts, Richmond, 1966, p. 33, Cat.
No. 46. The Louvre canvas is also vertical in format; two
of the cows seen in K2104 are omitted (Louvre No. 2140A
in the 1922 catalogue). (3) The Brussels painting is reproduced on p. 243 of Le Siecle de Rubells, Brussels, Musees
Royaux des Beaux-Arts, 1965, Cat. No. 257. (4) Ibid.,
pp. 243-4. (5) S. J. Gudlaugsson, Gerard ter Borch, II, The
Hague, 1959, pp. 106 ff. Translation by J. RichardJudson,
Rembralldt After Three Hundred Years, Chicago, 1969, p. 63.

JACOB-FERDINAND VOET
Voet was born in Antwerp in 1639 and died there c. 1700.
Presumably the artist was trained in the city of his birth
and worked in Paris. According to Bautier, Voet painted
in Rome from c. 1660, under Alexander VII (Chigi), until
shortly after the deatll of Innocent XI (Odescalchi) in
1689.1 Others list his Roman activity as beginning in 1670,
with the artist returning to the Netherlands via Turin in
1684.2 The master is known exclusively for portraits,
rendered in a conservative manner recalling the art of his
senior compatriot Sustermans, but somewhat modified by
tlle more elegant approach of French seventeenth-century
artists such as Mignard and that of the major Roman master
Carlo Maratta. Voet's Cardillal Gilllio Rospigliosi (Milan,
Museo Poldi-Pezzoli) is a pendant to Sustermans's Cardillal
Carlo de' Medici (Florence, Palazzo Pitti). He received
extensive portrait commissions from the papal court; about
eight depictions of cardinals and other high church
functionaries survive.3 Many print makers reproduced
these portraits.

JACOB-FERDINAND VOET
[Carlo Maratta]
KI912 :

Figure

lIO

A YOUNGPRIEsT.Memphis, Tennessee, Brooks Memorial
Art Gallery (61.209), since 1958. Oil on canvas. 411 X
311 in. (104.8 X79·4 cm.). An old inventory number 31
inscribed at lower left in white. A crack or old fold along
left side of canvas; another' fold along bottom edge.
Restored by Modestini in 1953 and 1962.
Memphis, 1958, pp. 60-r, 68.4
A young man with long dark hair is shown in threequarter length, turned slightly to the left. A dark biretta is
held against his breast with his right hand, the other hand
holds drapery at his side. He wears a sleeveless blue robe
lined in red over a white, sleeved alb cuffed and bordered
in point de Vellise lace. A red silk curtain is at tlle upper right;
a pilaster or column is at the left.
The portrait was attributed to Carlo Maratta by Voss,s and
published as such in the two Brooks Memorial Art Gallery
catalogues.
In 1968, Clark observed that the portrait, heavily influenced
by Maratta, was actually 'one of the most splendid examples by his rival, Ferdinand Voet'. He remarked tllat
most works by Voet were less painterly and harder in
execution than is K1912, relating the style of the Kress
canvas to the artist's Self-Portrait in the Uffizi. He found
tlle treatment of the lace characteristic of that found in late
works by Voet. G

Provellallce: Private collection, Paris. Rome, Enrico
Sestieri. Kress acquisition 1952.
Referellces: (I) Pierre Bautier, 'Un portraitiste flamand en
Italie au xvn e siecle, Jacob-Ferdinand Voet', All/waire des
Musees Royallx des Beaux-Arts de Belgiqlle, II, 1930, pp.
173-83. (2) Thjeme-Becker, XXXIV, pp. 471-2. For Voet,
see also Mostra di Roma Seicentesca, Istituto di Studi Romani,
Rome, 1930, Cat. Nos. 57, 61, 65, 73. (3) A manuscript at
the Bibliotheque Nationale (cote Ye 73) listing portraits in
print form of various cardinals includes eight by Voet
from the promotions of 1673, 1675, 1685. Clouet,
Edelinck, Houat, Van Schuppen and Simon reproduced
such paintings in print form. (4) Also, Brooks Memorial Art
Gallery, Samuel H. Kress Collectioll, 1966, p. 68. (5) Certificate was presumably prepared for Sestieri in Rome. Kress
Archive. (6) Aniliony M. Clark. Letter of 5/Il/68 to
Robert P. Sullivan. The Voet attribution is considered
correct by M. Wilhelm (letter of 4/V/71).
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PAULUS MOREELSE

prior to acqUlSltlOn. Relined and restored by Pichetto;
cleaned and reStored by Modestini in 1960.2
AllentowlI, 1960, pp. 108-10.

Paulus Moreelse was born in Utrecht in 1571 and died
there in 1638.1 Active as a painter and architect, he studied
painting at Delft for two years (probably 1596-8) with
Miereveld, from whom he learned history painting in a
late Mannerist vein as well as conventional portraiture. In
1596 Moreelse was admitted to the Saddlers' Guild (also
that of the painters). He journeyed to Italy from c. 1598 to
c. 1602, when he is recorded as marrying in Utrecht. He
had a considerable reputation by 1604, when he was
mentioned by van Mander as an excellent portraitist. In
16Il he was a co-founder of St. Luke's Guild, an offshoot
of the Saddlers' Guild, in which he held several offices
through the years. He accepted many commissions in
Amsterdam as well as Utrecht, where he was very active
in civic affairs, serving as a town councillor. He was in
great demand as a portraitist to wealthy and influential
families and also had a hand in urban architectural projects.
His early work was influenced by Mannerists like Bloemart,
Wttewael and Blocklandt. His portraits reflect Miereveld's
sober, straightforward style. Moreelse's earliest dated
painting is the Portrait of a Mall (StockllOlm, ColI. E. Hahr)
of 1602. He executed relatively few religious or mythological paintings (e.g. Vellus alld Adonis, Stuttgart, 1622).
His depictions of shepherds and shepherdesses with robust
figures and blonde tonality indicate the influence of
Rubens. Though tied by training and temperament to
conservative trends, Moreelse was also open to Caravaggism, and to the great seventeenth-century Dutch and
Flemish masters.

Dirck Strick was born in Utrecht on 1 October 1592, and
died there on 8 October 1633. On 5 March 1620, he
married Henrica Ploos van Amstel of Utrecht. In the same
year in which KIl33 was painted, Moreelse depicted Dirck
Strick's sister Anna and her husband Philips Ram. 3
Treasurer of the secularized Abbey of St. Paul in Utrecht.
Strick was also the city's deputy to the Admiralty at
Amsterdam.
A standing young man with thin hair is shown in kneelength, turned slightly to the right. His left hand is thrust
under his doublet; gauntlets are held with the other. A
large lace ruff is around his neck; he also has lace at the
wrists. The sitter wears a rich black silk doublet with
hanging sleeves and black silk breeches. His hat is placed
on the table to the right.
KIl33 was included in the Moreclse monograph by de
Jonghe.4 Shapley described (Allentown, pp. 108-10) the
canvas as 'thoroughly typical of Moreclse's style •••
almost identical with others which Moreelse painted in the
years 1624-6'. The man's lace is listed as Flemish bobbin
lace.
The portrait formula used by Moreclse in KIl33 and other
works executed in the 1620S continues that of the late
sixteenth century. Moreclse's Michael Pallw (A. Ridder
Pauw van Wildrecht heirs, The Hague) dated 1625, is very
close in format and style to KIl33. The gentleman's coat
of arms Was probably removed when his portrait and its
pendant, that of his wife (KII32), left the ownership of
his family.

Referellce: (I) Sec the monograph by C. H. de Jonghe,
Pall Ills Moreelse, Assen, 1938.

KII33 : Figure IIS
For Pro Vel/aliCe, sec KIl32 below.

DIRCK STRICK. Allentown, Pennsylvania, Allentown Art
Museum (61.39.C), since 1960. Oil on canvas. 47k X38! in.
(121·7 X96·9 em.). Inscribed at the upper right: AO. 1625,
with the artist's monogram PM below. Sitter's arms with
inscription below scraped off upper left corner at unknown
date. 1 Glazes on red table covering at the right removed

R~ferellces: (I) Infra-red photograph, Kress Archive. (2)
Alan Burroughs, report of c. 1935, Kress Archive, described the condition OfKIl33 as perfect. (3) The identification was made by Jonkheer F. G. L. o. van Kretschmar,
126
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Iconographisch Bureau, The Hague, on the basis of a contemporary copy owned by the Strick van Linschoten
family of Utrecht. (4) C. H. de Jonghe, Paulus Moree/se,
Assen, 1938, p. 89, Cat. No. 77a, fig. 63.

K1I32 : Figure 116
HENRICA PLOOS VAN AMSTEL. Allentown, Pennsylvania, Allentown Art Museum (6I.38.G), since 1960. Oil
on canvas. 47l X38i in. (121'7 X96'9 cm.). Inscribed at
upper left: AO. 1635, with the artist's monogram PM below.
Glazes on red table covering at the left were removed
prior to acqUlSltlOn; face slightly rubbed. Relined and
restored by Pichetto in 1939; cleaned and restored by
Modestini in 1960.
AllclltOIVIl, 1960, pp. 108-10.
A standing young lady is shown in knee-length, turned
slightly to the left, against a neutral background. She wears
a lace cap, ruff, and cuffs (probably Flemish pillow lace)
Witll a 'typical "Regents' " dress of the middle 1620S in the
North Netherlands.... This dress consisted of the most
expensive garment, called by the Dutell the "flier", a
black silk open over-gown, a stomacher in a brilliant,
often embroidered in gold, and a sleeved under-dress
which, like the flier, was black.'! She also wears a triplestrand gold chain around the neck, matching gold link
bracelets, and a ring on eadl hand. She holds richly
embroidered gauntlets with her left hand, resting her right
on the table at the side.
Sec KII33 (Fig. lIS) for the pendant. Henrica Ploos van
Amstel, daughter of Gerrit ploos van Amstel of Utrecht,
married Dirck Strick there on 5 March 1620. After his
death in 1633, she married Dr. Pieter van Dam of
Amersfoort.2
Burroughs suggested that Moreelse's technique - a combination of small precise touelles - is derived from
Miereveld, while the free, swinging strokes were taken
from Italian sources.s KlI32 was included in the Moreelse
monograph by deJonghe.4 Shapley {AllelltolVll, pp. 108-10)
found that the portrait is 'thoroughly typical of Moreelse's
style ... almost identical with others which Moreelse
painted in the years 1624-26.' She described the lace as
Italian bobbin lace, with needlepoint lace on the cuffs.
The portrait formul; used by Moreelse in K1I32 and other
works executed in the 1620S continues that of the late
sixteenth century. A portrait of Henrica's sister-in-law,
Anna Ram (nee Strick) (Amsterdam, Goudstikker Collection), signed and dated 1625, is close to KIl32 in every
respect.

Provellance: Sir William and Lady F. A. J. Hutt, Appley
Towers, Isle of Wight (sold London, Christie's, 20 June
1913, p. 23, Cat. No. 105.) London and New York, Lewis
and Simmons. Asher Wertheimer, London (sold Christie's,
18June 1920, p. 9, Cat. No. 31). New York, F. Klcinberger

and Co., 1938. New York, M. Knoedler and Co. New
York, Levy Galleries, Kress acquisition 1938, exhibitedSan Francisco, Golden Gate International Exposition,
Masterworks of Five Cellturies, 1939, Cat. Nos. 83 (KIl33)
and 84; Dayton, Ohio, The Art Institute, 1 Dec. 19398 Apr. 1940, mentioned in 'Dayton: European Loans from
Kress Collection', Art News, 23 Dec. 1939, p. 13.

Referellces: (I) Stella Mary Newton, communication of
26 Nov. 1967, Kress Archive. (2) Jonkheer F. G. L. O. van
Kretschmar, letter of 22 Oct. 1968, Kress ArelUve. (3)
Report by Alan Burroughs, Kress Archive. (4) C. H. de
Jonghe, Paulus Moree/se, Assen, 1938, p. 89, Nos. 77a and
77b .

After PAULUS MOREELSE
K 1685 : Figure 117
PORTRAIT OF A GENTLEMAN. South Bend, Indiana,
University of Notre Dame, Kress Study Collection
(61.47.II), since 1961. Oil on canvas. 79 X49 in. (200·6 X
124'5 cm.). A large nimbus of darkened paint surrounding
the sitter's head suggests that this area may have been
repainted. The cast shadow on the floor may also be a later
addition. Tear above the right eye. Relined at an unknown
date; varnished by Modestini in 1961.
The Kress Study Col/ectioll at Notre Dallle, n.d., n.p.
The subject, shown in full-length, about life-size, stands
in a rich interior with marble revetment on the walls and
floor. He is placed obliquely, his right foot forward, holding his hat in his right hand, with his left hand on his hip.
The gentleman wears tlle fashionable Netherlandish,
possibly Flemish, attire of the 1630s. The lace collar and
cuffs may be Italian pillow lace. l He wears a black cape
and a black silk doublet with slashed sleeves, showing
white chemise below, black breeches, stockings and shoes
with large rosettes.
Sec K1686 below for discussion and Provenallce.
K

1686 : Figure lIB

PORTRAIT OF A LADY. South Bend, Indiana, University
of Notre Dame, Kress Study Collection (61.47.12), since
1961. Oil on canvas. 78k X48i in. (198'4 X 124'2 cm.).
Relined at an unknown date. Varnished by Modestini in
1961. Some abrasion along the right side of nose.
The Kress Study Collectioll at Notre Dame, n.d., n.p.
The subject, shown in full-length, about life-size and turned
slightly to the left, is placed in a rich interior with marble
revetment on the walls and floor, and curtains at the right.
She wears a circlet of pearls in her hair, a pearl choker, a
jeweled brooch on her breast, three ropes of pearls on
each wrist, and in her right hand she holds an open watch a symbol of passing time and vanity. Her collar and cuffs
are probably Italian pillow lace. Her black dress, with very
full sleeves and skirt, has a black rosette pilllled to the
breast and extensive black patterning.
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Certificates written by August L. Mayer (Munich,
25/vm/21, in the Kress Archive) stated that K1685/1686
were both very fine works by the hand of B. van der
Helst. According to Valentiner, the canvases are by Paulus
Moreelse. He believed preparatory studies to be in San
Francisco (Palace of the Legion of Honor Museum)
wrongly attributed to Theodore de Keyser. Valentiner
found a pair of three-quarter length portraits of the same
couple in English private collections, that of the
man bearing Moreelse's monogram and the date 1636
(F. A. Pearson; The Lady, Viscount Camrose). He dated
the English pair later than K1685/1686 as 'it would seem
unlikely that full-length paintings could have been made
out of the threc-quarter ones. The present paintings are
unusual in the work of Moreelse, as we do not know of
any other full-length portraits by him, but the style is hi~.
They are influenced by Van Dyck to whom Moreelse was
indebted, as was Moreelse's teacher, Miereveld.'2 Katz
suggested that the Kress canvases may be enlargements
made by Moreelse's studio after the three-quarter length
portraits now in England.3
K1685/1686 were probably painted in the later seventeenth
century, copies of the knee-length Pearson and Camrose
canvases reproduced in the more formal, fashionable, fulllength format, and probably ordered by a descendant of the
couple who could not inherit the originals.

Pro vel/alice: Tennyson d'Eyncourt, London (sold Christie's
4June 1943, p. 10, Cat. No. 80). London, Thomas Agnew
and Sons. Edward T. Stotesbury, Whitemarsh, Pennsylvania. New York, French and Co. Kress acquisition 1949.
References: (I) It is close in style to the collar worn by
Thomas Baker in the marble bust by Gianlorenzo Bernini,
c. 1638 (London, Victoria and Albert Museum). (2)
Transcription in Kress Archives 9/1X/47. The San Francisco
portraits are illustrated by H. Comstock in COll1loissellr,
CXVIII, 1946, p. 39. The portraits were given by Albert
Campbell Hooper, ex. colI. Comtesse de Bcraudicre. The
San Francisco portraits are dated later than those in
England. It has been suggested at the Rijksbureau {The
Hague} that the San Francisco paintings are copies by
Molenaer after Moreelse. (3) W. Katz, 'Additional Note
on Some Moreelse Portraits', COIII/oissellr, CXIX, Mar. 1947,
p·44·

HENDRICK TERBRUGGHEN
Hendrick Terbrugghen may have been born in Deventer
(province of Overijssel) in 1588, or possibly two years
later. He was buried in Utrecht 29 November 1629. The
painter belonged to a prosperous Catholic family; his
father settIed ill Utredlt, a Catholic center, at tile end of the
sixteenth century. Terbrugghen may have been the pupil
of Abraham Dlocmaert in Utrecht before an extensive
period of Italian residence possibly ten years in duration.
He probably left tile Netherlands in 1604 and is recorded
back in Utrecht before April 1615. He is known to have

visited Milan and other Italian art centers including Naples,
where he may have painted a lost altarpiece for the
cathedral.l He presumably spent the bulk of his Italian stay
in Rome, where he was profoundly impressed by the art of
Caravaggio (1573-1610) as well as that of the Italian
master's first disciples such as Orazio Gentileschi and
Orazio Borgianni.2 Terbrugghen married in Utrecht in
1616 and seems to have entered the guild in the same year.
The exact relationship between his Italianate style and that
of his immediate contemporary (and seeming partner in
some works) Dirck van Baburen is not entirely clear.
According to Nicolson, 'during the years 1622-3 he was
associated with Baburen and borrowed motifs from his less
gifted colleague.'3 Terbrugghen's fellow North Netherlandish painters active in Italy, Honthorst and Baburen,
returned to Utrecht by 1620 and by 1621. These three
masters made that city the major northern European center
for painting in the dramatic manner of Caravaggio and his
first followers. The first dated work by Terbrugghen is the
Christ Crotvl/ed tvith Thoms of 1620 (Copenhagen, Statens
Museum for Kunst). All his surviving canvases seem to
postdate that work. Like several other of his religious
canvases, the Copenhagen painting is partially derived
from far earlier northern sources. Terbrugghen's paintings
stand alone for their exquisite luminous coloring and
modeling. These refined factors are often in striking contrast
with the violent nature of many of his subjects.

KIS42 :

Figure II9

DAVID AND THE SINGERS. Raleigh, North Carolina,
North Carolina Museum of Art (GL.60.17.66), since 1960.
Oil on closely woven canvas. Very thinly painted. 3I! X
40! in. (79'4 X 102'9 cm.). Inscribed on the sheet: three
staves of secular music, the notes of different temporal
lengths.4 Signed at the lower left comer of music sheet:
HTDrugglzel/, dated 1623 at the lower right. 5 These letters
had been transformed to read Babllren and were uncovered
in their original form after KIS42 was purchased in 1948.
Small cut or tear in left shoulder of woman seen from the
back; some of the modeling in her right shoulder and arm
is lost. Relined at unknown date. Restored by Modestini
in 1960.
Raleigh, 1960, p. 134.
Five music-making women occupy tile left two-thirds of
the canvas and greet the victorious young David. He stands
at tile extreme right, in left profile, grasping the severed
head of Goliath by the hair with his left hand and holding
the giant's sword over his right shoulder. All six figures
are slightly more than half-length. David's coat is striped,
predominantly mustard in color. The woman seen from
the back wears purple. She holds a sheet with musical
notation in the right hand. Opposite her an open-mouthed
singer extends her left arm over David's shoulder, gesturing
to the upper left with the other hand. At the left, a recorder
player is seen in tIlree-quarter view: the heads of two
additional women are to her left and right.
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The pamtmg is taken from two passages of Samuel:
(1 Samuel 17:54) 'And David took the head of the
Philistine, and brought it to Jerusalem; but he put his
armor in his tent'. (1 Samuel 18: 6-7) 'And it came to pass
as they came, when David was returned from the slaughter
of the Philistine, that the women came out of all the cities
of Israel, singing and dancing, to meet king Saul, with
tabrets, with joy, and with instruments of music. And the
women answered one another as they played, and said,
Saul hath slain his thousands, and David his ten thousands.'6
A second version of the composition is in the museum at
Sibiu (Rumania). It is signed with a monogram on the
music sheet and is the same size as K1542.7 A copy, inferior
to the above, with the artist's initials on the music sheet, is
in the Centraal Museum, Utrecht (32! x401 in.). A third
example, lacking the head of Goliath (possibly overpainted) measuring 33 X43 in. was in the E. de Bayo sale,
New York, 12 December 1968, lot 83. 8 Before the
emergence of the Kress canvas, Longhi noted that the
canvas at Sibiu (long attributed to Baburen) was probably
a copy after an early work by Terbrugghen. 9 K1542 was
exhibited as by Daburen in Caravaggio alld tile Caravaggisti,
Durlacher Bros., New York, 1946, Cat. No. 14. Longhi
recognized the painting as an original work by Terbrugghen and described the one in Sibiu as a copy.l0
Nicolson stressed the importance of Terbrugghen's complete signature in K1542 and noted that the figure of the
central singer was re-used by the painter in his Mercenary
Love (Stockholm, Collection Claes Philip). He thought the
date should be read as 1628.11 The same scholar described
the Kress canvas as Terbrugghen's second version of the
composition. He suggested that the signature was changed
in Rome, where Baburen was the better known master.12
Sclmeider and Judson proposed that the composition may
be linked to Lucas van Leyden's print of the same subject
(n.26), which was copied several times c. 1600.13 The head
of Goliath may, according to Minott, be a self-portrait of
the artist, as in Caravaggio's David composition (Rome,
Galleria Borghese}.14 Gerson accepted the inscribed date of
1623 as correct. 15 Nicolson retracted his earlier reading of
the date and accepted it as 1623.16 Shapley (Raleigh, 1960,
p. 139) observed that 'The emphasis in the painting upon
realistic modeling in light and shade is a Caravaggesque
feature, but the technique - the thin pigment, without
heavy impasto - is characteristic of Terbrugghen, and
quite different from the Italian master's usage. There is also
more attention here to decorative effect, broad areas of
dark silhouetted against broad areas of light. But in certain
details, as in the greenish hue of the dead flesh of Goliath
contrasting with the warm coloring of the other faces,
the realism is uncompromising.' Comparing K1542 with
the Sibiu example, Slatkes wrote that 'the Kress canvas is
the prime one. Its superior quality is even apparent in
photographs. This assumption is also supported by the fact
that our painting is fully signed and dated, while the Sibiu
version, also certainly by Terbrugghen's hand, is signed
only with a monogram and date.' He found the Kress
composition to derive from Daburen's CrolVnillg with
Thoms in Weert (Provincialaat der Minderbroeders), which
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was painted at the time Baburen and Terbrugghen were
sharing a workshop in Utrecht. Slatkes suggested that the
signature on K1542 was transformed comparatively
recently,l7 He described the composition in Utrecht dated
1624 as a studio replica. 1s According to Slatkes 'The head
of David is close to the one portrait of Terbrugghen that
has come down to us by Pieter Bodart after a lost drawing
by Gerard Hoet 1.'19
The Kress canvas may have been of interest to Daburen, as
the artists had a close working relationship.20 Terbrugghen
often repeated his subjects so the presence of other examples
in no way argues against the autograph quality of the
Kress canvas. 21 The rendering of the striped sleeves is somewhat clearer in the versions where the pigments have neither
darkened nor been absorbed by the canvas as much as in
K1542, which is far more thinly and finely rendered than
the others. While the Goliath and the David may resemble
Terbrugghen, the painter included the same facial types
throughout his oeuvre. Although musical themes were
long popular in Western art, representations of singers and
instrumentalists play an unusually large role in Terbrugghen's works. He also depicted David as the old king,
singing and harping, accompanied by four angels (Hartford,
Wadsworth Atheneum}.22 The subject of the victorious
David was shown in the Netherlands as early as the later
fifteenth century.23 By the early sixteenth century, fulllength versions of tile subject were done, such as that by
Bernllard Strigel (Munich, Pinakothek}.Zl Lucas van
Leyden's vertical engraving with four full-length figures
was a popular composition; botll Goltzius and Rubens
owned paintings of the subject attributed to the sixteenthcentury master.25 Perhaps David's grave demeanour and
the placement of his sword bear some slight relation to the
Lucas print. Terbrugghen drew upon the engraver's works
for other paintings of the 1620S. Although Terbrugghen's
Caravaggism is indisputable, his composition, especially
the use of a figure seen from the back, suggests Venetian
influence. Venice, like the North Netherlands, identified
herself Witll tile people of the Old Testament and both
areas may have been especially drawn to subjects such as
the Triumphant David. The scene seems also to have been
popular among painters. De Gheyn played the role of the
triumphant David in the Rederijker's pageant in honor of
Prince Maurits (Amsterdam, 1594}.26 David's brooding
expression may indicate his foreknowledge of the tragic
consequences of his enthusiastic reception: the envy of
Saul. The maenad-like pose of the singer may also POInt
to the unllappy outcome of her song.

Provenallce: Tomas Harris, London. New York, Messrs.
Durlacher, exhibited - New York, Durlacher Gallery,
1946, Caravaggio alld the Caravaggisti, Cat. No. 14, as by
Baburen. It was mistakenly listed as coming from the
collection of Baron Drukenthal, Hermannstadt (Sibiu).
Kress acquisition 1948, from Durlacher, exhibited Dayton, Ohio, Art Institute, Hendrick TerbrugghCll ill
America, 15 Oct.-28 Nov. 1965, and Baltimore, Maryland,
Museum of Art, 19 Dec. 1965 - 30 Jan. 1966, pp. 16-17,
Cat. NO.3.
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Referellces: (1) See Arnold Houbraken, De Grootc Schouburgh, I, Amsterdam, 1718, pp. 133-4. (2) See Benedict
Nicolson, Hettdrick Terbruggltell, The Hague, 1958, pp.
5-12, for a sensitive exploration of the artist's Italian
sources. (3) Ibid., p. 12, Leonard J. Slatkes, Dirck vall
Baburett, The Hague, 1965, pp. 94-9, accepted Nicolson's
views. (4) Information courtesy of Emanuel Winternitz.
(5) The inscription is reproduced by Nicolson, 0p. cit.,
fig. md. The location of the signature given incorrectly
by Leonard J. Slatkes, Helldrick Terbruggltett ill America
(introduction by Wolfgang Stechow, Catalogue by
Slatkes, Dayton and Baltimore, 1965-6), Cat. NO.3, p. 16.
(6) For depictions of this subject see A. Pigler, Barockthclllell,
Budapest-Berlin, 1956, I, pp. 133-6. (7) See Teodor
Ionescu, 'Un Terbrugghen la Muzeul BrukenthaI', Arta
Plastica (Bucharest), 1960, I, pp. 48-9, and The Brukellthal
MusculIl, Bucharest, 1964, p. 17, Cat. No. 52, Inv. No. 52.
(8) Nicolson, op. cit. Note 2 above, p. 83, Cat. No. a.50,
noted the de Bayo canvas. (9) Roberto Longhi, 'Ultimi
studi suI Caravaggio e la sua cerchia', Proporziolli, I, 1943,
pp. 5-63, esp. p. 57, n. 79. The Sibiu canvas was first
published by T. von FrimmeI, 'Bilder von seltenen
Meistern', Helbillgs MOllatslte!te, I, 1900/1, p. 137, as by
Baburen; it has also been given to Honthorst. (10) Roberto
Longhi, 'Apptltlti Caravaggio ett de Nederlalldeu, Catalogo,
Utrecht-Anversa', Paragolle, III, Sept. 1952, pp. 52-8,
esp. p. 55. (II) Benedict Nicolson, 'The Rijksmuseum
"Incredulity" and Terbrugghen's Chronology', Burlillgton
Magazine, XCVIII, 1956, p. 107. He accepted the mistaken
Sibiu provenance given in the Durlacher exhibition. (12)
Benedict Nicolson, 'De Heilige Hieronymus van Hendrick
Terbrugghen', Bulletin Musetllll Boymalls-vall Beullillgett, XI,
1958, p. 86, n. 2. He here recognized that the Kress canvas
was not identical with the Sibiu one. (13) Arthur von
Sclmeider, Caravaggio ulld die Niederliillder, Marburg, 1933,
p. 43, n. 10; J. Richard Judson, Gmit Vatl HOlltltorst. A
disctlssiotl ofhis position ill Dutch art, The Hague, 1956, p. 85,
n. 4. Schneider cited the Saenredam (D.I09) dated 1600.
For Lucas van Leyden and this theme see also J. G.
Hoogewerff, Die Noord-Nederlalldsclte ScI,ilderktlllst, III, The
Hague, 1939, p. 316. (14) C. I. Minott, 'An Additional
Note on Terbrugghen's "David and tlle Singers" " North
Carolilla Museul1I of Art, Calelldar of Evellts, v, no. 10,
pp. 10-11. For the head of Goliath as a self-portrait of
Caravaggio, see Walter Friedlander, Caravaggio Studies,
Princeton, 1955, pp. 202-3, no. 30, pI. 40. (15) H. Gerson,
'Review of B. Nicolson, Helldrick Terbruggltell', KUlIstcltrollik, XII, 1959, pp. 314-19, esp. p. 318. (16) Benedict
Nicolson, 'Second Thoughts about Terbrugghen', Burlill,gtOIl Magazille, CII, 1960, p. 469. (17) Slatkes, 1965-66,
op. cit. Note 5 above, pp. 16-17, Cat. NO.3. (18) Slatkes,
op. cit. Note 3 above, pp. 94 and 1:53, Cat. No. E2 (works
wrongly attributed to Baburen). (19) Slatkes, 1965-66, op.
cit. Note 5 above, p. 17; Goliath's name was accidentally
listed as David's. Reproduced by Nicolson, 1958, op. cit.,
pI. la. Slatkes followed Minott's (supra) identification of
Goliatl1 as being a self-portrait. (20) Slatkes, op. cit.
Note 3 above, p. 67. Nicolson, 1958, op. cit. Note 12 above,
pp. 12-13. (21) For the problem of versions and copies see
Benedict Nicolson, 'Terbrugghen Repeating Himself',

Miscellallca Prof. Dr. D. Roggen, Antwerp, 1957, pp. 193203, esp. p. 193. See also Slatkes, op. cit. Note 5 above, p. 10.
(22) Slatkes, ibid., pp. 42-4, Cat. No. 15, fig. 15. (23) See
the drawing by the Master of Mary of Burgundy, Paris,
Ecole des Beaux-Arts (ex colI. Masson, No. 3189, reproduced by Otto Pacht, The Master of Mary ofBllrgtllldy,
London, 1948, pI. 24). (24) Reproduced by Gertrude Otto,
Bemhard Strigel, Munich, 1967, Cat. No. 17, pI. 62. (25)
See J. Denuce, BrOll/lCII voor de gescltiedellis vall de vlaamsche
kUlIst, II, De AlltlVerpsclte 'kollstkamers' illvelltarissell vall
kUlIstverzamelillgw te AlltlVerpell ill dc 16c. CII 17e. eemvell,
The Hague, 1932, p. 64, Inv. No. 176. (26) Subjects such
as that of K1542 appeared in series, such as the EIICOllliulII
Musices by Johannes Stradanus reproduced by Adriaen
Collaert (Hollstein, IV, 201, 18-36).

GERRIT V AN HONTHORST
The painter and etcher was born in Utrecht in 1590 and
died there in 1656. Descended from a long line of artists,
he studied in Utrecllt under Abraham Bloemaert. In 1610
Honthorst may have left for Italy, where he resided in
Rome for ten years, much influenced by Caravaggio's
dramatic art. Honthorst's fondness for depicting genre and
religious nocturnes illuminated by artificial light led to his
Italian reno~n as Gherardo delle Notti. He became well
known through major commissions for altarpieces in
Rome, enjoying extensive patronage from Cardinal
Scipione Borghese and Prince Giustiniani. Honthorst was
last recorded in Rome in 1619. He returned to Utrecht in
1620, marrying there in October. He joined tlle guild in
1622 and was its dean in 1625, 1626, 1628 and 1629. From
the turbulent religious subjects favored by the CounterReformation which had made his £'lme in Rome he turned
to classical and arcadian subjects, genre and portraiture
when he returned to predominantly Protestant Holland. In
1628 he resided in England, receiving extensive commissions
from the court of Charles I, some of which were executed
in The Hague. Hontl10rst was also painter to the Stadhouder, Prince Frederik Hendrik of Orange, at several of
his palaces, moving to The Hague to work on decorations
for the Huis ten Bosch in 1637, but maintaining his house
in Utrecht to which he returned permanently in 1651. The
prolific painter combined a somewhat classical Italianate
manner with traditional northern realism. Not so brilliant
a master as his Utrecht colleague, Terbrugghen, Honthorst,
together with Moreelse, Baburen, Rombouts, and Stomer
made that city the most important northern European
center for advanced Italian currents in the 1620S.1
K2059 :

Figure

12 7

PASTORALE. Seattle, Washington, Seattle Art Museulll
(D37/H7597.1), since 1954. Oil on canvas. 43i6 X39~~ in.
(110·4 XI01·2 cm.). Relined and restored c. 1930. Restored
before acquisition, c. 1950. The canvas is well preserved.
Signed and dated on crook between hands of shepherdess:
G v. Hotlthorst px. 1627.
Seattle, 1954, p. 58. Reproduced in color in Life Magazitle.
19 February 1962, 52, 7, p. 52·
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A blonde shepherdess, seen in three-quarter view, in
extreme decollete, kneels at the lower left; she is shown to
the waist, holding a crook in her right hand. A young
woman at the extreme left, wearing a rose taffeta cloak,
ties a garland of roses and other flowers around the
shepherdess's shoulders. Another blonde shepherdessindicated as such by her broad straw hat - in a low-cut
pale pink dress, a yellow cloak around her hips, turns to
the left to fasten a bouquet of tulips, roses, narcissus and
other flowers in her hair. A shepherd stands at the extreme
right under a (laurel?) tree entwined by a grapevine, grasping a crook with his right hand; he is shown in toga-like
garb draped over his right shoulder. The figures are seen
against a neutral background.
Nicolson characterized the Kress canvas as 'An exceptionally fine painting by Honthorst dated 1627.•.. It is
close in spirit to his Grallida alld Daljilo in the Centraal
Museum of two years earlier'. He noted that paintings such
as K2059 were the basis for Jan van Bijlaert's style.2 The
head of the seated lady was compared by Millar to those
of Queen Henrietta Maria and Lady Carlisle as portrayed
by Honthorst in Mercllry Preselltillg the Liberal Arts to
Apollo alld Dialla (Hampton Court) of 1628 and a Vellus
alld Adollis of 1641.3 According to Judson, the Kress canvas
was the first of a pastoral genre to be painted after
Honthorst's Grallida alld Daljilo of 1625. He noted that the
faces had a portrait-like quality but were not identifiable.'
Braun entitled the canvas Dapllllis alld Chloe but gave no
reasons for that identification.6 He associated K2059 with
a work by Honthorst in the House of Orange inventory
of 1627, No. 82. 6
In 1627 the deputies of Utrecht presented a Shepherd alld
Shepherdess by Moreelse to Princess Amalia van Solms of
Orange on her marriage to Prince Frederik Hendrik of
Orange as a wedding present. Romantic, idyllic subjects
such as that of the Kress canvas may also have functioned
as wedding gifts. 7 Such pastoral subjects, although traditional to Northern art, were presented in large scale by
Baburen. 8 The Kress canvas with its blonde coloring and
somewhat stolid forms is entirely characteristic of Honthorst's works in the arcadian genre which was especially
popular in the Netherlands in the I 620S. Aspects of the
Kress canvas suggest a colder, less richly articulated parallel
to Rubens, and it may be worth noting that the great
Flemish master much admired Honthorst and visited him
in Utrecht on his journey to the Netherlands in 1613. 9

Provellallce: Possibly Collection of the Stadhouder (Governor of the Netherlands}.lo Probably the painting sold to
v. d. Poll at the Mr. C. Groeninx van Zoelen Sale, Rotterdam, 25 June 1900, no. 32.11 Colonel Petrie Waugh,
Brownsea Castle, Dorset, sold in 1857. Robert Kerley,
Bournemouth, sold 24 Apr. 1885, no. 166. Lady Phyllis
Benton, sold at Sotheby's 26 Apr. 1950, no. 124. London,
Alfred Schar£ London, Paul Cassirer Gallery (Grete Ring),
1950. New York, M. Knoedler and Co. Kress acquisition
1954, exhibited - The Youllg Rembralldt alld His Times, The
John Herron Art Museum, Indianapolis, Indiana,
Feb.-Mar. 1958; and San Diego, California, Fine
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Arts Gallery, Apr.-May 1958, Cat. No. 83; Washington,
D.C., The National Gallery of Art, Exhibition oj Art
Treasures Jor America from the Samuel H. Kress Col/ectioll,
10 Dec. 1961 - 4 Feb. 1962, Cat. No. 44.

Referellces: (I) For the biography of Honthorst, see G. J.
Hoogewerff, Gherardo delle Notti, Rome, 1924; see also his
Honthorst entry in Thieme-Becker, XVII, Leipzig, 1925,
pp. 447-50; J. Richard Judson, HOllthorst -A DisCtlssioll oj
his Positioll in Dlltch Art, The Hague, 1956; J. Richard
Judson, HOllthorst - A Discussion oj lzis Position ill Dlltch Art
with a Cataloglle Raisolllll!, The Hague, 1959; Neil
MacLaren, Natiollal Gallery Cataloglles: The Dlltch School,
London, 1960, p. 178; Hermann Braun, Gerard fllld Willem
Vall Honthorst, Gottingen, 1966. (2) Benedict Nicolson,
'Caravaggio and the Netherlands', Burlillgtoll Magazille,
XCIV, 1952, frontispiece (pI. I) and p. 251. The Utrecht
canvas is illustrated by Judson, op. cit., Cat. No. 132, fig. 38.
For Pieter Cornelisz. de Hooft's pastoral play Grallida and
Daljilo of c. 1605, see Illa Budde, Die ldylle illlholliindischell
Barock, Cologne, 1929; see also Wolfgang Stechow's
review in Kritische Bericllte zllr kUllstgeschichtliclletl Literatur,
1928/9, pp. 181-7; there is no specific reference to the
subject of K2059 in Hooft's work. S. J. Gudlaugsson,
'Representations of Granida in Dutch SeventeenthCentury Painting', Bllrlillgtoll Magazille, XC, 1948, pp.
226-30, pp. 348-51 and XCL, 1948, pp. 38-43. A similar
model is shown in J. van Bijlaert's Sillging Shepherds
(Wuppertal-Elberfeld, Stadt. Museum) reproduced in
Caravaggio ell de Nederlalldell, Utrecht and Antwerp, 1952,
fig. 20, Cat. No. 32. That master studied with Honthorst
in Bloemaert's studio and followed many of Honthorst's
works. The latter repeated elements from K2059 in 1629
(Leipzig, Museum der bildenden Kiinste, No. 1616).
(3) Oliver Millar, 'Charles I, Honthorst, and Van Dyck',
Bllrlingtoll Magazille, XCVI, 1954, p. 39, n. 14. (4) Judson,
1959, op. cit. Note I above, p. 101; Cat. No. 142, p. 218.
He also included K2059 in his first publication, Houthorst,
The Hague, 1956, p. 99. (5) Braun, op. cit., p. 221, Cat.
No. 78. For a composition depicting Daplmis alld Chloe,
see Netherlands Art Institute Photo, Lnr 17672 (London
Art Market, 1937) attributed to H. Bloemaert. (6) The
inventory number cited by Braun {No. 82} does not
specify the subject of Honthorst's painting so that its
identification with K2059 is not entirely certain. Many
works by Honthorst are included in the inventory with
their subjects identified. See S. W. A. Drossaers and C.
Hofstede de Groot, 'lnventaris van de meubelen van het
Stadhouderlijk kwartier met het Speelhuis en van het Huis
in het N oordeinde te 's-Gravenhage', Oud-Hollalld, XLVII,
1930, pp. 193-236: lllventar. Stadhollderlijk kwartier 1632
Jol: 14. Op de galderije vall mevrouw de prillcesse. Nr. 82. Belle
schoorsteell malltel vergll[t op eellen roodeu lackell grollt daerilllle
eell stuck schilderie verciert met harderillllekells door HOllthorst
gemaeckt. (7) For the Moreelse see Jan Bialostocki, 'Kaunitz
Honthorst Rediscovered', Olld-Hollalld, LXXIII, 1958, pp.
167-8. According to the scholar, half-length shepherdesses
first appear in Honthorst's oeuvre c. 1622. Since K2059 is
also dated 1627, and appears to have been recorded in the
Princess'~ inventory, it may have been presented to her at
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the same time as the Moreelse. (8) See Leonard J. Slatkes,
Direk van BabllrclI, Utrecht, 1965, pp. 130-2. (9) See Roger
de Piles, The Art of Paillting, London, 1706, p. 287.
(10) According to Braun, op. cit., p. 221, Cat. No. 78.
(II) Canvas: 43 duimX39 duim [II6'1 XI05'3 em.], Eell
Herderill, welckc als eCII Brllid IIICt BloelllCII word gcsicrd, door
twee bevalligc SpecIgellotcn, het welk eell Herder lIIet gelloegell
bescllowd; did Stik is vall eell aallgellaalll coloriet. ['A Shepherdess who like a bride is decorated with flowers by two
charming playmates, which a Shepherd views with delight;
this piece is of a pleasant color.'] Judson, 1959, op. cit.,
pp.218-19.

FRANS HALS
Hals was born in Antwerp or Malines, c.1580-5, and
died in Haarlem in 1666. 1 The painter's parents came from
Malines and settled in Haarlem by 1591. He may have
studied under Karel van Mander c. 16°3, before tlle
latter left Haarlem. In 1610 Hals joined the Haarlem
painters' guild, and was an established master by 1616
when he was commissioned to paint an important portrait
of the officers of a Haarlem militia company. Several other
group portraits followed this important work in 1627,
1633, and 1639. His genius for portraiture was fully
recognized in Haarlem, and he received a major commission in Amsterdam in 1633. In 1641 he portrayed the
regents of the Haarlem hospital. He became an officer of
the painters' guild in 1644. Though his career saw increasing difficulties after 1650, and in his old age he received
aid from the city council, two of his greatest masterpieces,
group portraits of the regents and of the regentesses of the
Old Men's Home at Haarlem, were painted in 1664. The
origins of Hals's art are far from clear. His portrait style
has many elements common to the late works of Titian
and Tintoretto. He may have been exposed to Italian
sources by Van Mander, who was in close touch with
sixteenth-century Italian painting, though his own style
has little to do with that of -his brilliant student. The
breadth of treatment and the shimmering luminosity of
such sixteenth-century Northern masters as Frans Floris
may have laid a foundation for Hals's works; such earlier
landscape masters as de Momper and Brill, rather than
portrait painters, could have contributed to his brushwork.
The fresh, relaxed conviviality of Buytewech's oeuvre may
also have provided a point of departure for Hals's spontaneous, profoundly perceptive art. All Hals's known
works are portraits. Among these, the only works which
seem not to have been commissioned are his vivacious,
Hogartllian depictions of Dutch revellers, rustics, fisherfolk
and eccentrics. Such artists as Arent Arentsz. (Cabel) gave
Hals a springboard for his fisherfolk subjects. Distinguishing the extent ofHals's activity in this area from that of his
~mmediate followers and later imitators is still a complex
lssue.

Reference: (I) For the Hats bibliography see the catalogue
of the Frans Hats exhibition held in Haarlem at the Frans
Hals Museum in 1962; Seymour Slive, Frans Hals, London,
1970, T, pp. 216-27 and the introduction.

Follower of FRANS HALS
(Harmen Hals?)
K255 :

Figure

120

THE YOUNG FISHERMAN. Allentown, Pennsylvania,
Allentown Art Museum (6I.36B), since 1960. Oil on
very finely woven canvas. 251 x231 in. (65'4 X58·8 em.).
Inscribed with the Hals monogram FH in the lower right
comer. Cut down, and over-painted at upper left at unknown date. The painting has an earlier depiction underneath, as indicated by X-ray photography. Abrasion in sky
and elsewhere. Relined and restored by Pichetto in 1934.
Reinforced at unknown date; the strengthening of the
monogram and other over-painting were removed by
Modestini in 1951; the figure at the upper left was then
revealed.
AllelitowlI, 1960, p. 120.
The smiling fisherboy wearing a red vest and rustic attire
is in a seated or squatting pose in tlle dunes (probably at
Zandvoort), his right hand placed in his coat, his left arm
resting on the leg. He has a large wicker fish basket tied
to his back, and wears a hat with herbs stuck in the crown.
Another fisherman or boy is at the upper left. Fishing boats
with four figures on the beach are seen at the lower right.
Originally the composition must have been somewhat
larger and more vertical, so as to accommodate the upper
section of the figure that is now cut down; the artist may
perhaps have changed his mind, painting over that figure in
order that tlle design correspond more closely to the conventional format of half-length fisherfolk.
The fisherfolk, according to Held, may, like those in the
emblematic literature of Jacob Cats, be reminders of the
superiority of the natural, rustic life over urban sophistication.1 Slive observed that figures of fisherfolk were common in Northern art by the late sixteenth century. Such
characters were often included in Dutch prints of the four
elements to characterize water and were also shown in
print series depicting man's occupations, but it was Hals
who seems to have invented and popularized depictions of
fisherfolk in half-length shown life-size. 2 The Fishcrboy was
first published by Valentiner, who dated it c. 1635-40 and
described it as one of the most compelling of the figure
series painted by Hals in the 1630s.3 He found the seascape
reminiscent in its coloring and chiaroscuro of Abraham
van Beyeren.4 Bode considered K255 an excellent work by
Hals; Longhi dated it c.1635, commenting upon the
prominence of the landscape as unusual in Hals; Norris
shared Longhi's views.1> The landscape section was described by Valentiner as belonging to the 'finest dune
pictures of Dutch art and seems more modem in conception than most of the contemporary landscape pictures.'6
The diagonal composition led Valentiner to suspect that
it may have a pendant of a similar subject. 7 A dating of
1635-40 was given for K255 in the Hals exhibition Of1937. 8
The bulk of the 'Fisherfolk' canvases ascribed to Hals were
viewed by Van Dantzig as forgeries dating from the second
half of the nineteenth century. He included K255 in this

T ex t ri g 24 L ast S II/Jp,.,.,

~ n () ll y lll () U S d r~ \Vi n g

in rh e Brirish Museulll

T ex r Fig 25 L ast

II pJier, after R ubens by Jan PUll[, 1752 (sec

K

1997).

(sec" 1997).

Te xt

Fi ~

•

26 POrTrait n( a Cellt/<'II1n1l attributcd 1"0 Co rncli s de Vos. Ex coIl. Cook .
.
Poss ible pend ant to K 1065.

T ex t Fig 27 Q II('('// Hl'llrietta Maria by Anthony van Dyck.
Prepa raror y drawing for K 19 1 I. Paris, Ecole des
Bcaux-A rts.

T ext Fig 28 Self-Portrait by Rembrandt, 16]2 . G lasgow Art
Calkr y and Muscu m , OUTrell C o ll ection (see K 39) .

T ext Fig 30

ScU~ Po rtrait

by Bo l. Dayton, O hi o, A rt Institu te
( cc K 2 t 84).

T cx t Fig 29 Sl'lf-Portrait lIlith PIt/III I'd Hat (/Ilfl Sah,., (e tchin g) b y
Re m brandt, 16 34 (sec K 2 184).

T ext Fi g 3 1 St. } at/skcrk, 's- Hcrtogcllbosch b y Picrcr Sacnrcd am , 16 ]2.
Lond on, British Muscum . Prcparato ry d raw in g fo r K 2052 .
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category, noting that it was painted over an old canvas. 9
This view was somewhat modified by Trivas, who included Hals's son Harmen (16II-69) as a likely candidate
for the painter of the 'Fisherfolk'.l0
If Valentiner's suggestion that K255 was one of a pair is
correct, the Fishergirl tvith a Basket (Brooklyn, Brooklyn
Museum) is a likely candidate.ll Although not by Hals
himself, the Allentown Fisherboy is superior to many works
of the same genre mistakenly given to Hals and more
correctly linked to Judith Leyster. The canvas is painted
by a Hals follower, combining tile master's figure style
with an approach to landscape which differs from Hals's
manner. Perhaps his son Harmen Hals painted K255. It is
not impossible that the landscape could have been executed
by a different hand from the figures; as noted by
Valentiner, tile landscape suggests tllC art of Abraham van
Beyeren.

Provel/ance: London, Thomas Agnew and Sons, 1921.
Rome, A. Contini-Bonacossi, exhibited - Rome, Borghese
Gallery, Mostra di Capolavori della Pittura Olandese, 1928,
p. 38, Cat. No. 41. Kress acquisition 1933, exhibitedDetroit, Institute of Arts, An Exhibition of 50 Pailltillgs by
Frans Hals, 10 Jan.-28 Feb. 1935, Cat. No. 30. Indianapolis,
Ind., John Herron Art Museum, Dutch Paintillgs ~r the
Sevellteenth Century, 27 Feb.-II Apr. 1937, Cat. No. 24.
HaarIem, Frans Hals Museum, Frans Hals Tentoollstelling,
I JulY-30 Sept. 1937, Cat. No. 63. New York, Schaeffer
Galleries, Pailltillgs by Fralls Hals, 9-23 Nov. 1937, Cat.
No. 14. Grand Rapids, Mich., Art Gallery, Masterpieces of
Dutci, Art, 7-30 May 1940, p. 7, Cat. No. 28. Allentown,
Penn., Allentown Art Museum, Seventeenth-Celltury
Paillters of Haarlem, 2 Apr.-13 June 1965, Cat. No. 38.
Washington, D.C., National Gallery of Art, Exhibition of
Art Treasures for America from the Samuel H. Kress Collection,
10 Dec. 1961 - 4 Feb. 1962, Cat. No. 43.
References: (I) Quoted by Seymour Slive, Fralls Hals,
HaarIem, Frans Halsmuseum, 1962, Exhibition Catalogue,
p. 47, Cat. No. 27. See also his Fralls Hals, London, 1970,
I, pp. 141-4. Slive dates the fisher children in the middle
phase, c. 1630-40. (2) Slive, 1962, lac. cit. (3) Wilhelm R.
Valentiner, Fralls Hals, Klassiker der KUllst, Stuttgart and
Berlin, 1921, pp. 290, 323. At the time, the figure at the
upper left comer was still obscured by overpainting.
(4) Ibid., Second Edition, 1923, p. 133, and n. 4, p. 315.
(5) Transcriptions in Kress Archive. W. Bode's opinion
was written in 1924, Roberto Longhi's in 1933, that of
Christopher Norris on 28 May 1934. In the same year
Oswald Siren, Wilhelm R. Valentiner, William Suida and
F. F. Mason Perkins all certified Hals's authorship ofK255.
Raimond van MarIe and G. Fiocco expressed the same
views at an unknown date. (6) Valentiner, Fifty Pailltillgs
by Frans Hals, Detroit Institute of Arts, 1935, Cat. No. 30.
(7) Valentiner, Fralls Hals Pailltings ill America, Westport,
Connecticut, 1936, Cat. No. 53. (8) Frans Hals, Exhibition
Catalogue cited Note I above, Cat. No. 63. The same
dating is given in the Schaeffer catalogue of 1937 (Cat.
No. 14). (9) M. M. van Dantzig, Fralls Hals, Ecltt of
10

Onecllt, Amsterdam, 1937, pp. 97 if. and p. 103, Cat. No.
98. (10) N. S. Trivas, Tlte Pailltillgs of Fralls Hals, London,
1941, pp. 6, 14. (II) Reproduced by Valentiner, 1921, op.
cit. Note 3 above, pI. 108.

Imitator of FRANS HALS
K274 :

Figure
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A FISHERBOY. Raleigh, North Carolina, North Carolina
Museum of Art (GL.60.17.67), since 1960. Oil on very
finely woven canvas. 31fx25i in. (80·4X64·5 em.). The
spilling of a strong solvent along the lower right comer
and two narrow streams of the same solvent trickling
along the right border necessitated considerable inpainting.l Relined and restored by Pichetto in 1933-4;
cleaned and restored by Modestini in 1959-60.
Raleigh, 1960, p. 136.
A smiling fisherboy, seen to just below the knees, is seated
under a tree in a landscape near the sea (indicated by the
gulls above the meadows). A heavy wicker creel is on
his back. He gestures with his right hand toward the right.
The canvas was first published by Valentiner, who included it in Hals's oeuvre, commenting upon the Van
Goyen-like handling of the landscape section.2 Bode,
Friedlander and other experts accepted K274 as a genuine,
well-preserved, autograph work of Hals. 3 Although
Valentiner placed most of Hals's 'Fisherfolk' depictions in
the 1630s, he felt the broad treatment, bright color and
blackish shadows ofK274 pointed to its being a late work.4
He also suggested that a Fisherboy in an English collection
may have been the pendant to K274. He commented upon
the expressive landscape, dating the canvas in the late 1630S
or 40s.5 The brushwork and light of K274 made Frankfurter
describe Hals as a forerunner of Impressionism. 6 Shapley
(Raleigh, p. 136) published tile canvas as by Frans Hals,
placing it at a somewhat later date than K255 on account of
its even broader, more rapid execution. Van Dantzig,
commenting upon its mistaken perspective, viewed the
canvas as the work of a Hals imitator. 7 This view was
somewhat modified by Trivas, who indicated Hals's son
Harmen (16II-69) as a likely candidate for the author of
tile 'Fisherfolk' paintings in general. 8 According to
Stanford, 'This genre study of Frans Hals points up the
difference between a commissioned work, as in the Portrait
of a Young Mall, and a work done for pure pleasure. In the
Fisherboy Hals's rapid brushstroke, his brisk, direct and
unrestrained colors, as well as his omission of detail, are
all cllaracteristic of the improvised technique which he
employed in his non-commissioned works. The mobile
expression of his work catches, as a photographer would,
a moment in the life of a young boy. It is not posed, but is
rather a picture of "stopped action". The heavy, free
brushstroke gives a forecast into the painting techniques
of the 19th century, especially the techniques of Goya in
his black period, and will also even remind the viewer of
the German Expressionists in the early 20th century.'9
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This Fisherboy is the work of an imitator of Hals, very
possibly working long after the master's death, who strove
to approximate the pictorial effect of Hals's work without
any real understanding of that master's aesthetic or
tedmique.10

Pro Vel/alice: The composItIOn of K274 is dose to the
description of a canvas by Hals sold in Amsterdam on
21 August 1729, Cat. No. 58, but the Amsterdam canvas
measured 33 X27 in., two inches larger all around than the
Raleigh Fislzerboy.ll Florence, A. Contini-Bonacossi. Kress
acquisition 1933, exhibited - Detroit, Institute of Arts, All
Exllibitioll of 50 Pailltitlgs by Fralls Hals, 10 Jan.-28 Feb.
1935, Cat. No. 31; Indianapolis, Ind., John Herron Art
Museum, Dutch Paitltillgs ofthe Sevellteellth Cetltury, 27 Feb.I I Apr. 1937, Cat. No. 23. Haarlem, Frans Hals Museum,
Fralls Hals Tetltootlstellillg, I JulY-30 Sept. 1937, Cat. No.
64. New York, Sdlaeffer Galleries, Pailltitlgs by Fralls Hals,
9-23 Nov. 1937, Cat. No. 15. San Francisco, Cali£, Golden
Gate International Exposition, Masterworks ofFive Cel/turies,
1939, Cat. No.8!. Dayton, Ohio, The Art Institute,
Europeall Loalls from the Kress Col/ectioll, I Dec. 19398 Apr. 1940, p. 13. Grand Rapids, Mich., Art Gallery,
1vfasterpieces ofDutch Art, 7-30 May 1940, p. 7, Cat. No. 27.
Referellces: (I) Alan Burroughs noted the technical correspondence of K274 to the Fisherboy (Antwerp, Musce des
Beaux-Arts, No. 188). (2) Wilhelm R. Valentiner, Fralls
Hals, Klassiker Jer Kutlst, 2nd ed., Stuttgart and Berlin,
1923, pI. 135. (3) Translation and transcription of Wilhelm
Bode certificate dated 23/XI/28, Kress Archive. In 1934
Valentiner, Raimond van Marie, Osvald Siren, and MaxJ.
Friedlander all accepted the canvas as by Hals. Transcriptions and translations in Kress Archive. (4) Valentiner,
E;\:hibitiotl of Fifty Paitltillgs by Fralls Hals, Detroit Institute
of Arts, 1935, Cat. No. 31. (5) Valentiner, Fralls Hals
Paitltillgs ill America, Westport, Conn., 1936, Cat. No. 54.
The English canvas is reproduced in Valentiner, 1923, op.
cit. Note 2 above, no. 134. (6) Alfred M. Frankfurter, 'An
Indianapolis Show: Masters of the Netherlands', Art News,
6 Mar. 1937, p. 13. (7) M. M. van Dantzig, Fralls Hals
Echt of Ollecht, Amsterdam, 1937, p. 103, Cat. No. 64.
(8) N. S. Trivas, The Paintings ojFralls Hals, London, 1941,
pp. 6, 14. (9) Charles Stanford, Jr., Masterpieces ill the North
Carolilla MuseulII of Art, Raleigh, 1966, p. 46, Cat. No. 22.
(10) Seymour Slive, Fralls Hals, London, 1970, I-II, does
not include K274. (II) Sec C. Hofstede de Groot, A
Catalogue RaisOIllIl! of the Works of the Most Emitlellt Dutch
Paiuters of the Sevellteellth Century, London, 1910, III, p. 17.

THOMAS HENDRICKSZ. DE
KEYSER
Thomas de Keyser, a painter and architect, was born in
1596/7 in Amsterdam and died there in 1667. He studied
with his father Hendrik (I) from 1616-18; his earliest
extant dated work is from the following year: a group
portrait of The Atlatomy Lesson of Dr. Sebastiall Egbertz.
(Amsterdam, Rijksmuseum). De Keyser was primarily a

portraitist, influenced by the older generation - Cornelis
Ketel, Aert Pieterz., Nicolaes Eliasz. - and later by Hals
and Rembrandt. The painter produced many small, fulllength portraits (e.g. COllstalltill Huygens alld his Clerk (?),
London, National Gallery, dated 1627) and also executed
some life-size, guild, militia, and family groups such as the
one in Berlin (Staatliche Museen, dated 1628), a few
mythological and religious paintings, and, late in his life,
several small equestrian portraits (Pieter Schout, Amsterdam,
Rijksmuseum, dated 1660). His early works were characterized by severe colour harmonics and tight brushwork.
The influence of Hals enlivened his technique, endowing
de Keyser's portraits with a new spontaneity. Prior to
Rembrandt's move to Amsterdam in 1632, de Keyser was
one of the city's two leading portraitists. The bulk of his
paintings were executed before 1640, when he became a
stone merchant, possibly entering the Stonemasons' Guild
in 1640.1

K2183 :

Figure
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MOTHER AND CHILD. Allentown, Pennsylvania, Allentown Art Museum, since 1960. Oil on cradled oak panel.
22i X16 in. (56.9 X40·6 cm.). Cleaned and restored by
Modestini in 1960. Despite extensive blistering, the panel
is in a very good state of preservation. Some glazes lost in
area of the mother's and child's garb. Inscribed at upper
left corner:2 ANNO 1628./DECEMBER. 27.
Allelltown, 1960, p. II2.
The mother is seated on an obliquely-placed chair, dressed
in rich black fur-trimmed garb and white lace-edged cap
and similar apron; she wears pearl-drop earrings and a ring
on her right hand. A bunch of keys hangs at her side; she
looks down toward the infant held in her lap who wears a
black fur-lined coat, a white, lace-trimmed hat, collar, and
apron. A wicker cradle is at the upper right and a glazed
terracotta footed pot at the lower right. A rectangular
wicker hamper is at the lower left. The figures are seen
against a neutral background.
According to the dealer's brochure the panel shows the
painter's wife and their daughter on the child's first
birthday. Bamouw found the painting to be reminiscent
of Buytewech. 3 The monumental figure grouping was
commented upon by Plietzsch.4 According to Shapley
(Allelltowll, loc. cit.), 'Although de Keyser seemed to have
more in common with the older generation of Dutch
painters than with his contemporaries, flashes of light on
the heavy silk drapery in this painting indicate that he was
aware of the brilliant style of Hals, who was at this time
becoming the outstanding portraitist of nearby Haarlem.
But while Hals would probably have painted the figures
life-size, with broad, free brush strokes, de Keyser keeps
to his favored small proportions and more tightly knit
technique. The effect is remarkably realistic, the figures
strongly modeled in contrasting light and shade and the
accessories foreshortened to give the impression of space
round the group. The homey atmosphere of the scene and
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the careful dating of the picture, as though to record the
exact moment of a first-born child's life, make one wonder
whether this may not be a portrait of the artist's own child
and wife; he married in 1626.'
The year in which the Kress panel was executed the artist fully established in his career - painted extremely formal
donor altar-wings showing a praying mother and daughter,
and father and son (Berlin, Museums).5 The Allentown
Mother alld Child is more casually rendered, executed with
a sense of intimacy that may support the belief that it shows
the artist's wife with their first-born. For all its seeming
informality the painting recalls heroic late-sixteenthcentury depictions of the Virgin and Child by Tintoretto.
The large inscription is unusual for de Keyser, as is the
omission of his monogram.

Provellallce: Dr. O. Hirschmann, Amsterdam, exhibitedAmsterdam, Rijksmuseum, Telltoollstellillg vall Ollde Kllllst,
1936, Cat. No. 86, fig. 86, said to be ex colI. Baron de
Dietrich, Paris. Mr. and Mrs. D. Birnbaum, Ten Cate,
exhibited - New York, M. Knoedler and Co., Dlltch
Masters of the Sevellteenth Celltury, 5-24 Feb. 1945, Cat.
NO.7. David Bingham, Hartsdale, New York, exhibitedPittsburgh, Pennsylvania, Carnegie Institute, Pictures oj
Everyday Life: Gellre Pailltillg ill Europe, 1500-1900, 14 Oct.12 Dec. 1954, Cat. No. 22. New York, Schaeffer Galleries.
Kress acquisition 1957.
Referellces: (I) The most extensive account of de Keyser's
career is given by Rudolf Oldenbourg, Thomas de Keysers
Tiitigkeit als Maler, Leipzig, 19II. (2) The date is erroneously
given as 1625 by P. L. Grigaut, 'An Exhibition of Genre
Painting at the Carnegie Institute', Art Qtlarterly, XVII,
1954, p. 400. (3) AdriaanJ. Barnouw, 'How Modern Were
These Dutch?', Art News, XLIV, pp. 10-12, pp. 29-30, p. 30.
(4) Eduard Plietzsch, Holliilldisclle tllld jlaillische Maler des
XVII. Jahrhtlllderts, Leipzig, 1960, p. 174. (S) Reproduced
by Oldenbourg, op. cit., pI. XI. The central Crtlcijixioll was
painted by Peter Lastman. See C. Hofstede de Groot,
'Peter Lastman en Thomas de Keyser', Oud-Hollalld,
XLVII, 1930, pp. 237-40, especially p. 237.

JAN MOLENAER
The painter was born in Haarlem 1609/10 and was buried
there in 1668.1 Although his master is not known, Molenaer
may have first worked under Frans Hals, the teacher of
Judith Leyster, whom Molenaer married in 1636. Dated
works are known from 1629 on. Molenaer resided in
Amsterdam from 1637 until 1648, when he moved to
Heemstede and Haarlem, finally purchasing a house in
Amsterdam in 1651. His oeuvre stresses the amorous and/or
raffish, presented in a lively style based upon Hals.
Molenaer's later works concentrate upon peasant life in
the manner of Adriaen van Ostade.
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Figure
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TUE DUET. Seattle, Washington, Seattle Art Museum
(D37!M73 25), since 1954. Oil on canvas. 26! X20! in.
(66·4 X52·1 em.). Signed at lower right at outer right side
of foot warmer: I. Molellaer.2 Relined and restored c. 1950.
The canvas is well preserved.
Seattle, 1954, p. 66.
A seated young couple is shown with musical instruments.
The man is at the right, dressed in cavalier's garb with a
plumed hat, ruff, striped doublet, cape, and breeches, his
left foot placed on a foot-warmer. He plays an instrument
for accompaniment, a theorbo (a large lute). The smiling
lady holds a recorder with both hands, her chair lower and
less elegant than his. She wears a white cap and broad laceedged starched collar, bead necklace, fur-trimmed jacket
with oversleeves, a wide skirt and long white apron. The
musical instruments symbolize harmony in love; another
emblematic allusion to passion may be found in the foot
stove in the foreground. 3
The same couple is shown in similar fashion in Berlin
(Staatliche Museen), the man looking slightly older than
in K1998. They also appear in Molenaer's At Breakfast,
signed and dated 1629.4 Judith Leyster's Merry Company,
1630 {Paris, Louvre} depicts a similar couple; another work
by her is believed to show tlle Molenaers with a friend
(Walter P. Chrysler, Jr., Provincetown). The Seattle
Catalogue placed KI998 among Molenaer's rather early
paintings.5 The canvas was probably painted c. 1630 and
represents the artist with his wife Judith Leyster. This
amorous, musical scene depends in part upon the style and
spirit of Buytewech's works. On the basis of the attire
Stella Mary Newton dated the canvas 1628-9. 6 It is a
vigorous, freshly realized example of Molenaer's art.

Provellance: Dieren, Holland, D. Katz (dealer), exhibitedProvidence, Rhode Island, Rhode Island School of Design,
Museum of Art, Dutch Pailltillg ill the Sevellteellth Celltury,
Dec. 1938-Jan. 1939, Cat. No. 31. New York, Schaeffer
Galleries, exhibited - N ew York, Schaeffer Galleries, with
the LeRoy M. Backus Collection, ScharJJer Galleries
Bulletill, Nov. 1948, Cat. NO.7. Kress acquisition 1954,
from Schaeffer, exhibited - Indianapolis, Ind., John Herron
Art Museum, The Youllg Rembralldt alld His Times, 14 Feb.23 Mar. 1958, and San Diego, California, The Fine Arts
Gallery, II Apr.-IS May 1958, Cat. No. 52. Allentown,
Pa., Allentown Art Museum, Seventeellth Celltury
Paiuters ofHaarlem, 2 Apr.-I 3June 1965, p. 44, Cat. No. 50.
Milwaukee, Wis., Milwaukee Art Center, The Illtler Circle,
15 Sept.-23 Oct. 1966, Cat. No. 68.
Referellces: (I) Sec references given by Neil MacLaren,
Natiolla 1Gallery Catalogues: The Dutch School, London, 1960,
pp. 256-7. See also H. F. Wijnman, 'Het geboortejaar van
Judith Leyster', Oud-Hollmld, XLIX, 1932, pp. 62-5 for
Judith Leyster. (2) A similar subject by Molenaer (London,
National Gallery) has the artist's monogram in the same
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place. Reproduced The National Gallery lllllstrations, The
Contillental Schools excluding Italian, London, I950, p. 236,
no. I293. (3) For an early example of this theme see Israhcl
van Meckenem's Music-making COl/pie (n.I78). The footwarmer has erotic associations in Dutch art as seen in Jan
Steen's The Oyster Feast (London, National Gallery),
reproduced ibid., no. 2559, p. 346. In the Van Meckenem,
too, a coffer-like object is in the foreground. (4) Reproduced by Georg Swarzenski, Die KI/Ilstsammlung illl
HeylshoJ ZI/ Worms, Frankfurt, I927, pI. XVIII. (5) Seattle,
op. cit., p. 66. (6) Kress Archive, 27/XI/67.

REMBRANDT HARMENSZ.
VAN RIJN
Rembrandt Harmensz. van Rijn was born in Leyden on
IS July I606, and died in Amsterdam on 4 October I669. 1
Briefly at Leyden University, the young painter was first
apprenticed to Jacob Isaacsz. van Swanenburgh of Leyden
for about three years and then to Pieter Lastman in
Amsterdam for some six months. He worked independently
in Leyden beginning c. I625 and moved to Amsterdam
c. I632. Closely associated with Jan Lievens in the I620S,
Rembrandt began to have students, and was, throughout
his lifetime, highly influential as a teacher. For the next
few years he was much sought after as a portrait painter
and accumulated a great collection of European and Far
Eastern art. In the later I630S he began painting large-scale
Biblical and Classical subjects. Although there are fewer
commissioned portraits from the artist's later years, he was
always much esteemed as a great master of that genre.
Splendid group portraits, landscapes, and allegorical
subjects were painted by the prolific artist who also
produced innumerable drawings and many etchings.
Despite the diminishing interest of fashionable circles in his
art, Rembrandt retained a faithful following of distinguished patrons. His bankruptcy in I656 did not affect
his productivity. Rembrandt combined the Italianate art of
Lastman, Rubens, and others with a fresh, penetrating
vision to produce a new apprellension of reality.

ReJerwce: (I) The Rembrandt bibliography is immense.
For a summary, sec Neil MacLaren, National Gallery
Catalogues: The Dutch School, London, I960, pp. 303-4.
For more specialized bibliography, see Bibliography of the
Rijksbureau voor Kllllsthistorisclle Docllmentatie, The Hague,
I, I943.

Attributed to REMBRANDT
K39 : Figure

12 5

PORTRAIT OF A YOUNG WOMAN. Allentown, Pa.,
Allentown Art Museum (6I.35.G), since I960. Oil on oval
oak paneJ.1 25! XI9i in. (63·9 X49·3 cm.). Inscribed at
lower right: RUL [the artist's monogram] vall Rijll 1632.2
Restored by de Wild in I927 (in The Hague, for Colnaghi).

Restored and European cradling replaced with a more
extensive one by Pichetto in I930. Varnished by Modestini
in I960. 3
AlIelltolVlI, I960, p. II6.
A young woman with thin curly blonde hair is shown to
the waist, in three-quarter view against a neutral background. She wears a white gauze collar over a lace one and
a dark dress with a gold brocade insert below the bosom.
Her jewels include pearl earrings and a jeweled ornament
(cap?) at tlle back of her head; a double strand pearl choker
and three gold and amber chains are around her neck.
For two centuries, K39 was kept together with a Rembrandt
oval Self-Portrait of the same date and size (Text Fig. 28);
it has often been assumed that the paintings were planned
as pendants.4 This seems unlikely in view of the fact tllat
the poses are not complementary. Rembrandt painted
many portraits of young women who resemble the Kress
sitter; their identity remains in dispute. Unless otherwise
indicated, all of me following sources accepted K39 as an
autograph work by Rembrandt.
K39 was first recorded in the I727 Orleans catalogue (see
Provenance) as the portrait of a Flemish woman by 'Paul
Rembran' [sic]. The Orleans catalogue of I786-I808 noted
that some connoisseurs thought that the Kress panel and a
male portrait by Rembrandt of the same size and date (also
in the Orleans collection) represented Rembrandt and his
wife.5 Smith included K39 in his catalogue raisonnc of
Rembrandt's works. 6 When Waagen saw the panel at
Petworm he noted that it was 'hung too high to permit of
an opinion, though at that distance giving the impression
of being a Ferdinand Bol'. 7 Bode was the first to identify
tlle subject of the Kress panel as Rembrandt's sister. s
Dutuit followed Bode's views. 9 Wurzbach listed K39 as a
'portrait of the artist's sister(?}'.IO It is described by Michel
as an undated portrait of Rembrandt's sister.l l Moes also
considered the portrai t to be of Rembrandt' s sister Lisbetll.12
The panel was dated c. 1632 by Valentiner who listed it as
'so-called Rembrandt's sister'.l3 Hofstede de Groot dated
the Kress oval c. 1631, entitling it Liesbetlt van Rijll.14
Meldrum viewed the subject as Rembrandt's sister.15 The
identification of the portrait as Rembrandt's sister was
queried by Valentiner, who noted that the same model was
painted at least twelve times during the young painter's
first two years in Amsterdam. Lisbeth is not known to have
accompanied the artist to that city and is only recorded as
residing in Leyden. Valentiner, noting that there arc two
examples of the same sitter painted as a companion piece
to the artist's self-portrait, proposed that she represents the
artist's first love, who after mid-I633 was replaced by
Saskia, whom she resembled very corisiderably.16 The
portrait was characterized as 'notlling if not sturdily conventional in conception and execution' by FrankfurterP
Bredius believed it to represent Rembrandt's sister.IS In
195I the painting was described as showing ' ... the
masterly pictorial qualities, fine brushwork, and luminosity
for which Rembrandt was famed'.19 Shapley (AlIentolVlI,
1960, p. II6) noted that 'The contented expression of the
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young woman in our portrait, the golden glow of her
brightly lighted head, and the ricImess of her parure of
gold, pearls and amber are an appropriate index to the
brilliant period upon which Rembrandt's career was
entering when he painted tlus picture. The style is
meticulous and detailed in comparison Witll that of his late
work; it is the style in which he painted the first of his
great figure groups, The Anatomy Lesson, which also dates
from 1632.' Bauch believed the subject to be Saskia van
Uylenborch, whom Rembrandt married in 1634. The
young painter is known to have lived in the house of
Saskia's relative Hendrick Uylenborch between 1632 and
1635.20

Masterpieces ofArt, May-Oct. 1940, p. 64, Cat.
No. 85, as 'Portrait of a Girl, thought to be Rembrandt's
sister.' New York, Duveen Brothers, Pailltings by the Great
Dutch Masters of the Seventeenth Century, 8 Oct.-7 Nov.
1942, p. 60, Cat. No. 40, as 'Portrait of Rembrandt's Sister'.
New York, Wildenstein and Co., A Loan Exhibitioll of
Rembrandt, 19 Jan.-25 Feb. 1950, p. 17, Cat. No.6, as 'A
Girl, supposedly Rembrandt's sister'. Tucson, The University of Arizona, Ttvellty-five Paintillgs from the CoUection of
the Samuel H. Kress Foundatioll, 1951, Cat. No. 16. Washington, D.C., the National Gallery of Art, Exhibition of
Art Treasures for America from the Samuel H. Kress Collection,
JO Dec. 1961 - 4 Feb. 1962, Cat. No. 76.

In 1968, Gerson called tile panel Young Woman with a
Golden Necklace. 21 In his revision of Bredius, Gerson used
the traditional title, 'Rembrandt's sister', for K39 and many
other portraits of the same model from the 1630S but
implied that this is not a satisfactory identification.22 He
further noted that he had not seen it. After examining the
painting late in 1969, however, Gerson stated that he no
longer accepted it as an autograph work. 23

References: (I) Erroneously described as on canvas by Kurt
Bauch, Rembrandt, Gemii/de, Berlin, 1966, p. 24, Cat. No.
453. (2) The final two digits were not legible in J899 when
K39 was exhibited at tile Royal Academy. (3) According
to Alan Burroughs (Kress Arcluve, c. J935), the painting is
in perfect condition. He observed that 'there is no indication of modeling [for] any but the surface pose. The lack
of anatomical forms in the head is obvious in the spotty
and erratic modeling of the cheeks and dun ... it is
possible to show by comparison with many shadowgraphs
of indubitable Rembrandts tllat tllis is not Rembrandt's
tecllnique, nor does it approach him in mastery of anatomical knowledge. The numerous portraits of this same
model, unequal in aesthetic value and treatment, indicate
that Rembrandt used her in his school or set up his own
portraits of her for pupils to interpret in their own way.'
(4) Supports of this format and size were frequently used
by Rembrandt in the 1630s. (5) J. Couche, Galerie du Palais
Royal gravel.' d' apres les tableaux des differetltes ecoles qui la
composent, avec 1111 abrege de Ia vie des peintres et line description
historique de chaque tableau, Paris, 1786-1808, 1808, n.p. A
print by Ingoufle Jeune after K39 is published by Couche,
giving tile painting as part of the Orleans collection at
Riney (near Paris) though it was no longer there by 1808.
K39 and the 'Self-Portrait' were listed as 'Flamand et
Flamande', the first and second paintings by Rembrandt
(of six) in the Orleans collection. Both oval paintings were
reproduced in Gobelin tapestry (signed 'Cozette' and dated
1779) while in the Orleans collection. Both tile tapestries
were probably acquired at the same time as the paintings
for Petworth (see Provenallce). The tapestries are now
owned by Mayorcas (London, reproduced in Connoisseur,
CLXXlII, 1970, p. 262). (6) John Snuth, A Catalogue Raisolllze
of the Works of the Most Elllillellt Dutch, Flemish and Frenclz
Paillters, VII, London, 1836, p. 168, Cat. No. 524, listed as
'A Lady'. (7) Gustav Friedrich Waagen, Treasures ofArt in
Great Britain, III, London, 1854, p. 41, as 'a female portrait'.
(8) Wilhelm Bode, Studiell zur Gescizic/lte der holliilldisc/lell
Malerei, Brunswick, 1883, pp. 421, 591. Also Bode and C.
Hofstede de Groot, Rembralldt, beschreibendes Verzeiclllliss
seiller GemiiIde, Paris, 1897, I, p. 152. (9) Eugene Dutuit,
Tableaux et Dessills de Rembrandt, Paris, 1885, p. 61, Cat.
No. 187. The portrait is mistakenly described as in profile,
with a large hat. Also mentioned by Dutuit in Rembralldt,
L'Oeuvre du MaItre, Paris, n.d., p. 59. (10) Alfred von
Wurzbach, Rembralldt Galerie, Stuttgart, 1886, p. 64, Cat.

The portrait is rather thinly painted, lacking the carefully
built up form so characteristic of Rembrandt's teclmique.
Burroughs commented on the dissimilarity between K39
and the canonical works, as revealed by X-rays. His
observation concerning this disparity is correct.2.t The
painting may well be tile work of a studio associate. The
young Rembrandt is known to have had an informal
academy from his early Amsterdam years onwards; one of
the participants may have executed the bulk of the panel.
This romantic, picturesque garb was often worn by
Rembrandt's models in tllC 1630s. The signature on K39,
however, is entirely consistent with Rembrandt's, probably
added by the master himself in accord with his practice of
working over and signing his students' works. 25

Provellallce: Duc d'Orleans, Regent, Paris, Palais Royal, by
1727.26 Sold by Duc d'Orleans (Philippe Egalite) in 1792,
to Thomas More Slade,27 exhibited - London, The OrlCans
Gallery notv exhibitillg at the Great Room of the Royal
Academy, Apr. 1793, Cat. No. 68, organized by Mr. Wilson.
Purchased by 3rd Earl Egremont, Petworth, from Charles
Birch, 27 Jan. 1800, together with the pendant, SeIJPortrait oj Rembralldt.28 1st Baron Leconfield, 1837, heir to
the Earl of Egremont, Petworth. 2nd Lord Leconfield,
exhibited - London, Royal Academy, Winter Exhibition,
1899, Works by Rembralldt, p. 17, Cat. No. 39, as 'Portrait
of the Painter's Sister'.29 Sold 1927 by Leconfield, probably
to Colnaghi, London. Rome, A. Contini-Bonacossi. Kress
acquisition 1928, exhibited - Detroit, Institute of Arts, The
Thirteellth Loall Exhibition of Old Masters, Paintings by
Rembralldt, 2-31 May 1930, Cat. No. 13. New York, M.
Knoedler and Co., Loan Exhibition ofPailltings by Rembrandt,
[7-29 Apr. 1933, Cat. NO.2 as 'Portrait of Rembralldt's
Sister Lisbeth'. Indianapolis, Ind., The John Herron Art
Institute, Dutch Paintings, Etchings, Dratvings, Delft-tvare of
the Seventeenth Century, 27 Feb.-II Apr. 1937, Cat. No. 58.
New York, World's Fair, European and American Paintings
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No. 216. (II) Emile Michel, Rembrandt, his Life, his Work
and his Tillie, New York, 1894, II, p. 236. (12) E. W. Moes,
Icollographia Batava, Amsterdam, 1905, II, p. 308, no. 4.
(13) Wilhelm R. Valentiner, Rembrandt, Klassiker der Kunst,
Stuttgart and Berlin, 1908, pI. 59 and p. 55!. (14) C.
Hofstede de Groot, A Cataloglle Raiso/llu! oj the Works oj
the Most Eminellt Dlltch Painters oj the Sevellteettth Century,
VI, London, 1916, p. 331, no. 696. (IS) D. S. Meldrum,
Rembrandt's Paintings, New York, n.d. [after 1922], p. 187.
(16) W. Valentiner, The Thirteenth Loan Exhibition oj Old
Masters, Paintings by Rembrandt, Detroit Institute of Art,
1930, pp. 8-9, Cat. No. 13. In his Rembrandt Pailltings ill
Alllerica, New York, 1931, n.p., Cat. No. 19, Valentiner
again noted that the identification of the sitter as Rembrandt's sister was not well-founded. (17) Alfred M.
Frankfurter, 'New York's First Rembrandt Exhibition',
Fille Arts, May 1933, p. 8. (18) Abraham Bredius, The
Paintings oj Rembrandt, Vienna, 1936, p. 5, Cat. No. 86.
Also London, 1942, I, p. 6, Cat. No. 86. (19) Twellty-five
Paintillgsjrom the Collectioll ~rthe Samllel H. Kress FOllndation,
The University of Arizona, 1951, Cat. No. 16. (20) Kurt
Bauch, Der jriilte Rembralldt tlnd seine Zeit, Berlin, 1960,
p. 261. He cited the archival discoveries ofH. F. Wijnmann,
Jaarboek Amstelodamilllll, XLIll, 1956, pp. 94 ff. In 1966 (op.
cit., p. 24, Cat. No. 453), Bauch listed K39 as Saskia with a
Golden Chain. (21) Horst Gerson, The Paitttillgs oJRembrandt,
New York, 1968, p. 262, no. II6. (22) Gerson, Rembralldt,
The Complete Editioll oj the Paintings [Bredills], revised by
Horst Gersoll, New York and London, 1969, p. 76 (plate),
Bredius 86, n. 86, p. 554. (23) Letter of u/xI/69, Kress
Archive. (24) See supra, Note 3. (25) See Joachim von
Sandrart, Academie der Ball-, Bild-, IIlld Mahlerey-Kiinste VOIl
1675, cd. by A. R. Peltzer, Munich, 1925, pp. 202-3.
Georges Isarlo, 'Rembrandt et son Entourage', Renaissance,
Sept. 1936, pp. I-50. Egbert Haverkamp-Begemann,
Introductory 'Rembrandt as Teacher', in Rembrandt after
Three Hundred Years, Chicago, 1969, pp. 21-9. A chapter
on Rembrandt students is provided by Gerson, 1968, op.
cit. Note 21 above, pp. 146 ff. (26) Louis Franl10is Dubois
de Saint-Gelais, Descriptioll des Tableaux dll Palais Royal,
Paris, 1727, pp. 364-5 as: Le Portrait d'une flamande. oval.
2 pieds X 1 pied 6 pouces by Paul RClllbrall. Elle est coefee ell
chevellx plats, & a 1111 colier de perles avec bOllcles d' oreilles de
mellle & till colet qlli lIIollte fort hallt, comllle Ie portoient
alltrefois lesJemmes, & par desslls lin alltre colier qlli est d' alllbre,
Jaisant plllsieurs tours, & dont Ie bOllt tOlllbe sllr Ie devant de
SOli corps. The pendant is mentioned and described on p. 365
as a 'Flamand'. In 1752 (Inventory 1I, after the Regent's
death), K39 was valued at 300 Livres. In Inventory Ill, after
the death of the Regent's grandson, it was valued at 500
Livres. Both inventories are Paris, Archives Nationales.
According to Casimir Strjienski, La Galerie dll Regent
Philippe, dllc d'Orleans, Paris, 1913, pp. 108, 182, Cat. No.
396, K39 (as 'Rembrandt's Sister') was listed in the second
inventory at 320 Livres. (27) For Slade's purchase of the
Flemish, Dutch, and German paintings in the Orleans
collection in 1792, see William Buchanan, Memoirs oj
Paillting, London, 1824, I, pp. 17-18. K39 is listed by
Buchanan (p. 196, no. 2) as Portrait oj a Fleming's Wife,
valued at 150 guineas. The Kress panel was not in the

Jullienne sale of 1767 (Paris, p. 53, Cat. No. 131) as'
suggested by Dutuit, Tableaux et Dessins de Rembrandt,
Paris, 1885, p. 46. Nor was it in the A. Roehn sale (Paris,
1868) as also noted by Dutuit. (28) Royal Academy of Arts,
London, 1962, Primitives to Picasso, p. 46 (entry for Cat.
No. 124 - the Rembrandt Self-Portrait). According to a
memorandum from P. and D. Colnaghi of 193 I (London),
K39 was sold by Mr. Cox, another agent of the Duc
d'Orleans, to Lord Egremont, c. 1801-3. (29) See also
C. H. Collins Baker, Cataloglle oj the Pet worth Collectioll oj
Pictllres i/l the Possessioll oj Lord Leconfield, London, 1920,
p. 101, Cat. No. 170, as Lisbeth vall Rijll.

Circle of REMBRANDT
K2184 :

Figure

126

FERDINAND BOL IN PICTURESQUE GARB [Young Man
with a Sword]. Raleigh, North Carolina, North Carolina
Museum of Art (GL.60.17.68), since 1960. Oil on very
finely woven canvas. 46l x381 in. (u8'1 X96·8 cm.).
Inscribed: Rembrandt 1633 [5?)1 Pentimenti in the head. 2
Some curls indicated by incising the wet pigment, probably
using the end of the brush handle. Many small losses.
Restored by Modestini in 1960.
Raleigh, 1960, p. 138. Reproduced in color in National
Geographic Magazine, CXX, 1961, p. 183.
The young, chivalric man is depicted life size in hip-length,
turned to the left, against a neutral background. Gazing
reflectively toward the viewer, the subject wears a plumed
hat on his shoulder-length curly hair and a short cape of
brownish velvet, its border heavily encrusted with gold
galloon. His steel breastplate is placed over a white
camisole, he has chain mail at the neck, and a large gold
chain. The cape covers his left arm, which seems to rest
on his hip; the right, gloved hand holds a sword handle.
The canvas was first known to scholars when it was lent
by Hicks Beach, exhibited in the Royal Academy in 1912
as a Rembrandt. Valentiner found it 'an excellent original
work by Rembrandt genuinely signed and dated 1635. It is
masterly in its broad execution, especially in the beautiful
costume. It is striking in its refined color combination of
the brownish coat with the glowing golden border, of the
grey and blue undergown with the gold chain, the dark
blue cap with the elegant feather. It is full of exuberant
life in its fresh color of the face and the full curly hair, so
characteristic of the art of the master during the first years
of his marriage. The type of the sympathetic young man
reminds of the one of Ferdinand Bol who was a pupil of
Rembrandt at this time and might very well have been the
model. (Compare the Bol Self-Portrait, Dayton, Ohio,
Text Fig. 30, and Taft Collection, Cincinnati). The painting
is excellently preserved.'3
According to van Gelder, the Kress canvas may at one time
have had a Flinck signature and the date 1636. He included
it in Flinck's oeuvre, as executed under Rembrandt's influence, and described K2184 as a splendid painting superior
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to all Flinck's works of 1636.' Valentiner proposed that the
painting was ' ... used by Rembrandt himself for his
etching (B.23) Rembralldt with Plumed Cap alld Lowered
Saber (Text Fig. 29). The position of the figure holding the
sword is almost identical. The model for the painting is
different, however, and may have been the young Bol, who
entered Rembrandt's studio at about this time. The type has
considerable likeness to the early self-portraits of this
artist.'5 When K2184 was exhibited as by Rembrandt in
1958, Carter called attention to the 'warm and rich palette'
marking 'a new step in technical facility. An extraordinary
feeling for the nature of materials heightened by the
dramatic use of the silhouettes of the plumed hat and the
sword.'G Richardson observed, 'The Kress Youug Mall with
a Sword grows in stature each time it is seen: Rembrandt's
power to transpose an ordinary human being to heroic
stature emerges vividly here, opening new perspectives of
which only Ter Brugghen among the Utrecht painters
was in some degree aware'.7 Shapley (Raleigh, 1960, p. 138)
noted 'If this canvas were the same size as Rembrandt's
self-portrait in the Liechtenstein Collection, the two might
seem to have been pendants. The costumes and poses are
very similar, except that the sitter in the Liechtenstein
example is turned to the right and so would face the young
man in our portrait. Both are dated 1635 (if this reading of
the inscription is correct in both cases)'. The pose and
characterization of the Kress sitter were found typical of
Rembrandt's art of the 1630S by Wescher. He accepted
Rembrandt's authorship but rejected the identification of
the subject as Bol.s It was suggested by Von Moltke that
the painting related stylistically to the oeuvre of Ferdinand
Bol. He did not follow van Gelder's attribution of K2184
to Flinck whose works the scholar found to lack the
dramatic chiaroscuro of the Kress canvas. 9 In 1966 Stanford
supported the Rembrandt attribution and the reading of
the date as 1635.10 Weyl observed a similarity in brushstroke between K2184 and the Munich Portrait of the
Artist's Wife by Ferdinand Bol of c. 1643. He noted a linear
highlight along the bridge of the nose, a characteristic of
Bol's modeling, not found in Rembrandt or Flinck. In
spite of these indications, Weyl did not believe Bol to be
the author of the portrait.l1 Blankert was disturbed by the
correspondence between K2184 and the Rembrandt selfportrait etching (Text Fig. 29) of 1634. He also noted the
proximity of the painting to the Bol Self-Portrait (Dayton
Art Institute, Text Fig. 30) and suggested the possibility
that the Kress painting was modified to correspond to the
dramatic art of the early Rembrandt. 12 The portrait was
once again attributed to Flinck by Horst Gerson in a
lecture given at the Chicago Art Institute (Fall, 1969).
Kurt Bauch proposed Jan Lievens as possibly having
painted K2184. 13 Most recently the Rembrandt attribution
was retained in the Montreal exhibition of tile master's
works.14
The dramatic chiaroscuro and romantic garb of K2184 are
typical of Rembrandt, who often portrayed himself and
his models in chivalric attire Witll antique armor and
exotic weapons, bathed in the golden light of Venetian
sixteenth-century art.15 His self-portraits of 1634 (Text
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Fig. 29) and 1635 (ex colI. Liechtenstein) are especially close
to K2184 in both composition and detail. The cloak of the
Kress model is almost identical to that of the 1635 canvas.
Similar attire also appears in many Bol self-portraits, most
notably in the Dayton canvas (Text Fig. 30). The Kress
sitter is so close in physiognomy to the Dayton portrait
and others of Bol (Cincinnati; Cleveland; Springfield,
Mass.; Rijksmuseum) that Valentiner's identification of
tile sitter as Bol seems correct. Bol worked with
Rembrandt in the early 1630s. He was nineteen in 1635,
an age in accord with the Kress sitter's. The canvas appears
to be the work of one of the many extremely talented
young artists working under Rembrandt in the 1630S and
1640s. Inspired by the master's paintings and etchings,
K2184 differs from Rembrandt's art in its elegance of
coloring and restrained romanticism, while Flinck's
Rembrandt of 1639 (London, National Gallery) and Bol's
Cavalier etching (1645, B.II) offer some close analogies.
But the Kress portrait does not conform sufficiently to the
style of anyone of the severallikcly Rembrandt students Bol, Flinck, Lievens - to be given a defmite attribution.
The problem of securely placing K2184 with a member of
Rembrandt's circle may be appreciated when one considers
that a stylistically congruent Portrait of a Young Man
(Edinburgh, National Gallery of Scotland) signed (falsely?)
'Rembrandt', and most recently given to Jan Lievens, has
also been attributed to Paulus Bor, Ferdinand Bol, Salomon
Koninck, and been thought to be a copy after Rembrandt
by Gerrit Dou, or an early Rembrandt. 1G
The Kress canvas shows signs of modification at an unknown date, possibly including the white line down the
bridge of the nose. The placement of the signature and
date seems awkward. The letters and numerals look as
though they were added or disturbed and restored. The
way the rather small head is set back, away from the major
mass of the torso, indicates derivation ratller than real
understanding of the pose Rembrandt struck and etched in
1634 (Text Fig. 29). The broad outlines in the Kress canvas
are somewhat uncertain, lacking the security of Rembrandt.
The brilliant color of K21 84 conceals a certain weakness in
draftsmanship. (It is far more beautiful in color than its
black and white reproduction may suggest.) Although the
portrait has been shown as Rembrandt's in several recent
important exhibitions, it does not appear as such in any
major recent Rembrandt monograph.

Provenance: K2184 was listed in the following catalogues
as by Rembrandt. Major A. Hicks Beach, exhibitedLondon, Royal Academy, Winter Exhibition, 1912, Cat.
No. 81, as 'Portrait of a Cavalier, signed and dated Rembrandt 1635' (sale, London, Christie's, 3 June 1932, p. 13,
Cat. No. 62). Dieren, Holland, Katz Galleries. Mrs.
Hartogs, Arnhem, Holland (sale, The Hague, Van Marle
and Bignell, I July 1941, p. II, Cat. No. 20). New York,
Schaeffer Galleries, exhibited - Raleigh, North Carolina,
Museum of Art, Rembrandt and His Pupils, aLoan Exhibition,
16 Nov.-30 Dec. 1956, Cat. NO.7. Kress acquisition 1957,
exhibited - Indianapolis, Ind., John Herron Art Institute,
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The YOllllg Rembrandt alld His Times, 14 Feb.-23 Mar. 1958
and also San Diego, Cali£, Fine Arts Gallery, II Apr.18 May 1958, Cat. No.8; Washington, D.C., National
Gallery of Art, Exhibitiolt of Art Treasures for America from
the Samllel H. Kress Col/ectioll, 10 Dec. 1961 - 4 Feb. 1962,
Cat. No. 77; Montreal, Museum of Fine Arts, Rembralldt
alld his Pllpils, 9 Jan.-23 Feb. 1969, and also Toronto, Art
Gallery of Ontario, 14 Mar.-27 Apr. 1969, p. 64, Cat.
NO.7 as 'Rembrandt van Rijn 1635 (1633?)'.
Referellces: (I) The date has been read as both the above,
but more often as 1633. A. Martin de Wild described the
signature as 'almost untouched .•• a perfect seal of
authenticity'. He further described the painting as 'perfectly
preserved ... the whole of tlle characteristic brushwork
can still be enjoyed in its original qualities'. Notes of
4/XI/33 in Kress Archive; de Wild reaffirmed his views on
9/V/52. According to Gerson and other Dutch scholars, the
signature at one time was obscured by over-painting.
(2) Changes in the placement of the head are seen in X-rays.
(3) 27/XI/33, Kress Archive. K2I84 is reproduced in Art
News, XXXII, 25 Nov. 1933, p. 13, as 'Young Man, by
Rembrandt, a recently discovered portrait of the master,
reproduced through the courtesy of tlle well-known Katz
Galleries of Dieren, Holland.' For BoI's self-portraits, see
Abraham Bredius, 'Self-Portraits by Ferdinand BoI',
Burlillgton Magazine, XLII, 1923, pp. 72-82, pIs. 2, 4;
J. H. J. Mellaart, 'Self-Portraits by Ferdinand BoI',
Bllrlillgtoll Magazille, LXIII, 1923, pp. 153-8. (4) J. G. van
Gelder, 'Vroege Werken van Govaert Flinck', KUllst/zistorische Mededeelillgetl, I, 1946, pp. 26-8. (5) William R.
Valentiner, Rembralldt alld his Pllpils, a LOafZ Exhibition,
Raleigh, North Carolina Museum of Art, 16 Nov.-30 Dec.
1956. (6) David Carter, in The Young Rembraltdt alld his
Times, Indianapolis, Ind., 1958, Cat. No.8. (7) E. P.
Richardson, 'Notes on Special Exhibitions: The Young
Rembrandt and his Times, in Indianapolis', Art Quarterly,
XXI, 1958, pp. 287-92, esp. p. 288. (8) Paul Wescher, 'Die
Kress-Schenkung fur Raleigh', Pamheoll, XXI, I, Jan.-Feb.
1963, p. 13. (9) J. W. Von Moltke, Covaert Flillck 16151660, Amsterdam, 1965, p. 248, Cat. No. 108 (in catalogue
of wrongly attributed works). K2184 is erroneously listed
as published by A. Bredius, 'Drei friihe Werke von
Ferdinand BoI', KUllstchronik, N.F. 25, 1914, pp. 610-14.
(10) Charles W. Stanford, Jr., Masterpieces ill the North
Carolilla Musellm of Art, Raleigh, 1966, p. 55, pI. 26. (II)
Martin Weyl, Three Pailltillgs by Rembralldt alld his School
ill the Kress Collection, MS. in Kress Archive, 1968. (12)
Letter of 27/V/68 in Kress Archive. (I3) Related to writer
by Justus Bier. (14) Rembrandt alld his Pupils, Montreal,
1969, p. 64, Cat. NO.7. (IS) For Rembrandt's copies after
Titian and other artists of the High Renaissance, see C.
Hofstede de Groot, Die Urkzllldell iiber Rembralldt, The
Hague, 1906, p. 200 and Kennetll Clark, Rembrandt alld the
Italiall Renaissallce, New York, 1964, pp. 101, 127, 142.
(16) J. Richard Hudson, Rembralldt cifter Three HUlldred
Years, Chicago, 1969, pp. 79-80, Cat. No. 80, reproduced
p. II6. See also E. Haverkamp-Begemann, 'Rembrandt as
Teacher', idem., pp. 21-30.

Old copy after REMBRANDT
K

I633 : Figure I24

THE SACRIFICE OF ISAAC (after Rembrandt's canvas of
1635, Leningrad, The Hermitage).l Columbia, Missouri,
University of Missouri, Kress Study Collection, since 1961.
Oil on canvas. 72!X5I-!in. (183·6XI32.8cm.). Some
modeling done by incision. Very small areas of in-painting
in faces of Abraham and angel. An old horizontal fold or
seam runs below Abraham's beard. Cleaned and restored
by Modestini, 1961; well preserved.
Abraham (Genesis 22: 10-12), kneeling behind Isaac with
his left hand over his son's face, is about to sacrifice the
youth, who lies on a wooden pyre in the foreground; the
patriarch is restrained by an angel, who flies from the upper
left corner, grasping Abraham's right hand so that he drops
his Near-Eastern jeweled dagger. 2 The figures are placed
in a mountainous setting.3
The Sacrifice of Isaac is the first religious subject listed by
Karel van Mander in his influential poem of instruction to
painters.4 The Dutch edition of Ripa's Icollologia (Dirck
Pietersz. Pers, Amsterdam, 1664) gave the subject ofKl633
as an emblem of faith.
Depictions of the subject may have been stimulated by
Rubens's panel (Kansas City, Missouri, The Nelson Gallery
and Atkins Museum) of c. 1614. A reproductive print was
made by Andreas Stock in 1614.5 Rembrandt's teacher
Lastman painted the subject in 1616 (Paris, Louvre). The
original of K1633 in The Hermitage could have been
inspired by tlle Italianate works of Elsheimer.6 Egbert
Haverkamp-Begemann has noted the influence of Hercules
Seghers (many of whose works were owned by Rembrandt)
on the landscape view in tlle background. 7 The Kress
canvas was described as an old copy after the one in The
Hermitage by Bode and Hofstede de Groot. 8 KI633 was
recorded in tlle Cook Collection as 'attributed to Rembrandt' after tlle Hermitage painting. o A second version
of the same subject and dimensions with the angel approaching from behind Abraham is in the Munich
Pinakothek. The painting is inscribed Rembrandt veralldert
ell over gescllildert 1636. This inscription has been interpreted
to mean that the canvas is the work of a pupil (possibly
Govaert Flinck), changed and improved by his teacher.lo
More recently Haak, noting the apparent homogeneity of
the Munich painting, has suggested that the inscription
may simply mean that Rembrandt changed the composition and painted the subject again (overgeschildert:
'painted anew'). A Rembrandt drawing in the British
Museum in which the angel appears from behind offers a
connecting link in the creative process.l l
Rembrandt etched the subject in 1655, and included it in a
tiny roundel in the top right corner of his Elderly Mall as
St. Pall I in London (National Gallery).12 Several of his
students or followers, including Bol, Flinck and Gherwen.
depicted the subject reflecting both the Leningrad and
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Munich compositions. An inferior copy after the Hermitage
canvas was in the collection of Felix Ravaisson, 87 X70 cm.
(Sold in Paris, 23 Nov. 1903, Cat. No. 87). K1633 need
not be the work of a Dutch painter - Rembrandt was
much copied in the eighteenth century in Germany and
elsewhere. The almost rococo treatment of detail and
chiaroscuro would indicate that the Kress canvas was
painted by an artist of the late seventeenth or eighteenth
century.

Provellallce: Possibly Richard Paton (sale, London, Christie's,
30 Mar. 1792, p. 4, Cat. No. 27).13 Cremer, Brussels.14 Sir
Frederick Cook, Doughty House, Richmond, Surrey. Sir
Herbert Cook. Florence, A. Contini-Bonacossi. Kress
acquisition 1949.
Referellces: (I) K1633 was reproduced in the Feest-btllldel
Dr. Abraltam Breditls, Amsterdam, 1915, by Cornelis
Hofstede de Groot ('Rembrandts onderwijs aan zijne
leerlingen', pp. 79-94, pI. 20, fig. 7), who mislabeled it
as the painting in The Hermitage. (2) See Hans Bonnet,
Die Wqffell der Volker des altett Oriellts, Leipzig, 1926, p. 85.
For such weapons in Rembrandt's collection see Hofstede
de Groot, Die Urklllldell jiber Rembralldt, The Hague, 1906,
pp. 207-8. (3) For the iconography of the Sacrifice ofIsaac
see Reali, II, I, pp. 134-7; also Ralph T. Coe, 'Rubens in
1614: the Sacrifice of Abraham', Tlte Nelsoll Gallery alld
Atkills Museum Bulletill, IV, 1966, pp. 1-24, esp. pp. 1-6.
(4) See the edition by R. Hoecker, Das Lehrgedicht des Karel
vall Mallder, The Hague, 1916, p. 123 (Chapter v, verse 65).
(5) See Coe, op. cit., p. 8, fig. 6. (6) For links between the
second version of Rembrandt's Sacrifice of Isaac and the art
of Lastman see Wolfgang Stechow, 'Some Observations
on Rembrandt and Lastman', Oud-Hollmld, LXXXIV, 1969,
pp. 148-62. (7) Lecture at Institute of Fine Arts, New York
University, Spring 1971. (8) Wilhelm Bode and C. Hofstede
de Groot, Rembrandt, Paris, 1899, III, p. 162. (9) Maurice
W. Brockwell, Catalogue of tIle Pailltillgs at Doughty House,
London, 1915, II, p. 80, no. 323; also the Abridged Cataloglle
... , London, 1932, p. 84, no. 323. (10) Kurt Bauch,
Rembrandt Gemiilde, Berlin, 1966, p. 29, Cat. No. AIO.
(II) Bob Haak, Rembrandt: His Life, His Work, His Time,
New York, 1969, pp. 192-3, trans. from the Dutch by
Elizabeth Willems-Treeman. (12) Neil MacLaren, The
Dutch School, The National Gallery Catalogues, London,
1960, pp. 319-20, Cat. No. 243. (13) The Paton canvas
may possibly be the one owned by Felix Ravaisson, sold
in Paris (Mollien), 23 Nov. 1903, Cat. No. 87. (14) Possibly
identical withJ. H. Cremer, whose collection was sold in
Amsterdam (Pictura), 26 Oct. 1886. The painting is not
listed in the first part of the sale.

PIETER JANSZ. SAENREDAM
Pieter Jansz. Saenredam was born in Assendelft on 9 June
1597 and was buried in Haarlem on 31 May 1665.1 His
father Jan was a prominent printmaker who moved his
family to Haarlem where he worked for Goltzius. Pieter
Saenredam first studied painting with Frans Pietersz. de

Grebber from 1612 to 1622, but the influence of this
teacher appears to have been negligible. However,
Saenredam's fellow student, Jakob van Campen, future
architect of the Amsterdam Town Hall, led Saenredam to
concentrate on perspectival studies and may have contributed to the artist's specialization in architectural renderings. Swillens noted that van Campen's portrait drawing
(London, British Museum) of his fellow student in 1628
showed Saenredam to have been a hunchback and proposed
that this deformity may have led him to specialize in the
~omewhat isolated, independent field of 'architectural
portraiture'.2 He spent days and occasionally weeks making
measurements and preparatory drawings for his architectural subjects. The artist also prepared botanical illustrations and other subjects. He joined the Haarlem painters'
guild in 1623, became an officer in 1635 and 1640, and its
dean in 1642. The artist spent most of his life in Haarlem,
but topographical drawings give proof of visits to Alkmaar,
Amsterdam, Assendelft, 's-Hertogenbosch, Rhenen and
Utrecht. Unlike earlier painters of ecclesiastical interiors,
Saenredam devoted himself to the representation of existing
buildings which were painstakingly prepared, incorporating
ground plans, elevation studies and drawings from various
viewpoints. Unlike the drawings, with their almost
archaeological accuracy, the paintings give evidence of a
less realistic approach, in which the visual data are rearranged to enhance the feeling of height or width, or to
emphasize the underlying structure. Exceptional in his
oeuvre is the series of four views of Rome based on
Heemskerck, one of which is in the Kress ColIection.

Referellces: (I) For further biographical information, see
P. T. A. Swill ens andJ. Q. van Regteren Altena, Catalogue
raiSOIllIl! of tlte !Vorks by Pieter ]allszooll Saellredam, Utrecht,
1961; Swillens, Pieler ]alISZOOII Saellredam, Amsterdam,
1935. (2) Saellredam, 1961, op. cit., p. 13. The drawing is
reproduced on the frontispiece, Cat. No. 2476.

KI999 : Figure
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CHURCH OF SANTA MARIA DELLA FEBBRE, WITH
ST. PETER'S UNDER CONSTRUCTION, ROME. Washington, D.C., National Gallery of Art (1396), since 1954.
Oil on uncradled oak. 14t X27! in. (37.8 X70·5 em.).
Signed and dated on lower part of obelisk: P. Saemedii.fe.
Ao. 1629. Inscribed on back: P. Saellredii f 1619 I C 1.1 K [in
monogram form]. The papal arms are on the wall to the
right. The painting is very well preserved.
Suida-Slzapley, p. 158, Cat. No.6!. Reproduced in color
by Seymour, pI. 149.
A cardinal's carriage, with coachman and flanking
attendants in blue livery, is drawn by two black horses on
a sandy Roman road in the foreground. To the left is the
Vatican obelisk,1 shown as it was until 1586, placed just
before the ancient circular church of Santa Maria della
Febbre, which was torn down in the sixteenth century. 2The
form of the coach and the attendants' attire alI date from
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the later sixteenth or early seventeenth century. In the
background to the right is the crossing of St. Peter's as it
appeared under construction in the early sixteenth century;
the Vatican's buildings shown in the right foreground were
partially demolished at that time, incorporated within the
fabric of the new St. Peter's. Bluish hills are seen in the
background to the left below a pale blue and white sky.
When the Kress panel was published in 1924 at the
Hochberg Sale, the Roman view was erroneously regarded
as evidence for Saenredam's Italian journey. It was soon
recognized that the setting was based upon a study in a
sketchbook drawn C.1530 by Martin van Heemskerck
owned by Saenredam. 3 Swillens grouped the Kress panel
together with three other Roman views based on the van
Heemskerck notebooks. They show: Thc ColosseulII in
Ruins (1631, Dr. Herbert Girardet, Kettwig-Ruhr), View
frOIll Santa Maria d'Aracocli (1633, destroyed, formerly
Orleans, Musee des Beaux-Arts), Interior oj tlte Pantheon
POTch with Figurcs ill Alltiqlle Garb (1643 or 1653, E.
Speelman, London).' Suida-Shaplcy (p. 158, Cat. No. 61)
noted that 'Heemskerck's drawing of Santa Maria della
Febbre has been followed faithfully for the architectural
details, but Saenredam has made the view more picturesque
by including some distant landscape, adding clumps of
plant growth to the ruins, and substituting a carriage and
horse for some of the scattered figures'. It was observed by
Plietzsch that K1999 is one of the eight signed outdoor
views known to have been done by Saenredam.5 &Ylllour
(pp. 156-7) grouped the panel with the most interesting of
Dutch topographical paintings which he characterized as
'portraits of places rather than landscapes'. Calling the
Kress panel' more than the transcription ofreality', Seymour
found it 'an effort to recapture a moment of the past in a
distant place. This may be a suggestion in very simple
terms of the following century's double urge toward
Historicism and Romanticism.' The Saenredam exhibition
catalogue of 1961 provided much detailed information
concerning this Roman landscape. 6
If the staffage figures (coacll and horsemen) in the Ruills oj
tlte ColosseulII (1631) are by Pieter Post, the same painter
may have executed the group in the foreground OfKI999
as they correspond closely in style. 7 Saenredam placed his
name in exactly the same position (on the obelisk) as the
inscription recorded in Heemskerck's drawing. 8 As Saenredam never went to the South, he may have derived the
convincingly Italianate light quality of the Kress panel
from works by such painters as Cornelis van Poelenburgh.
The almost pointillist brushstrokes, together with the luminous, crystalline effect of his view, anticipate the oeuvre of
the great Venetian vedutisti of the next century.

Provenance: King Frederick of Prussia (sale, Amsterdam,
Frederik Muller and Co. under the direction of A. W. M.
Mensing, FTitz von Hochberg and otlleTs Sale, 25 Nov. 1924,
p. 9, Cat. No. 60, fig. 60, listed as 'Dans la Campagne
Romaine', bought by A. W. M. Mensing). A. W. M.
Mensing, exhibited - Rotterdam, Boymans Museum,
Schildcrijen en Teekellingell PieteT Jallsz. Saenredalll, 24 Dec.

1937 - I Feb. 1938, p. 9, Cat. No. I, fig. la. Amsterdam,
Fodor Museum, 15 Feb.-20 Mar. 1938. Sold, Amsterdam,
15 Nov. 1938, Cat. No. 96, fig. 96, to D. A. Hoogendijk
Gallery, Amsterdam. J. A. G. Sandberg, Wassenaar, near
Leyden, Holland, exhibited - Leyden, Municipal Museum,
TelltoollstcIlillg Kll1Istbczit vall Oud-Alullllli Der Leidse
Universiteit, June 1950, p. 19, Cat. No. 47, pI. 6. Paris,
Orangerie, Le Paysagc Hollalldais au XVII" Siecle, from
24 Nov. 1950, p. 42, Cat. No. 82. Sold Delft, AntiekbeuTs,
1951, by Hoogendijk. New York, Frederick A. Stem.
Kress acquisition 1954, exhibited - Utrecht, Centraal
Museum, Pieter Jallsz. Saellredam, beginning 24 May 1961,
p. 164, Cat. No. III, pI. 115.

Referellces: (I) The obelisk was moved by order ofSixtus V
(1586) to the piazza before the fas:ade of St. Peter's, where
it stands today. (2) The Roman mausoleum became the
church of St. Andrew in the sixth century. By 1400 it was
known as Santa Maria della Febbre, named after an icon
now at the centre of the Donatello tabernacle in St. Peter's.
The church was converted c. 1506 into the sacristy of St.
Peter's. For bibliography on Santa Maria della Febbre, see
Horst W. Janson, The Swlptllre oj Donatello, Princeton,
1957, II, pp. 95-7; Torgil Magnuson, Studies in Romall
Qllattrocento Architecture, Stockholm, 1958, p. 190. (3) See
J. Q. van Regteren Altena, 'Saenredam archeoloog', OudHollalld, XLVIII, 1931, pp. 2-3. For the sketch-books see
Christian Hulsen and Hermann Egger, Die Skizzenbiicber
VOlt Marten van Heemskerck, Berlin, 1916, II, p. 7 and fol.
72r. The Heemskerck notebooks now in Berlin are recorded in the posthumous sale of Saenredam's possessions.
(4) P. T. A. Swillens, SaellTedalll, Amsterdam, 1935, pp. 8,
27-8, Cat. No. 38. P. T. A. Swillens andJ. Q. van Regteren
Altena, Catalogue Raisoltlt/! oj the Works by Pieter Jansz.
Saemedalll, Utrecht, 1961, pp. 164-5, Cat. No. III (hereafter cited as SaellTedam, 1961). The panel was singled out
from the exhibition of 1938 by N. S. Trivas, 'Pieter
Saenredam', Apollo, XXVII, 1938, p. 155, and included in
Walther Bernt, Die Niederliindisc1lell Maler des 17. JahrIlIlIIderts, III, Munich, 1948, Cat. No. 715. (5) Eduard
Plietzsch, Holliilldiscbe IlIId Fliimische Maler des XVII Jahrbtlltderts, Leipzig, 1960, p. 123. KI999 was referred to by
J. E. Bersier, L'IlIfluellce d'Italie dalls la Peinture Hollandaise,
Paris, 1951, p. 102, no. I. (6) Saellredam, 1961, pp. 164-5,
Cat. No. III. (7) Plietzsch, op. cit., p. 123, made the Post
proposal for the Colosseum. (8) Saenredam may have been
drawn to this subject as the circular church of Santa Maria
della Febbre was associated with Northern patronage; it
was the original site of Michelangelo's Pieta, commissioned
by Cardinal Jean de Groslayc, who was buried below that
statue in 1499. See Charles de Tolnay, Michelangelo, I,
Princeton, 1943, p. 146.

PIETER JANSZ. SAENREDAM
K2052 : Figure I28
CHOIR OF ST. JOlIN'S CATHEDRAL,

's

HERTOGEN-

Washington, D.C., National Gallery of Ait(1395),
since 1954. Oil on oak panel with surface imperfections.

DOSCH.
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50§ X34! in. (128.8 X87 cm.). Signed and dated at lower
left (on choir stall): Ao 1646 Pieter Saellredalll dit gescltildert
de Sillt Jallskerck ill SHartogellbosch [sic.] ['In 1646 Pieter
Saenredam made this painting of the St. John's Church in
's Hertogenbosch']. Cradled c. 1900. Cleaned in 1937 and
restored by Suhr c. 1953. Well preserved, apart from old
scratches. Split in area of central vault.
Suida-Slzapley, p. 160, Cat. No. 62. Reproduced in color
by Baird, p. 25.
Above the altar, immediately behind the uppermost statue
and to the right, are two large wooden plaques each
bearing seven hatchments and two banners supported by
lions.1 The plaque at the left shows the arms of Philip II.
The inscription, but for the date 1598 at the centre, is
illegible. The panel at the right is inscribed ALBERTO
AUSTRIA CO. 1621 below and the words PATRI PATRIAE
SILVA DUCIS DICAT CON SIC RAT.2 Two additional
funerary hatchments hang at the extreme left and lower
right.
The choir of St. John's Cathedral at's Hertogenbosch is
shown on a sunny day, blue sky seen through the window.
The building is in the late Gothic, rayonnant style, composed of a tripartite elevation with screening tracery spun
over the spandrels of the arcade. A pierced triforium with
clear glass windows is in the clerestory; radiating chapels
off the ambulatory are seen beyond the choir screen. The
ribs of the choir vault converge just before the altar. 3 The
church was begun c. 1350 and for the most part completed
before 1415, its plan based upon the great Gothic cathedrals
of Cologne and Amiens. Following a fire in 1419, rebuilding ensued along the main lines of the old plan. Its design
follows that of churches in the Brabant such as St. Rombouts
(Malines) and St. Pierre (Louvain}.4 A wood and iron choir
screen is at the left and right; fifteenth-century stalls are in
the foreground; flagstones and tombstones arc on the floor.
The elaborately canopied section at the right is where the
bishop's scat was placed. Eight statues of saints are attached
to colonnettes. The black and white Baroque high altar
with its four Corinthian columns was built by Hans van
Mildert between 1616 and 1620 and probably dismantled
in the nineteenth century. Two small white additional
Corinthian columns are on the arched entablature with
broken pediments to the left and right supporting marble
female allegorical figures, the one at tlle right witll sword
and scales, probably representing Force and Justice; the
one at the left has lost her attributes. The standing central
figure is St. John tlle Evangelist - the cathedral's patron
saint - Witll the Holy Ghost on a cartouche immediately
above; kneeling, praying angels are to the upper left and
right with the Virgin and Child at the very top. A crucifix
is placed upon the altar before a small niche with white
marble reliefs to the left and right. The kneeling white
figure ncar the choir stalls to the left is the statue of Bishop
Gisbert Masius placed above his tomb which was executed
by Hans van Mildert c. 1614. The painting shown on the
altar is Abraham Bloemaert's Adoratioll of tlte Shepherds
(Paris, Louvre), signed and dated 1612. It was not in tlle
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church at the time Saenredam was planning K2052.6
Saenredam was a friend of Bloemaert by whom he may
have been invited to Utrecht in 1636. 6
A preparatory drawing in tlle British Museum (Text Fig.
31) is dated I July 1632.7 The artist also made a measured
ground-plan of St. John's Cathedral (Beelearts van
Blokland Collection, The Hague) on 29 June 1632 and
other studies of the interior. 8 The panel was first published
by Swillens, who described it as from the artist's best
period. 9 Baird (p. 24) observed that 'The airy interior of the
cathedral of Saint John, with its splendid Baroque altar and
its fine Gothic tracery, is represented here with the precision of an architect's rendering. There is, however,
nothing mechanical about the composition, for Saenredam,
by choosing a viewpoint far to the left, has avoided a dry,
mathematical balance. The complex perspective, the cool
tonality and the delicate color scheme all belong to
Saenredam's art, with which he enhances the natural
beauty of his subject'. The Kress panel was cited by
Plietzsch as an example of the depiction of space for its
own sake in Dutch art of the seventeenth century.l0
Among Saenredam's largest and most beautiful paintings,
K2052 is, despite its austere formula, unusually rich in
coloring, capturing every coloristic nuance of the play of
sunlight within one of the finest Gothic interiors of tlle
North Netherlands. For all Saenredam's great concern for
accuracy, he may have lightened the scene by increasing
the architecture's verticalityll and enlivened it by including an altarpiece which most likely had always
been in another's Hertogenbosch church.12 At the time
Saenredam first went to's Hertogenbosch in 1632, the
church had been under Protestant administration for three
years; the painter's uncle Junius was a minister there.
Fourteen years elapsed between the artist's detailed, carefully measured drawings of the church and its depiction in
oil. Although generally faitllful to his model, Saenredam
modified the viewpoint utilized in the surviving studies of
1632 in favor of a more visually compelling vantage point.
Saenredam's austere, immaculate ecclesiastical interior recalls the aestlletics of the reformer Zwingli who wrote, 'In
Zurich we have churches which are positively luminous;
the walls arc beautifully white 1'13 The careful depiction of
unpeopled ecclesiastical interiors is a Netherlandish practice
going back at least as early as the fifteenth century.14 Many
artists and writers were concerned Witll the metaphor of the
ecclesiastical interior - Hendrick Steenwijck the Elder's
cllUrch interior included a tiny snail with the inscription
TeCllIII babita, the implication being 'live by yourself and
return to the church'. Saenredam's austere church views
are partly due to such spiritual sources. 15

Provenallce: Parish Church ofItxassou ncar Bayonne (from
early eighteenth century?}.16 D. A. Hoogendijk Gallery,
Amsterdam, exhibited - Rotterdam, Boymans Museum,
Scbildaijell ell TeekellillgelJ Pieta Jallsz. Saellredalll, Dec.
1937-Jan. 1938, p. II, Cat. No. 13, reproduced pI. VIII,
also exhibited in Amsterdam, Fodor Museum, 15 Feb.20 Mar. 1938. J. A. G. Sandberg, Wassenaar, near Leyden,
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Holland. New York, Wildenstein and Co. Kress acquisition 1954, exhibited - New York, Metropolitan Museum
of Art, Dlltch Painting itt the Goldett Age, 1954-5, Cat.
No. 74, pI. 74, also shown in Toledo, Ohio. and Toronto.
Canada. Utrecht. Centraal Museum. PieterJattsz. Saeuredam.
beginning 24 May 1961. pp. 140-3. Cat. No. 94. pI. 96.

References: (1) Burned in 1795. according to C. F. X. Smits.
De GraJzerkett . .• der St.Jattskerk, 's Hertogenbosch. 1912,
p. 339. Noted in P. T. A. Swillens. Catalogue Raisotl/I/! oj
the Works by Pieter Jattsz. Saenredalll. Utrecht. Centraal
Museum, 15 Sept.-3 Dec. 1961. p. 142 (referred to hereaftcr as Saeuredalll, 1961). (2) Transcription and identification of arms taken from Saeuredalll. 1961. pp. 140-3. Cat.
No. 94. (3) For the church history, see J. Mosmans. De St.
Jattskerk te 's-Hertogenbosch, Bois-Ie-Due. 1931 and Smits,
De Katlledraal vall •s-Hertogellbosell. Brussels-Amsterdam,
1907. For its ardlitectural style. see Harry Bober. 'A
Reappraisal of Rayonnant Architecture', The Forward
Movement oj the Fourteenth Century. Ohio Statc University
Press. 1961, pp. 9-30. (4) Information from Saellredalll,
1961, pp. 137-8. (5) According to Edouard Michel
(Catalogue Raisonlle des Peintllres jlamandes du Louvre, du
xvcllle et du xVIcllle siccle. Paris. 1953. pp. 12-13. no. 2327),
the Adoration oj the Shepherds belonged to the Convent of
the Poor Clarcs in •s Hertogenbosch from its execution
until 1656--9. However. Swillens expressed the view that
thc Adoratioll was originally in the Sint Janskerk and removed from the altar in 1629. by Stadholder Frederik
Hendrik (Swillens. 'Pieter Saenrcdam. Ecnige andere
bijzonderheden over zijn Ieven en werken', Historia, III.
1937, pp. 329-35, esp. p. 335). Swillens noted that
Saenredam's preparatory drawing (Text Fig. 31) of 1632
showed a curtain in place of the missing altarpiece (ibid.).
He suggested that Saenredam based his representation of
the missing painting in K2052 on a sketch by Bloemaert
(Saenredam, 1961, p. 142) and according to J. Mosmans (De
St. Jallskerk te 's-Hertogellbosell, Bois-Ie-Due, 1931, p. 443),
the painting executed by Blocmaert for the high altar of
the SintJanskerk was The Holy Trinity with Maria Mediatrix
(now lost) executed in 1620. It was hidden by the Catholics
in 1629 and returned to dle church in 1845. In K2052.
Saenredam 'replaced' the missing altarpiece with the
Bloemaert Adoratioll which hc may have known in the
original or copied from an engraving in reverse by
Bolswert. The Adoration oj the Shepherds is also discussed
by Gustav Delbanco, Der Maler Abrahalll Bloemaert.
Strasbourg, 1928, pp. 40-2, and passim; pI. XIX. See A.
Heppner, 'Saenredam's "Nieuw Realismc" in de XVIIe
eeuw naar aanleiding dcr Tentoonstellingen te Rotterdam
en Amsterdam', Maalldblad voor beeldende KtIIlStett. XVI.
1939. pp. II3-19. (6) Saellredalll, 1961, p. 29. (7) A. M.
Hind. Catalogue oj Dutch alld Flemish Drawings ill the British
Museum. London, 1931. IV. p. 45, pI. XXVI. See also
Swillens, Pieter Jallsz. Sacuredalll. Amsterdam. 1935. p. 85,
Cat. No. 49, pI. II3, and Saenredalll, 1961. p. 143. Cat.
No. 95, pI. 97. Anodler drawing, of the tomb at dle left.
is dated 30 June 1632 and is in thc collcction of the Provinciaal Noord-Brabantsch Genootschap, •s Hertogenbosch.
Reproduced by Swillens. 1935. op. cit., pI. II5. See also

Saettredalll, 1961. pp. 144-5, Cat. No. 97, pI. 98. In its
present placement, the statuc is reverscd. (8) Saellredam.
1961, p. 146, Cat. No. 98. pI. 95. On 3 July 1632,
Saenredam drew thc Janskerk rood screen. built by
Coenraad van Norenborch between 16II and 1613. Thc
scrcen is now in London (Victoria and Albcrt Museum)
and the drawing in the British Muscum; sce ibid., pp. 143-4.
Cat. No. 96. (9) Swillens. 1937, op. cit., p. 335. In the
same year (1937), thc painting was shown in Rotterdam.
Muscum Boymans (p. I I. Cat. No. 13). Sce also Saellredalll,
1961. pp. 140-2. Cat. No. 94. (10) Eduard Plietzsch.
Holliilldiselle tllld Fliilllisel,e Maler des XVII. Jallrlltlllderts.
Leipzig, 1960. p. 122. (II) For the artist's modifications of
buildings in pictorial form see Friedrich Wilhelm Heckmanns (Pieter Janszoon Saellredalll, das Problem seiner
RaunYorlll. Recklinghausen. 1965). Like his French contemporary Gaignicrcs who employed a tcam of artists to
make documentary line drawings of tombs and other
monuments. Saenredam was concerncd with recording the
late medieval and sixteenth-century heritage of his country.
In addition to the preparation of many such drawings. the
Dutch master produced panels such as the Kress interior,
quiedy vivifying thc achievements of the past. (12) See
sllpra. Note 5. (13) Charles Garside.Jr.• Zwillgli and the Arts,
New Haven, 1966. p. 160, from Oskar Farner, Hufdryell
Zwillgli, seine Verkiilldigllllg tllld il"e erstett Friicl,te 15201525, Zurich, 1954, p. 490. (14) H. Jantzen, Das niederfiilldiselle Arellitekturbild, Leipzig, 1910. For the role of
architcctural renderings such as K2052 in Dutch art sce
G. Roosegaarde Bisschop, 'Dc geschildcrde maquette in
Nederland'. Nederlallds Ktlllsthistorisch Jaarboek, VII, 1956.
pp. 167-217. (IS) See Lony and Emil Reznickovi, 'Van de
Slak op de Tak', Nederlands KUllsthistorisc!1 Jaarboek, xv,
1964, pp. 133-47, csp. pp. 134-5. (16) The harbor of
Bayonne (a few miles from Itxassou) was a center for trade
with thc Nethcrlands in the seventecndl ccntury. Several
Bayonnais wcnt to Holland and married there. One of
these, Pierre Daguerre, wed Elisabeth de Papenbroek and
resided in Amsterdam for several years before rcturning to
Bayonne with his wife. His eldest daughter. Marie-Anne
Daguerre. married an Itxassou landowner. Jacques de
Harader, in 1722. According to Robcrt Poupel, who kindly
provided the information above (letter of 13/V/70) the
Kress panel was probably acquired by Daguerre in Holland
or perhaps purchased by him from a Dutch rcsident of
Bayonne. Either Daguerre or his daughter (who resided
at Itxassou) presented it to the parish church.

SALOMON VAN RUYSDAEL
Salomon van Ruysdael (Ruijsdael. or Ruyesdael; originally
Salomon dc Gooyer), with his elder brother Isaack. was
the founding membcr of the great Dutch dynasty of landscape masters taking their surname from the castle of
Ruysdacl near Blaricum. The artist was born in Naarden in
Gooiland probably bctween 1600 and 1603. He moved to
Haarlem about 1616. where he entered the painters' guild
in 1623, and lived as a prosperous painter and respected
burgher until his death there in 1670.1 RuysdaeI's earliest
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landscapes, dated 1626, resemble those of Esaias van de
Velde (active in Haarlem from 1610 to 1618) who was
probably his first teacher. These first works parallel those
ofJan van Goyen and Pieter de Molijn, who with Ruysdael
pioneered the innovations made by Haarlem landscape
painters of the late I620S and early I630s. They broke with
the previously popular anecdotal, figure-centered landscape
tradition. Ruysdacl's works evidence a new simplicity and
unity, brought about by the use of subdued tonalities,
diagonal compositions and more naturalistic perspective.
His favorite motifs included country inns, rivers and
dunes. At the end of his life Ruysdael also painted harbor
views and stilllifes. In his mature works the brush-stroke
became looser, the forms less compact and the colors
brighter, permitting Ruysdael to reproduce the effects of
light and atmosphere with great sensitivity. The painter's
son, Jacob Salomonsz. van Ruysdacl, who inherited his
father's trade but not his talent, is not to be confused with
Salomon's famous nephew, Jacob van Ruisdael.

ReJerellce: (I) Wolfgang Stechow, Salollloll flail Rtlysdael,
Berlin, 1938.
K2II6 :

Figure

130

THE FERRY. Kansas City, Missouri, William Rockhill
Nelson Gallery of Art, since 1961. Oil on canvas. 40! X
64 in. (103 X162·5 em.). Inscribed on side of ferry:
SVRvysdael 1644. In good condition.
A ferry at the lower right holds eleven figures, several of
them with baskets, probably peasants returning in the afternoon from the market in the town whose buildings are
shown on the wooded left bank. Sailboats and other boats
are shown in the distance against a grey sky with a low
horizon. A church with a stork's nest is at the left, with
cows, a cowherd and a dog, and a tall haystack further to
the left with a view of a very large building in the distance.
A bull attempts to mount a cow in front of the haystack.
A small figure crosses a footbridge between the church and
the haystack. A woman does laundry at the water's edge,
to the right of the church.
The subject was already popular by 1622 when it was
painted by Esaias van de Velde (The Ferry Boat, Amsterdam,
Rijksmuseum).l The canvas was first published in Stechow's
monograph; he noted that the same church is shown in
other paintings of the same date. 2 Ruysdael's work in the
Louvre (256m), also dated 1644, shows the same site from
a slightly different angle. 3 The year in which Ruysdacl
painted The Ferry was one of his most productive; twentysix works survive from that period. 4
Ruysdacl's paintings, such as The Ferry, with their sweeping naturalistic vista and restrained coloring, were of
major interest to European masters of the eighteenth and
nineteenth centuries. Fragonard, Constable and Turner as
well as the Impressionists may have been inspired by the
Dutch master's command of shimmering surfaces,
reflections and atmosphere.
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Provellallce: Sold London, Christie's, 13 July 1923, Collection of Duke of Grafton and others, p. IS, Cat. No. 64.5
Mrs. Lushing~on, Mahurangi Head, New Zealand (sold
London, Christie's, I Feb. 1929, J. F. MacNabb Collectioll,
p. 5, Cat. No. 19, bought by Arthur (?) de Casseres).
Exhibited - Haarlem, 1934, Cat. No. 23, and at Nymwegen,
1936, Cat. No. 74. 6 Dieren, Holland, D. Katz. New York,
M. Knoedler and Co. Kress acquisition 1955.
ReJerellces: (I) Reproduced by Wolfgang Stechow, Dutch
Lalldscape Pailltillg oJthe Sevellteellth Celltury, London, 1966,
fig. 91. (2) Stechow, SalOIllOIl vall Rllysdael, Berlin, 1938,
p. 108, Cat. No. 345. (3) Ibid., Cat. No. 346. Reproduced
Burlillgtoll Magazille, II, 1903, p. 342. (4) Stechow, 1938,
op. cit., Cat. Nos. 139, 149-52, 191, 342-7, 360, 361, 450,
453-5, 463, 497, 508-10, 514, 567, 576. (5) The owner of
K2II6 is not specified. (6) Stechow, 1938, op. cit., p. 108.
K1888 :

Figure

131

RIVER VIEW OF NIJMEGEN WITH THE VALKHOF.
San Francisco, Calif, M. H. De Young Memorial Museum,
since 1955. Oil on canvas. 40! X56! in. (103.6 X 144·2 em.).
Inscribed at stern offerry: S Rllysdael1648. Some abrasion;
some in-painting in the sky has discolored. Restored by
Modestini in 1955 and 1959; generally well-preserved.
Sail Frallcisco, 1955, p. 88.
The VaIkhof,l a great early medieval castle founded by
Charlemagne, is shown at the upper right, rising above the
banks of tlle river Waal at Nijmegen, against a cloudy sky.
A church and a windmill are to the left. A ferry is shown
in the foreground with a coach and four and two cavaliers
and other attendants. Many boats are seen; cattle are on
the left bank.
The canvas was included in Stechow's Ruysdacl monograph. 2 The painting is described (Sail Frallcisco, 1955,
p. 88) as one of the most accurate representations of the
Valkho£ Stechow observed tllat Ruysdael painted the
same view of the Valkhof as had Jan van Goyen (Baltimore,
Walters Art Gallery) five years before in 1643, describing
K1888 as 'an excellent picture of 1648 .... As in many
other cases, Ruysdacl's topographic exactness is negligible.
I should not be surprised to find that he worked from one
of van Goyen's pictures rather than from nature; the slanting position of the large tower again reflects the northwesterly angle and we are very close to the town.' The
scholar noted that the pronounced coloring of the Kress
canvas typified Ruysdael's inauguration of a new trend
toward tlle revival of contrasting colors toward the
middle of the seventeenth century.3 The influence of Jan
van Goyen on Salomon van Ruysdael was also noted by
Held in his discussion of van Goyen's View oj the ValkhoJ
ill Nijlllegell of 1636.4 Stechow's further comparison between the van Goyen of 1643 and K1888 noted that in the
latter 'color and mass have gained over the tone and the
individual sections of the town silhouette, marking contrasting planes in a more linear design, have gathered new
strength.'5
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The artist made several paintings of this dramatic setting,
some of which did not include the Valkhof itself. One of
the latter is in Bonn {Rheinisches Landesmuseum).6 A
closer view of the castle was owned by Goudstikker
(Amsterdam) in 1938. With its oblique placement of the
land mass, seen in dramatic contrast with the rushing
movement of the clouds, the River View oj Nij"megett shows
Ruysdael working in the more romantic manner to be
associated with the art of his nephew Jacob, its style pointing to the later eighteenth-century aesthetic of the
Picturesque.

landscapes, city views and panoramas of the Dutch plains
inspired by Philips de Koninck. Ruisdael's style lived on in
the work of many followers, most notably that of his pupil
Meindert Hobbema.1

Referellce: (I) See Jakob Rosenberg, Jacob vall Ruisdae1,
Berlin, 1928; K. E. Simon,Jacob vall Ruisdae1, Berlin, 1930;
H. F. Wijnman, 'Het Leven der Ruysdaels', Dud-Holland,
1932, XLIX, pp. 49-<>0, pp. 173-81, pp. 258-75; Wolfgang
Stechow, Dutch Landscape Pailltillg oJthe Seventeellth Celltury,
London, 1966.

ProvCltallce: Count Stanislaus Potocki (sold Paris, Galerie
Georges Petit, 8 May 1885, p. 33, Cat. No. 47, to Petitpont).? New York, Jolm Nicholson Gallery. Kress
acquisition 1952.

Referellces: (I) For this castle, largely tom down in 1796,
see Peter Schepenbeek, Het Valkhof, Bruges, 1961. The
Valkhof is also shown in paintings by Aelbert Cuyp.
(2) Wolfgang Stechow, Salomon van Ruysdael, Berlin, 1938,
p. 109, Cat. No. 354. (3) Stechow, 'Cuyp's ValkllOJ at
Nijmegell', Johll Herron Art Institute Bulletin, XLVII, Mar.
1960, pp. 4-II, esp. pp. 6-7. (4) Julius S. Held, Pailltillgs oj
the European alld Americall Schools, Museo de Arte de Ponce,
Ponce, Puerto Rico, 1965, p. 80. The van Goyen is reproduced in fig. 63. (5) Stechow, Dutch Landscape Painting
oJthe Sevellteellth Celltury, London, 1966, p. 56. (6) Stechow,
1938, op. cit., Cat. No. 349a. (7) The Kress painting has
sometimes been confused with another Ruysdael of the
same subject, on panel, 34 X46 in., owned by Arthur
Curtiss James, sold New York, Parke-Bernet Galleries,
13-15 Nov. 1941, Cat. No. II; reproduced.

JACOB VAN RUISDAEL
Jacob van Ruisdael was born in Haarlem in 1628 and died
in 1682, probably in Amsterdam. In 1648 the artist was
admitted to the Haarlem painters' guild. His first signed
works date from 1646. He is documented in Amsterdam in
1657, when he joined the Reformed Church; few dated
works are known after tills time. Ruisdael received a
medical degree from tile University of Caen in 1676. His
father, Isaack, a framemaker and art dealer, was also a
landscape painter, but his oeuvre is unknown. Jacob's
teacher may well have been his uncle Salomon Ruysdael,
whose works his own earliest paintings resemble. Ruisdael's
earliest production was also influenced by Comelis Vroom,
but he soon moved away from tile academic motifs and
decorative character of earlier Haarlem paintings towards
a more naturalistic approach. A trip made c. 1650 to
Bentlleim {Germany} furnished his landscapes with a new,
dramatic intensity. This romantic emphasis developed between 1650 and 1660 when the artist was occupied with
melancholic depictions of the ruined Jewish cemetery near
Amsterdam and waterfalls in mountainous settings
(probably inspired by the Scandinavian scenes of Allaert
van Everdingen). He also painted stormy seas, winter

KI8SS : Figure

132

LANDSCAPE WITH A LITTLE WATERFALL. Washington,
D.C., National Gallery of Art (1637), since 1956. Oil on
canvas. 21 X23i in. (53·2 x60 em.). Inscribed on a rock at
the left: JRuisdael (the S-like 'J' is joined to the 'R' as in a
monogram). Discolored old in-painting in sky at upper
left; abrasion in water near center.
A river flows from the right over a fall toward the center,
below the cascade to fill most of the foreground. At tile lower left a woman with a basket and a
little boy, seen from the back, with their dog cross a wooden
bridge. A man emerges from the wood, walking toward
them. Rocks and tall trees are seen toward the middle of
the painting; a fallen tree is at the lower right.
broad~ning

The canvas is first recorded in the de Beumonville sale in
1881, purchased a few years later by Prince Joha1111 II of
Liechtenstein, who added several works by Jacob van
Ruisdael to the family's collection.1 The landscape was
described as an incomparable work by J. Ruisdael by Suida
who noted tllat it was the only signed work by that master
in the Liechtenstein Collection.:! The atmospheric, forbidding rendering of the woods at the left was stressed by
Hoess. 3 The Cascade was described as a Ruisdael masterpiece by Preyer.4 The painting was entitled Landscape with
a Little Wateifall by Hofstede de Groot.5 Rosenberg included the Landscape in his Ruisdael monograph. 6 Simon
noted that in landscapes somewhat like KI855 in wild,
mountainous settings, the influence of van Everdingen had
been exaggerated. 7 Gerson placed many landscapes with
waterfalls painted by Ruisdael in the artist's later period. 8
Shapley, comparing K1855 witll Ruisdael's securely dated
works, suggested a date of c. 1655-60.9 The artist's paintings with waterfalls are related to Everdingen's Scandinavian scenes by Stechow who associated the artist's first
forest canvases of the 1640S with those of Vroom. The
Kress canvas conforms witll Stechow's characterization of
Ruisdael's works of the 1660s and 1670s.10
A dating in the later 1660s seems plausible for K1855. The
canvas presents a site which Ruisdael depicted many times
from differing angles. Like the later works of Corot there
is a certain sense of tile use of a formula and a feeling of
the dfja vu and dfja Jait on the artist's part. The conventionalized, almost rococo pictorial quality of the Kress
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canvas shows Ruisdael's moving away from his dramatic
confrontation with nature and fate as seen in the jewish
Cemetery (Detroit, Institute of Arts) toward a more overtly
decorative, eighteenth-century approach.

Provenance: Baron de Beurnonville, sold Paris, 10-14 May
1881, p. 280, Cat. No. 453. Paris, Sedelmeyer and Co.
Prince Johann II, Liechtenstein. Liechtenstein Gallery,
Vielma, exhibited - Lucerne, Kunstmuseum, Meisterwerke
ails den Saml1l11lllgetl des Fiirsten von Liechtenstein, 1948,
p. 42, Cat. No. 175. New York, Frederick Mont. Kress
acquisition 1951.11
Referellces: (I) As Johann II acquired several works by
Jacob van Ruisdael, two of them from the Beurnonville
sale (the other is Cat. No. 669 - 16! in. X23 in.), it is not
entirely clear whether Wilhelm Bode (Die Fiirstlich
Liechtensteill'sche Galerie ill Wiell, Vienna, 1896, p. 99)
refers to KI855 or to another newly acquired Ruisdaeleille grosse stillllllllllgsvolle WaldlandschaJt. The dimensions
OfKI855 do not suggest its description by Bode as 'large'.
(2) Wilhelm Suida, Die Gemiildegalerie der K. K. Academie
d. Bi/delldell Kiillste; Die Sammlllllgell Lieclltensteill, Czemill,
Harrac/z tllld Scllollbom-Bllch!zeim, in Modemer Cicerolle
(Wiell II), Vienna, 1903, p. 116. (3) Karl Hoess, FUrst
j ohallll II. von Lieclltensteill tllld die Bildellde Kllnst, Vienna,
1908, p. 58. Listed as Jacob Ruisdael. (4) David C. Preyer,
The Art oj the Viellna Galleries, Boston, 1911, pp. 247-8.
(5) C. Hofstede de Groot, A Catalogue Raisolllll! oJthe Works
ofthe Most Emillent Dlltch Paillters ojthe Seventeenth Celltllry,
trans. Edward G. Hawke, London, 1912, IV, p. 94, Cat.
No. 295. (6) Jakob Rosenberg, jacob vall Rllisdael, Berlin,
1928, p. 87, Cat. No. 252. Rosenberg stated tllat KI855 is
identical with Hofstede de Groot's Cat. No. 407 and
mistakenly suggested that it be identified with tlle same
scholar's Cat. No. 669. Gustav Wilhelm (Meistertverke ails
dell Sammlllllgell des Fiirstell VOII Liechtellsteill, Lucerne, 1948,
p. .p, no. 175) mistakenly identified the painting as
Hofstede de Groot's Cat. No. 252. (7) Kurt Erich Simon,
jacob vall Rllisdael, eine Darstellllllg seiller Elltlvicklllng,
Berlin, 1930, pp. 60-1. (8) Horst Gerson, 'The Development of Ruisdael', Burlillgtoll Magazine, LXV, 1934, pp.
76-80, p. 79. (9) Note in Kress Archive. (10) Wolfgang
Stechow, Dutch Lalldscape Pailltillg oj the Sevellteellth
Century, London, 1966, pp. 71-3, pp. 145-6. (II) The
painting has sometimes been erroneously .identifi~d with
the Ruisdael described by G. F. Waagen as III the LIechtenstein Collection (Die Vomehmstetl KUllstdenkllliiler ill Wiell,
Vienna, 1866-7, p. 287) but appears to have entered that
collection at a later date, and is another canvas by the same
master.

Attributed toJACOB VAN RUISDAEL
K2090 :

Figure I33

WESTPHALIAN LANDSCAPE. Allentown, Pennsylvania,
Allentown Art Museum (61.53.G) since 1960. Oil on canvas.
391 x341 in. (99.8 X86·8 em.). Signed at extreme lower
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right on square-shaped stone: JVR.1 Very considerable
abrasion and restoration, especially in sky area.
AllelltolvlI, 1960, p. 126.
The vertical, squarish composition, predominantly in a
pale grey tonality, shows a motllltainous, probably northwestern German, landscape with a tributary of the Rhine
on which are two sailboats at the upper right. A cascade is
in the foregrotllld. A church is at the upper left with a
half-timbered cottage to the lower left; two fir trees arc
at the lower left; two goats (?) graze below. A man with
two girls in conical straw hats is at tlle extreme left on the
far side of the cOlllisse-like river bank. A pair of stripped
tree trtlllks are at the lower right and upper left.
According to Valentiner, K2090 is 'a fine original work by
Jacob van Ruisdael executed about 1660-70 during the
mature period of the artist.... The sombre mood of the
painting is consistently carried out in the prevailing dark
shadows falling upon the earth and the cloudy heavy sky
above.'2 Shapley (Allelltowll, 1960, p. 126) observed that
'Ruisdael had seen mountain landscapes in his travels in
Germany, but this romantic combination of wooded crags,
mountain lake, and waterfall is typical of the scenery that
Everdingen had introduced into Dutch art from travel in
Sweden. Its appeal to Ruisdael was strong at the time this
picture was painted, about 1660, and tlle theme appears
again and again in his work of the period.' She compared
the canvas to one by Ruisdael formerly in Berlin.3 Rosenberg accepted K2090 as by Jacob van Ruisdael, quoted
AllelltowlI, 1960, p. 126). The landscape was dated c. 1660.4
A related canvas to the Westphaliall Landscape was dated in
the mid-1660s by Stechow, who noted the influence on
Ruisdael of Albert van Everdingen's mid-seventcenthcentury Scandinavian views, works which are vertical in
format and show waterfalls and otller elements of Northern
topography.5
The grayish coloring of K2090 is closer to van Everdingen's Scandinavian view than most of the Ruisdaels
based upon them. The more impressive works by Ruisdael
following Everdingen are squarer in format, and executed
nearer the middle of the seventeenth century than this
Westphaliall Landscape, which probably dates c. 1660, about
five years after Ruisdael traveled through the landscape
shown. The attribution of this canvas to Ruisdael is not
entirely certain due to its mediocre state of preservation.

PrOl'ellallce: The Hon. Alwyn Greville, Warwick Castle (?),
after 1880. The Earl of Warwick (?).6 Paris, Charles
Sedelmeyer, 1896. New York, George Grant Mason,
'Kincraig', Tuxedo Park. New York, Schaeffer Galleries.
Kress acquisition 1955, exhibited - Allentown, Pa.,
Allentown Art Museum, Sevellteellth Centllry Painters oj
Haarlelll, 2 Apr.-13 Jtllle 1965, p. 55, Cat. No. 64.
Referellces: (I) The authenticity of this monogram may be
open to question. (2) W. R. Valentiner, transcription in
Kress Archive, unknown date. (3) Reproduced by Jakob
Rosenberg, jacob Vall Rllisdael, Berlin, 1928, fig. 99 (Dr.
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Benedict Gallery, Berlin). (4) Allentown Art Museum,
Seventeenth-Cet/tury Painters of Haarlelll, 1965, p. 57· (5)
Wolfgang Stechow, Dutch Landscape Paillting of tile
Seveuteenth Century, London, 1966, p. 145. These remarks
were made in conjunction with the Fogg canvas (ibid., fig.
288). (6) According to dealer's brochure K2090 was owned
by 'the Hon. A. Granville at Warwick Castle' but this
must refer to the Hon. Alwyn Greville instead. Since he
had children of his own it seems unlikely that K2090
entered tlle collection of his elder brother, although the
dealer wrote that tlle earl owned the painting later. Alwyn
Greville presumably sold the painting shortly before it
came to Sedelmeyer. There is no known documentation
for the Grevilles' ownership of the Kress canvas.

EMANUEL DE WITTE
Emanuel de Witte was born at Alkmaar between 1616 and
1618 and entered the painters' guild there in 1636. He died
in Amsterdam in 1692. In Rotterdam in 1639, the painter
resided in Delft between 1641 and 1650 where he entered
the Guild of St. Luke in 1642 and married. According to
Houbraken, De Witte was a pupil of the Delft still-life
painter Evert van Aelst (1602-57), but De Witte's surviving
early paintings point to a dominant interest in figure painting, religious and mytllOlogical subjects. The artist is first
documented in Amsterdam in January 1652 where he
remained until his suicide. At mid-century, influenced by
the Delft painters Gerrit Houckgeest, Hendrick van Vliet
and Carel Fabritius, De Witte turned his attention to the
ecclesiastical interiors which were to form the greater part
of his oeuvre. These portraits of church interiors presented
new and unexpected vistas of light-filled space, already
highly developed in his first securely dated picture of this
genre, The Illterior ofthe Oude Kerk at Delft of 1651 (London,
The \Vallace Collection). In Amsterdam De Witte married
for the second time and experienced tlle first of those
financial difficulties which led him, in the 1660s, to trade
his services as painter for room and board. The artist
depicted scenes of city life, domes tie interiors, harbor and
market scenes, as well as the many variations on the theme
represented in K1988.1

K I 988

: Figure 135

A CHURCH INTERIOR. Seattle, Washington, Seattle Art
Museum, since 1954. Oil on oak. 191 X16! in. (49.6 X
41'9 em.). Inscribed at the lower left comer: Jail de Witte.
A lozenge-shaped hatchment at the right shows the
armorial bearings of the deceased. Severely damaged by
heat exposure in 1962; restored by Modestini 1962/3.
Seattle, 1954, p. 70.
A seated elder and a Protestant congregation are shown in
dIe interior of a great Nordl Netherlandish Gothic church
(probably dating from the fourteenth century), which is
seen across the nave during a sermon. Converted to
Protestant use, the church has a seventeentll-century
wooden pulpit and stalls. Four Baroque brass candelabra

hang from the vaulting. A seventeenth-century organ Witll
shutters is at the upper right. Twelve men, women and
children and two dogs are in the foreground, some turned
toward the pulpit, others toward the spectator.
According to Manke, De Witte took many of tlle figures
in K1988 from those shown in a similar composition (but
with classicizing architecture) painted by him in 1674
(Cologne, Wallraf-Richartz Museum).2 Suida (Seattle,
1954, p. 70) suggested that the man and boy at the lower
right may be portraits of the patron who commissioned
this painting and his son, also noting that De Witte's
interiors are rarely based on that of any specific church.
Three otller paintings of ecclesiastical interiors by De Witte
show architecture close to that of the Kress panel. One of
these Qohannesburg, National Gallery) is dated 1678.3
Although K1988 resembles the interior of several of the
great Dutch Gothic churches, it looks closest to that of the
Oude Kerk of Delft. The panel is very similar to the De
Witte of 1682 (Oosterbeek, J. C. H. Heldring collection),
which is regarded as a radler free interpretation of the
Delft church.4 The Church Interior probably dates from the
later 1670S or early 1680s.

Provenallce: Lady Cosmo Bevan, Dorking, England. Lady
Islington (sold, London, Sotheby's, 20 June 1951, p. 14,
Cat. No. 41-A). Property of the late A. E. H. Digby and
odlers. New York, David M. Koetser 1951. Kress acquisition 1954.
References: (I) See lIse Manke, Emalluel de Witte, Amsterdam, 1963. (2) Manke, op. cit., p. 107, Cat. No. 123, listed
as 'Protestalltisclte gotisclte Kirclte'. The Cologne painting is
reproduced by Manke, op. cit., Cat. No. 133, pI. 77. (3)
Manke, op. cit., Cat. No. 97 (formerly Kassel, Gemaldegalerie); and Cat. No. 98, pI. 72 (Hamburg, Kunsthalle).
(4) P. T. A. Swillens, PieterJallsz. Saeuredam, Utrecht, 1961,
p. 304, Cat. No. 244, fig. 235. The interior also resembles
an anonymous drawing that has been tentatively identified
as the Pieters Kerk at Leyden, ibid., p. 298, Cat. No. 235,
fig. 225.

GERRIT ADRIAENSZ.
BERCKHEYDE
Gerrit Adriaensz. Berckheyde was baptized on 6 June 1638
in Haarlem, where he died in 1698. He was probably the
pupil of his elder brother Job Berckheyde with whom he
shared a house and traveled to Germany. They visited
Cologne and worked in Heidelberg at the court of the
Elector Palatine before returning to Haarlem where the
younger Berckheyde joined the guild in 1660. Berckheyde
painted some landscapes and ecclesiastical interiors but his
major interest was urban views, scenes ofHaarIem, Amsterdam and The Hague. Dated works survive from almost
every year of his career. He worked and reworked his
vistas of Dutch market places, town halls and churches,
often repeating them with little variation, but arriving at a
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quintessential depiction of sun-filled space populated by
diligent, prosperous city folk. The artist was highly
regarded and was praised in the poems of his contemporaries Vondel, Rixtel and Snellinx. Berckheyde has been
mentioned more recently as an influence on Gaspar van
Wittel, and thus indirectly on the Italian vedutisti.1

K

1966 : Figure 134

GROOTE MARKT, HAARLEM. Raleigh, North Carolina,
North Carolina Museum of Art (GL.60.17.69), since 1960.
Oil on uncradled oak. 17! X16! in. (45·2 X42·6 cm.).
Inscribed on back: A. Brolldgeest; also a red seal, possibly
that of the duc de Choiseul. Very well preserved.
Raleigh, 1960, p. 140.
The left third of the composition is occupied by the north
end of the Groote Kerk (St. Bavo) with the market place
of Haarlem in the foreground; a well is at the lower left.
The section of the market shown includes tlle fish stalls at
the north transept of the Groote Kerk; these no longer
exist. In the distance, along the south side of the market
place, is the Town Hall, built in the fourteenth century as a
palace of the Counts of Holland. The Palladian facrade at
the right of the palace was added in 1633 and tom down
c. 1886. To the right of this is the addition to the Town
Hall on the Zijlstraat, built 1620-C. 1630.
The Kress panel was attributed to Jan van der Heyden
(1637-1712) and listed as a Dutch City View in 1771 when
in the collection of the duc de Choiseul. A reproductive
print was made by C. Weisbrod at this time. 2 Smith listed
the panel as a View of the Market at the Hague painted by
van der Heyden with figures by Adriaen van de Velde.3
Waagen also ascribed the panel to van der Heyden in 1854
when it must have been covered by discolored varnish as
he described it of a 'general brown tone'.' The painting was
correctly identified as a view of the market at Haarlem by
Hofstede de Groot who retained Smith's attribution and
suggested it was identical with a painting in the Frans Hals
Museum, Haarlem.5 Shapley (loco cit.) published the panel
as by Berckheyde, observing 'This is typical of tlle town
views which came into favor in Dutch art toward the
middle of the seventeenth century, with Gerrit Berckheyde
as one of their most devoted and successful painters. Gerrit
painted this market place again and again, from various
points of view and always with such precision that we may
trust the accuracy of all details.'
Although Berckheyde executed many views centered upon
the church of St. Bavo and the market place, those compositionally closest to KI966 arc in The Hermitage (signed
and dated 1673) and in the Frans Hals Museum, Haarlem. G
The Groote Markt probably stems from the early 1670S. The
abstract quality of this beautifully preserved panel is seen
again in Dutch twentieth-century art. The extraordinary
precision ofBerckheyde's art suggests that he, like Vermeer,
may have employed a camera obsCtlra.
II
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Provenance: Duc de Choiseul, Paris (sold April, 1772, p. 27,
Cat. No. 79, as by van der Heyden.) Amsterdam, A.
Brondgeest, c. 1827. Baron Lionel de Rothschild, 1854, as
by van der Heyden. Edmund de Rothschild, Exbury,
Hants., 1946. Harry G. Sperling, New York, exhibitedas by van der Heyden, Hartford, Conn., The Wadsworth
Atheneum, A Loa/l Exhibitioll of Fifty Painters ofArcllitectllre,
30 Oct.-7 Dec. 1947, Cat. No. 25, pI. II. New York, F.
Kleinberger and Co. Kress acquisition 1953, exhibitedAllentown, Pennsylvania, Allentown Art Museum, Sevellteenth Celltury Painters of Haarlem, 2 Apr.-13 June 1965,
p. 12, Cat. NO.5, as Berckheyde.
References: (I) For further information on Berckheyde,
see S. J. Gudlaugsson in Killdlers, I, pp. 312 ff.; Neil
MacLaren in National Gallery Catalogue, The Dutch School,
London, 1960, p. 24; E. W. Moes in Tlzieme-Becker, III,
p. 376. (2) ReCtleil d'Estampes Gravces d'Apres les Tableaux
du Cabinet de MOllseigneur Ie Duc de Clloiseul, Paris, 1771,
Cat. No. 76, fig. 76. (3) John Smith, Catalogue raisolllle of
the works of tlte most eminent Dlltch, Flemish and Frellch
Paillters, v, London, 1834, p. 377, Cat. No. 20. (4) Gustav
Friedrich Waagen, Treasures ofArt ill Great Britaill, London,
1854, II, p. 131, in the collection of Baron Lionel de
Rothschild. (5) C. Hofstede de Groot, A Catalogue RaisOllllC
of the works of the most emillellt Dutch painters of the seve/lteelltlt celltury, London, 1927, VIII, p. 353, Cat. No. 81.
(6) See the 1958 Hermitage Catalogue, II, Leningrad, p. 135,
No. 812. Signed and dated: Geritt Berek Heyde 1673, the
Leningrad panel measures 16l X23ft in. It is recorded as
from the Choiseul Collection but its measurements do not
agree with those given in the Choiseul catalogue of 1772.
The Choiseul measurements correspond to those OfK1966.
The Frans Hals Museum painting has slight differences in
the stqffage; the architecture is almost identical. It measures
13 X16 in. and is signed at the lower left Gerret Berek Hey
1671. Frans Hals Museum Catalogue, Haarlem, 1922, Cat.
No. 16.

ADRIAEN VAN OSTADE
Adriaen van Ostade, whose father came from Ostade near
Eindhoven, was baptized in Haarlem in 1610; he died there
in 1685. Ostade joined the painters' guild in 1634, was a
hoofdmall in 1647 and 1661, and dean the following year.
Ostade's art is indebted to Adriaen Brouwer, a student of
Hals in Haarlem. Dated works testify to his sustained
productivity from 1631 to 1683; as many as a thousand
paintings have been associated with his name. Ostade also
produced numerous watercolor drawings and at least
fifty etchings. Seventeenth-century imitations and later
forgeries testify to the continued popularity of his work.
A small number of Biblical scenes and portraits are also
known, but the vast majority of his paintings are genre
scenes of interiors with peasants smoking, drinking or
dancing. Those peopling his early works are almost
caricatures of coarse, drunken, cantankerous village folk
and peasants, seen in a harsh light. About 1640, apparently
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under the influence of Rembrandt, the figure groups become smaller and quieter, bathed in warm brownish light.
In the 1650s, Ostade concentrated more on outdoor scenes,
characterized by brighter colors. Among the painter's
numerous pupils were his younger brother Isack Cornelis
Bega, Jan Steen and Cornelis Dusart.1

ADRIAEN VAN OSTADE
KI989 : Figure 138
THE VILLAGE LAWYER. Allentown, Pennsylvania,
Allentown Art Museum (61.48.G), since 1960. Oil on oak.
141 X IIi in. (37·3 X29·9 em.). Well preserved, but for
some areas to the rear. Inscribed at base of table: A v [in
monogram] Ostade 1655.2
Allelltowll, 1960, p. 124.
Three men in the foreground are grouped round an
octagonal table - with spectacle case, clay pipe, tobacco,
and brazier - in a tavern. A woman and little boy, both
shown from the rear, stand in an archway before a window
in the background. The cap of the reading seated figure at
the left identifies him as a lawyer; he holds a document
with both hands. Opposite, in left profile, is a middleaged man wearing a tall hat and holding a pipe. Between
tllem is a standing man (the innkeeper?), in a red vest,
holding a tankard. An open cupboard at the left has a
Delftware blue-and-white charger on the top; a bagpipe
hangs on the wall at the upper left; a wine jug and tankard
hang from a shelf at the extreme right.
Smith included K1989 in his supplement to Ostade's works,
entitling the panel The Three Neighbors and suggesting
that the figure at the left is a lawyer.a It is listed in Hofstede
de Groot's re-issue of Smith as Three Peasants at au 1UII.4
Shapley (Allelltowll, p. 124) suggested 'tlle marks on the
open cupboard door may record the score of a card game
recently played at the table.' She noted a similar painting
by Ostade in the Louvre dated 1653 which omits the seated
figure at the right.
Despite the somewhat drab interior, Ostade has rendered
the figures in the foreground in rich color close to Jan
Steen's. Mum Dutch art of the period is emblematic, concerned with proverbs; the bagpipe, spectacle case and
smoking accessories may all have some symbolic references.
Another Ostade close to K1989 is dated 1667; the composition was therefore utilized by the painter for over a
decade.1i

Provellance: M. Martini, Paris, 1842. Baron Max von
Goldschmidt-Rothschild, Frankfurt am Main. G New York,
David M. Koetser Gallery, exhibited - Hartford, Conn.,
tile Wadsworth Atheneum, Life ill Seventeellth Celltury
Hollalld, 1951, p. 22, Cat. No. 58, fig. 58 (Lent anonymously). Kress acquisition 1954, from Koetser, exhibited Allentown, Pennsylvania, Allentown Art Museum, Sevcnteellth Celltury Paiuters ofHaarlem, 1965, p. 51, Cat. No. 55.

References: (I) See Louis Godefroy, L'CEuvre Grave de
Adriaell vall Ostade, Paris, 1930; J. Kusnetzov, Catalogue of
Adriaetl vatl Ostade Exhibitioll, The Hermitage, Leningrad,
1960. Much biographical information is given in the
excellent introduction to the latter. (2) The date may be
read as 1656, listed as such in the Hartford exhibition of
1951. (3) John Smith, Supplement to the Catalogue Raisotllle,
London, 1842, IX, p. III, Cat. No. 108. Listed as in M.
Martini Collection, Paris, 1842. (4) C. Hofstede de Groot,
Catalogue Raisotllle of the works of the most eminellt Dlltch
Paillters ofthe Sevellteellth Century, III, London, 1910, p. 243,
Cat. No. 338. (5) Reproduced in the COlllloisseur, CXLlV,
no. 582, Dec. 1959, p. xviii, advertisement of J. Mitchell
and Son, listed as ex coli. Duke of Buccleuch. And exhibited in Frankfurt in 1948 and in Hartford (no date given).
It would seem as though part of the provenance of K1989
had been transferred to the Mitmell panel. (6) This
provenance is given by dealer's bromure. The painting
was not included in the Estate of the Late Baroll Max VOII
Goldschmidt-Rothschild, Parke-Bernet, New York, sold
March and April 1950.

JAN HA VICZ. STEEN
Jan Havicz. Steen was born in Leyden about 1626 and was
buried there in 1679. He is recorded as a student at Leyden
University in 1646. Steen's earliest art instruction is less
firmly documented, but was probably provided by
Nicolaus Kniipfer of Utrecht. He then worked under
Adriaen van Ostade in Haarlem, and at The Hague with
Jan van Goyen, who became Steen's fatller-in-law. In 1648
the artist was one of the founding members of the Leyden
Guild of St. Luke. From 1649 to 1654 he is mentioned at
The Hague. He also lived in Delft (1654-56), Warmond
(1656-60) and Haarlem (1661-70), before returning permanently to Leyden. Steen's father was a brewer; and the
artist continued the family trade as manager of a Delft
brewery from 1654 to 1657. In the 1670S he was active as
an inn-keeper. He served as an officer of the Leyden
painters' guild in 1672-73 and was made dean the following year. Steen's travels and occupations suggest a restlessness and vitality which also cllaracterized his prolific art.
The artist's roguish, Moliere-like wit appears time and
again in his scenes from daily life, the tlleater, and in
depictions of proverbs, in which the artist and his family
are often included. Even Steen's Biblical and mythological
scenes did not escape his irony. The artist's early works
include landscapes with small figures, such as K1987. In his
later paintings, Steen left the boisterous world of taverns
and rollicking family life to depict the quieter, more
elegant surroundings of the upper bourgeoisie. In line with
his subjects, these works are characterized by paler colors,
thinner facture and less crowded composition. His scintillating colour and wit were much admired in early
eighteenth-century France and were revived by such
artists as Gillot and Watteau.1

Refermcc: (I) For further information on Jan Steen see
Abraham Bredius, Jail StcCII, Amsterdam, n.d., I-II;.
William Martin, Jail Stem, Amsterdam, 1954.
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K I987 : Figure I36
GAME OF SKITTLES. Chicago, Illinois, David and Alfred
Smart Gallery, since 1974. Oil on canvas. 25tx32!in.
(64.8 X83'3 cm.). Inscribed in lower left corner: ] S [in
monogram form] teell. Very thinly painted. Relined c. 1925.
Late nineteenth-century labels on back from Metropolitan
Museum of Art and Brooklyn Institute of Arts and
Sciences.1
Seattle, 1954, p. 68.
The side of an inn is shown at the left. A gentleman is
seated on a bench at the extreme left; the proprietress, to
the right, hands him a tankard. She stands by the door, two
children at her side. The gentleman's horse is tended by a
groom at the left. A tree and a well-head are toward the
center. A man stands in the foreground, looking at nine
skittles. A player, bowling ball in right hand, is about to
play. Three peasants are seen at the right foreground,
smoking and drinking. Two conversing peasants are in
the distance. A view of The Hague, seen from the south,
is on the horizon.
Roell and van Gelder are both quoted as finding the canvas
an early work by Steen and identifying the town view
as Leyden. 2 According to Suida and Fuller, the canvas
'definitely shows tile influence of Steen's famed father-inlaw Jan van Goyen, who painted soft Iand- and seascapes
in an essentially gray-green palette. This also shows Steen's
love of genre scenes and the homely activities of the
peasants.' It is viewed as an early painting, unusual in the
breadth of its landscape background. The town in the
background is described as Leyden. 3
Steen's Skittle Players at an ],111 (London, National Gallery),
seen from a different angle to that of KI987, is dated by
MacLaren c. 1662-3.4 The Kress canvas dates probably to
before 1654 when the artist is last reported as residing in
The Hague and may date from the late I640s, still close to
van Goyen.5 The figures at the right suggest the style of
Pieter Quast.

Provellance: Sanford-Dow families, Brooklyn. N.Y., from
c. 1870 until 1942, exhibited - New York, Metropolitan
Museum of Art, lent by Mrs. H. S. Sanford, c.I880;
Brooklyn Museum, lent by Carola Sanford Dow ('The
Homestead', Wakefield, N. H.), 1912-14. New York,
Victor D. Spark, from 1943, exhibited - Hartford, Conn.,
Wadsworth Atheneum, Life in Sevellteemh Century Hollalld,
21 Nov. 1950- 14Jan. 1951, p. IS, Cat. No. 28. New York,
David M. Koetser Gallery. Kress acquisition 1954.

References: (I) See C. Hofstede de Groot, Catalogue Raisolllu!
of the 1V0rks of the IIIOSt eminellt Dutch painters of the seventeellth century, I, London, 1908, pp. 196-8, Cat. Nos. 736-42
for other paintings by Steen of the same subject (K1987 is
not included). (2) Quoted by David M. Koetser, 2/VI/54,
Kress Archive. William E. Suida is quoted by Koetser as
considering K1987 to be the companion piece to a Kermesse
(H. G. Marquand) lent to the Metropolitan Museum which
is reproduced opposite p. 124 in the HudsOIl-FlIltOll Cele-
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bration catalogue (W. R. Valentiner, New York, 1909). (3)
Seattle, 1954, p. 68. (4) Neil MacLaren, The National Gallery
Catalogues, The Dutch School, London, 1960, p. 401, Cat.
No. 2560. (5) For example, sec van Goyen's View of The
Hague (The Hague, Gemeente Museum, 1934 catalogue,
Cat. No. 164). Horst Gerson ('Landschappen van Jan
Steen', KllIlsthistorische Mededeelingell, III, 1948, pp. 511£)
related a series of Steen's paintings (in the late I640s), in
whidl landscape plays an important role, to K1987. He
noted the influence of Utrecht masters in these paintings
several of which show similar elements to KI987. The
Hague view identified by Myra Orm, assisted by the
topological service at the Rijksbureau.

JAN HAVICZ. STEEN
K2I8S : Figure I37
'Sao DE OUDEN SONGEN'. Allentown, Pennsylvania,
Allentown Art Museum (6I.60.G), since 1960. Oil on uncradled oak. 171 X23t in. (44'1 X60·6 em.). Inscribed at
lower left corner, the monogram: JS teen. The metal
bell hanging from the ceiling is inscribed sao D OVDE
('As the old [sing, so tile young pipe]'). This is the beginning
of a popular Netherlandish proverb illustrated several
times by Steen and by earlier painters.1 Well preserved.
AllelltolVn, 1960, p. 128. Reproduced in color in Natiollal
Geographic Magazille, cxx, December 1961, p. 823.
Seventeen figures are shown in a tavern-like setting; at the
left a bass shawm leans against a wine or beer barrel with a
jug above; an old woman sings from a music sheet held in
both hands; a smiling girl stands at her side; a bearded
elder in rich garb raises a rum glass with both hands; a
young bagpiper is to the right with a serving maid (seen
from the back) at an open cupboard. A smiling baby holds
a pipe seated on the lap of her motller who holds a vessel
in her left hand, her breast prepared for nursing. A seated
man is to the right. A smiling violinist stands on a chair in
the background next to the inscribed ivy-entwined bell
hanging, with two bird cages, from the ceiling. A group of
three elderly people are to the extreme right near the
fireplace. A boy playing a recorder stands in the right
foreground with a hurdy-gurdy player. A laughing boy,
with a spaniel to his right, points toward the instrument.
A speelpijp (bass shawm) is at the left. A boy smoking a pipe
Witll a brazier is in tlle central foreground near a girl with
her lips on the spout of a pewter beer pitcher. The Dutch
word for a beer pitcher's spout is a pijp, that for smoking
pipe is rookpijp, the bagpipe was known as a pijpzakkell,
the recorder is also a form of pipe. Thus almost all the
young figures are engaged with pipes in one form or
another while the old folks sing or play, providing a visual
play on the proverb: So de ouden singen, so pijpeu de jongell'. 2
Smith (IV, p. 16, Cat. No. 151) included the painting in his
Steen Catalogue raisollne, noting that ' ... a great variety
of objects contribute to enrich the composition of this
excellent picture.' Waagen found 'The peculiar humor of
tlle master appears in full measure in some of tllcse figures,
especially in the organ man; on the other hand, the
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vulgarity is here and there too exaggerated, especially in
the f.1t baby. In point of solid and careful execution, however, the picture is a first-rate specimen of his art.'3 Van
Westrheene's Steen monograph entitled the painting Ulle
Compagllie joyeuse.4 The canvas was reproduced in
Bredius's Steen monograph.s Hofstede de Groot listed tile
painting in his catalogue raisonne. G The influence of the
Flemish master Jacob Jordaens upon Steen was suggested
by Martin, who pointed out that J ordaens's renderings of
Twelfth Night (close in subject and composition to K2185)
must have impressed the younger master. The painters
could have met whenJordaens was in The Hague working
.during 1649-51 on the decorations for the Oranjezaal at the
Huis ten Bosch.? According to Shapley (AllelltolvlI, p. I28),
'Two paintings of the subject in the Mauritshuis, The
Hague, show members of the artist's family and actors in
the scene, and figures in our painting resemble some in
those two closely enough to suggest that in this also
members of Steen's family may have served as models.
The date is probably c. 1668, the year inscribed on a much
larger painting of the subject in the Rijksmuseum,
Amsterdam. '
Steen is known to have been a music-lover; the fiddler
resembles a Self-Portrait (Amsterdam, Rijksmuseum) and
.another Self-Portrait showing him playing a lute (Lugano,
Thyssen Collection). 8 The chronology of Steen's works is
not clear. Stechow has noted that relatively few of the
'Smaller works, on panel, arc dated, suggesting this may be
.due to the fact that the artist considered them less important
than tile larger works on canvas. There is very considerable
.difference in color between large and small versions of the
'same composition. 9 The Kress panel corresponds in several
.details to tile larger canvas of the same subject by Steen
.dated 1668 (Amsterdam, Rijksmuseum). The girl on the
floor in the foreground is shown standing in the Amster.dam painting, holding the tankard toward another smaller
standing girl. Many of the other models are the same,
although the composition is less elaborate in the Amster.dam painting than that of K2185. The composition of the
Kress panel combines two subjects often painted by
Jordaens as pendants, especially between 1638 and 1640:
Twelfth Night (The King Drinks) and Soo de Oudell SOllgetl.10
Steen also followed Jordaens in using members of his own
family as models for these subjects. The Kress panel shows
Steen's mastery of an extraordinarily rich, complex use of
.color with many subtle variations in hue. The mood of
the panel stems from Merry Compallies of Buytewech and
his circle; the free-flowing brushwork may have been
partially inspired by Hals. The complex fusion of gaiety
and melancholy in this panel is peculiarly appropriate to
the theme, which has references to the Memellto Mori.
Watteau's artistic achievements about forty years later
'Would be untlunkable without such masterful precedents
.as this panel.

Provellallce: M.le Chevalier Francottay (sold, Paris, 20 Feb.
1816, pp. 10-I2, Cat. No. 24), as Scetle familiere. M. Ie
-Chevalier Erard, Chateau de la Muette, Boulogne. John
Smith, London, 1828 (purchased by him from the above),
.as The HlITdy-Gurdy Player. Baron Verstolk van Soelen,

The Hague, 1833. Heris de Bruxelles, Paris, 25 Mar. 1841.
Lord Overs tone, London, exIubited - Manchester, Art
Treasures of the Uuited Killgdom, Loall Exhibitiotl, 1857,
p. 59, Cat. No. 770. Sir Robert James Lloyd-Lindsay,
Baron Wantage, London, Catalogue (1905), p. 154, no. 220,
as Twelfth Night, exhibited - London, Guildhall, 1892, Cat.
No. 107, as Tlvtlfth Night; London, Dowdeswell Galleries,
A Loall Exhibitiotl of Pictures by Jail Steell, May-June 1909,
p. 19, Cat. No. 31, lent by Lady Wantage, as Hurdy-Gurdy
Player- 'Soo de Qudell .. :. Inherited by tllC Earl of
Crawford and Balcarres in 1920, exIlibited - Leyden, Jan
Steen ExIlibition, 1926, Cat. No. 35. D. Katz (de.11er),
Dieren, Holland, 1936. Mr. and Mrs. D. Birnbaum, Ten
Cate, exhibited - New York, M. Knoedler and Co.,
Dutch Masters of the Sevellteetlth Cetltury, 5-24 Feb. 1945,
Cat. No. 16; Pittsburgh, Pa., The Carnegie Institute,
Pictures ofEveryday Life Genre Pailltillg ill Europe, 1500-1900,
14 Oct.-12 Dec. 1954, Cat. No. 40, lent by David Bingham,
Hartsdale, New York. New York, Schaeffer Galleries.
Kress acquisition 1957, exhibited - Washington, D.C.,
National Gallery of Art, Art Treasures for America from the
Samllel H. Kress Collectioll, 10 Dec. 1961-4 Feb. 1962, Cat.
No. 88; Allentown, Pa., Allentown Art Museum,
Sevellteetlth Celltury Paillters of Haarlelll, 2 Apr.-13 June
1965, p. 66, Cat. No. 74.11

Referellces: (I) The proverb appears inJakob Cats's Spiegel
vall de OIule etI de llielllVe Tijd (1632) on p. 26 of the 1658
edition. Sec also P. J. Harrebomce, Spreekwoordellboek der
Nederlalldsche Taal, Utrecht, 1858, I, p. 364, no. 200; II,
p. 156. (2) For tIus imagery in Steen's art see D. Bax,
Hollalldse etI Vlaamae Schilderkullst ill Zuid-Afrika, KaapstadPretoria, 1952, p. 56. Musical instruments in K2185
identified by Susan Thiemann and Emanuel Winternitz .
(3) Supplement to Gustav Friedrich Waagen, Treasures ofArt
ill Great Britaitl, London, 1857, pp. 143-4. (4) T. van Westrheene, Jail Steetl, Etude sur l'art ell Hollallde, The Hague,
1856, pp. II5-16, Cat. NO.7!. (5) A. Bredius, Jail Steell,
Amsterdam, n.d., I, pI. 19. (6) C. Hofstede de Groot,
Catalogue Raisoll/uf ••. , I, Paris, London, Esslingen a.N.
1908, p. 34, Cat. NO.9!. He listed fifteen examples of the
subject. (7) W. Martin, Jail Steell, Amsterdam, 1954, pp.
29-30. The Kress panel is on p. 82, Cat. No. 66. (8) Reproduced Martin, op. cit., figs. 1,2. (9) Wolfgang Stechow,
Jan Steen's Merry Company', Allell Memorial Art Museum
Bulletill (Oberlin College, Ohio), XV, 1958, pp. 91-100,
esp. pp. 94-5. (10) For such works see Michacl Jaffe,
jordaells, The National Gallery of Canada, Ottawa, 1968,
pp. 180-9, Cat. Nos. 64-7. (II) K2185 was not in the
Swalmius or Leers Collections as previously stated by
Hofstede de Groot (op. cit., I, p. 34). It does not conform
witIl the measurements of paintings described in vague
terms and possibly identifiable as the Kress panel.

PIETER HENDRICKSZ. DE HOOCH
Pieter Hendricksz. de Hooch (also spelled de Hoogh) was
baptized in Rotterdam on 20 December 1629. His death
date is unknown, but cannot be before 1684. According to
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Houbraken, de Hooch was trained with Jacob Ochtervelt
in Nicolaes Berchem's studio, presumably at Haarlem. In
1653 the young artist was employed as servant and painter
by Justus de la Grange, a cloth merchant in Delft and
Leyden. Dc Hooch married at Delft in 1654 and entered
the guild there the following year. In the early I660s he
moved to Amsterdam where he may have remained until
his death. Genre scenes of soldiers and tavern life such as
were painted in many Dutch centers arc thought to be
among de Hooch's earliest works. His first dated paintings
(of 1658) represent courtyards and interiors with a few
figures. Characterized by a precise rendering of narrowly
confined exteriors and interiors, with glowing blues, reds,
and yellows, these views provide an eloquent statement of
the intimacy, security, and serenity of middle-class
domesticity. Such paintings are closely related to those of
Vermeer, who, more likely than de Hooch, was the
innovator in this Delft style of the I650s. Much remains
uncertain, however, including the contributing roles of
Carel Fabritius, Nicolas Maes and Gerbrandt van den
Eeckhout. The move to Amsterdam brought about a
change in de Hooch's patronage and a subsequent weakening of his style. The depictions of more crowded, opulent,
and gloomy interiors, which arc typical of the I660s and
I670s, stand in marked contrast to the crystalline images of
the Delft period. l

K2120 :

Figure

139

NURSING MOTHER AND CHILDREN IN AN INTERIOR.

San Francisco, California, M. H. De Young Memorial
Museum (61.44.37), since 1955. Oil on canvas. 26§ X
21Ps in. (67·7 X55·5 cm.). Inscribed on foot warmer below
seated woman: P. d Hooch. Some abrasion toward the
right. 2
Sail Frallcisco, 1955, p. 26. Reproduced in color in National
Geographic Magazine, CXXI, December 1961, p. 853.
A seated woman in fur-lined garb with a suckling baby is at
the right comer of an interior illuminated by light from a
window. To the left a seated little girl feeds a dog at the
hearth of a fireplace where a large pot hangs above the
flames. Two rows of figured tiles and a carved wooden
pilaster arc at the right of the fireplace Witll a fringed
hanging above. Three white Delftware chargers arc on the
mantlepiece with a rumglass. A trivet and a birdcage hang
to the right. A mirror (?) is at the extreme right above a
cupboard.
VaIcntiner compared K2120 with de Hooch's The Good
Housewife (Amsterdam, Six Collection) dated 1663 and
with earlier interiors by the same master in Karlsruhe and
the Wallace and Widener Collections.3 He suggested the
influence of the young Vermeer upon such paintings as the
Kress canvas.4 Bricre-Misme also compared tlle painting
with the Wallace Collection de Hooch.o A date of c. 1663
was suggested by Valentiner for K2120. 6 The importance of
Vermeer was stressed by van Thienen for the close viewpoint of the Kress canvas. 7 The San Francisco catalogue
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(p. 26) related the painting to de Hooch's Lady at her
Needlepoint with her Child (Minneapolis Institute of Arts).
Valentiner's suggested dating of c. 1663 is accepted and the
canvas described as 'typical of Pieter de Hooch's early
Amsterdam period, generally considered his best.'8 K2I20
was described by Seymollr (p. 154) as showing 'all the
prosaic paraphernalia of a middle-class interior ... given
a touch of poetic value by the sensitive handling of effective
light in which de Hooch was second only to his one-time
rival in Delft, Vermeer'.
This painting probably dates from the later I660s or the
early 1670s. The same models and interior were shown in
several of the artist's works. The figure of the nursing
mother presents a Maes-like monumentality rarely encountered in de Hooch's art.

Provellance: Ronald Brakespeare, Henley, Oxon, England.
New York, M. Knoedler and Co., 1916, exhibited - New
York, Knoedler, Loan Exhibitioll of Dlltch Masters of the
Seventeenth Centllry, 16-28 Nov. 1925, Cat. No.6.
Katherine Deere Butterworth, Moline, Illinois (sold New
York, Parke-Bernet, Oct. 1954, p. 26, Cat. No. 29, as
'Woman Nursing her Child'). N ew York, Frederick Mont.
Kress acquisition 1955, exhibited - Washington, D.C.,
National Gallery of Art, Exhibition of Art Treasllres For
America from the Samllel H. Kress Collation, 10 Dec. 1961 4 Feb. 1962, Cat. No. 45.
References: (I) For the life and works of Pieter de Hooch,
see Wilhelm R. Valentiner, Pieter de Hooch (Klassiker der
Kunst series), Stuttgart-Berlin, 1930; Neil MacLaren, The
Dlltch School, The National Gallery Catalogues, London,
1960, p. 183. (2) A reproduction of K2120 in Valentiner,
op. cit., pI. 71, shows the vessel at the right with a handle;
there appears to be a vine above the bird cage. Both of
these areas were presumably damaged and these details
added to obscure this. (3) Valentiner, op. cit., pIs. 69, 58,
70, 59. (4) Valentiner, 'Pieter de Hooch', Art ill America,
xv, 1926, Part I, pp. 45-64, esp. p. 61. Listed in Part 2,
1927, p. 76 as in New York private collection. (5) Clothilde
Briere-Misme, 'Tableaux inCdits ou peu connus de Pieter
de Hooch', Gazette des Beallx-Arts, 5th ser., xv, 1927,
pp. 361-80 and XVI, pp. 51-79, 258-86. (6) Valentiner,
1930, op. cit., pI. 71, p. 276. He also suggested that the
canvas might be identical with C. Hofstede de Groot's
no. II (Cataloglle .•. , Paris, 1908, I, p. 479) which measured
28 X22 in., and according to de Groot, was in the Van
Loon Collection (Amsterdam) in 1825 and then owned by
one of the French Rothschilds. (7) F. R. van Thienen,
Pieter de Hoogh (Palet Serie), n.d., p. 41, listed as De
ZlIigeling. (8) It is erroneously stated that the Wallace
Woman Peeling Apples is dated 1663.

PIETER CLAESZ.
Pieter Claesz. was born in Burgsteinfurt in Westphalia in
eitller 1595 or 1597. He died in Haarlem in 1660. At the
time of his marriage in 1617, Claesz. was recorded in
Haarlel11 as a painter. His son Nicolaes, born in 1620, was
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also a painter, adopting the surname Berchem. The earliest
dated work ofPieter Claesz. is from 1621 (West Monkton,
Somerset, coIl. Mrs. E. C. Francis), when, according to
Houbraken, he was already known as a still life painter.
His early phase is marked by considerable experimentation
within the earlier Haarlem 'banquet piece', into which he
introduced atmospheric quality to unify the composition.
Increasing simplification and reduction of color culminate
in the near monochromatic 'breakfast pieces' of the 16305,
evolved by Claesz. and Heda (1594?-1679/82). In his later
years, Claesz.' s brushwork lightens, and the color contrasts are less restrained. His last dated work is from 1660.1

PIETER CLAESZ.
K

1967 : Figure 141

STILL LIFE. Columbia, South Carolina, Columbia
Museum of Art (62.37.18), since 1962. Oil on uncradled
oak. 15! X21t in. (40 X55·3 cm.). Inscribed with the
artist's monogram: PC, with 1658 just below, above upper
right comer of table. Customs stamps on back. Very well
preserved.
Columbia, 1962, p. 140, Cat. No. 48.
A table partially covered by a white cloth, with scattered
nuts and berries, is seen against a neutral background. It is
set with a rumglass, at the upper left, and a tall narrow
flute-like wine glass, a spray of red currants between them;
a roll, a bone-handled knife and twisted paper of pepper
are on a pewter plate at the left; blue and white Oriental (?)
dishes are at the center and at the extreme right; the latter
filled with strawberries and upon a pewter plate. A third
pewter plate, at the center, has a large crab on it; a pewter
salt is at the upper right.
According to Contini Bonacossi (Columbia, p. 140, Cat.
No. 48), 'This characteristic still life belongs to the mature
and best period of the painter. On the rather limited space
of the table is a varied collection of things typical of
practically all of Pieter Claesz.'s paintings, though often
differently arranged.'
Although Claesz. is usually grouped with masters of
monochromatic still life painting, the Kress panel, from his
late phase, is painted in strongly differentiated, bright
colors. K 1967 is almost identical in composition with a
panel in the Alberto Saibcne Collection (Milan) signed
with Claesz.'s monogram and dated 1648.2 Despite its
dependence upon a work executed a decade earlier, K 1967
was painted with great verve, three years before Claesz.'s
death.

Prol'etJallce: Alphonse de Steurs. D. and N. Katz Gallery,
Dieren, Holland. New York, F. Kleinberger and Co.
Kress acquisition 1953.
References: (I) See N. R. A. Vroom, De schilders van het
monochrome banketje, Amsterdam, 1945, and Ingvar

Bergstrom, Dlltch Still Life Painting, London, 1956, p.
114-23. (2) See Federico Zeri, Trenta Dipillti Alltic"i della
Collezione Saibene, Milan, 1955, pIs. 44-5.

ABRAHAM HENDRICKSZ.
VAN BEYEREN
Abraham Hendricksz. van Beyeren was born in 1620 or
1621 in The Hague and died in Overschie (near Rotterdam)
in 1690.1 He was married in Leyden in 1639. The next year
he returned to The Hague where he joined the painters'
guild and in 1656 was one of tlle founding members of tlle
Cotifreria Pictllra. In 1657 he joined the guild in Delft. Van
Beyeren moved back to The Hague in 1663, to Amsterdam
in the early 70S, and by 1674 was established in Alkmaar.
The final move to Overschie took place in 1678. Van
Beyeren, today ranked among the greatest of Dutch still
life painters, seems to have received little recognition
during his lifetime, a fact which may well explain his
continued uprootings. His paintings brought low prices
and he exerted little influence on his contemporaries.
Houbraken makes no mention of him in De groote
Schouburglt. Van Beyeren painted numerous types of still
life: fish pieces; breakfast and banquet pieces; game pieces
and vases of flowers. Pieter de Putter, a painter of fish still
lifes, who was related to the artist through van Beyeren's
second marriage in 1647, is thought to have been his
teacher in the marine genre. Landscape backgrounds in
some of the early compositions point to the work of Jan
van Goyen. The series of banquet pieces, 'Bancketkens',
to which the Kress painting belongs, were apparently
inspired by those ofJan Davidsz. de Heem, who sought a
similar effect of abundance in the depiction of fruit and
lobsters with opulent vessels and curtains. Van Beyeren's
brilliant color in such depictions is in marked contrast to
that of his more subtle, sombre fish pieces. In this departure
from the monochromatic, the artist is typical of Dutch
painters at mid-century but his loose brushwork and the
restless movement of his surfaces stand apart from the usual
Dutch contemplation and concern for detail.

K

1986 : Figure 140

BANQUET PIECE. Seattle, Washington, Seattle Art
Museum (D37/D4687.1), since 1954. Oil on canvas. 41! X
45 in. (105.4 X 114·4 cm.). Signed on table ledge at extreme
left: ADF. Relined and restored c. 1925; very well preserved.
Seattle, 1954, p. 64. Reproduced in color in Fetes de la
Palette, Thanksgiving 1962 - Twelfth Night 1963, Isaac
Delgado Museum of Art, New Orleans, on cover and
pI. 59.
A slab partially covered with a rich purple velvet, goldfringed cloth (covered in turn by a smaller white one) is in
an interior witll an arched opening at the upper right. A
window with a raised green curtain is at the upper left
beyond which sky is seen. The table is crowded with
precious objects and luxurious comestibles including crab
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on a dish at the left, glaceed foods in a blue and white
Oriental style bowl at the center,2 a partially peeled orange
in the foreground on a rich, scalloped silver plate;
pomegranate, shrimp and oysters at the right; an orange
and a lemon slice on a footed salver at the upper right; an
elaborate nautilus cup on its side (a merman at top and
bottom),3 a silver repousse dish with grapes, figs and peaches
at the center placed upon a wicker basket. A silver coffee
pot (a reflection shows the artist's studio with van Beyeren
at his easel) is at the left near a rum glass and two delicate
Fafoll de Vellise wineglasses. This still life refers to the
concept of Vanitas - the futility of earthly riches in view
of the eternal verities - indicated by the open watch
prominently placed at the center foreground of the composition. 4 The watch is tellingly juxtaposed with an open
pomegranate symbolizing fecundity, regal power and
concord. The fallen nautilus cup, together with the empty
stone niche, also indicate transience and the sepulchral.
The Kress canvas was attributed by Scharf to Jan Weenix
in 1890; presumably the monogram at the left was obscured at the time. 5 According to Fuller, 'Nothing typifies
the prosperity of 17th century Holland more than some
of the still life paintings portraying with amazing realism
and detail, as in this instance, a complexity of luscious
foods and objets d'art. In this great tour de Jorce the artist to
show his skill selected a vast variety of textures to depict,
from the complex interior of a verge watch to the open
oyster with its pearl. No problem was too difficult, from
the pearly nautilus shell in its Baroque gold mounting to
the half-filled glasses and the gleaming silver ewer reflecting
the room's interior. Many of the items such as the Chinese
blue-and-white porcelain bowl are from his own studio,
for the same objects in successive arrangements can be
recognized in other paintings by van Beyeren.'6 Bergstrom
noted that van Beyeren's first-known Banquet-Piece
(Munich, Alte Pinakothek) signed and dated 1653 includes
the same nautilus cup and tazza (which are earlier in date
than tlle rest of the silver), two silver dishes and the watch
of K1986. Several of the same props reappear in a
signed canvas dated 1654 (ex colI. Frits Lugt) and in one
dated 1655 (Worcester, Mass., Worcester Art Museum).7
This opulent, splendidly orchestrated still life is partly
rooted in tlle Flemish tradition. Its theatrical presentation,
with the raised curtain at the left, suggests Rubensian
origins, removed from tlle more austere approach of the
North Netherlands. Still lifes such as these follow the
approach ofJan Davidsz. de Heem (1606-83/4) who, born
in Utrecht, spent much of his life in Antwerp, where his
magnificent stilllifes were influenced by the art of Flanders.
By including himself and his studio (reflected in the coffee
pot) van Beyeren places his art with the earthly vanities and
the senses of taste, touch and sight. Predominantly a
painter of fish and marine subjects, van Beyeren was
especially drawn to the nautical associations of the silvergilt cup with its merman and seashell motif; Kalf, a
contemporary master of the same genres, was also fond of
including a nautilus cup in his banquet pieces.
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Provenance: Duke of Bedford, Woburn Abbey, Bedfordshire, listed as by Jan Weenix, p. 267, Cat. No. 431 in a
Descriptive alld Historical Catalogue oj the Collection oj
Pictures at Wobl/Ttl Abbey, by Sir George Scharf, London,
1890. Sold in London, Christie's, 19 Jan. 1951, p. 5, Cat.
NO.7. New York, David M. Koetser. Kress acquisition
1954, exhibited - Washington, D.C., National Gallery of
Art, Exhibitioll ~f Art Treasures For America from the Samuel
H. Kress Colleetioll, 10 Dec. 1961 - 4 Feb. 1962, Cat. No.8.
New Orleans, Louisiana, Isaac Delgado Museum of Art,
Fetes de la Palette, 1962-3, Cat. No. 18.
References: (I) E. W. Moes in Thieme Becker, III, p. 570.
Ingvar Bergstrom, Dlltch Still-life Painting, London, 1956.
S.J. Gudlaugsson, in Kindlers, I, p. 432. (2) For the inclusion
of Oriental ceramics in Dutch painting see A. I. Spriggs,
'Oriental Porcelain in Western Paintings, 1450-1700',
Transactions oj tlte Oriental Ceramic Society, 1964-5,
1965-6, pp. 73-87. (3) For seventeenth-century nautilus
cups close in style to the one in K1986 see Th. M. Duyvene
de Wit-Klinkhamer 'Een Rotterdamse Nautilusbeker',
Bulletill Museum Boymat's, Rotterdam, V, 1954, pp. 93-9.
(4) For the Vanitas theme, see Charles Sterling, Still-life
Painting from Antiquity to the Presmt Time, Paris, 1959,
pp. 50-6. (s) Sir George Scharf, A Descriptive and Historical
Catalogue oj the Collection oj Pictllres at WobuTtl Abbey,
London, 1890, p. 267, Cat. No. 431. (6) William C. Suida
and Richard E. Fuller, European Paintings and Sculpture from
the Samuel H. Kress Collection, Seattle Art Museum, 1954,
p. 64. (7) Bergstrom, op. cit. Note 1 above, fig. 199, p. 239,
for the Munich painting; fig. 198, p. 238, for the Worcester
Museum canvas. The cup and coffee pot are both shown
in a van Beyeren still life once owned by Arthur Kauffmann, 21 Grafton Street, London, reproduced in the
advertising supplement of tlle Bllrlingtott Magazine, XCIV,
Dec. 1952. They are both included with several of the
other props of K1986 in another canvas (S. Larsen-Menzel
Collection, Wassenaar, reproduced in Meester TVerkell Hit
vier Eellwell, 1400-1800, Rotterdam, Museum Boymans,
25 June-IS Oct. 1938, p. 61, fig. 91, Cat. No. 56). The
coffee pot is also seen in a banquet piece of 1654 (Rotterdam,
Boymans-van Beuningen Museum) reproduced by Jakob
Rosenberg and Seymour Slive, Dutell Art and Architecture:
1600-1800, Baltimore, 1967, pI. 168B.

MELCHIOR DE HONDECOETER
Melchior de Hondecoeter (born in Utrecht in 1636 and
died in Amsterdam in 16951) was descended from a long
line of artists. His fatller painted landscapes and ornithological subjects; his uncle was Jan Baptist Weenix, tlle
Italianate master. Melchior studied with his father; in 1659
he entered the painters' guild in The Hague. By 1663 the
artist settled permanently in Amsterdam. His earliest
surviving signed and dated work is Dead Fish it' a Bucket
of 1661 (Brunswick, Herzog-Anton-Ulrich-Museum).
Hondecoeter's oeuvre consists of game pieces and landscapes with exotic birds, often in series and planned for a
specific decor. Some of these paintings have an anecdotal
quality, signifying their illustration of proverbs. Many
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signed and dated works from 1661 to 1686 exist, though
little stylistic change is evident. The subjects are carefully
observed and painstakingly detailed.

MELCHIOR DE HONDECOETER
K M-I :

Figure 142

PEACOCKS. New York, New York, Metropolitan
Museum of Art, since 1927. Oil on canvas. 74i X 53 in.
(190'2 X134·8 cm.). Inscribed: MDHoetldecoeter Ao 1683
at the right above vine leaves. In 1956 the canvas was
cleaned at the Metropolitan Museum of Art and a white
crane at the extreme left was uncovered; since only half the
bird was shown it was over-painted at an unknown date
lest the canvas (which is complete all around) be regarded
as fragmentary. \Vell preserved.
Bulletill oj the Metropolitall MuseulII oj Art, XXIII, 1928,
pp·9 1- 2 •
A large peacock and peahen are perched on the ledge of a
formal, somewhat dilapidated structure. A flight of steps
to the rear has a pair of urns at the bottom. A sunflower
blooms at the upper right, a swallow and other birds are
at the upper left, and a turkey on the ground below. A
squirrel and a SOUtll American monkey are in the foreground surrounded by grapes, peaches, a melon and otller
fruits and nuts.
The Kress canvas may have belonged to a series of wall
panels such as tllOse owned by the Earl of Aylesford
(Packington Hall, Warws.) and the Marquis of Exeter
(Burghley House, Stamford, Leics.). Birds and animals
similar to those of KM-l are included in many of
Hondecoeter's works in tllls genre from the early 1670S
onward. A monkey exactly like the one in KM-l is in a
canvas signed and dated 1685 (London, Collection Earl of
Crawford and Balcarres). The composition is extremely
close to the same artist's Peacocks alld Ducks (London,
Wallace Collection).2 The autumnal fruits, sunflowers,
swallows and fallen masonry may suggest a reference to
the tIllrd season, but Hondecoeter includes many of these
elements without any specific programmatic intent.

Provellallce: Rome, A. Contini Bonacossi. Kress acquisition
1927·
ReJerellces: (I) For furtller biography and bibliography see
Eduard Plietzsch, HoIliindisc/le tIIld jliimisc/le Maler des XVII
Jalzr/lllllderts, Leipzig, 1960, pp. 159 ff.; Killdlers, III, pp.
295-8 (by H. W. Grohn). (2) See Wallace Collection
Catalogue, Pictures and Drawings, London, 1968, p. 151,
Cat. No. 1'64.

NICOLAES MAES
Born in Dordrecht in 1634, Maes died in Amsterdam in
1693. Maes was in Rembrandt's studio toward the middle
of the century and may also have been active in other

Amsterdam ateliers, but the early works are distinctly
Rembrandtesque. It is also possible he worked in Delft,
since aspects of Carel Fabritius's art are evident in Macs's
first surviving dated paintings of genre subjects executed
upon his return to Dordrecht in 1654-55. According to
Houbraken, Maes went to visit Jacob Jordaens in Antwerp
in 1665, resulting in a great change in the Dutch artist's
style. From the 1660s onward Maes began to concentrate
on portraiture. He remained in Antwerp until 1678 and
then returned to Amsterdam. 1

ReJeretlce: (I) W. R. Valentiner, Nicolaes Maes, BerlinLeipzig, 1924.

KII34: Figure 145
PORTRAIT OF A LADY. Columbia, South Carolina,
Columbia Museum of Art (62.37.17), since 1962. Oil on
canvas. 471 x391 in. (II9'7 X99'3 em.). Inscribed within
an oval on ledge at left: MAES 1682. The head and hands
are very well preserved; some loss of glazes in table
covering. Relined and restored by Pichetto in 1939;
restored by Modestini in 1962.
Columbia, 1962, p. 137, Cat. No. 47.
A seated, elderly Dutch bourgeoise is shown approximately
life-size to just below the knee, her right arm resting on a
covered table. She wears a black lace cap, diamond pendant
earrings, a gauzy scarf, and a silk dress Witll a purple bodice
and a black skirt with white under-sleeves. The sitter is
placed in a palatial setting framed by a curtain. An opening
at the left reveals a stormy sky.
The portrait was first published by Waagen who described
it as a work by Maes 'singularly fresh and artless in conception, and of great power of color'.l KII34 was included
in Hofstede de Groot's catalogue of Maes's works. 2
According to Contini Bonacossi 'this portrait belongs to
tlle late period of the artist when, already famous, he
received many commissions from the rich Dutch bourgeois
who liked his bright colors and his skillfulness in catching
the features of his sitters. As has been said, elderly ladies
were portrayed by Maes better than any other subject.
This cannot be doubted when we consider the natural look
of tIlls imposing wife of a rich merchant of Amsterdam,
in all her self-assured poise, conscious of her place in society
and of the wealth of her family - the latter displayed in her
oversized earrings, and bright rings.' 'The sitter, however,
is a woman who knows work and hard living. Her strong
features, quiet look and heavy hands tell a story of the
battles and victories oflife, even as she poses for her portrait
by a famous painter, surrounded by all tlle outward aspects
of conquered splendor. Velvets and laces, precious stones
and fancy dresses cannot disguise her habit of command or
soften a personality ready to summon everybody to her
rule, both in her fanlily and the family business.'3 Held
compared the pose of this sitter to that of a lady in a Maes
portrait signed and dated 1676.4
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Maes's realistic presentation of the sitter is somewhat discordant with the rather summarily rendered palatial
interior (in the North Italian manner) that is used as a
backdrop. The lady's lace hat may perhaps have been added
at a later date to hide her extremely high hairline.5 The
jewelery is painted with very sharp definition and is
possibly the work of a studio assistant; it may also prove
a somewhat later addition.

Provenallce: Howard Galton, 'Hadzor', near Droitwich,
Worcestershire, exhibited - Manchester, Art Treasures of
the Ullited Killgdom Collected at Mallchester, 1857, p. 55,
Cat. No. 700. William Beattie, Glasgow (sold, London,
Christie's, Property of H. R. H. the Prill cess Royal • •. the
Late William Beattie oj Glasgow, 18 July 1924, p. 17, Cat.
No. 80). New York, John Levy Galleries, exhibitedIndianapolis, Indiana, John Herron Art Institute, Dutch
Pailltillgs, Etchillgs, Drawillgs, De1Jtware of the Sevellteenth
Celltllry, 27 Feb.-II Apr. 1937, Cat. No. 40. Kress acquisition 1938, from Levy, exhibited - San Francisco, Golden
Gate International Exposition, Masterworks ofPive Cellturies,
1939, p. 50, Cat. No. 82. Dayton, Ohio, Dayton Art
Institute, I Dec. 1939-8 Apr. 1940. New York, World's
Fair, Masterpieces ofArt, Catalogue ofEuropean alld American
Pailltillgs 1500-1900, May-Oct. 1940, p. 78, Cat. No. 105.
Washington, D.C., National Gallery of Art, 1943-62.
R~rerellces:

(I) Gustav Friedrich Waagen, Treasures of Art
in Great Britaill, III, London, 1854, p. 221. (2) Cornelis
Hofstede de Groot, Catalogue Razsollll/! of the Works oj the
Most Emillellt Dlltch Paillters ill the Sevellteenth Century, VI,
London, 1916, p. 586, Cat. No. 494. (3) Alessandro Contini
Bonacossi, Art oj the Renaissance frolll the Samuel H. Kress
Collectioll, Columbia Museum of Art, 1962, p. 137, Cat.
No. 47. (4) Julius Held, Catalogue, Museo de POlice, Pailltings
of the European alld American Schools, Ponce, 1965, p. 108.
(5) A portrait by Maes of Sarah Ingelbrecht(Jan Bialostocki,
Malarstwo europjskie zbiorach polskich 1300-1800, Warsaw,
1955, pI. 281) dated 1679 (Hofstede de Groot, op. cit.,
no. 456) shows a sitter with a similar coiffure without the
black lace coi£ However, a Maes Pamily Group (Cambridge, Mass., Fogg Art Museum) includes such a covering.

K 141 :

Figure

143

PORTRAIT OF A GENTLEMAN. Lawrence, Kansas, The
University of Kansas Museum of Art, Kress Study Collection, since 1960. Oil on canvas. 231 XI8i in. (60·4 X
46.7 em.). Relined and restored by Pichetto in 1932.
Restored by Modestini in 1960. Much abraded, small
losses throughout.
The Register of the Museum ~r Art, Ulliversity of Kansas,
March, 1960, p. 33.
A standing middle-aged man is shown to mid-thigh,
wearing a wig, a long blue-black jacket, a white stock and
a long, brown velvet drapery (a house-gown?). He rests his
right hand on a parapet at the left and his left hand on his
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hip. Billowing red drapery is shown behind him with sky
and trees to the right. K141 is a pendant to a Portrait of a
Lady (K 142).

K 142 :

Figure

144

PORTRAIT OF A LADY. Lawrence, Kansas, The University
of Kansas Museum of Art, Kress Study Collection, since
1960. Oil on canvas. 231 X 18i in. (60·4 X46·7 em.). Relined
and restored by Pichetto in 1932; restored by Modestini in
1960. Better preserved than its pendant (KI41); the major
areas of loss are in the left eye, forehead, left shoulder;
other small losses.
The Register of the Mllsellm of Art, Ulliversity of Kallsas,
March 1960, p. 33.
The lady stands against a parapet at the right, in the
fashionably deshabillt! attire of the mid-1670S. She wears a
mauve-colored loose gown over a white shift with lace at
the neck, her hair in long curls. She has pearl drop earrings
and a necklace of large pearls and is seen against red
draperies with open sky and trees to the left.
In 1938 Friedlander wrote that K141 and K142 were painted
by Nicolas Maes c. 1670.1 The Kansas catalogue noted that,
in these depictions of an aristocratic Dutch couple, Maes
turned from the influence of Rembrandt to fashionable
French portraiture.2 Burroughs related K142 to Maes's
portrait of the wife of Admiral Binkes (New York,
Metropolitan Museum of Art).3
KI42 is close to a portrait by Maes signed and dated 1676
(Ponce, Puerto Rico, Museo de Arte}.4 Maes's combination
of an elega~t, classicizing portrait formula with vestiges of
Dutch reahsm from the first half of the century presents,
in K141, a harbinger of British portraiture of the second
half of the eighteenth century. Late works by Maes, the
Kress canvases show his awkward emulation of foreign
clements which initiated the provincial phase of Dutch art.

Provellallce: M. A. Preyer (sold Amsterdam, Muller and
Co., 8 Nov. 1927, p. 4, Cat. No. II). New York, American
Art Association (sold, from the Collection of a Swiss
Nobleman, as Portrait of a Nobleman and Portrait of a
Noblewomall, Cat. Nos. 44, 45, ex colI. Hohenzollern),
22 Jan. 1931. Kress acquisition, exhibited - Indianapolis,
Ind., John Herron Art Institute, Dutch Pailltillgs, Etchillgs,
Drawings, De1Jtware of the Sevellteemh Celltllry, 27 Feb.I I Apr. 1937, Cat. NO.4!.
Referellces: (I) Kress Archive, Nov. 1938. (2) The Register
of the Museulll ojArt, University of Kallsas, Mar. 1960, p. 33.
(3) Notation of mid-1930s, Kress Archive. (4) Julius Held,
Catalogue, Pailltings of the Europeall and American Schools,
Museo de Arte de POllce, I, 1965, p. 107, fig. 74.
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ARAGONESE MASTER c.
[Nicolas Solana]

century, by Post.3 Gaya Nuno found the Solana attribution
dubious.' Six scenes from the life of St. Peter in a private
Valencian collection tentatively attributed to the Solana
workshop by Leandro de Saralegui have been proposed by
the latter as having possibly formed the predella ofKlss2.
He accepted the Solana attribution for the Kress panel.s
Both Jose Gudiol and Robert Quinn have doubted Post's
views, the former dating KISS2 earlier than Solana's
oeuvre, prior to 1402.6

1400

KIS82 : Figure 148
ST. PETER. Birmingham, Alabama, Birmingham Museum
of Art (6 I. II 5) since 1959. Tempera on pine; on extensively
tooled gold background with an arcade built up in gesso
at the top. The key, originally executed in silver leaf, has
darkened due to oxidation. Center section: 74k X34i in.
(ISS'3 XS7'3 em.). Left section: 74 xd in. (ISS,O X
II'S em.). Right section: 741 xd in. (IS9'2 X II'S em.).
Scroll held by figure at lower left inscribed: aba kllc profeta
['Habakkuk prophet']. Extensive losses throughout. Blisters
secured, center panel and those at sides cradled in 1945;
many vertical splits or joins; restored and in-painted by
Modestini in 19S5/9.
Birmingham, 1959, p. 30.

The unusually archaizing style in which St. Peter is shown
is in dramatic contrast with that of the fashionable,
sophisticated tooled gold background, much used c. 1400.
The almost Romanesque delineation of the saint's features,
togetller with the curious rendering of the feet, suggest
that KISS2 may have been modeled upon a panel of the
fourteenth century or one even earlier in date. Perhaps the
artist drew upon a popular cult image. 7 The style of this
panel is not in accord with Solana's.

The over life-size figure of St. Peter is seen frontally, his
head turned to the right, holding a key over his right
shoulder and a book raised in his left hand. He is placed
against a gold background elaborately tooled with a motif
of leaves and flowers. The floor is depicted as inlaid in a
Mozarabic pattern. Four male and four female standing
saints and prophets appear to the left and right. At the left
from top to bottom are: (I) A female saint in red robe and
dark blue mantle; the gold leaf, probably restored, covers
her right hand and whatever it may have held. (2) St.
Anthony of Padua, wearing the old gray Franciscan habit
and holding a book and flower, presumably his lily of
purity. (3) St. Mary Magdalen in her characteristic red
robe, holding a vessel. (4) The prophet Habakkuk in
violet-red, holding a scroll and some sort of vessel, perhaps
alluding to his miraculous feeding of Daniel (apocryphal
Daniel 14:33-9). At the right from top to bottom are:
(I) A male martyr in red-violet robe and green mantle,
holding a palm and a book. (2) A female saint in scarlet
robe and green mantle, holding a shallow bowl (Lucy?).
(3) St. Paul, characteristically bearded and balding, in green
robe and red mantle, holding a book. (4) A deacon in a
blue-gray dalmatic over a white alb; gold leaf, probably
restored, covers the right hand (Vincent of Saragossa,
Spain's principal martyr? Stephen? Lawrence?) KISS2 was
probably the central member of a large altarpiecepossibly flanked with additional scenes from the life of
St. Peter.:!

Provenance: Said to have been in the Madrazo Collection,
Madrid. 8 Baron Raoul de Kuffner, Di6szegh, Hungary.
New York, Paul Drey Gallery. Kress acquisition 1945.
References: (I) A similar series of vertical side panels (Post,
2, fig. 2S4) flank a seated St. Peter with Papal Tiara by
the Langa Master (Berlin, Buchen Collection). The figures
at the sides of Arnaldin's signed Sauta Qlliterfa (Barcelona,
Collection Mateu) are close in style to those similarly
placed in KISS2. Reproduced by Jose Gudiol, Pintllra
Gatica (Ars Hispalliae, IX) Madrid, 1955, fig. 132. See also
Pedro Serra's Pentecost Retable of 1394 (Colegiata di
Manresa), p. 76, fig. so in Gudiol. (2) For the form in
which KISS2 may originally have appeared sec Edward B.
Garrison, Italian ROmatlesqlle Panel Painting, Florence, 1949,
pp. 154-6. The life-size standing figure seen against an
elaborately tooled gold background with arcade in relief
above is widespread in Spanish art of the later fourteenth
and early fifteenth century. See Post, v, Appendix, p. 305,
fig. 94. (3) Post, VIII, 2, p. 663, fig. 307. For additional
information on Solana, see Post, V, p. 310; VII, 2, p. Sao;
X, p. 323 (where he seemed to express some doubt concerning his Solana attribution for KISS2); XII, 2, p. 604.
Gudiol, op. cit., p. 164, may be referring to KISS2 when
he included a depiction of St. Peter in addition to a retable
devoted to that saint (Musco de Maroca) as influenced in
style and concept by the art of Solana and Juan de Levi.
(4) Gaya Mllio, p. 306, Cat. No. 266S. (5) Leandro de
Saralegui, 'Miscelanea de Tablas Ineditas', Arcltivo Espaiiol
XII,

The Kress panel was attributed to Nicolas Solana or Benito
Arnaldin, Aragonese painters active in the early fifteenth
ISS
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de Arte, XXVIII, 1955, pp. 323-38, esp. p. 324, pIs. I and 2.
Post, XII, 2, p. 606, accepts the Saralegui proposal. (6)
Letter of 14!VI!63. (7) The face and feet may be based
upon a coarse adaptation of the art of such figures as
Guido da Siena (see the altar frontal with the seated St.
Peter, Siena, Pinacoteca) and Bonaventura Berlinghieri
(the St. Francis Retable of 1235, Pes cia, S. Francesco). (8)
Many nineteenth-century members of this family were
prominent as artists and museum officials.

MASTER ACTIVE IN ARAGON
First Half of X V Century
[French Painter c. 1420]
K 1994. K 1995 : Figures 150-I
THE RESURRECTION; CHRIST ApPEARING TO TUE
MAGDALEN. San Francisco, California, M. H. De Young
Memorial Museum (61-44-27, 61-44-28), since 1955.
Mixed technique on panel (soft wood) with finely tooled
gold ground; the backs coated with gesso. Some of the
armor of K1994 executed in silver lea£ K1994: 40! X19! in.
(102'9 X49'5 cm.). K1995: 401 XI91 in. (102'5 X49'5 cm.).
San Francisco, 1955, p. 22 [French painter c. 1420]. KI995
reproduced in color Seymour, p. 19, pI. 14.
Sarcophagus lid shown with incised kufic script to suggest
Hebrew lettering, as is the halo of the Magdalen. K1994/5
transferred to masonite with poplar veneer in 1952 by Suhr,
who cleaned and restored both paintings. Some losses, most
notably in area behind Magdalen's head and face and neck
of Christ in K1995; large loss along right side of Christ's
leg including ankle and part of calfin K1994. Broad borders
on the original supports indicated that the panels had large
engaged frames.
KI994 shows the Resurrection {Matthew 28:6).1 Christ,
facing right, wears a voluminous red robe, his left leg over
the side of the vertically placed sarcophagus. Christ is
about to leave the tomb, grasping a banner cross (the same
as in K1995) in his left hand, raising his right in benediction.
Blood streams from the lance wound in his side and from
his raised, punctured hand. Three clusters of red foliate
forms are laid over his elaborately tooled halo, shown
again in K1995. Seated on the sarcophagus lid, an angel
celebrates the Resurrection by playing a lute. Four sleeping
soldiers surround the tomb. 2 The one at the extreme right
holds a lance with a banner showing a basilisk. A cityscape
appears at the upper right with a centurion (Longinus?)
at the gate. A lance-bearer follows a pack animal at the
right, where a stag emerges from the woods. In K1995 the
standing figure of Christ, in pink drapery, holding a banner
cross, is shown turning to the left, looking down toward
the kneeling Mary Magdalen {Mark 16: 9 and Jolm 20: 17).3
She is in left profile, in a red cloak, her arms raised toward
Christ, to touch him. The Magdalen's attribute, an ointment jar, is placed between her and Christ.4 Both she and
Christ have elaborately tooled gold haloes; that of Christ
has the same three foliate elements as in K1994. The garden
of Gethsemane has a trellis of pink and white roses in the
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background, and a wooden gateway at the upper right.
The rose is commonly associated with divinity and heaven;
strawberries are often included with the Virgin and Child.
Many of the other flowers, including violets, carnations,
and daisies, are linked with healing and hence with Christ as
Savior.5 Few of the plants in the Kress panels are executed
with precision. The tri-partite halo of Christ probably
refers to the Trinity.
Suida (Sail Francisco, p. 22) described K1994/5 as by a
French painter of the first quarter of the fifteenth century,
relating their style to Les Trcs Belles Retires dll Duc de Berry
{Brussels, Bibliothcque Royale, c. 1402} and to Les Grandes
Reures de Rohall {Paris, Bibliotheque Nationale, c. 142o-5}.
He noted the Sienese origin of the panels' punched patterns,
pointing out that this form of decoration was widespread
in the south of France. 6 Suida related the rose hedge of
KI995 to one in the Madonna with the Strawberries (Switzerland, Solothurn, Museum) and the profile of the Magdalen
to that of the angel in a small Amllltlciation (Switzerland,
Winterthur, Oscar Reinhart Collection). Raising the
question whether the Kress panels were painted by a French
or Swiss artist, Suida wrote 'This Franco-Swiss relationship
was part of the formation at the beginning of the fifteenth
century of the so-called International Style - better called
supernational- in the region of the upper Rhine and
Burgundy. Our two panels are important examples of the
supernational style, but seem predominantly French in
character' {San Francisco, p. 22}. According to Larsen, tlle
panels are early fifteenth century in date, belonging to the
International Style and probably painted in Burgundy. 7
Seymour (p. 18) noted that K1994/5 are closely related to
the School of Avignon and 'could have been produced in
Switzerland or even Bohemia as patently to our eyes as in
France. Influence from Italy is nevertheless present. The
Magdalen, for example, is quite clearly taken from Duccio's
kneeling figure from tile Noli /lie tangere of the Maesta.' It
has been proposed by Musper that the compositions of the
Kress panels originated in Burgundy. He dated them
c. 1420. 8 The possibility of a Bohemian origin has also been
raised by Pierre Rosenberg. o
The artist of K1994/5 brings together many aspects of the
art of the fourteenth and early fifteenth century in Europe.
As noted by Suida and others, the panels have distinctly
Italianate qualities. The treatment of the tree in K 1995
suggests the art of Bohemia; other floral details point to
that of the Netherlands, France and Germany. Despite the
references to the elegance and delicacy of the International
Style, K1994/5 have an expressionistic emphasis which,
although seen in other parts of Europe, notably in the
Rohan Master's oeuvre, is most common to German and
Spanish art. Spain, especially its Mediterranean coast, was
unusually open to the art of all Europe, and seems the
logical area for tlle execution of these panels. Many painters
active tllCre in the fourteenth and fifteenth centuries
originated in Northern Europe and refined their art in
France before working in Spain. The 'stylistic' biography
of artists such as the Master of St. George and Andres
Marzal de Sas, active in Catalonia, seems close to that of
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the Kress master. The Kingdom of Aragon, which in the
early fifteenth century included Valencia, Perpignan, and
Catalonia, is a likely location for the execution of the Kress
panels. Although the individual components of K1994/5
are near 1400 in date, their somewhat naive assemblage
argues for a considerably later date.10 In such an artist as
the Master of Schoppingen, these same ingredients are
employed well into the second halfofthe fifteenth century.ll
The author of the Kress panels may well have been a contemporary of Nicolas Frances, the first master of the
International Style in Leon. Although his oeuvre is based
upon that of Paris, of c. 1400, he continued working in
this manner until his death in 1468.12
The simplified, plastically undifferentiated, linear style in
both panels suggests a predominantly Spanish mode, seen
in the works of many Aragonese masters who based their
style primarily upon a modification of French sources. The
exquisite gold tooling and punching of K1994/5 is often
seen in Spanish art, brought there by craftsmen trained in
the Sienese tradition. The use ofkufic script is common in
Spain. Botanical inexactitudes in plant depiction also point
away from Northern Europe. An additional argument for
the Iberian origin of the Kress panels may be found in the
unique device of a music-making angel on the tomb lid.
Such iconographical innovation is a characteristic of art in
Spain, which, in its relative isolation, is freed from conformity with strictly observed traditionsP The prominence
of the Magdalen suggests that she may have played an
important role in a lost central panel or sculptural sectionperhaps the Crucifixion. As the outer sides of K1994/5
were never painted, the panels must have been stationary.

Provellallce: Private collection, Valencia. Frederick Mont,
New York. Kress acquisition 1954. Exhibited- Washington, D.C., National Gallery of Art, Exhibitio/J oj Art
Treasures Jor America from the Samuel H. Kress Collectioll,
10 Dec. 1961-4 Feb. 1962, nos. 28 and 29.
Referellces: (I) For the iconography of the Resurrection, see
Reali, II, 2, p. 546; K1994 belongs to his Category III. He
noted that this form originated in France but in later times
is seen primarily in Germany. However, there are early
Spanish examples such as the retable by Pero Lopez de
Ayala, Chicago Art Institute, of 1396 (Post, II, fig. 126) and
a panel by Luis Borrass:! (Valencia, CoIl. Montortal).
These were observed in conjunction with K1994/5 by Mrs.
Arnold Strauss. (2) According to Dr. Helmut Nickel, the
soldier behind the tomb holds an imaginary elaboration of
a pole-axe; the one at the left end of the tomb wears a
kettle hat and holds a shield whose form originated in
Spain C.1250, but which is found throughout Northern
Europe thereafter. His badelaire resembles both a sword
and a guisarme. The sleeping soldier in the foreground
wears a helmet with a hinged noseguard typical of the early
fifteenth century; he has a composite bow. The soldier at
tile far right edge is in a pointed basillet typical of c. 1400.
(3) For the iconography of tile Noli me tallgere, see Reali, II,
2, pp. 556-8. See also Pallojsky, I, pp. 22-6. (4) According
to Parker Lesley, this may be of gilded leather. Such

vessels were made in Spain of 'cuir bouilli' c. 1400-25.
(5) For the properties of these plants, see Lottlisa Behling,
Die Pjlallze ill der lIlittelalterlicllell TaJelmalerei, Weimar,
1957. (6) See Mojrnlr Frinta, 'An Investigation of Medieval
Italian and Non-Italian Panel Paintings', Art Bulletill, XLVII,
1965, pp. 261 ff.; p. 264, n. 20, points out it was also very
current in Spain. (7) Erik Larsen, 'The Samuel H. Kress
Collection of the M. H. De Young Memorial Museum',
Apollo, LXI, 1955, p. 174. (8) H. T. Musper, Gotisclle Malerei
Itordlich der Alpell, Cologne, 1961, p. 267. (9) Noted by
Edwin F. Carter, Curator of Paintings at the M. H. De
Young Memorial Museum. (10) This is especially evident
in the placement of the Magdalen in such close proximity
to the tree. It may be that the artist was referring to her
embracing the cross, but it is more likely that he simply
re-applied this formula to a new context. (II) See Theodore
Rensing, Der Meister von Schoppillgell, Munich, 1959, p. 72.
(12) See Jose Gudiol, La Pilltllra G6tica (Ars Hispalliae, IX),
Madrid, 1955, pp. 229-30. Two associates of Frances, Juan
de Burgos and an unknown follower who executed the
Massacre oJthe Inllocellts (Triptych of St. Clare, Tordesillas;
Gudiol, op. cit., p. 232, fig. 203), are close to the Kress
panels. (13) Any form of musical accompaniment celebrating tile Resurrection is highly unusual; it is found in the
panel of this subject by a follower of the Master of Saint
George at Santa Maria del Mar (Post, VI, 2, fig. 237).

LUIS BORRASsA
The outstanding artist of the International Style in Spain,
active in Catalonia between 1380 and 1424, Borrassa had
many followers, one of whom may have executed K195.1

Circle of LUIS BORRASsA
K

I95 : Figure I46

ALTAROFST.JOHNTHBBAPTIST. San Diego, California'
Fine Arts Gallery (32: 57), since 1932. Oil on panel, with
textile pattern incised on gold background. 86 X88 in.
(218·4 X223·5 cm.). Inscribed on halo of St. John the
Baptist: SANT: JAU: BATISTA. An oval sticker on the
back printed: Hedel et Cie.
All five panels were cradled and extensively restored in
1932 by Pichett02 ; the upper side panels are cut down at
the top, changing their original rectangular format to a
curved one. The rectangular section at the top of the
central panel appears to be a later addition. Most of the
molding comprising the present frame of K195 is of
recent origin.
John the Baptist is shown standing against a gold background, his halo and morse raised in relie£ Seen frontally,
he turns left, pointing with his right hand to the tiny lamb
with a nimbus and banner cross held in his left. The
Baptist wears a rich sacramental cope over his goat- or
camelskin robe. His bare feet are placed on verdant ground.
At the upper left, the birth of the Baptist is shown (Luke
I: 57). His mother has an octagonal halo. Immediately
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below, he is depicted preaching, with hands in a rhetorical
gesture. The figures at the lower left may be Pharisees and
the lawyers who refused to comply with Baptism Oohn
I : 24-8}.3 One holds a book; they seem to be in dispute.
At the upper right, the Baptist rebukes Herod {Mark 6: 18;
Luke 3: 19}. At the lower right, the head of the Baptist is
presented to Herod {Mark 6:28}. The central section refers
to John I :29, 'The next day he saw Jesus coming towards
him, and said "Behold the Lamb of God who takes away
the sins of the world" '. John is shown as a priest, to stress
his role as Baptist, initiator of the Sacrament.'
K195 was attributed by Mayer to a master of the Catalan
School, probably a pupil of Luis Borrassa, active c. 1419.5
Post placed K195 close to the Master of the Retables ofSS.
Felix and Andrew at Torralba de Ribalta {Zaragoza}. G He
suggested that the altarpiece was ordered for a church in
the western region of Aragon, noting the stylistic links
between K195 and paintings at Amento (near Torralba).
He argued for an Aragoncse rather than a Catalan origin
for K195, due to the emphasis upon the central figure, the
style of the brocade mantle, and the tooling of the background. Gudiol believed K195 to be by the Master of
Lanaja. 7
The present sequence of the panels may be the original one,
but the possibility of a different order cannot be discounted.
The altarpiece must originally have included a Baptism,
probably located above or below the central image. K195,
in its original state, may have resembled a retable of1415-20
(Paris, Musee des Arts Decoratifs) by Borrassa in which a
Crtlcijixioll is placed immediately above tlle central panel. 8
There may also have been additional scenes to the left and
right. The central panel is executed in a formal, hieratic
ma1111er, in contrast to those at the sides. These, dealing
with narrative subjects, are heavily influenced by FrancoBurgundian depictions of tlle same subjects from the late
fourteentll and early fifteenth centuries. The Catalan
master OfK195 may well have seen such works in Spain or
France, as tlle period in which he worked was marked by
an unusually free interchange of artistic currents known as
the International Style.

Provellallce: Kress acquisition 1932 from an unknown source,
possibly Walter P. Fearon Galleries, New York.
Referellces: (I) See Jose Gudiol, Borrassa, Barcelona, 1953.
(2) A photograph at the Kress Archive shows the back of
K195 before Pichetto's cradling, when it had traces of gesso
and a very old cradling done in a zig-zag form with
additional cradles screwed on at a recent date. (3) The
scene may refer to Luke 3: 12-13, where the saint tells the
tax collectors to collect no more than their due. (4) Reali,
II, I, pp. 438-9. Although such a depiction of the Baptist
goes back to early Christian times (Rave1111a, Throne of
Maximian), it was especially popular throughout Europe
in the late fourteentll and early fifteenth centuries. See the
panel of the standing saint at Rodenas, attributed by Post
to the circle of Pedro Nicolau and Andres Marzal de Sas
(Post, v, J934, p. 288, fig. 84). (5) Certificate by August
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Liebmann Mayer of 14/VU/26, Munich, copy in Kress
Archive. (6) Letter of 21 May 1932, to Mr. Poland. Post,
IV, 2, p. 633. Gaya Nlliio (p. 90, Cat. No. 41) followed
Post's views. (7) For this master, see Post, VIII, 2, pp. 663-72.
See also Gudiol, Pilltllra Gotica (Ars Hispalliae, IX), Madrid,
1955, p. 87. (8) Gudiol, Borrassa, op. cit., figs. 147-54.

JAIME CIRERA
Active in Catalonia, the artist belonged to the circle of
Luis Borrassa. His works are documented from 1425 to
1452. First mentioned as a painter in Solsona, Cirera was
described in 1431 as being from Barcelona.1

KISS3 : Figure 147
CRUCIFIXION. Denver, Colorado, Denver Art Museum
(E-947), since 1954. Tempera and gold leaf on linden; in
original engaged frame with pi1111acles. 351 X31 in.
(89·6X78·7 em.). J'1Scribed: INRI above cross, and SPQR
on ba1111er behind centurion. Punched and incised haloes
and background. Some damage along bottom edge;
restoration in areas of splits or joins. Cradled in 1949;
restored by Modestini in 1951 and 1954.
Deliver, 1954, p. 54, Cat. No. 23.
The Crucifixion is shown taking place against a gold background with a rocky terrain to the left and right; groups of
Roman soldiers are at either side. Longinus is at the left
with the lance, his hands folded in prayer, looking up at
the dead Christ. The centurion is at the right, raising his
arm toward Christ. The mourning St. John the Evangelist
stands in profile in the right foreground. Three holy
women support the mourning Virgin at the left.
According to Post, the Kress panel is extremely close to
another Crtlcijixioll by Cirera in the Retable oj St. Michael
alld St. Johll the Baptist at San Lorenzo de Morunys. He
described K1583 as 'surely by the master himself and by
tlle master at the best of whicll he was capable.'2 According
to Gudiol, the Kress panel was painted by Cirera c. 1435;
he compared it to the Cirera Crtlcijixioll at the Museum of
Vich. 3 The Cirera attribution is accepted by Gaya Nuno.'
Several otller almost identical Crucifixions ascribed to
Cirera or his shop survive. K1583 is in the late International
Style, based for the most part on Tuscan sources. Such
Florentine painters as tlle Master of the Bambino Vispo
and DelIo Delli may have contributed to Cirera's approach.
The ogee-arched panel was originally a pinnacle above the
major central subject of an altarpiece.

Proven alice : KI 583 is said to be from the' Madrazo Collection, Madrid'. Many members of this family were extremely prominent in tlle arts, as painters and collectors.
Baron Raoul de Kuffner, Dioszogh, Hungary, by the
1930S. New York, Paul Drey Gallery. Kress acquisition
194 8.
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Referellces: (I) Post, II, pp. 348-55; IV, 2, pp. 538-40; V,
p. 276; VI, 2, pp. 534-8; VIII, 2, pp. 604-8; x, pp. 304-6.
(2) Post, IX, 2, p. 753. (3) Letter of 7/XI/40. (4) Gaya Nuno,
p. 135, Cat. No. 605.

RETAsc6N MASTER
Active in Arag6n in the first quarter of the fifteenth
century, this artist is named after a retable dedicated to the
Virgin in a side chapel of the church of Retasc6n near
Daroca, Zaragoza. He may have been a student of Andres
Marzal de Sas. The latter is distinguished by his extremely
individualistic, mannered approach to the most courtly of
Northern European art of the early fifteenth century. The
large oeuvre of the Retasc6n Master is characterized by
figures with extremely attenuated proportions, tiny necks
and large heads.1

K 1712 :

Figure

149

ANNUNCIATION.Denver, Colorado, Denver Art Museum
(E-948), since 1954. Mixed technique on pine. 47 X25! in.
(119·4 X65·8 em.). Inscribed on speech scroll held by
Annunciatory Angel Gabriel: [A]VE MARIA GRACIA
PLENA BENEDICTA TU I[N] (Luke 1:28). Losses of paint
surface at upper left, and in the Virgin's blue garment due
in part to an inadequate preparatory layer. Cradled and
restored by Modestini 1951-4.
Denver, 1954, p. 56, Cat. No. 24.
The Annunciation (Luke 1 :28) is depicted within a complex, stage-like setting reminiscent of the study in which
St. Jerome is often shown in the early fifteenth century.2
A tiny oil-lamp is suspended overhead. Mary kneels, her
hands folded in prayer, facing to the left, where the archangel Gabriel kneels holding the annunciatory speech
scroll. Her pose anticipates that of the Madonna of
Humility. The lilies in the pot at the center, as well as the
laver hanging at the extreme right are emblems of Marian
purity.3 God the Father is surrounded by cherubim and
seraphim at the upper left. He holds an orb and raises his
hand in benediction as, at tlle moment of the Incarnation,
the tiny figure of the Holy Ghost flies from him toward
Mary.'
K1712, according to Post, belongs with six other panels;
all seven come from a dismantled retable: 5 The Birth oj the
Virgin (Port Sunlight, Lady Lever Gallery), The Expllisiou
oj Joachim (probably a pinnacle, New York, Bickerton
Collection), The AlIlIIlIlciatiolt to Joachim (probably a
pinnacle, Valencia, Marquesa Benicarl6 Collection), The
Meeting at the Goldeu Gate (Barcelona, Muntadas Collection), The Presentation oj the Virgin (Pittsburgh, Dr. Walter
R. Hovey), The Betrayal (Barcelona, Muntadas Collectionhere the figure scale differs from the panels above). The
lyricism and carefully observed details of the Alllltlltciation
were noted by Gudiol as characteristic of the Retasc6n

Master. 6 The Kress panel and the others in the series are
far more intricate and elaborately conceived than are their
corresponding subjects in the Retasc6n Retable. The altar
to which KI712 belonged is closer in style to the spatial
treatment found in the most advanced manuscript illuminations of France and the Netherlands in the early fifteenth
century than is the Retasc6n Retable, which represents a
later phase of the master's art.

Provenallce: Said to be from a private collection near
Bordeaux, France. Jacques Seligmann, New York. Kress
acquisition 1950.
References: (I) Post, IX, pp. 768 ff. (2) For the complex
references contained within K1712 see David M. Robb,
'The Iconography of the Annunciation in the Fourteenth
and Fifteenth Centuries', Art Bul/etin, XVIII, 1936, pp. 480526; Reali, II, 2, pp. 174-94. (3) Reali, II, 2, pp. 183-4.
(4) See William S. Heckscher, 'The Annunciation of the
Merode Altarpiece - An Iconographic Study', Miscellanea
Jozef Dllverger, Ghent, 1968, pp. 37-65. (5) Post, IX, 2,
pp. 768-72. (6) Jose Gudiol, Pilltura Gatica (Ars Hispalliae,
IX), Madrid, 1955, p. 164 (listed as Private Collection,
U.S.), fig. 138, p. 173.

FERNANDO GALLEGO
A major master of tlle school of Salamanca, Fernando
Gallego's documented activity begins in 1468, when he
was painting at the Cathedral ofPlasencia.1 A triptych of
tlle Virgin alld Child Ellthrolled with Sts. Andrew alld
Christopher (Salamanca, Museo Diocesano) is thought to be
an early work. Like most of Gallego's oeuvre, it is deeply
influenced by Netherlandish and German masters, especially
those active in the 1450S and 60S. In 1473 he contracted to
execute six retables for the Cathedral of Coria, all of which
are lost. Between 1478-90 he and his studio executed the
panels for the altar of San Lorenzo at Toro (central panel,
Madrid, Prado), and he directed the execution of the huge
retable for the Capilla Major of the Cathedral of Ciudad
Rodrigo, of which almost all surviving panels are now in
the Kress Collection. Approximately contemporary with
the Kress panels is the retable painted for the church of
Santa Maria at Trujillo. Gallego's utilization of Northern
sources was recognized by the artist's early biographer,
Palomino, who described him as belonging to the 'School
of Albrecht Durer'. Since then the influence of Robert
Campin, Conrad Witz, Roger van der Weyden, Bouts,
Colin de Coter, Schongauer and others has been noted. 2
Although a Nortllern European journey has been postulated
for Gallego, he could have acquired great familiarity with
Northern art in Spain where many painters from the
Netherlands, Germany, and France were active, and where
their work was also imported in quantity. The artist may
have first been associated with the studio of Jorge Ingles,
whose assimilation of Northern sources is close to
Gallego's. Northern European prints provided Gallego
with models for his compositions, which are often clearly
derived from the works of Schongauer and his con-
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temporaries. Judging by the many commissions for vast
retables received by Gallego, the artist must have had a
considerable atelier to execute these multi-paneled altar
pieces. Probably between 1496 and 1506 Gallego worked
on a retable with scenes from the Life of Christ for the
Cathedral at Zamora. Now in the church at Arcenillas,
many of the Zamoran panels closely resemble those of the
Ciudad Rodrigo Altar. Gallego is last recorded in 1507
when he was painting the fresco of the Library of the
University of Salamanca together with Pedro de Tolosa.

FERNANDO GALLEGO and Assistants
K2005-K2030 :

Figures

152-77

Panels from the CIUDAD RODRIGO
RETABLE
(Individual panels are catalogued below.)
The first description of the Ciudad Rodrigo Retable was
given by Cabanas, who also transcribed the inscription,
now lost, which appeared at the base of the altar. Dated
1480-88, the inscription gave the names of the Chapter
members who commissioned the retable. 3 Ponz related
that the High Altar or 'Retablo Major' of the Cathedral of
Ciudad Rodrigo had an inscription dating its inception
1480 and its completion in 1488.4 According to Quadrado,
the painted retable was replaced by a silver tabernacle
which disappeared during the Napoleonic Wars. He
described the Ciudad Rodrigo paintings as 'beautiful
panels which are now dispersed throughout the cloister',
called attention to their miserable state of preservation and
listed their subjects as scenes from the Life of Christ.s
Among the first scholars to associate the Ciudad Rodrigo
retable with Fernando Gallego was Robinson, who
attributed the Resurrectioll (K2026) to him and noted the
influence of the Master of Flemalle (Robert Campin}.6
This proposal was accepted by Herbert Cook, the owner
of the Retable, who suggested that two other artists were
also employed upon its manufacture and dated the work
c. 1480, stating that only the Resurrectioll (K2026) was by
Gallego himsel£7 The number of artists participating in
the painting of the retable was increased to four in the
Abridged Cataloglle ofthe Pictures at Doughty House, Richmond,
where the painter 'who executed the greatest number .••
is believed to have been Fernando Gallego'. It is suggested
that the completed altarpiece was fifty to sixty feet high
and about twenty-five feet wide. 8 Bertaux identified three
artists employed on the retable: Gallego; a painter he
called the 'Maitre aux Armures'; and a third un-named
master. To the first he gave twelve panels, including the
Last Judgemellt (K2027), and to the second, the Resurrectioll
(K2026). Bertaux saw Gallego as working in a manner
parallel to that of Colin de Coter. o Mayer stated that
perhaps a member of the Gallego family participated in
the painting of the Ciudad Rodrigo Altar. He noted that
the various masters employed on the retable all belonged
to the circle of Gallego. He assigned twelve panels to
Fernando Gallego. Mayer accepted Bertaux's 'Maitre aux

Armures', relating his oeuvre to that of Conrad Witz.10
Beruete y Moret ascribed the retable to several artists,
among them Gallego and the 'Maitre aux Armures', dating
the altarpiece around 1480.11 In 1914 Bertaux listed the
predella panels of the retable as authentic works by
Fernando Gallego.12 When the paintings were shown at
Burlington House, Holmes noted that several masters
other than Gallego were involved.l3 According to Mayer,
Gallego's many students sought to out-do their master in
realism. In this connection he cited the artists of the Ciudad
Rodrigo Altar, the painter of the St. Barbara Altar
(Salamanca Cathedral) and others.14 Sanchez Cant6n
suggested that the original size of the altar was sixty feet
high by twenty-five feet wide. He lists twenty-nine panels
as having survived, of which twenty-five [sic] were in the
Cook Collection. IS Von Loga cautioned against attempting
to separate the different hands employed upon the. painting
of the Ciudad Rodrigo Retable, described by him as bearing the style of Gallego himself, but with considerable
unevenness in execution, often within the same panel. He
is the first to state that the original altarpiece must have
had many more than the surviving panels. 16 G6mezMoreno and Sanchez Cant6n noted that, while the retable
showed the style of Gallego, it was largely a workshop
product. They pointed out the decidedly Germanic as well
as Flemish influences on Gallego.n According to Post, 'It
is not impossible that Fernando [Gallego] was responsible
for some little work upon the monument, but the style of
one pupil so largely predominates that the retable should
be catalogued as an expression of this pupil's personality.
... The "Maitre aux Armures" is ..• to all intents and
purposes, the author of the whole altarpiece. The retable
is stamped with the various trademarks of the general style
that was promulgated by the Gallego atelier' .18 Gudiol
regarded the retable as a product of the Gallego workShOp.19 When Mayer restudied the altar in 1942, he
abandoned any attempt to identify narrowly the different
hands, only isolating the Witz-like 'Maitre aux Armures'
as the principal hand and detecting the influence of
Schongauer on The Way to Calvary (K2023}.20 Gudiol
described the Ciudad Rodrigo Retable as the first of
Gallego's major altarpieces. He stressed its mannered
qualities, attributing this to either Gallego's development
or, more probably, to the influence ofhis three collaborators
(Francisco Gallego, Maestro Bartolome, Pedro Bello). The
artist strove to unite expressive, dramatic qualities with a
search for naturalism; also present is an intense, decorative
stylization and powerful narrative.21 The retable is
attributed by Gaya Nuno to the workshop of Gallego
with the very considerable participation of Fernando. This
author suggested that one of the masters may have been
Pedro Bello. In the same year Gaya Nuno published a
reconstruction of the original appearance of the altar (sec
Text Fig. 32).22 He also wrote a monograph on Fernando
Gallego in which he pointed out that the Ciudad Rodrigo
Retable, due to its immense size, called for extensive
studio collaboration, even more than that employed upon
the Trujillo Altar. Gaya Nuno characterized the retable
as one of the most important examples of Spanish fifteenthcentury painting, eminently worthy of inclusion in the
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Prado. He assigned eleven panels (including those from the
predella) to Fernando Gallego himself, with the remainder
designed by him. Thirteen were painted by an assistant
with a clearly defined individual character, the 'Maestro de
los Rostros Siniestros' (Bertaux's 'Maitre aux Armures'),
and the other two by a mediocre studio assistant. 23 Gaya
Nuno placed the Ciudad Rodrigo Retable just after the
Trujillo Altar, whicll he dated c. 1480, viewing the latter
as the source for the Kress panels.24 In his monograph on
the Ciudad Rodrigo Retable, Quinn discerned the work of
five masters, two major, two minor, and one working on
but a single panel. These arc: Fernando Gallego, who
directed the project and was its greatest single contributor; the 'Maitre aux Armures' (also known as the
'Maestro de los Rostros Siniestros'); the 'Lip Painter';
Francisco Gallego and Pedro Bello.25 Quinn concluded
that the retable 'is the climactic work of the Gallego
atelier, and, since that atelier is conceded to be the most
important in the Hispano-Flemish era, my contention is,
in effect, that our retable is one of the great monuments of
Spanish art'.26 In 1966 Post reappraised his initial low
assessment of the role of Fernando Gallego in the production of the Kress Retable, partially accepting Gaya Nuno's
opinion that Fernando was the key master in its design and
execution.27
Most projects of the magnitude of the Ciudad Rodrigo
Retable involve very considerable participation by studio
assistants; the Kress series is no exception to this rule. As
many of the paintings seem to combine different hands,
any attempt to single out, panel by panel, the work of
different masters, seems ill-advised. The great retable
completed by DelIo Delli for the Cathedral of Salamanca
c. 1445, to which panels were added by Francisco Gallego,
afforded an important source for the Ciudad Rodrigo
cycle. In addition to his familiarity with the DelIo Delli
compositions and with Northern art, Gallego may well
have been au courallt with the Tuscan painting of Castagno
and his followers, in which a brilliant revival of the most
Baroque aspects of late Gothic art - most notably the
sculpture of Sluter - brought about a richly-draped figure
style close to the monumental forms which Gallego utilized
for the protagonists in his cycle. The number of Old
Testament scenes in Gaya Nuno's retable reconstruction
(Text Fig. 32) may prove to be too abridged. The omission
of such subjects as the Creation of the Earth seems unlikely.
His sequence from the Life of Christ is also open to
question, most notably in the placement of Christ's Charge
to Peter (K20II). which would seem to be more appropriately placed at either the beginning of Christ's public
life (after the Temptatiolls of Christ - K2009) or following
the Resurrectioll (K2026). The location of the Feast il1 the
House of SilllOIl (K20I5) should perhaps be just before The
Institutioll of the Eucharist (K20I8).28 Direct correspondence
with biblical sequence would place the Ecce HOlllo (K2022)
before rather than after Pilate Washillg His Hallds (K202I)
(e.g. Matthew 27:17-24). The reconstruction may prove
too horizontal in format, as the original engaged frames
would have given the ensemble considerable verticality.
The deterioration and subsequent early sixteenth-century

rebuilding of the Capilla Major of the Ciudad Rodrigo
Cathedral where the retable had been located since 1488
may have first contributed to the panels' vicissitudes. 29
Juan Venta Volet ofLogrono proposed a restoration of the
retable on 12 November 1781, but the Chapter rejected the
offer, probably considering replacing the paintings with a
silver altar.30 In the Peninsular War, the Cathedral, located
near the ramparts of Ciudad Rodrigo, close to the
Portuguese frontier, suffered extensively from heavy
bombardment in April of 1810 and again in January of
I8I!. The retable on the high altar was damaged and
dismantIed shortly thereafter. At about this time, the
heavily gilded frame may have been burned in order to
recover its gold.31 The original number of panels is unknown, but several were destroyed in the bombardment,
reducing tIleir number to 29, of which 26 survive today
(K2005-30). On I September 1819, the Chapter resolved
to 'clean the excellent paintings which had previously
been in the Altar Mayor and today may be found in the
cloister', where they were poorly installed.32 Gaya Nuno
proposed tIlat tIle left half of a depiction of St. Paul (Madrid,
art market) belonged to the predella, to the right of the
lost central section.33 However, tIle textile pattern of this
panel's background is different from the Kress predella
panels, which suggests that it belonged to a different
retable. On 26 June 1823, the director of the Academy of
Valladolid proposed the purchase of some of the panels to
protect tIlem from furtIler deterioration. The Chapter
declined. On 6 September 1865, the Monuments Commission of Salamanca offered to buy and restore the panels,
leaving tIleir title with the cathedral; the Chapter refused,
only agreeing to preserve the pictures in the ante-chamber
of the Chapter House.34 In 1865 Quadrado described the
retable panels as dispersed, hanging on the walls of tlle
cloister; he commented on their sad state.35 On I January
1877, an offer to purchase tIle series for 340 reales per panel
was made. The Chapter demanded 800 and finally sold the
retable for 30,000 reales. It was taken to Madrid in 1879
and then sent to England where Sir Francis Cook purchased
the series in 1882. At about this time the panels were reframed. 3G
The panels are on pine, covered by a linen canvas that
was gessoed and then was painted in a mixed technique.
Although there is some variation in tIle condition of the
panels, the bulk of the retable is poorly preserved and
extensively repainted. It has received considerable damage
through bombardment and exposure, exacerbated by the
excessively knotty wood upon which it is painted and the
crude fashion in which the components of the panels were
joined. After the acquisition of the retable by the Samuel
H. Kress Foundation in 1954, the individual paintings were
planed down, cradled and restored by Modestini.

Pro Vel/alice: Retable completed in 1488 for High Altar,
Capilla Mayor, CatIledral of Ciudad Rodrigo, Spain.
Dismantled and moved to the cloister or Chapter House of
the Cathedral by the end of the seventeenth century, in
Chapter House by I8II. Sold by the Chapter to a Madrid
dealer in 1879. Purchased in r882 by Sir Francis Cook,
Doughty House, Richmond, Surrey. Sir Frederick Cook

(lr

Tl'xt Fip; P Kl'y to th e reconstru ction or th e Rc/nhlc C;lIdnd R(ldr(~(l b)
Fe rn ~ nd () C~ lI ep;() ~nd ~"is ta nts (K 2005-2030) . Arter Gay~ NlII;n.

Te xt Fi g 33 C;rCIIII/C;S;ClII b y th e M~ s tc r or th e Retablc of the Reyes
Catoli cos. Pri vate co llection, ph o to courtesy or Fren ch and Cl.,
N ew Yo rk (sec K 1860-63; 1680-8 1).

Text Fip; 34 PrcsCII/n/;ClII ;11 III(' TCII/plt- b y the M~ ster or the Rctab le
oC th e Reyes Catol icos. Call1bridge, M~ss .. Fogg Art Museulll
(sec K 1860-63; 1680-81).

Text Figs 35-3 7 TJ,e Raisillg ofLa:::arlls: A.~oll)' illlJ,e Cardell and ASCClIsieJlI by Ju an de Fb ndes. M ad rid, Prado (sec K 1942- 45).

Tcxt Fi gs 38, 39 Pl'IIlemsl and I 'isilalieJlI by Juan cic Fbndes. Madrid, Prado (sec K 1942- 45).
Text Figs 4 0 , 41 COlISccmlioll 4 I. Eligills and Eli.~ills Prest'lllillg C/olrlire lI1il h Ihe Co/dm Saddh' b y Francisco 11ibalta artl'r Juan de Ju allcs, 1()07·
Valen cia, Sa il Martin (sec K 2 152).

4L
Text Figs 42, 43 Deta il of EI Greco's signature [rom K 2 127 and K 197 I.
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until 1920. Sir Herbert Cook until 1939. Sir Francis
Ferdinand Cook. M. Knoedler and Co., Inc., New York.
Kress acquisition 1954. (See individual entries for exhibitions.)

References: (I) For an exhaustive resume of the Gallego
biographical literature, see Robert Quinn, The Retablo oj
Cilldad Rodrigo, Tucson, 1961, pp. 9-15. (2) Antonio
Palomino de Castro y Velasco, EI Pamaso Espai'iol Lallreado,
III, Madrid, 1724, p. 239. The Diirerassociation was followed
by R. P. Pelligrino, Antonio Orlandi, Antonio Ponz,Juan
Augustin Cean Bermudez and James R. Hobbes. (3) 'Este
retablo mandaron facer los Senores Dean y Cabildo de esta
Iglesia ano de 1480 y acab6se ano de 1488, siendo obispo
don Diego de Muros; Dean, don Francisco del Aguila;
Chantre, don Fernando de Palenzuela; Arcedianos, don
Alfonso de Soto y don Vernardino L6pez; Maestrescuela,
don Pedro Gonzalez; Tesorero, don Alfonso Criado;
Can6nigos, Juan de Valladolid, Juan Sanchez, Miguel
Flores, Juan Nunez, Fernando Alvarez, Pedro Mendez,
Pedro Portillo, G6mez Nunez, Bartolome Sanchez,
Garcia Alonso, Francisco Sanchez, Gonzalo de 1a Rua,
Alonso de Paradinas, Martin de Azpeitia, Juan de Silva;
Racioneros, Andres de Valladolid, Francisco de Portillo,
Alonso de la Vega, Gonzalo de Soria, Pedro Patino.'
Quoted by Mateo Hernandez Vegas, Cilldad Rodrigo la
Catedral y la Cilldad, Salamanca, 1935, I, pp. 247-52, p. 249.
(4) Antonio Ponz, Viaje de Espatia, Madrid, 1947, Book
XII, Carta X, p. II29 (originally published 1783, p. 184).
Ponz's source for the retable is a letter from the Canon of
Ciudad Rodrigo, Ramon Pascual Diez, who saw the
inscription before the High Altar was dismantled. (5) Jose
Maria Quadrado, Rccllerdos y Bellezas de Espatia; Salamanca,
Avila, y Segovia, Barcelona, 1865, p. 165. (6) John Charles
Robinson, 'The "Maitre de Flemalle" and tlle Painters of
me School of Salamanca', Burlingtoll Magazine, VII, 1905,
pp. 385 ff. (7) Herbert Cook, 'Notas sobre Pinturas
espanolas en Galerias Particulares de Inglaterra', Boledn de
la Sociedad Espanola de Excllrsiolles, XV, 1907, p. 102. (S)
Abridged Catalogue ojthe Pictures at DOllghty HOllse, Richmolld,
London, 1907, pp. 22 ff. (9) Emile Bertaux, in Andre
Michel, Histoire de l'Art, Paris, 1908, III, 2, p. 794. (10)
August Liebmann Mayer, Geschicllte der Spaniscllen Malerei,
Leipzig, 1913, I, p. 140. (II) Aureliano de Beruete y Moret,
'Une Exposition d' anciens Maitres espagnols a Londres',
ReVile de l'Art, xxxv, 1914, p. 255. (12) Bertaux, 'L'Exposition Espagnole de Londres', Gazette des Beallx-Arts, 4e ser.,
XI, 1914, pp. 250-64, esp. p. 252. (13) Sir Charles John
Holmes, 'Spanish Painting at Burlington House', Bllrlingtoll
Magazine, XXXVII, 1920, p. 267. (14) Mayer, ThiemeBecker, XIII, p. IIO. (IS) F. J. Sanchez Canton, The Exhibitioll
oj Spallish Painting at tIle Royal Academy oj Arts, London,
1920-21, pp. 13-14, Cat. Nos. 16-19. (16) Valerian von
Loga, Die Malerei ill Spa/lien • .. , Berlin, 1923, pp. 66-7.
His views are followed by Pierre Paris, La Peillture
Espagnole dept/is l'Origine jusqu' all debllt dll XIXC siecle, Paris,
1927, p. 17. (17) Manuel Gomez-Moreno and F.J. Sanchez
Cant6n, 'Sobre Fernando Gallego', Arcllivo Espatiol de Arte
y Arqueolog{a, Ill, 1927, pp. 349-57. (IS) Post,IV, I, pp. 142-4.
Post's dubious view of Gallego's participation in the
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retable seems to be contradicted by mat scholar's dating
of me Zamora (Arcenillas) Retable. As me Kress panels are
dated 1480-88 and me Zamora placed 1496-1506 by Post,
me obvious dependence of me latter on me Kress panels
indicates me primary importance which mis work had in
the Gallego oeuvre. (19) Jose Gudiol, Spanish Painting,
Toledo Mllseum oj Art, Toledo, 1941, p. 38. (20) Mayer.
Historia de la Pintllra Espatiola, Madrid, 1942, p. 156.
(21) Gudiol, Pilltura G6tica(Ars Hispaniae; IX), Madrid, 1955.
pp. 333-4. (22) Gaya Nuno, p. lSI, no. 801. A Pieta in me
Buttery Collection, London, has been attributed to Pedro
Bello. For Bello see also Post, IV, I, pp. 108-9. Gaya Nuno,
'Sobre el retablo de Ciudad Rodrigo por Fernando Gallego
y sus Colaboradores', Arcllivo Espa/iol de Arte, XXXI, 1958.
pp. 299-312, p. 305, fig. 2. (23) Gaya Nuno, Femando
Gallego, Madrid, 1958, p. 22. In Gaya NII/io, p. 151, Cat.
No. 801. (24) Gaya Nuno. Gallego, op. cit., pp. 21-4. (25)
Quinn, pp. 21-6. (26) Ibid., p. 37. (27) Post, XIV, pp. 244-5.
(2S) See Matmew 26:6-13; Mark 14:3-9; John 12:3-7.
(29) Cabanas quoted by Hernandez Vegas, op. cit., p. 249.
(30) Quinn, pp. 44-5. Ponz was told that me Chapter was
planning a new retable and would store the panels in an
appropriate place (op. cit.• p. II29). (31) Quinn, pp. 45 ff.;
Gaya NUllO, 'Sobre el Retablo .. .', p. 301; Abridged
Catalogue, op. cit., p. 122. (32) Hernandez Vegas, op. cit.,
p. 250. (33) Gaya NUllO, 'Sobre el Retablo .. .'.
pp. 304 ff., pI. 6. Post (XIV, pp. 244-5) also accepted the panel
as part of me predella. (34) Hernandez Vegas, op. cit.,
pp. 250-1. (35) Quadrado, op. cit., p. 165. (36) Hernandez
Vegas, op. cit., pp. 251-2; Quinn, pp. 146-7. For me order
of me panels in the Cook Collection, see Post, IV, I, p. 138.
K2005 was hung separately. Subsequently, me 'Reconstructed Retable', while in me Cook Collection, was dismantled so that several of the individual panels could be
lent to exhibitions.

FERN ANDO GALLEGO and Assistants
K2005 : Figure 152
GOD, THE ANGEL CHOIRS AND TIME [CUAOS]. Tucson.
Arizona, University of Arizona Museum of Art. since 1960.
601 x431 in. (154'3 X 109'9 em.). Inscribed at the very
center: HILLE (HYLE) - Primal matter.1 Inscribed along the
bottom: CAHOS (Chaos) - the 'formless void' of primordial
matter. Extensive losses in area of right shoulder and side
of God and above. Cradled, cleaned and restored by
Modestini 1958/59.2
Cook Catalogue. 1915, Ill, p. 125, Cat. No. 489A.3
God, a papal tiara on his head. holding an orb, his right
hand raised in benediction, is seated in a mandorla at the
top of the panel. He is surrounded by nine adoring angels me seraphim. the highest angelic choir - whose number
embodies tllat of all me others. The remaining eight choirs
each occupy half of four concentric zones, surrounding me
central inscribed circle.4 A patriarchal figure holding a clock
in me right hand stands in the mandorla just below the
central circle of K2005. He was identified by Gaya Nuno
as Cizronos (Time).5 Rays emanate from me uppermost,
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light section of K2005, in contrast with the dark area of
chaos - the formless void - at the bottom. The panel
depicts God with his creation of the four primordial things
(following Saint Vincent of Beauvais): Heaven, primal
matter CHyle'}, the angels and Time. 6 This panel and
subject initiates the Ciudad Rodrigo Retable's vast Old and
New Testament cycle from the Creation to the Last
Judgment.? K2005 presents a unique schematization of the
angel choirs. 8 St. Thomas Aquinas subdivided the hierarcllY
of angels into three groups, the highest being seraphim,
cherubim and thrones; the next dominations, virtues and
powers and the lowest, principalities, archangels and angels.
The attributes of the nine angel choirs are not uniform in
Western European art and the identification of the
occupants of all the zones in K2005, save those containing
seraphim and thrones, is uncertain. The program may
follow a system which places the highest cllOir of angels the nine multi-winged seraphim - surrounding God, the
relative importance of the remaining eight indicated by
their proximity to the central inscribed circle; the two
cherubim (holding books) to the left in the first ring and
the two thrones QlOlding faldstools) to the right; the three
dominations (in crowns and robes) in the left half of the
second ringD; the three virtues (with sceptres) in the right
side of the second ringl0; the five powers (in armor) in
the left half of the third ring,ll with the principalities
(holding hammers?) in the largely effaced right half;12 the
seven archangels (holding folded vellum sheets?) on the
left of the fourth and last ring,13 and finally seven angels
(with pleated vellum sheets?) on the right side.a Gallego
may well have had the advice of a theologian in drawing
up his highly advanced and seemingly original program,
or he may have based it on an as yet undiscovered Northern
prototype. Aspects of the composition suggest specifically Franco-Burgundian influence, most noticeably in the
depiction of God and Time. The panel is no. I in Gaya
NUllO'S reconstruction of the Ciudad Rodrigo retable
(Text Fig. 32), in the uppermost row at dIe extreme left. 15
According to Gaya NUllO, the artist of K2005 is a collaborator of Gallego's, the 'Maestro de los Rostros
Siniestros', Bertaux's 'Maitre aux Armures'.16

Exhibited: London, Exhibitioll of Spanish Pailltillgs, The
Royal Academy of Arts, Nov. I920-Jan. 1921, Cat. No. 16
(text by F.J. Sanchez Canton); London, Spallish alld DI/tch
Pailltillgjro/ll the Cook Collectioll, The Guildhall Art Gallery,
3I MaY-26 June, 1948, Cat. No.6.
Referellces: (I) St. Isidore of Seville: Opera omllia, Rome,
1801, IV, EtYlllologiarulll, Chapter 3, 'De Elementis', p. 108.
The author is grateful to Dr. Enriqueta Frankfort for this
reference (letter of 7/VIlI/68). The five zones of K2005 are
derived from early cosmological theory, possibly taken
from Isidore of Seville's Origims, 13, 3, I. (See Jacques
Fontaine, Isidore de Seville et la C"ltllre Classiql/e dalls
I'Espaglle Wisigothiqlle, Paris, 1959, II, pp. 486 ff. For hyle,
see pp. 653-4.) Post, IV, I, p. 139, reads the word as NILLE,
indicating 'nothingness'. Quinn followed this view
(Fert/alldo Gallego alld the Retablo of Cil/dad Rodrigo, Tucson,
1961, p. 102). The placement of the inscription as well as

the composition as a whole relates to £ 2 recto, of Hartmann Schedel's Weltchrollik, Nuremberg, 1493, where the
word at the center is the same: YLE. (Observed by Dr.
Frankfort). The compositions probably stem from a
common source. Father S. J. P. van Dijk, S. J., suggested
that the central letters may read PO L us, which in Romance
languages means both the center of heaven and the center
of the earth (letter of S/I1I/69). (2) For dIe appearance of
K2005 when in the Cook Collection, see Post, IV, I, p. 139,
fig. 32. The area formerly occupied by the engaged frame
was replaced by a painted gold ogee arcade. (3) Herbert
Cook, A Catalogl/e of the Pailltillgs at DOl/gllly HOl/se,
Richmolld, London, 1915 (hereafter referred to as Cook
Cataloglle). (4) For angel choirs, see the definitive article by
Karl-August Wirth, 'Engelchore', Reallexikotl zlIr delltscllell
Kllllstgescllic!lte, Stuttgart, 1959, v, cols. 555-601. See also
Real/, II, I, pp. 30-55. Quinn (op. cit., p. 30, fig. 7) reproduced a diagram with his identifications of the participants, explained on pp. 101-3. On p. 102 he seemed to
misnumber the zone with the angels in armor, calling it
'3', which on his diagram is the representation of Time.
(5) J. A. Gaya Nuno, 'Sobre el Retablo de Ciudad Rodrigo
por Fernando Gallego y sus Colaboradores', Archivo
Espaiiol de Arte, XXXI, 1958, pp. 229 ff. The clock was an
attribute of Chronos in the late fifteenth century according
to Lieselotte Moller, 'Chronos', Reallexikoll zl/r delltscheu
KfIIlstgesc],ic1lte, Stuttgart, III, col. 756. According to Quinn
(op. cit., p. 102) the clock holder may symbolize 'the finite,
that which God created, as opposed to dIe infinite God
himself'. Herbert Friedman suggested that this figure may
represent Pope Sylvester II, supposedly the inventor of the
pendulum clock in Spain (quoted by Quinn, op. cit., p. !IS,
Note A). Quinn also quoted a detailed description of the
clock in K2005 made by E. A. Battison, dating it in dIe late
thirteenth century. Winthrop Edey suggested that the
clock shown may be based upon a turret clock. According
to Fadler van Dijk, the placement of the man with the
clock may represent 'dIe transition from the timeless
universe through the earth to the lower darkness of increasing chaos' (letter of S/I1I/69). See also Harry Bober,
'In Principio. Creation Before Time', De Artibl/s OpllsCIIla
XL, Essays itl HOllor ofErwill Pallojsky, New York, 1961,
I, pp. 18 ff. for Isidore of Seville's concern with dlis concept
in De Natura Rerum. Isidore, who defined the word
inscribed in the central circle of K200S, may have been
read by whoever drew up dIe panel's program. See also
Jurgis Baltrusaitis, 'Roses de vents et roses de personnages',
(Gazette des Beal/x-Arts, 6th ser., XIX-XX, 1938, pp. 265-76,
p. 275, fig. IS) 011 the nine choirs of angels from the Liber
Scivias of Wiesbaden. In this twelfth-century manuscript
the seraphim and the cherubim are at the center with the
thrones, dominations, powers, virtues, angels. and archangels toward the outside. (6) Specllillm Natllrale (I, XXVIII).
(7) A related subject. the Creation of the Angels. in seen in
an early fourteenth-century psalter (Paris, B.N. ms. 8846.
£ 167. rep. by Wirth, op. cit., cols. 563-4, fig. 4). where it
is juxtaposed with the Creation of the Earth. The latter
was probably the subject of a lost panel which followed
K2005. (8) The Cologne Bible printed by Quentel between
1478-80, in which the Creation has some common
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elements with that ofK2005, may have been consulted for
its composition. See James Strachan, Early Bible 111llstratioll,
Cambridge, 1957, fig. 18. Wirth, op. cit., col. 569, cites
K2005 as an early instance reducing the nine circles of
choirs to four. (9) Wirth (ibid., col. 595) seems to identify
these angels in the Ciudad Rodrigo Retable as dominations also, citing this as an early example of a kneeling
pose used for this particular choir. Quinn (op. cit., p. 103)
wrote that the angels of this ring (his Zone Six) do not
carry recognized attributes, but that they are, by process
of elimination, angels or principalities. (10) Palomino
identified the sceptre as an attribute of dominations. (Don
Antonio Palomino de Castro y Velasco, EI Museo Pietorieo
o Eseala Optiea, PrJetiea de la Pilltllra, 1724, reprinted
Buenos Aires, 1944, II, p. 274). Post (IV, I, p. 140) wrote of
'a crowned group and a sceptred group in the third ring,
who would be the dominations, virtues or powers.' (II)
According to Post (IV, I, p. 140) these are the archangels.
(12) Quinn (op. cit., pp. 102-3) stated that the attribute of
this choir may be a wand, in which case, following
Palomino, they would be virtues. However, the angels in
the second ring to the right of the central inscription
definitely hold batons or sceptres, and they, therefore,
would best fit Palomino's description of virtues or
dominations. (13) The attribute of archangels, according to
Palomino, is 'un pliego cerrado como carta, y pendiente
de cl un diploma, 0 sello de oro.' (Palomino, op. cit., p. 270).
(14) Quinn (op. cit., p. 103) called these either angels or
principalities. (IS) Gaya Nuno, 'Sobre el Retablo •• .', op.
cit., p. 305, fig. 2. (16) Gaya Nuno, Femalldo Gallego,
Madrid, 1958, p. 23. Quinn, op. cit., p. 30, agreed with the
Spanish scholar.

K2006 :

Figure

16gico), dating from the early fifteenth century.4 The
Gallego studio seems to have consulted the Cologne Bible
of 1480 for this scene, where the Adam and Eve group and
many of the animals are close to those of K2006. Schongauer's engravings provided models for several of the
animals.o The owl is often an emblem of evil rather than
wisdom; seemingly attacked, it is actually a decoy for other
birds. The prominence of the owl at the moment of the
Creation of Eve is probably meant to suggest that evil
came into the world with her birth. G The Creation of Eve
is no. 3 in Gaya Nuno's reconstruction of the Ciudad
Rodrigo Retable (Text Fig. 32).7

Exhibited: London, Spanish and Dllte]' Pailltillg from the
Cook Colleetioll, The Guildhall Art Gallery, 1948, Cat.
No. I.
Referellees: (I) See Reau, II, I, pp. 73-5. (2) Robert Quinn,
Femalldo Gallego alld the Retablo of Cilldad Rodrigo, Tucson,
1961, p. 30. Both Quinn and Gaya Nuno (Femalldo Gallego,
Madrid, 1958, p. 24) attribute the Creatioll of Eve to the
'Maitre aux Armures'. (3) Post, IV, I, pp. 138, 144. (4) See
Post, II, p. 382, fig. 217. (s) For the griffon, see Julius Baum,
Martill Schollgauer, Vienna, 1948, no. 78 (B.93); for the ox,
no. 91 (B.75); for the lion, no. 92 (B.74); for the rooster,
no. 103 (B.IOI). The stoat is probably connected with the
Brazen Serpent. (6) See Arthur Henkel and Albrecht
Schone, Emblemata, Stuttgart, 1967, cols. 894-5; Jakob
Rosenberg, 'On the meaning of a Bosch drawing', De
Artibus Opllswla XL, Essays i" HOllor of Erwin Pallofsky,
New York, 1961, I, pp. 422-6. (7)]. A. Gaya Nuno, 'Sobre
el retablo de Ciudad Rodrigo por Fernando Gallego y sus
Colaboradores', Archivo Espmiol de Arte, XXXI, 1958, p. 305,
fig. 2.

I53

THE CREATION OF EVE. Tucson, Arizona, University of
Arizona Museum of Art since 1960. 61 X43t in. (154·9 X
IIO·5 em.). Considerable losses in Eve's face, Adam's feet,
the right hand of God. Cradled, cleaned and restored by
Modestini in 1958/59.
Cook Cataloglle, 1915, III, p. 122, Cat. No. 485 i.
Eve rises in prayer from Adam's rib {Genesis 2:18-25).1
He lies sleeping in the left foreground. God is shown standing at the center, his right hand raised in benediction,
pointing toward Eve with his left. A quail, salamander,
stoat and rooster are on the rocky terrain in the foreground.
At the right stand a horse, bear, ox and lion. A camel and
griffon are to the left. In the background a group of flying
birds seem to approach an owl perched on a rock.
The faces of Adam and Eve in K2006 have been related
by Gudiol to that of the Virgin in the Virge/! de la Leece
(Madrid, Prado) by Maestro Bartolome, who according to
Gudiol was one of the artists employed upon the Kress
Retable. 2 K2006 has been attributed to the School of
Gallego by Post.3
The composition of the Creatioll of Eve resembles that by
the Master of the Guimera Altar (Vich, Musco Arqueo-

K2007 :

Figure

I54

THE CIRCUMCISION. Tucson, Arizona, University of
Arizona Museum of Art, since 1960. 61 X43t in. (154·9 X
IIo·5 em.). Inscribed on girdle of kneeling figure at the
left: p[?] NX[?] LRAERL [? or I ?)1 Cradled by Modestini in
early 1956. In addition to the damage received by the
retable in the early nineteenth century, K2007 was exposed
to great heat in December 1956, and suffered scorching
and blistering. This necessitated considerable in-painting
(especially in Virgin's face) by Modestini.
Cook Catalogue, 1915, III, p. 123, Cat. No. 486 iii.
The Christ Child is shown frontally, seated on the lap of
an enthroned man in everyday garb, but wearing the
ritual scarf or talis. A priestly figure kneeling at the right
circumcises the Child (Luke 2:21). The Virgin and Joseph
stand at the left, the latter holding a basket with a narrow
length of cloth. A kneeling figure in right profile holds a
bowl below Christ to catch the blood.2
The subject is of special thematic significance, as on the
day of the Circumcision the Infant received the name
Jesus, meaning Savior, and first shed His blood for the
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salvation of mankind. 3 According to Post, K2007 presents
'a drastically new and medical treatment of the subject'.
However, several comparable Northern, mid-fifteenth
century examples predate this work.4 According to Gaya
Nuno, this panel is entirely by Fernando Gallego. 5 It is
no. 14 in the Gaya Nuno reconstruction of the Ciudad
Rodrigo Retable (Text Fig. 32), at the extreme right, the
second register from the top, following a lost Adoration oj
tire Shepherds (?). 6 Quinn attributed the hands of the priest
to Hand I (Gallego himself) and implied that the entire
panel of the Circumcision was executed by Gallego. 7 The
roots of the composition may go back to the art of Robert
Campin, modified by later Netherlandish and German
models.

Exhibited: London, Spanish and Dutel, Paintingjrom the Cook
Collection, The Guildhall Art Gallery, 31 MaY-26 June
1948, Cat. NO.2.
Rejereuces: (I) Father S. J. P. van Dijk suggested that this
inscription may be a reference to an artist called L.
Raerl[andt]. The first letters may be an abbreviation for
pinxit. (2) See Reau, II, 2, pp. 256-60. (3) See Meditations 0/1
the Life oj CI,rist, edited by Isa Ragusa and Rosalie Green,
Princeton, 1961, pp. 42-3. (4) Post, IV, I, p. 143. See a
dotted print (Schreiber, 1928, no. 2197k, German, midfifteenth century). (5) J. A. Gaya Nuno, Fernalldo Gallego,
Madrid, 1958, p. 23. (6) J. A. Gaya Nuno, 'Sobre el
retablo de Ciudad Rodrigo por Fernando Gallego y sus
Colaboradores', Arellivo Espaliol de Arte, XXXI, 1958, p. 30S,
fig. 2. (7) Robert Quinn, Femando Gallego alld the Retablo
oj Citldad Rodrigo, Tucson, 1961, pp. 22-3.

FERNANDO GALLEGO and Assistants
K2008 : Figure ISS
CHRIST AMONG THE DOCTORS. Tucson, Arizona,
University of Arizona Museum of Art, since 1960. 61 X
43! in. (154·9 XIIO·S cm.). Cradled in 19S7, the panel was
cleaned and in-painted in 1959 by Modestini. Some losses
in the upper left section and the extreme upper right.Cook Catalogue, 1915, III, p. 122, Cat. No. 485 ix.
The twelvc-year-old Christ is enthroned (Luke 2:41-SI);1
three disputants on either side of the steps before him. 2
The central figure at the left tears his manuscript in anger;
four other doctors are shown holding books. Joseph and
Mary are seen at the upper right, entering the Synagogue.
Gudiol placed K2008 in 'the circle of Gallego'.3 Most
scholars assign K2008 to the Gallego assistant known as the
'Maitre aux Armures' or the 'Maestro de los Rostros
Siniestros'.4 Quinn, who believed this master executed the
faces of the doctors, cited the architectural representation
as typical of his oeuvre.5 The panel is no. 18 in Gaya
Nuno's reconstruction of the Ciudad Rodrigo Retable
(Text Fig. 32), in the third row from the top at the center
of the altarpiece. 6 He pointed out that the composition is
the same as the panel of the same subject in Gallego's

Trujillo Altar, which he believed to have been executed by
Gallego himsel£ 7 The hooded figure at the right knee of
Christ is taken from Annas in Schongauer's Christ Before
Annas (n.I1). DelIo Delli's Christ Among the Doctors in the
Salamanca Cathedral Retable may have provided a general
source for Gallego's composition. 8
Exhibited: London, Spanish alld Dutch Pailltingjrom the Cook
Collectioll, The Guildhall Art Gallery, 31 MaY-26 June
1948, Cat. NO.3.
Rejerellces: (I) See Reau, II, 2, pp. 289-91. (2) For the
rhetorical gestures of K2008, see the discussion of the same
subject by Jan Bialostocki, '''Opus Quinque Dierum":
Durer's "Christ Among the Doctors" and its Sources',
Jotlmal oj the Warbtlrg alld CouTtatlld Institutes, XXII, 1959,
pp. 17-34. (3) Jose Gudiol, Pilltura Gotica (Ars Hispaniae,
IX), Madrid, 1955, p. 328, fig. 284. (4) See for example,
J. A. Gaya Nuno, Femalldo Gallego, Madrid, 1958, p. 23.
(5) Robert Quinn, Femando Gallego and the Retablo oj
Citldad Rodrigo, Tucson, 1961, p. 30. (6) Gaya Nuno,
'Sobre el retablo de Ciudad Rodrigo por Fernando Gallego
y sus Colaboradores', Arc/tivo Espmiol de Arte, XXXI, 1958,
p. 305, fig. 2. (7) Gaya Nuno, Gallego, op. cit., p. 24. (8)
Suggested by Mrs. Jean Rosenwald.

K2009 :

Figure

156

TIlE THREE TEMPT A TIONS OF CHRIST. Tucson,
Arizona, University of Arizona Museum of Art, since 1960.
61 X43! in. (154·9 XIIO·5 cm.). Many minor losses.
Cradled, cleaned and restored by Modestini, 1957/8.
Cook Catalogue, 1915, III, p. 123, Cat. No. 486 i.
A coat-of-arms is seen over the city gate at the center. Its
stars and crescent moon probably refer to the Islamic
occupation ofJerusalem. Christ, in rich priestly garb, seen
frontally at the centre of K2009, standing in a pose of
judgment and benediction, to the right of Satan who is
clad in quasi-monastic garb; only his enormous, clawed
feet betray his identity. Satan holds out a stone in each
hand, asking Christ to tum them into bread. Christ replied
'It is written, Man shall not live by bread alone, but by
every word that proceedeth out of tlle mouth of God'
(Matthew 4: 3-4).1 At the upper right, Christ and Satan
are shown at the top of a campanile-like structure: the
pinnacle of the temple from which Satan challenged Christ
to cast himself. (Matthew 4:6-7). At the upper left, Christ
and the devil stand on a mountaintop, where Satan said to
Christ, 'All tllese things will I give thee, if thou wilt fall
down and worship me' (Matthew 4:9).
The composition of K2009 follows Tuscan models of the
first half of the fifteenth century. Fernando Gallego's
Tuscan source for the depiction of tllis subject was probably
DelIo Delli's Salamanca Retable (completed 1445) to which
Francisco Gallego added- panels. In Gaya Nuno's reconstruction of the Ciudad Rodrigo Retable (Text Fig. 32) the
Temptations is no. 20, after the Baptism oj Christ (?), in the
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third row from the right.2 He attributed K2009 to the
'Maestro de los Rostros Siniestros' {'Maitre aux Armures').3
Quinn believed that master to have executed the face of
Satan.4

scroll; hem of Christ's robe also inscribed with a lengthy
un deciphered text. Extensive losses throughout.! Cradled,
cleaned and restored by Modestini, 1958/59.
Cook Catalogue, 1915, III, p. 122, Cat. No. 485 viii.

Referellces: (I) See Reali, II, 2, pp. 304-9. (2) J. A. Gaya
NUllO, 'Sobre el retablo de Ciudad Rodrigo por Fernando
Gallego y sus Colaboradores', Archivo Espanol de Arte,
XXXI, 1958, p. 305, fig. 2. (3) Gaya NUllO, Femalldo Gallego,
Madrid, 1958, p. 24. (4) Robert Quinn, FeTllalldo Gallego
alld the Retablo of Cilldad Rodrigo, Tucson, 1961, p. 29.

Christ is shown seated in a domestic interior at the lower
left. He holds a processional jeweled Greek Patriarchal
cross in the left hand, extending the keys to St. Peter with
his right. In royal garb with the wounds clearly visible in
his hand and foot, Christ is about to invest Peter with the
leadership of the church.2 Although Christ's mouth is
closed, his charge to Peter is written on a speech scroll.
Peter kneels before Him, extending his gloved hands to
receive the cross and keys. He wears a chasuble with a
complex crossed stole, a maniple over his left forearm. An
Apostle holding a Greek crossed Papal tiara stands behind
Peter. Six other Apostles are seen at the right. This scene
represents the founding of the Church under St. Peter,
first bishop ofRome.3

K2010 :

Figure

157

TUE MIRACLE AT THE MARRIAGE AT CANA. Tucson,
Arizona, University of Arizona Museum of Art, since 1960.
61 X43! in. (154·9 XIIO·5 em.). Considerable losses at
upper right and along left side; extensive restoration
throughout. Cradled, cleaned and restored by Modestini
195 8/59.
Cook Cataloglle, 1915, III, p. 122, Cat. No. 485 iv.
Christ standing at the left, his right hand raised in benediction and his left on the mouth of a large earthenware water
vessel, is performing his first miracle, turning water into
wine (John 2: I-II).1 A man kneeling at the lower right
releases wine from the same vessel into a ewer; a second
jar behind him is filled by a man standing to its left. Four
other figures are seen in the background, one, a woman,
holds a vessel on her head. The Virgin Mary stands in an
anteroom at the extreme left with other women.
Gallego's composition follows that of Bernardo Martorell
in the Altar of the Trallsfiguration of c. 1445 (Barcelona,
Cathedral), but omits the banquet table usually included
in this scene. Gaya NUllO'S reconstruction of the Ciudad
Rodrigo Retable (Text Fig. 32) shows K2010 as no. 21, at
the extreme right, the third row from the top.2 He
attributed the Miracle at the Marriage at Cana to an assistant
of Gallego, who also executed The Healing of Bartimaeus
(K2013).3 Quinn has suggested that, while Fernando
Gallego did the preparatory drawing for K2010, it was
executed by Francisco Gallego. 4

References: (I) Reali, II, 2, pp. 362-6. (2) J. A. Gaya NUllO,
'Sobre el retablo de Ciudad Rodrigo por Fernando Gallego
y sus Colaboradores', Archivo Espanol de Arte, XXXI, 1958,
p. 305, fig. 2. (3) Gaya NUllO, FeTllalldo Gallego, Madrid,
1958, p. 23. (4) Robert Quinn, FeTllando Gallego alld the
Retablo of Ciudad Rodrigo, Tucson, 1961, p. 36.

K20II :

Figure

158

CHRIST'S CHARGE TO PETER: 'PASCE OVES'. Tucson,
Arizona, University of Arizona Museum of Art, since 1960.
61 X43t in. (154·9 XIIO·5 em.). Inscribed on banderole
surrounding cross: PASCE OVES ('Feed my sheep'.
Jolm 21: 17). Letters M.A inscribed on the back of the same

The Kress panel is no. 23 in Gaya NUllO'S reconstruction
of the Ciudad Rodrigo Retable (Text Fig. 32), between
Christ and the Woman ~r Samaria and a proposed lost
MiraCIIlolls Drallght of Fislzes.4 Gaya NUllO listed K20II as
entirely by Gallego's hand. 5 Quinn noted that similar garb
is worn by Christ in the Raising of LazaTlls (K2014) and
suggested that due to similarities between K2011 and the
Ecce Homo (K2022), these panels were executed at about
the same time. 6

References: (I) According to Quinn (FeTllando Gallego and
the Retablo of Cilldad Rodrigo, Tucson, 1961, p. 27) a head
was drawn in the window at the upper left but never
executed. (2) See Reau, II, 2, pp. 313-15. (3) K201I, with its
emphasis upon Eastern Christian symbolism, seems to stress
the significance of the Pope as leader of the Eastern as well
as Western Church, a subject of great contemporary
interest. See Joseph Gill, S. J., The Coullcil of Florellce,
Cambridge, 1959. (4) J. A. Gaya NUllO, 'Sobre el retablo
de Ciudad Rodrigo por Fernando Gallego y sus Colaboradores', Arclzivo Espanol de Arte, XXXI, 1958, p. 305, fig. 2.
(5) Gaya NUllO, FeTllalldo Gallego, Madrid, 1958, p. 23.
(6) Quinn, loco cit.

K2012 :

Figure

159

CHRIST AND THE WOMAN OF SAMARIA. Tucson,
Arizona, University of Arizona Museum of Art, since 1960.
61 X43! in. (154·9 XIIO·5 cm.). Inscriptions on the hem of
Christ's robe. Small losses throughout. Cradled, cleaned
and restored by Modestini, 1957/58.
Cook Catalogue, 1915, p. 123, Cat. No. 486 ix.
Christ is shown seated on a stone block to the left ofJacob's
well at Samaria (John 4:1-26). At the right, the Woman,
told by Christ that he is the Messiah, pours water from the
wooden well bucket into an earthenware water vessel.
Three Apostles, led by Peter, stand at the left. An extensive
landscape with female figures going to and from the well
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is in the background with the town of Samaria at tlle upper
right. The jewels scattered upon the earth suggest that it is
holy ground.
The composition of K2012 is partially based on Northern
sources such as a print by the Master of the Crossed
Anchors.l K2012 is no. 22 in the Gaya NUllo reconstruction
of the Ciudad Rodrigo Retable (Text Fig. 32), fourth row
from top, extreme left. 2 Both Gaya NUllo and Quinn
regarded K2012 as by Gallego himsel£3

the panel to the inferior assistant who executed only twoof the retable panels - Christ Healing tlte Blilld BartimcclIs
and Christ's Charge to Peter. 2 Quinn assigned K2013 to
Hand IV, the weakest of the retable masters, possibly
Francisco Gallego, to whom he also ascribed the BetrayaT
(K2020) and the Marriage at Cana (K2010).3 The compositional setting stems from Florentine models of the first
half of the fifteenth century - originating with Masaccio's
Resurrectiolt of the Govemor's Sou (completed by FilippinoLippi, Florence, S. Maria del Carmine, Brancacci Chapel).

Exhibited: London, Spall ish alld Dlltch Paintillgjrolll the Cook
Collectioll, The Guildhall Art Gallery, 31 MaY-26 June

Exhibited: London, Spallish aud Dutch Paintingsjrotll the Cook
Collection, The Guildhall Art Gallery, 31 MaY-26 June

1948, Cat. No.8.

1948, Cat. No.8.

References: (I) Max Lehrs, Geschichte ulld kritischer Katalog
des deutschell, uiederliittdischen tllld jrauzosiscltett KupJersticlts
illl 15. Jaltr//ll/ldert, Vienna, VI, pI. 168, fig. 431. (2) J. A.

Refermces: (1) J. A. Gaya NUllO, 'Sobre el retablo de

Gaya NUllo, 'Sobre el retablo de Ciudad Rodrigo por
Fernando Gallego y sus Colaboradores', Archit'o Espatiol
de Arte, XXXI, 1958, p. 305, fig. 2. (3) Gaya NUllo, Fernando
Gallego, Madrid, 1958, p. 23; Robert Quinn, Femat/do
Gallego and tlte Retablo of Cil/dad Rodrigo, Tucson, 1961,
p.24·

FERNANDO GALLEGO and Assistants
K20I3 : Figure 160
CHRIST HEALING TUE BLIND BARTIMlEUS. Tucson,
Arizona, University of Arizona Museum of Art, since
1960.61 x431 in. (154'9 XIIO'5 cm.). Extensive restoration
tllroughout. The X-ray shows changes in composition
in the placement of bystanders' faces at the uppermost left
comer. Inscribed on a speech scroll from the mouth of the
standing Apostle: RABI IVIS [sic, for QVIS! PEGAVIT [sic,
for PECCAVIT/ ('Master, who did sin?' John 9:2). On tlle
speech scroll from tile mouth ofChrist: VT MANIFEST~TVR
OP[ER] A DEI i[Nj ILLO ('But that the works of God should
be made manifest in him.' John 9: 3). Cradled, cleaned and
restored by Modestini, 1956/57.
Cook Catalogtle, 1915, p. 123, Cat. No. 486 iv.
Christ is shown standing to the left of the kneeling
Bartima:us, two of the fingers of his right hand laid on tile
closed left eye of the blind beggar (Mark 10:46-52;
John 9:1-41). He placed clay mixed with spittle to heal
Bartima:us's blindness after saying 'As long as I am in the
world, I am tlle light of the world' Oohn 9: 5). One Apostle
stands to the left and two to tile right. Three bystanders
are placed at tlle extreme left and six at the right. TIllS
scene takes place by the wall of Jericho. The tiles may
perhaps represent the roadway where Mark (10:46)
described Bartima:us begging. Three tree-tops rise above
the wall.
The panel is no. 27 in Gaya NUllO'S reconstruction of the
Ciudad Rodrigo Retable (Text Fig. 32), the fourth row
from the top, second from the right.l Gaya NUllO attributed

Ciudad Rodrigo por Fernando Gallego y sus Colaboradores', Archivo Espatiol de Arte, XXXI, 1958, p. 305, fig. 2.
(2) Gaya Nuno, Femalldo Gallego, Madrid, 1958, p. 23.
(3) Robert Quinn, Femando Gallego and the Retablo of
Cil/dad Rodrigo, Tucson, 1961, p. 35.

K20I4 :

Figure

161

TUE RAISING OF LAZARUS. Tucson, Arizona, University of Arizona Museum of Art, since 1960. 61 x431 in.
(154'9 X IIo'5 cm.). Inscribed on opening of Lazarus's
burial robe: an illegible Latin quotation; two words seem
to abbreviate aeteTltae spirito. Extensive losses in faces of
Apostles at extreme left, and in kneeling figure in the right
foreground. Cradled, cleaned and restored by Modestini.
1957/5 8•
Cook Catalogue, 1915, III, p. 123, Cat. No. 486 vii.
Lazarus's sarcophagus is placed diagonally, the foot at the
lower left comer. Christ, in regal garb, holds Lazarus's
right hand, blessing him with his right. He stands behind
the sarcophagus with six nimbed Apostles to the left, John.
Peter and Paul in front. Martha stands at the end of the
tomb and Mary kneels at the lower right - Lazarus's sisters;
both have haloes. Spectators at the upper right see Lazarus,
his head wrapped in funerary binding, hold on to the side
of the sarcophagus with his left hand as he is raised by
Christ Oolm II: 1-44}. The landscape in tile background
included a view of a Gotlllc town, Bethany.l
The composition of K2014 is close to Northern European
prototypes of the earlier fifteenth century. This panel is
no. 28 in Gaya NUllO'S reconstruction of the Ciudad
Rodrigo Retable (Text Fig. 32), at the extreme right, the
fourth row from the top.2 Gaya Nuno described K2014 as
entirely by Fernando Gallego. Quinn followed this view. 3

References: (I) See Reali. II, 2, pp. 386-91. (2) J. A. Gaya
Nuno, 'Sobre c1 retablo de Ciudad Rodrigo por Fernando
Gallego y sus Colaboradores', Archivo Espanol de Arte,
XXXI, 1958, p. 305, fig. 2. (3) Gaya NUllO. Femaudo Gallego,
Madrid, 1958, p. 23; Robert Quinn. Fert/ando Gallego and
the Retablo of Cil/dad Rodrigo, Tucson. 1961, p. 22.
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K2015 :

Figure

162

FEAST IN THE HOUSE OF SIMON (OR LAZARUS?).
Tucson, Arizona, University of Arizona Museum of Art,
since 1960. 61 X43t in. (154'9 XIIO'5 em.). Extensive
losses throughout. Cradled, cleaned and restored by
Modestini, 1955/58.
Cook Catalogue, 1915, III, p. 123, Cat. No. 486 viii.
-Christ, in a jeweled cope fastened by a trefoil morse is
seated on a folding chair at the left end of a trestle table.
The haloed Mary Magdalen, richly dressed, kneels at his
feet in the foreground in left profile. She grasps her long
1lair with her right hand, preparatory to drying Christ's
feet, holding the box of spikenard with which she will
~l11oint them (Matthew 26:6-13; Mark 14: 3-9; Luke 7:3650; John 12: 1-8).1 Simon (Lazarus?), seen frontally, is
seated in the middle wi til his wife at the right. Both are in
rich attire Witll elaborate headdresses. Two attendants
stand in the right foreground, one holding a staff" and the
otller a dish and footed cup. The architectural interior is
seen through an elaborately carved masonry arch. There is
.a dog in the left foreground.
The Feast ill the HOllse oj SilllOIl is no. 25 in Gaya NUllO'S
reconstruction of tile Ciudad Rodrigo Retable (Text Fig.
32), at the center of tile fourth row from the top.2 According to him, K2015 is by the 'Maestro de los Rostros
Siniestros'.3

Exhibited: London, Spanish alld Dlltch Paintingjrol/l the Cook
Collectioll, The Guildhall Art Gallery, 31 MaY-26 June
1948, Cat. NO.4.
References: (I) Reali, II, 2, pp. 326-8. (2) J. A. Gaya NUllO,
4Sobre el retablo de Ciudad Rodrigo por Fernando Gallego
y sus Colaboradores', Archivo Espa/jol de Arte, XXXI, 1958,
p. 305, fig. 2. (3) Gaya NUllO, Femalldo Gallego, Madrid,
1958, pp. 23-4. Robert Quinn, Femando Gallego and the
Retablo oj Cilldad Rodrigo, Tucson, 1961, p. 30, seems to
.concur.

K2016 :

Figure

163

THE TRANSFIGURATION. Tucson, Arizona, University
of Arizona Museum of Art, since 1960. 61 X43t in.
{154'9 XIIo'5 em.). Major losses in head of Christ and
along right border; many minor losses. Cradled, cleaned
and restored by Modestini, 1955/58. Inscribed in Hebrew
-on tablets of Moses:

o"'n~ O"i1?~

(tZ))~11":J~-n~

1? i1"i1"-~?

1::>::> : "j£)-?~

1"~" l'::>"?~" l~~?" '1":J~-n~1

<Thou shalt have no other Gods before me (Deut. 5 :7).
Honor thy father (these words are repeated, omitting 'thy
mother') that thy days may be prolonged (Deut. 5 :16).1
Cook Cataloglle, 1915, III, p. 122, Cat. No. 485 v.
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Christ appears at the upper center, his arms outstretched.
Moses, richly clad, is at the left, holding his staff" and the
inscribed Tablets of the Law; Elias stands at the right
pointing toward Christ. Seated in the foreground are St.
Peter at the left, St. James with arms upraised at the center,
and St. John tile Evangelist, in left profile, at the right. He
points to an open book in his lap with the left hand. All six
figures are seen against a rocky outcropping with a wooded
landscape in the background. K2016 depicts the Transfiguration (Mattllew 17: 1-8; Mark 9:2-8; Luke 9:28-36).
Christ's white garb follows the Gospels. Peter, whose
mouth seems to be open, may be shown at the moment
when, after the appearance of Moses and Elias, he says to
Jesus that three tabernacles should be made, for Christ,
Moses and Elias on that site (Matthew 17:4). K2016 shows
the moment itself, just before the voice of God was heard,
at which point the Apostles prostrated themselves. 2
The pose of St. John was taken from the Schongauer
engraving showing him on Patmos (B.55). There may also
be considerable Tuscan influence from the circle of
Castagno. This panel is no. 26 in Gaya NUllO'S reconstruction of the Ciudad Rodrigo Retable (see Text Fig. 32), the
fourth row from the top, third from the right.3 According
to Gaya NUllO and Quinn, K2016 is by the 'Maestro de los
Rostros Siniestros'.'

References: (I) The Hebrew words in the first verse are
accurate, while those in the second are not. Mrs. Nehama
Hillman has noted the disparity between the precise
Hebrew text in the upper two lines and the less accurate
Hebrew below. (2) Reali, II, 2, pp. 574-81. (3) J. A. Gaya
NUllO, 'Sobre el retablo de Ciudad Rodrigo por Fernando
Gallego y sus Colaboradores', Archivo Espano! de Arte,
XXXI, 1958, p. 305, fig. 2. (4) Gaya NUllO, Femando Gallego,
Madrid, 1958, pp. 23-4; Robert Quinn, Femando Gallego
and the Retablo oj Cilldad Rodrigo, Tucson, 1961, p. 29.

K2017 :

Figure

164

THE ENTRY OF CHRIST INTO JERUSALEM. Tucson,
Arizona, University of Arizona Museum of Art, since
1960. 61 X43t in. (154'9 XIIO'5 em.). Extensive losses
throughout. Cradled, cleaned and restored by Modestini,
1959. Inscribed above portal: IHRLM (Jerusalem').
Cook Cataloglle, 1915, III, p. 122, Cat. No. 485 vi.
Christ is mounted upon an ass at the left with a colt
alongside (Luke 19: 3cHi). His right hand is raised in
benediction; the left hand holds the halter, the index finger
pointing toward Jerusalem which is indicated by an
inscribed city gate at the right. The branches and garments
are placed on the road by the welcoming people of
Jerusalem in homage to Christ (Mark 11: 8-10). (Matthew
21:1-9; Mark II:I-IO; Luke 19:28-38; John 12:12-15.)1
Eleven Apostles appear around Christ. A large, standing,
hooded man in official garb lowers a robe to the ground
(Matthew 21: 8). Immediately before the entrance to tile
city six boys wave branches; a seventh appears in the right
foreground. At the extreme right stands a man whose
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individual physiognomy suggests a portrait; another in
eastern garb stands in prayer just to his left. A landscape is
seen in the background.
Several prints by Schongauer may have been freely adapted
for K2017; e.g. the Way to Calvary (B.2I) supplied the
figure of the boy at the lower right. This panel is no. 29
in Gaya Nuno's reconstruction of the Ciudad Rodrigo
Retable (Text Fig. 32), at the extreme left, second row
from the bottom.2 Gaya Nuno gave K2017 to the 'Maestro
de los Rostros Siniestros.'3 Quinn described the panel as an
'unhappy combination of the efforts of Hand II, Francisco
Gallego, and Pedro Bello, the fifth hand, resulting in the
poorest panel of the entire retablo.' He noted that the trees
are the weakest in execution of the series and resemble those
in two panels by Pedro Bello now in Salamanca (Museo
Di6cesano).' Uneven though the composition and execution of K2017 may be, the figure of Christ and that of the
official standing before him both show the monumentality
associated with Fernando Gallego's art and must have been
designed by him.

Referellces: (I) See Reali, II, 2, pp. 396-401. (2) J. A. Gaya
Nuno, 'Sobre el retablo de Ciudad Rodrigo por Fernando
Gallego y sus Colaboradores', Archivo Espaiiol de Arte,
XXXI, 1958, p. 305, fig. 2. (3) Gaya Nuno, Femalldo Gallego,
Madrid, 1958, pp. 23-4. (4) Robert Quinn, Femalldo
Gallego alld the Retablo of Cilldad Rodrigo, Tucson, 1961,
p·37·

FERNANDO GALLEGO and Assistants
K20I8 : Figure 165
TUE INSTITUTION OF THE EUCHARIST. Tucson,
Arizona, University of Arizona Museum of Art, since 1960.
60i X43! in. (154·3 XIIO·5 em.). Extensive losses throughout. Cradled, cleaned and restored by Modestini, 1958/59.
Inscribed on Host in Christ's hand: CORPVS •... v .•..
UOC ES EA, with monogram of Christ at center. The Host
is executed in relie£
Cook Catalogue, 1915, 1II, p. 122, Cat. No. 485 ii.
K2018 shows that moment of the Last Supper in which
Christ institutes the Eucharist (Matthew 26:26-9; Mark
14:22-5; Luke 22:19-20).1 Seen frontally, Christ is at the
center in jeweled cope and morse surrounded by the
twelve Apostles. His right hand is raised in benediction,
while the left holds a Host over a chalice placed on the
center of the round table. The young St. John has his head
on his hand at the left. The Apostle at the right of Christ,
Peter (?), points to Judas seated in the right foreground
holding a purse behind his back. Judas's foul nature is
indicated by the Apostle at the immediate right holding
his nose. Unleavened bread, a glass, and two salts are seen
on the table. The Last Supper takes place in a rich domestic
setting indicated by a costly column to the left and right of
the arch and by the dresser at the right. The Crucifixion
may be indicated by the crossed iron bars immediately
above Christ's head.

According to Gaya Nuno, K2018 was executed by the
'Maestro de los Rostros Siniestros'.2 Quinn noted tllat this
master was especially capable in painting metallic surfaces.3
The panel is no. 30 in Gaya Nuno's reconstruction of the
Ciudad Rodrigo Retable (Text Fig. 32), on the second row
from the bottom, the second from the left.' The composition of K2018 is derived in large part from the engraving
by the Netherlandish Master I. A. M. of Zwolle (B.2),
whose print includes the highly unusual figure of the
Apostle holding his nose as well as many other features of
K2018. 5

Referellces: (I) Reali, II, 2, pp. 416 ff. (2) J. A. Gaya Nuno,
Femalldo Gallego, Madrid, 1958, pp. 23-4. (3) Robert
Quinn, Femalldo Gallego alld the Retablo of Ciudad Rodrigo,
Tucson, 1961, p. 29. (4) Gaya Nuno, 'Sobre el retablo de
Ciudad Rodrigo por Fernando Gallego y sus Cola boradores', Archivo Espaliol de Arte, XXXI, 1958, p. 305, fig. 2.
(5) Illustrated F. W. H. Hollstein, Dlltcll alld Flemish
Etchings, Ellgravings alld Woodct/ts, c. 1450-1700, Amsterdam, n.d., XII, p. 254. Gallego may also have consulted the
engraving by Wenzel von Olmiitz (Max Lehrs, Geschiclzte

tltld kritiscller Katalog des deutscllell, lIiederliilldiscllell tllld
jranzosisc/zell Kllpferstichs illl 15. jailr/ulI/dert, Vienna, VI,
pI. 159, fig. 418).

K20I9 :

Figure 166

TUE AGONY IN TUE GARDEN. Tucson, Arizona, University of Arizona Museum of Art, since 1960. 61 X43t in.
(154·9 Xl09·9 cm.). Cleaned, cradled and restored by
Modestini, 1956/58. K2019 is better preserved than most
of the otller Retable panels.

Cook Cataloglle, 1915, Ill, p. 123, Cat. No. 486 v. Reproduced in color by Robert Quinn, Femalldo Gallego alld the
Retablo of Cilldad Rodrigo, Tucson, 1961. Frontispiece.
Christ kneels in the walled Garden of Olives at Gethsemane
(Matthew 26:36-46; Mark 14:32-42; Luke 22:39-46). A
robed angel with draped head kneels on a rocky outcropping before Christ and extends a chalice. The sleeping
Apostles Peter (holding a sword), James and John are
seated at the lower left. The priests' men, led by Judas and
a man holding a rope and lantern, enter the Garden
tl1rough a gate in the background, where the walled city
of Jerusalem is shown (Matthew 26:47).1
This panel is no. 31 in Gaya Nuno's reconstruction of the
Ciudad Rodrigo Retable (Text Fig. 32), on the second
register from tile bottom, the third panel from the left. 2
According to Gaya Nuno, K2019 is by Fernando Gallego
himsel£3 Quinn has noted that tile composition is very
close to that of tile same subject in Gallego's retable at
Trujillo and pointed out that K2019 is the major example
in the Ciudad Rodrigo Retable to show Fernando Gallego's
ability to render landscape space.'
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Exhibited: London, Spallish alld Dutch Pailltings from the
Cook Collectioll, The Guildhall Art Gallery, 31 May26 June 1948, Cat. NO.9.
Referellces: (I) Reali, II, 2, pp. 427-3 I. (2) J. A. Gaya Nuno,
'Sobre el retablo de Ciudad Rodrigo por Fernando Gallego
y sus Colaboradores', Archivo Espai;ol de Arte, XXXI, 1958,
p. 305, fig. 2. (3) Gaya Nuno, Femalldo Gallego, Madrid,
1958, p. 23. (4) Robert Quinn, Femalldo Gallego alld the
Retablo of Cilldad Rodrigo, Tucson, 1961, pp. 26-7.

K2020 :

Figure

167

THE ARREST OF CHRIST. Tucson, Arizona, University of
Arizona Museum of Art, since 1960. 61 X43! in. (154·9 X
110·5 em.). Inscribed on the ram's horn blown by the
soldier at the upper left: ARIA W [?] A star and a star of
David with an Islamic double crescent arc on the banners.
Peter's sword is incised with a Hallsmark, possibly the
letter P; letters on the belt of the soldier in the center
foreground may read: MALCHUS. Color notations inscribed below the final paint surface arc now visible.
Better preserved than most of the other Retable panels.
Cradled, cleaned and restored by Modestini, 1956/58.

Cook Cataloglle, 1915,

III,

p. 122, Cat. No. 485 x.

Christ, at the moment of the Arrest (Matthew 26:47-50;
Mark 14:43-6; Luke 22:47-9; John 18:1-9), is at the
center, surrounded by soldiers carrying pikes and lances,
some of them in full armor.1 A halter around his neck,
Christ is pulled by a man with an inscribed sword at the
right; his robe and right arm - holding Malchus's ear - are
grabbed by the man to the left (Judas?). The Arrest takes
place at night, as indicated by the darkened sky. St. Peter
stands at the left, raising the sword with which he has just
cut off the ear of the kneeling Malchus in the foreground
(Matthew 26:51-2; Mark 14:47-8; Luke 22:50-1; John
18: 10-II). St. James is at the extreme left and St. John is
to the right behind Peter.
Post noted that Malchus corresponds to the same character
in Schongauer's Arrest (n.IO).2 This figure may also be
derived from Schongauer's Resllrrection (n.20), from the
man at the lower right. Schongauer's Flagellatioll (n.12)
provided the source for the man at the extreme right in
K2020. The Italianate head seen from below, at the upper
left of Christ, may be derived from DelIo Delli's prophet
Habakkuk (Salamanca, Old Cathedral). In Gaya Nuno's
reconstruction of the retable of Ciudad Rodrigo (Text
Fig. 32), the Arrest is no. 32, on the second row from the
bottom, the fourth panel from right. 3 According to him,
the Arrest was executed by Fernando Gallego himsel(
Although Quinn attributed the Arrest to Hand IV, he noted
similar details in the rendering of the armor in the same
subject at Trujillo by Fernando Gallego.4

References: (I) Reali, II, 2, pp. 432-5. (2) Post, IV, I, pp. 143-4.
According to Post (pp. 224-5), a painting by the School
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of ana (Provincial Museum at Burgos) represents a
reduction of K2020 but it seems directly dependent on the
Schongauer of the same subject. (3) J. A. Gaya Nuno,
'Sobre el Retablo de Ciudad Rodrigo por Fernando
Gallego y sus Colaboradores', Archivo Espaiiol de Arte,
XXXI, 1958, p. 305, fig. 2. (4) Robert Quinn, Fernalldo
Gallego and the Retablo of Cilldad Rodrigo, Tucson, 1961,
PP·35-6.
K2021 :

Figure

168

PILATE WASHING HIS HANDS. Tucson, Arizona,
University of Arizona Museum of Art, since 1960. 60! X
431 in. (154·3 X 110·5 cm.). Pentimenti visible in window
area. Cradled, cleaned and restored by Modestini, 1956/58.
Cook Cataloglle, 1915, III, p. 123, Cat. No. 486 vi.
Pilate, in rich oriental garb, extends his hands to the left
where a page, holding a bowl and ewer, washes them
(Matthew 27:24).1 Another attendant stands at the upper
left. Christ is brought in at the right, his hands bound, with
a rope around his neck, held by a man to the left. A crowd
of six or so attendants in turbans and military attire appear
in the doorway at the right.
The broad outlines of the composition may perhaps have
been derived from Schongauer's engraving of the same
subject (n.I4). This panel is no. 35 in Gaya Nuno's reconstruction of the Ciudad Rodrigo Retable (Text Fig. 32),
the second row from the bottom, on the extreme right. 2
According to Gaya Nuno, K2021 is by the 'Maestro de los
Rostros Siniestros'.3 Quinn attributed the panel to
Fernando Gallego himsel( 4

Referellces: (I) Reali, II, 2, pp. 450-1. (2) J. A. Gaya Nuno,
'Sobre el retablo de Ciudad Rodrigo por Fernando Gallego
y sus Colaboradores', Archivo Espaiiol de Arte, XXXI, 1958,
p. 305, fig. 2. (3) Gaya Nuno, Fernando Gallego, Madrid,
1958, pp. 23-4. (4) Robert Quinn, Fernando Gallego alld the
Retablo of Cilldad Rodrigo, Tucson, 1961, p. 22.

K2022 :

Figure

169

ECCE HOMO. Tucson, Arizona, University of Arizona
Museum of Art. 61 X43! in. (154·9 XI09·9 cm.). Inscribed
on banner at upper left: CRVCIFIGE. CRVCIFIGE..EVM
('Crucify him, crucify him') (John 19:6), and on scroll to
left of Christ: .ECCE.OMO ('Behold the man') (Jolm 19: 5).1
A large hole destroying most of the head of the figure to
the left of Pilate resulted from the cannonade of the Duke
of Wellington during the siege of Ciudad Rodrigo in
January of 18n. Cradled, cleaned and restored by
Modestini, 1958/59.
Cook Cataloglle, 1915, III, p. 123, Cat. No. 486 ii.
The Roman judge, Pilate, stands in a loggia-like entrance
to tlle Judgment Hall. For the second time, following the
Flagellation and the Mocking, Christ appears to the Jews
assembled in the courtyard. These events are indicated by
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Christ's wearing the Red Robe and Crown of Thoms and
by the torturer brandishing a scourge at the right. Following the Jews' demand for his crucifixion, Christ is about to
be led away. The figure in the foreground holds a noose
for this purpose. Men in quasi-monastic and exotic garb
at the extreme left are meant to be rabbis or judges. The
speech scroll with the demand for crucifixion itself forms
a transverse member of the cross whose vertical member is
a lance (Longinus's?) with a banner - anticipating that of
Christ's Resurrection.
This panel is no. 34 in Gaya Nuno's reconstruction of the
Ciudad Rodrigo Retable (Text Fig. 32).2 He found K2022
to be entirely by Fernando Gallego.3

References: (I) Reali, II, 2, pp. 459-60. For the Ecce Homo
in the fifteenth century see Erwin Panofsky, 'Jean Hey's
"Ecce Homo": Speculations about Its Author, Its Donor
and Its Iconography', Brussels, Musees Royallx des BeauxArts, Bulletin, v, 1956, pp. 95-132. (2) J. A. Gaya Nuno,
'Sobre el retablo de Ciudad Rodrigo por Fernando Gallego
y sus Colaboradores', Archivo Espanol de Arte, XXXI, 1958,
p. 305, fig. 2. (3) Gaya Nuno, Fernando Gallego, Madrid,
1958, p. 23. Robert Quinn, Fernando Gallego and the Retablo
oj Ciudad Rodrigo, Tucson, 1961, p. 22, followed this view.

FERNANDO GALLEGO and Assistants
K2023 :

Figure

170

THE WAY TO CALVARY. Tucson, Arizona, University
of Arizona Museum of Art, since 1960. 61 X43! in.
(154·9XIIO·5 cm.). Losses follow vertical join at center of
panel; better preserved than majority of series. Cradled,
cleaned and restored by Modestini, 1955/57.
Cook Catalogue, 1915, III, p. 123, Cat. No. 486 x.
Christ, falling to his knees under the weight of the cross,
is part of a procession moving from left to right, wending
its way through a rocky landscape to CalvaryOohn 19: 17).1
His face turned to the viewer, Christ is led by a rope held
by the man who is seen from the back and has a hammer in
his belt.2 Christ is surrounded by lance-bearing soldiers.
Simon of Cyrene (a bald man to the right) supports the
cross-beam. Mary is at the extreme left. A striding figure,
raising a rope, is in the left foreground. A boy with a club
is in the right foreground. The almost naked Good and
Bad Thieves are at the upper right, following a band of
Roman soldiers in the distance.
K2023, as noted by Post,3 is a much reduced version of
Schongauer's well-known, elaborate, horizontal Great
Way to Calvary (B.21). Gallego has reversed several of the
engraved figures, most notably Christ and the striding man
with the raised rope, and has omitted many of the figures
and all the horsemen in the print. Simon of Cyrene does
not appear in SdlOngauer's print. With the exception of
the rocky outcroppings the landscapes differ greatly. The
man with the hammer is taken directly from Schongauer's

Christ Before Pilate (n.14). The landscape background is
executed in a style derived from Sienese painting. The
Way to Calvary is no. 36 in Gaya Nuno's reconstruction of
the Ciudad Rodrigo Retable (Text Fig. 32), on the lowest
row above the predella, at the extreme left.4 He attributed
K2023 to the 'Maestro de los Rostros Siniestros'.5 The
composition of K2023 is close to that of the same subject
added by Francisco Gallego to the Delio Delli Retable in
the old cathedral at Salamanca.
References: (I) See Reau, II, 2, pp. 463-7. (2) The presence
of the hammer suggests there having been a now lost
panel showing Christ Nailed to the Cross. (3) Post, IV, I,
p. 145. (4) J. A. Gaya Nuno, 'Sobre el retablo de Ciudad
Rodrigo por Fernando Gallego y sus Colaboradores',
Archivo Espanol de Arte, XXXI, 1958, p. 305, fig. 2. (5) Gaya
Nuno, Fernando Gallego, Madrid, 1958, pp. 23-4. Robert
Quinn, Fernando Gallego and the Retablo oj Ciudad Rodrigo,
Tucson, 1961, p. 30, seemed to agree with Gaya Nuno.

K2024 :

Figure

171

THE CRUCIFIXION. Tucson, Arizona, University of
Arizona Museum of Art, since 1960. 61 X43! in. (154·9 X
IIO·5 cm.). Inscribed on tablet above cross: INRI Oesus of
Nazareth, King of the Jews); on mantle of St. John the
Evangelist: much illegible script; some looks Greek, the
rest kufic. More extensive flaking than the other panels.
Cradled, cleaned and restored by Modestini, 1955/59.
Cook Cataloglle, 1915, III, p. 122, Cat. No. 485 vii.
K2024 represents the Crucifixion Witll the dead Christ seen
frontally at the center. The thieves' tortured, broken bodies
are curled around their crosses which are placed at an angle
Oohn 19:32-7). The Virgin swoons at the base of the cross,
supported to the left by St. John the Evangelist. Three other
Holy Women surround the foot of the cross; the richly
dressed Magdalen is at the right, wringing her hands. A
throng of Roman soldiers and Jews are massed near the
cross. Longinus, lance in hand, on a black horse, is placed
at the extreme left, looking up toward Christ whose side
has just been pierced. Another Roman soldier is seen from
tlle back, pointing toward the lance. Mounted to the right
of the cross is a figure in rich, priestly garb. Other officials
are clustered on the right. The Crucifixion is seen against
a landscape including a great walled city by a river. Small
figures are shown returning to the city after the Crucifixion,
one carrying a ladder.

The Crucifixion is no. 37 in Gaya Nuno's reconstruction of
the Ciudad Rodrigo Retable (Text Fig. 32), on the bottom
register, the second panel from the left.1 He attributed
K2024 to the 'Maestro de los Rostros Siniestros'.2 Quinn
assigned the panel to Hand III, the 'Lip Painter'.3 The
entire composition goes back to a work by Jan van Eyck
(New York, Metropolitan Museum of Art), long known
in Spain.4 The dog at the lower left comes from Schongauer's Adoration oj tile Magi (n.6). K2024 is based in part
upon Schongauer's Great Way To Calvary (n.21), also used
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by Gallego for K2023. The horse and rider seen from the
back in the left foreground and the four men between
Christ and the thief at the right are taken directly from the
engraving. The artist may have reversed an engraving by
the Master I.A.M. of Zwolle (B.5) for the placement of the
thieves. Although the Crucifixion is derivative in design, it
presents one of the most authoritative and forceful works
by Gallego.

References: (I) J. A. Gaya Nuno, 'Sobre el retablo de
Ciudad Rodrigo por Fernando Gallego y sus Colaboradores', Arcltivo Espaiiol de Arte, XXXI, 1958, p. 305, fig. 2.
(2) Gaya Nuno, Femalldo Gallego, Madrid, 1958, pp. 23-4.
(3) Robert Quinn, Femalldo Gallego and the Retablo of
Ciudad Rodrigo, Tucson, 1961, pp. 31-2. (4) The painting
was long in Spain. Gallego could have also taken the
Eyckian composition from the panel attributed to Luis
Alimbrot by Post (Madrid, Collection Bauza). Reproduced
by Gudiol in Pilltllra Gotica (Ars Hispaniae, IX), Madrid,
1955, fig. 209.

K2025 :

Figure

172

THE DEPOSITION. Tucson, Arizona, University of Arizona Museum of Art, since 1960. 61 X43! in. (154·9 X
IIo·5 cm.). Inscribed above the cross: INRI (Jesus of
Nazareth, the King of the Jews'. John 19:19; Luke 23 :38.)
Far better preserved than most of the other Ciudad
Rodrigo panels. Cradled, cleaned and restored by
Modestini, 1955/59.
Cook Cataloglle, 1915, III, p. 122, Cat. No. 485 iii.
The Lamentation takes place at tlle foot of the cross.
(Matthew 27:57££; Mark 15:42-5; Luke 23:50-3; John
19: 38 ££).1 The body of the dead Christ is held in the lap
of a bearded elder in rich garb, Nicodemus (?). The left
end of the shroud is held by another richly dressed man
kneeling at the foot of the ladder propped against tlle cross,
Joseph of Arimathea (?).2 St. John the Evangelist, standing
immediately below tlle cross, supports the mourning
Virgin as she bends over the body. Four mourning Holy
Women are seen behind the main group. The wealtllily
dressed Magdalen is placed at the extreme right, holding
a cloth over a structure which appears to be a well. 3 The
skull and jawbone in the foreground refer to Golgotha
('the place of the skull'), the burial place of Adam
(I Corintllians 15 :42-50). The poppy at the extreme right
is an emblem of death and resurrection. A mule train and
ox team and a flock of goats are shown in the background,
which is the same setting as that of the Crucifixioll (K2024).
In 1948, the panel was attributed in part to Pedro Bello.'
The Deposition is no. 38 in Gaya Nuno's reconstruction of
the Ciudad Rodrigo Retable (Text Fig. 32), to tlle left of a
central opening for a statue of the Virgin.s According to
Gaya Nuno, K2025 is by the 'Maestro de los Rostros
Siniestros.'G Quinn attributed the panel to Hand III, the
'Lip Painter', also attributing the Cmcifixion (K2024) to
this artist, but he assigned 'tlle two anterior figures supporting the Christ' to Fernando Gallego. 7 The intricate frieze-
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like composition of K2025 stems from Netherlandish
sources of the sixtll and seventh decades of the centuryfrom the studio of the late Roger van der Weyden and the
art of Hugo van der Goes (Vienna, Kunsthistorisches
Museum, Lamelltatioll).

Exltibited: London, Spanish al/d Dlltch Paintings from the
Cook Co lIectioll , Guildhall Art Gallery, 31 MaY-26 June
1948, p. 5, Cat. No. 10.
References: (I) For the Depositioll, see Reau, n, 2, pp.
513-21. (2) See Wolfgang Stechow, Joseph of Arimathea
or Nicodemus?' Stlldim zlIr toska1lischeu KlI1Ist, Festschrift
flir Llldwig HeillTich HeydellTeich, ZIIIII 23. Miirz 1963,
Munich, 1964, ed. W. Lotz, pp. 289-302. (3) Robert Quinn,
Ferualldo Gallego alld the Retablo of Cilldad Rodrigo, Tucson,
1961, p. 10, identifies this figure as St. Barbara. (4) Sir
Herbert Cook, Spall ish and Dlltch Pail/tings from the Cook
Collection, The Guildhall Art Gallery, London, 1948, p. 5,
Cat. No. 10. (5) J. A. Gaya Nuno, 'Sobre cl retablo de
Ciudad Rodrigo por Fernando Gallego y sus Colaboradores', Archivo Espaiiol de Arte, XXXI, 1958, p. 305, fig. 2.
(6) Gaya Nuno, Femalldo Gallego, Madrid, 1958, pp. 23-4.
(7) Quinn, op. cit., pp. 31-3.

K2026 :

Figure

173

THE RESURRECTION. Tucson, Arizona, University of
Arizona Museum of Art, since 1960. 60i X43! in. (153·7 X
IIO·5 cm.). Better preserved than the bulk of the Ciudad
Rodrigo Retable panels. Cradled, cleaned and restored by
Modestini, 1955/59.
Cook Cataloglle. 1915, III, p. 123, Cat. No. 486 xi.
The Risen Christ stands on the front edge of the classicizing
sarcophagus which is placed parallel to the picture plane
(Matthew 28:1-8; Mark 16:1-8; Luke 24:1-12; John
20: 1-10).1 His right hand is raised in benediction, the left
holds the banner cross of the Resurrection, which extends
to the base of the sarcophagus. He wears a triumphant red
cape fluttering to the right; blood streams from his wounds.
The tomb is surrounded by eight soldiers, four of whom
are awake and aware of the Resurrection. The soldier in
the left rear raises tlle left arm; the one at the right rear
places the left arm to his head. Another gesticulates in the
left foreground, and a fourth, although recumbent and
facing away from Christ, seems aware of the event.
The soldier seen from the back in the left foreground is
taken from the Schongauer ReSllrrectioll (B.20), as is the
sleeping figure with the cross-bow and sword at the
extreme left. 2 However, the main lines of the composition
are Spanish, for example as seen in the Luis Borrassa Altar
of the Virgil/ (Valencia, Montortal Collection). Christ's
somewhat ambiguous position, seeming to hover just above
the edge of the tomb, is found in the DelIo Delli Resurrectioll
(Salamanca, Old Cathedral, retable), where tllere are other
compositional similarities with K2026. 3 Robinson stated
that of all the panels of the Ciudad Rodrigo Altar only the
Resurrectioll is by Fernando Gallego.' Bertaux found the
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style of K2026 alien to Gallego and used it as the definitive
painting of an assistant dubbed the 'Maitre aux Armures',5
whom Gaya Nuno later called the 'Maestro de los Rostros
Siniestros'.6 The panel is no. 40 in Gaya Nuno's reconstruction of the Ciudad Rodrigo Retable (Text Fig. 32),
in the lowest row, to the right of a niche where he
postulated a statue of the Virgin stood. 7

Referellces: (I) Reali, II, 2, pp. 544-7. (2) A. van der Put,
'Notes on some early Spanish Masters',Bllrlillgtoll Magazil1e,
1908, p. 156, noted that the ReSllrrectioll was used as a
model by the artist who designed the woodcut of the same
subject for the Aurea Expositio Hytllllorllm by Antonio
Nebrissensis (de Nebrija), printed by Paul Hurus in
Saragossa in 1499. However, Post (IV, I, p. 145) pointed
out that this similarity is due to both works' common
source in the Schongauer engraving of the Resurrection.
(3) Noted by Mrs. Jean Rosenwald. (4) Charles John
Robinson, ' "The Maitre de Flemalle" and the Painters of
the School of Salamanca', Bllrlingtol1 Magazille, VII, 1905,
pp. 387-93, p. 393. (5) Emile Bertaux in Andre Michel,
Histoire de l'Art, Paris, 1908, III, 2, p. 794. (6) J. A. Gaya
Nuno, Femando Gallego, Madrid, 1958, pp. 23-4, followed
by Robert Quinn, Femalldo Gallego and the Retablo oJCiudad
Rodrigo, Tucson, 1961, p. 29. (7) Gaya Nuno, 'Sobre el
retablo de Ciudad Rodrigo por Fernando Gallego y sus
Colaboradores', Arcllivo Espa/iol de Arte, XXXI, 1958,
p. 305, fig. 2.

FERN ANDO GALLEGO and Assistants
K2027 : Figure 177
THE LAST JUDGMENT. Tucson, Arizona, University of
Arizona Museum of Art, since 1960. 60i X43! in. (154'0 X
IIO'5 cm.). State of preservation superior to the bulk of
the Ciudad Rodrigo panels. Cradled, cleaned and restored
by Modestini, 1958/59.
Cook Catalogue, 1915, III, p. 123, Cat. No. 486 xii.

The composition of K2027 is freely based on medieval
sources, its scheme recalling Northern depictions of the
subject from the first six decades of the fifteenth century,
such as that of Roger van der Weyden (Deaune, HotelDieu).3 The panel is no. 42 in Gaya Nuno's reconstruction
of the Ciudad Rodrigo Altar (Text Fig. 32), the lowest
register, on the extreme right. 4 He gave K2027 in its entirety to Fernando Gallego. Quinn followed this opinion. s

Exhibited: London, Spallish alld Dutch Pailltillgs from tile
Cook Collectioll, Guildhall Art Gallery, 31 MaY-26 June
1948, Cat. No. II.
References: (I) Reali, II, 2, pp. 727-57; Robert Quinn,
Femalldo Gallego alld the Retablo oj Ciudad Rodrigo, Tucson,
1961, pp. 107-8. (2) According to Quinn the incomplete
number of Apostles suggests that K2027 was cut down at
the left and right. (3) The Roger source, from which several
figures among the Damned and tlle Saved were directly
derived, was noted by Emile Bertaux in Andre Michel's
Histoire de l'Art, III, 2, Paris, 1908, p. 794. Unlike Van der
Weyden, Gallego omits the figure of St. Michael. This
omission is also made in the Dello Delli Salamanca Altar
Last Judgmellt and seen in a Goesian Last Judgmellt (A.
Hessel Sale, Antwerp, 29 May-6 June 1933, Cat. No. 60).
The influence of Dieric Bouts on K2027 was cited in tlle
catalogue Spall;sh alld Dlltch Pailltillgs from the Cook
Collectioll, op. cit., Cat. No. II. The Master of Flemalle has
also been given as a source by J. C. Robinson, 'The Maitre
de FlCmalle and the Painters of the School of Salamanca',
Bllrlingto/l Magazille, VII, 1905, p. 389. K2027 may be based
upon a Northern print reproducing an early Last Judgment composition. (4) J. A. Gaya Nuno, 'Sobre el Retablo
de Ciudad Rodrigo por Fernando Gallego y sus Cola boradores', Archivo Espatlol de Arte, XXXI, 1958, p. 305, fig. 2.
(5) Gaya Nuno, Femalldo Gallego, Madrid, 1958, pp. 23·-4;
Quinn, op. cit., pp. 27-8.

K2028 :

Christ is seated on a cloud bank in the upper section, at the
moment of the Last Judgment (Revelation 20: 11-15). He
is seen frontally, holding the baton in his right hand, the
left arm outstretched on the other side. 1 Seven angels
encircle him, the one to his right holding a lily (?) of
Misericordia and the one to his left, the double-edged
sword ofJustitia. Mary kneels at his right, her hands joined
in prayer, and John the Daptist at his left - both acting as
intercessors for mankind. At the extreme upper left and
right of the panel, pairs of angels trumpet the moment of
the LastJudgment. In the central register five male figures
seated on a wooden bench are shown at the left and four
at the right. From left to right, these are: Simon, James the
Greater, an Apostle witll a book, John the Evangelist,
Peter, an Apostle with a book (Paul?), Matthew, an
Apostle with a book (Philip?), Andrew. 2 Banderoles which
may have formerly been inscribed are below each group
of male saints. At the bottom the Saved, clad in surplices,
are at the left (to Christ's right), and the naked Damned at
the right.

Figure

174

SAINTS ANDREW AND PETER. Tucson, Arizona, University of Arizona Museum of Art, since 1960. 33t X43! in.
(84'5 XIIO'5 cm.). Among the better preserved panels of
tlle Retable, from the predella. The gold background with
a tooled textile design has suffered extensive losses. Cradled,
cleaned and restored by Modestini, 1957/59.
Cook Catalogue, 1915, III, p. 125, Cat. No. 489.
Seen in half-length, St. Andrew holds the upper part of the
X-shaped cross of his martyrdom, and looks to the right,
Witll his right hand raised in benediction; St. Peter, to the
right, is seen frontally, holding keys in the right hand and
a book open to a page with a capital D at the upper left. 1
These figures are probably freely based on German engravings of the generation of the Master E. S. This panel
is no. 43 in Gaya Nuno's reconstruction of the Ciudad
Rodrigo Retable (Text Fig. 32), the first on the left in the
predella.2 He attributed K2028 to Fernando Gallego, as did
Quinn.3
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Exhibited: London, Exhibition oj Spanish Old Masters,
Grafton Galleries, Oct. 1913-Jan. 1914, Cat. No. 14;
London, Exhibition oj Spanish Paintings, Royal Academy
of Arts, Nov. 192o-Jan. 1921, Cat. No. 17.
References: (I) Robert Quinn, FeTllaltdo Gallego altd the
Retablo oj Ciudad Rodrigo, Tucson, 1961, pp. 108-9, stated
that the book symbolized the Word. (2) J. A. Gaya NUllO,
'Sobre el Retablo de Ciudad Rodrigo por Fernando
Gallego y sus Colaboradores', Arcltivo Espaiiol de Arte,
XXXI, 1958, p. 305, fig. 2. (3) Gaya NUllO, FeTllaltdo Gallego,
Madrid, 1958, p. 23; Quinn, op. cit., p. 22.

K2029 :

Figure

I75

SAINTS BARTHOLOMEW AND JOliN THE EVANGELIST.
Tucson, Arizona, University of Arizona Museum of Art,
since 1960. 331 X43t in. (84·5 XUO·5 cm.). Among the
better preserved panels of the retable, from the predella,
gold background with tooled textile design has suffered
extensive losses. Cradled, cleaned and restored by
Modestini, 1957/59.
Cook Catalogue, 1915, III, p. 124, Cat. No. 487.
Seen in half-length, St. Bartholomew at the left holds the
flaying knife of his martyrdom in his right hand as though
blessing it. The other hand makes a rhetorical gesture. St.
John the Evangelist, turning to the left, holds his attribute,
the chalice with serpents, with his left hand, blessing it
with his right.
The panel is no. 44 in Gaya NUllO'S reconstruction of the
Ciudad Rodrigo Retable, the second from the left in the
predella (see Text Fig. 32).1 These figures are probably
freely based on German engravings of the generation of
the Master E. S. Gaya NUllO and Quinn give all the
predella panels to Gallego himsel£2

Exhibited: London, Exhibition oj Spanish Old Masters, The
Grafton Galleries, Oct. 1913-Jan. 1914, Cat. No. 17;
London, Exhibitioll oj Spanish Paintings, The Royal
Academy of Arts, Nov. 192o-Jan. 19~1, Cat. No. 18.
Refereltces: (I) J. A. Gaya NUllO, 'Sobre el Retablo de
Ciudad Rodrigo por Fernando Gallego y sus Colaboradores', Archivo Espaliol de Arte, XXXI, 1958, p. 305, fig. 2.
(2) Gaya NUllO, FeTllando Gallego, Madrid, 1958, p. 23;
Robert Quinn, Femaltdo Gallego alld the Retablo oj Ciudad
Rodrigo, Tucson, 1961, p. 22.

K2030 :

Figure

I76

SAINTS MARK (?) AND TUOMAS. Tucson, Arizona,
University of Arizona Museum of Art, since 1960. 331 X
431 in. (84·5 XI09·9 cm.). Preservation inferior to the other
two predella panels. Gold background with tooled textile
design has suffered extensive losses. Cradled, cleaned and
restored by Modestini, 1957/59.
Cook Catalogue, 1915, III, p. 124, Cat. No. 488.
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Seen in half-length, St. Mark (?) turns to the right holding
an open book (his Gospel?).1 St. Thomas, on the right,
turns toward Mark, his mouth open. He holds his attribute,
the girdle of the Virgin. 2
The panel is no. 45 in Gaya NUllO'S reconstruction of the
Ciudad Rodrigo Retable (Text Fig. 32).3 Gaya NUllO and
Quinn gave all three predella panels to Gallego himsel£4
Gaya NUllO believed K2030 to have been to the left of the
lost central section of the predella, probably a depiction of
the Savior. These figures are probably freely based on
German engravings of the generation of the Master E. S.

Exhibited: London, Exhibition oj Spanish Old Masters,
Grafton Galleries, Oct.TI913-Jan. 1914. Cat. No. 20;
London, Exhibition oj Spanish Paintings, Royal Academy
of Arts, Nov. 192o-Jan. 1921, Cat. No. 19.
References: (I) Post (IV, I, p. 140) questioned the identification of the Kress saint with Mark. (2) See Reali, III, 3,
pp. 1266-72. (3) J. A. Gaya NUllO, 'Sobre el Retablo de
Ciudad Rodrigo por Fernando Gallego y sus Colaboradores', Arcllivo Espaiiol de Arte, XXXI, 1958, p. 305, fig. 2.
(4) Gaya NUllO, Femaltdo Gallego, Madrid, 1958, p. 23;
Robert Quinn, Femalldo Gallego and the Retablo oj Ciudad
Rodrigo, Tucson, 1961, p. 26.

MASTER OF THE RETABLE OF THE
REYES CAT6LICOS
The Master of the Reyes Cat6licos is named after eight
vertical retable panels depicting scenes from the lives of
Christ and Mary: Allllllllciation (KI861), Visitation (KI860),
Nativity (K 1862), Adoration ojthe Magi (K 1863), CirCllmcisiol1
(private collection, Text Fig. 33), Presentation (also known
as Purification, Cambridge, Mass., Fogg Art Museum, as by
the Pacully Master School, Text Fig. 34), Christ among the
Doctors (KI681), The Marriage at Calta (KI680). The group
was first studied by Conway, who, familiar with only four
of the series, described them as Flemish and unusually fine
examples of the work of a Brussels court painter active
c. 1490. On the basis of its heraldry, Conway suggested
that the retable may have been painted to be installed at
Valladolid, a principal residence of the Spanish court,
where Ferdinand of Aragon and Isabella of Castile (known
as Los Reyes Cat6licos) were married in 1469. The arms
were interpreted differently by Van der Put, who concluded that the panels were probably executed shortly
before 1492, perhaps in the winter of 1488-89 when the
royal couple received the ambassadors of the Imperial
House of Austria to arrange the marriages which took
place in 1496-97, when Prince Juan and Princess Juana
married Margaret of Austria and her brother Philip tlle
Fair respectively.1 Contrary to Conway, Mayer proposed
that the CirCIIl/lcision (private collection, Text Fig. 33) was
the work of a Castilian artist, close to the anonymous
painter who assisted Fernando Gallego in the production
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of the Ciudad Rodrigo Retable (K2005-30) and who was
identified by Bertaux as the 'Maitre aux Armures'. Mayer
noted the influence of Hugo van der Goes, Roger van der
Weyden, and North Netherlandish art on the painter of
the panels. He dated them in the late 1480s.2 Post in 1943
also believed the author of the panels to be Spanish,
possibly a pupil of the Pacully Master, but unlike the latter,
oriented toward the School of Brussels and Roger van der
Weyden. He named the artist the Master of the Retable of
the Reyes Cat6licos, including him among the HispanoFlemish artists active in the second wave of Flemish
influence at Valladolid.3 Like Conway, he believed 'the
profusion and prominence of the escutcheons of the
Spanish king and queen to argue for the actual intervention
of the royal house in the commission', describing the series
as 'a work that historically as well as aesthetically takes its
place among the most significant productions of the whole
Hispano-Flemish movement.''' Post quoted unnamed
scholars as seeing two different hands in the Retable: one
artist executed the Antllmciatioll, Visitatioll, Nativity and
Adoratioll of the Magi, and another the Circumcisioll,
Presentation of Christ, Christ among the Doctors, and The
Marriage at Cana. 5 The first four arc slightly shorter tllan
the second group and were at one time in the Willys
Collection (Palm Beach). Suida (p. 180) suggested the series
included idealized portraits of the affianced royal couples.
According to Brans, the retable was painted for the Spanish
court by an imitator of Roger van der Weyden who may
have been trained in Flanders. He suggested that Queen
Isabella left it to a convent at Valladolid. Brans did not
commit himself as to the origin of tlle master but pointed
to North Netherlandish and German aspects of his style.6
According to Gudiol, the Master of the Retable of the
Reyes Cat6licos initiated the fmal phase of Hispano-Flemish
art in Palencia and Burgos. The artist was of Flemish origin,
influenced by Roger van der Weyden, Memling and
Gerard David. Endowed with great technical ability, the
Master had a considerable workshop. The author found the
retable's style to agree with the generally supposed commission date of 1496/97, when the royal marriages took
place. 7 Most recently Gudiol identified the master of the
retable with Diego de la Cruz, whose documented activity
took place c. 1487/88-1498, and who is recorded as working on a joint commission with the sculptor Gil de Siloe
for a retable at San Gregorio in Valladolid. 8 According to
Gudiol, Diego de la Cruz executed the bulk of the
Amllmciatioll, Nativity and prominent figures in the
Adoratioll oftlte Magi, Visitation and Preselltatioll (Cambridge,
Mass., Fogg Art Museum). He wrote that the assistant
who worked on the last three also painted Christ amollg the
Doctors and The Marriage at Calla and was possibly trained
in France. 9 Gudiol assembled a considerable oeuvre for
Diego de la Cruz. Many of these works, although not
documented or signed, share the distinguishing characteristics of the Retable of the Reyes Cat61icos.
Whether or not the master of the Kress panels can definitely
be identified with Diego de la Cruz, he was certainly a
highly eclectic master who based his style on tllat of Roger
van der Weyden and his Brussels followers. In addition to

the art of the Brabant, tlle painter also shows North
Netherlandish qualities as first noted by Mayer. Some of
tlle physiognomical types and fashions in the retable
suggest that the painter was open to influences from the
art of Lombardy of c. 1500; all in all, the panels could not
date much earlier than the last decade of the century. The
great altarpiece to which the Kress panels originally
belonged probably contained several other scenes from the
lives of Christ and the Virgin, such as the Crucifixion, some
of which may have been rendered in sculpture rather than
painting. In view of the retable's royal patronage, the
Coronation of the Virgin by the Trinity was probably
among the lost scenes, prominently located at the center
of tlle altarpiece. The theory tllat the series was painted to
commemorate the royal marriages of Spain and Austria is
corroborated by tlle arms of both appearing in the
Preselltatioll ill tlte Temple. The personal emblems of the
Catholic kings - the yoke and bundle of arrows - are
presented with those of Castile, Leon, Sicily, and Aragon,
as well as those of Maximilian after his marriage to Mary
of Burgundy, including the Burgundian strikeplate. The
Fogg panel also shows the single large initial M for
Maximilian at the right and the monogram of Ferdinand
and Isabella above the yoke at the left.lo

Provellance: From a convent at Valladolid? The AtlllUllciatiOIl, Visitatioll, Nativity and Adoration of the Magi, John
North Willys, Palm Beach, Florida. French and Co., New
York. Kress acquisition 1951. Christ amollg the Doctors and
The Marriage of Cana, both c. 1922, Conde de las Almenas,
Madrid (?).11 Dr. Preston Pope Satterthwaite, New York.
New York, Frencll and Co. Kress acquisition 1951. (Sec
individual entries for exhibitions.)
Referellces: (I) The research of Conway and Van der Put is
unpublished; it is in the Kress Archive. (2) August Liebmann Mayer, Geschichte der spallischen Malerei, Leipzig,
1922, pp. 144-5. (3) Chandler Rathfon Post, 'The Pacully
Master', Gazette des Beaux-Arts, 6th ser., XXIII, 1943, p. 328.
In 1933, Post (IV, 2, pp. 418-28) called the artist of the
series 'Valencian(?)' and did not find him close to the
Pacully Master. The Fogg Art Museum Handbook (Cambridge, Mass., 1936, pp. 88-9) gives the painter as 'School
of Castile'. (4) Post, IV, 2, p. 420. The arms arc most
prominent in the Purification (Cambridge, Mass., Fogg Art
Museum, Text Fig. 34) and the Miracle at the Marriage at
Catla (KI680). (5) Ibid., pp. 422-3. (6) J. V. L. Brans, Isabel
la Cat6lica y el Arte Hispallo-Flamenco, Madrid, 1952, pp.
130-3. (7) Jose Gudiol, Pintura G6tica (Ars Hispalliae, IX),
Madrid, 1955, p. 360. (8) Jose Gudiol, 'El Pintor Diego de
la Cruz', Goya, no. 70, 1966, pp. 208-17, esp. pp. 209-10.
The artist is described in a document as a sculptor resident
in Burgos, and in a document of 1498 as 'Diego de la Cruz
pintor'. His only signed work is a very Netherlandish Mall
oj Sorrows with the Virgin alld St. 101m (Barcelona, Bonova
Collection) (ill. p. 208). (9) Ibid., pp. 214-15. (10) Discovered by Jessie McNab with the assistance of Henry
Berg of the Fogg Art Museum. (II) Illustrated in Arthur
Byrne and Mildred Stapley, Spanish Interiors and Fumiture,
New York, 1922, II, pI. 109.
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MASTER OF THE RETABLE OF THE
REYES CATOLICOS
K1861 : Figure 178
THE ANNUNCIATION. San Francisco, California, M. H.
De Young Memorial Museum (61-44-21), since 1955.
Oil on pine. 60i X37 in. (153·3 X94·0 cm.). IllScribed between angel and Virgin: AVE GRACIA PLENA DOMINUS
TECUM ('Hail full of grace, the Lord is with thee', Luke
1:28); on the ewer in the background: AVE REGINA
('Hail Queen'); Mary's cloak is illScribed: DOMINE ...
HIS ... VNDVM. Generally well-preserved; re-cradled,
cleaned and restored in 1954 by Modestini.
Sail Frallcisco, 1955, p. 64.1
The Annunciation (Luke I :28-38) takes place in a domestic
interior whicll has a bedchamber in the background.
Gabriel, in liturgical garb, enters from a landscape at the
left. Half-kneeling, he points to the Virgin with his right
hand and holds a baton with the left. The Virgin stands at
a prie-dieu on the right, her eyes downcast, holding a book
with her left hand and raising the right. God the Father,
in p~pal tiara and regal attire, is shown at the upper left
holdmg an orb, his right hand raised in benediction. Seven
golden .rays (the Seven Gifts of the Holy Spirit) emanate
from IllS mouth toward the head of the Virgin. The nude
i~fant Christ, grasping a cross, glides along the rays toward
hIS mother. The Holy Spirit as a dove is shown immediately
to the left of Mary's head. 2 A pot of lilies, an emblem of
Marian grace, is seen in the background, at the foot of the
Virgin's bed.3
The composition of KI861 fuses several Netherlandish
prototypes. Its primary source is the art of Roger van der
Weyden (c£ the left, Annunciation, wing of the Columba
Altar, Munich, Pinakothek). Unlike the latter, which takes
place within a simpler space,' the Kress panel has the bedchamber in a separate raised section in the background. Its
style reflects the Netherlandish art of the last years of the
fifteenth century, bringing together the manner of the
followers of Dieric Bouts and Hugo van der Goes.

Riferellces: (I) Gaya Nuijo, p. 274, Cat. No. 2249. (2) For
this form of Annunciation, see Panofsky, I, p. 129; William
S. Heckscher, 'The Annunciation of the Mcrode Altarpiece - An Iconographic Study', Miscellanea JozifDuverger,
Ghent, 1968, pp. 37-65. (3) For this type, see Pallofsky, I,
p. 254. (4) KI861 may possibly reflect a lost Rogerian model
since the spatial organization is very like that master's
Johalll1esaltar (Berlin, Staatliche Museen). For the Netherlandish sources OfKI861 see Post, IV, 2, pp. 424-5.

K

TI~E

1860 : Figure 179

VISITATION. Tucson, Arizona, University of
ArIzona Museum of Art (KR 61,30), since 1957. Oil on
pine. 60 x361 in. (152.4 X93·7 cm.). IllScribed on robe of
Virgin reading from the shoulder downwards: MAGNIFICATE ANIMA MEA DOM[INUM] ET ECCELTAVIT

SPIRI~AS

179

MEAS IN DEO SALATARI MEO ('My soul doth

ma~mfy The ~ord, And my .spi~it hath rejoiced in God my

SaVIOr. CantIcle of the VIrgm at the Visitation, Luke
1 :46-7.) A[VE] MARIA MATER GRACIE MATER MIS[E]RE
CORDIE; and NOS AB OSTE PROTEGE IN HORA MORIA
SASSIT ('Mary mother of grace, mother of mercy,
protect us from the enemy and aid us in the hour of
deatll.')l Letters on the sleeve of St. Elizabeth: lAS ZI
Z[ACHAR]IAS (?). Further illegible inscriptions on Elizabetll's sleeves. The arms at the upper left are those of the
Imperial City of Antwerp: gules a triple-towered castle
argent and two hands couped at the wrist on a chief or a
double-headed eagle displayed sable. The strikeplate from
the emblems of the Golden Fleece is set at each corner of
the square frame in which this armorial is placed.
Generally well-preserved; cradled in 1953 by Modestini;
cleaned and restored by Modestini in 1957.
TUCSOII, 1957, Cat. No. 9.2 Reproduced in color in
Seymour, p. 73, pI. 65.
The Visitation, taking place before a chateau-like structure
Eliz~betll's house, shows Mary embracing her elderl;
cousm (Luke I: 39-56).3 Both are richly garbed. Mary
places her right .hand so as to stress her pregnancy. An
attendant figure m courtly attire, viewed in profile to the
left, holds a spindle in her left hand and a purse or bookbag
in. tlle other.' A monastic figure, Zacharias (husband of
~hzabeth), reads a book in the background to the extreme
rI.ght, ~n a porch. A small dog is on the steps below. Serving
gIrlS WI~ m.o~s a?~ ~adders clean the loggia in preparation
for the VIrgm s VISIt. Roses, dandelions, daisies, and many
other flowers grow in the foreground; most of these are
Marian attributes and many have healing qualities. 6
T~: c~mposition ofKI860, as noted by Post, is based upon
VlSltatlOlls b.~ Roger van der Weyden (Leipzig Museum,
for~erly Lut~schena, Speck von Sternburg Collection;

TUrIn, GallerIa Sabauda).7 Although rooted in Netherlandish compositional prototypes of the first half of the
~fteenth century, the artist has reinterpreted these in the
lIght of work of the late fifteenth century, assimilating the
Lombard style as well as those of Brussels, Bruges, and
Antwerp. Mary and Elizabeth are depicted as queenly
figures, with a court attendant at the left. The house of
EI~zabeth and Zacharias is shown as a palatial residence
WIth the arms of tlle Holy Roman Empire. This emphasis
upon the regal not only stresses the role of Mary as Queen
of Heaven and Mother of the Lord, but may also reflect the
probable patronage of King Ferdinand and Queen
Is~bel1a.8 According .to Gudiol, KI860 is primarily by
DIego de la Cruz, WIth some assistance by a member of
his studio. 9
Exh~b~t~d: Washington, D.C., National Gallery of Art,
Ex/llbltlOlI oj Art Treasures Jor America from tlte Samuel
H. Kress Collectioll, 10 Dec. 1961 - 4 Feb. 1962, C a.t
No. 63.

Riferellces: (I) This hymn was sometimes used in the
liturgy at Compline. See Ulysse Chevalier, Repertorillln
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HymnologiClltll, Louvain, 1897, II, no. III 14. (2) Gaya Nlliio,
p. 274, Cat. No. 2250. (3) See Reau, II, 2, pp. 196-210. For
the iconography of the Visitation in the fifteenth century,
see Zsuzsa Urbach, 'Die Heimsuchung Maria, ein Tafelbild
des Meisters MS', Acta Historiae Artium, Academiae
ScientiaTllm HUlIgaricae, X, 1964, pp. 69-12 3. (4) Suida
(Tucson, 1957, Cat. NO.9) suggested that she may represent
Juana, bride of Philippe Ie Beau, heir to the imperial throne.
They were married in 1496. He noted that she looks up
toward the arms of the Holy Roman Empire. (s) See
Seymour, p. 72. (6) For floral symbolism in fifteenth-century
Visitations, see Urbach, op. cit., pp. 94-II5. (7) He stated
that the composition is close to a reinterpretation of Roger' s
prototypes in a Spanish retable in the Cathedral of Palencia
and those at Cadiz of the Palencian (?) School (Post, IV, 2,
pp. 400, 424, 552). (8) If the altar celebrated the double
marriage of the Catholic King and Queen's children to
those of the Emperor Maximilian, the emphasis upon
fertility in this panel is also in accord with fifteenth-century
patronage patterns. (9) Jose Gudiol, 'El Pintor Diego de la
Cruz', Goya, no. 70, 1966, p. 214.

MASTER OF THE RETABLE
OF THE
,
REYES CATOLICOS
K I 862 : Figure 180
TUE NATIVITY. San Francisco, California. M. H. De
Young Memorial Museum (61-44-22), since 1955. Oil on
pine. 61 X36! in. (155'0 X93'4 em.). Knots in pine have
caused disturbance in paint surface at upper right arm of
Virgin; losses around head of St. Joseph and at bottom.
Inscribed on Virgin's robe: MARIA ... MATER MISERICORDIE IV ... MODVSTE ... MARIA MATER ... DROIT
•.. MORT ('Mary ... Mother of grace .. .'); on angel's
cope, lower center: 1115; on scroll at upper right: ET IN
TERRA.... GLORIA IN EXCE[LSIS]. ('Glory to God in the
highest, and on earth peace, good will toward men'.
Luke 2: 14); musical notation on scroll at center. Cradled,
cleaned and restored by Modestini in 1954.
Sail Francisco, 1955, p. 66.
The Nativity takes place in a ruined shed supported by a
Romanesque column to the right. 1 Mary kneels in prayer
at the lower left, the naked Infant resting on her robe, his
left arm raised. St. Joseph kneels at the right holding a
candle, leaning on his staf£2 Three angels in liturgical garb
kneel at the center, venerating the Christ Child.3 The
Annunciation to the Shepherds4 is seen at the upper right
(Luke 2:8-16); they are shown again at the center immediately below three singing angels.
Post related the composition to Roger van der Weyden's
Nativity (Granada, Capilla Real).5 K1862 combines the
themes of the Annunciation to the Shepherds with those
of the Adoration of the Shepherds and the Nativity. This
fusion may have originated with Hugo van der Goes
(Portillari Altar. Florence, UfIizi) whose style is also in
evidence in the Kress panel.

References: (I) For the Romanesque column see Panojsky, I,
pp. 135-6. and Gunter Bandmann, 'Hohle und Saule auf
Darstellung Mariens mit dem Kinde', in Festschrift flir Gert
VOII der OstCII, Cologne, 1970, pp. 130-49. For the Nativity
see Reali, 11,2, pp. 213 f£; Annunciation to the Shepherds,
II, 2, pp. 218 f£ (2) For the theme ofJoseph with the lantern
see Brigitta of Sweden, RevelatioltS, trans. by H. Cornell,
The [collographyoJ the Nativity oj Christ, Uppsala, 1924. p. 12.
(3) Reali, II, 2, pp. 218-36. (4) For the angels' liturgical
garb and the theme of the Adoration of the Shepherds see
M. B. MacNamee, S. J., 'Further Symbolism in the
Portinari Altar', Art BlIlletill, XLV, 1963, pp. 142-3. (S) Post,
IV, 2, p. 424. The art of Dieric Bouts's Nativity (Madrid,
Prado) is also close, but the Kress panel is probably based on
later fifteenth-century variations upon these masters' works.
Post suggested the School of Brussels as a likely source.

KI863 : Figure 181
TIlE ADORATION OF TIlE MAGI. Denver, Colorado,
Denver Art Museum (E-949), since 1954. Oil on pine.
60~ X36! in. (153'3 X93'4 em.). Inscribed on the boot at
lower left: GEASV; on border of Virgin's sleeve: AVE
M[ARIA] ('Hail Mary'). Blisters secured, cleaned, restored
and cradled by Modestini in 1953/54; generally wellpreserved.
Denver, 1954, p. 58, Cat. No. 25. 1
The Adoration oj the Magi (Matthew 2: 1-12) takes place
within a structure similar to that of the Nativity (K 1862).2
At the center are the Virgin and Child. His right arm is
raised toward the Magus at the right (Melchior) who
kneels. opening a jeweled covered beaker. Caspar stands
to the left, extending a footed cup with the right hand,
holding the lid in his left. At the upper right Balthasar
removes his crown with his left hand, presenting a
reliquary-like, glass-covered. claw-footed container to the
Child with his right. The aged Joseph, eyes downcast,
grasping his staff with both hands, stands between Balthasar
and the Virgin. The retinue of the Magi is seen in the middle
distance.
According to Mayer, the composition is based on Netherlandish models, most notably the art of Hugo van der
Goes. 3 Post pointed to the parallel between the black
Magus's gesture and that of the same figure in Hugo's
MOIIJorte Altar (Berlin. Museum) but did not believe in the
direct influence of Hugo. He related the Magi at the right
to those in panels at Cadiz from the School of Palencia (?).4
Larsen stressed the importance of Die ric Bouts.5 According
to Gudiol, KI863 is primarily by Diego de la Cruz, with
some assistance by a member of his studio. G The Kress
panel. painted at the end of the fifteenth century, revives
aspects of early fifteenth-century art as does the contemporary Gerard David composition of the same subject
(Brussels, Musees Royaux des Beaux-Arts).

Exhibited: Washington, D.C., National Gallery of Art,
Art Treasllres Jor America from the Samllel H. Kress Collection,
10 Dec. 1961 - 4 Feb. 1962, Cat. No. 64.
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Text Fig 46 Pllilil) f11 b y Jua n i'antojJ de b C ru z.
Lo nd on, BJ nco Espati o l de Lo ndrcs (see K t 662).

T ex t Fig 48 Cardillal BOlja by VcI:izq uez. Drawin g .
Madrid , Academia d e San Fern and o (see I{ 1327).
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T ext Fi g 47 Crtlcifixinll , en g ra v in g b y Loui s D espla ces after Or retHc
(sec I{ 2105).

Text Fi g 49 Cardillal Barja after V elazq uez. J. O. Flatter ,
Lo nd o n (see K 1327).

Text Fig -l4 Christ Dri"i,'.!: the 1\ /ollcy/elldersI") II' the Te ll/pic by EI G reco. Minn ea po lis, In stitute o f Arts (see

K :\ I :\7).

Text Fig 45 L aocooll (K l 4 13) by EI G reco befo re m ost recellt clea nin g. W ashin g ton D .C., N ati onal Ga ll ery of Art.
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Refere/lces: (I) Gaya Nlliio, p. 294, Cat. No. 2252. (2) Sec
Reali, II, 2, pp. 236-55. (3) Quoted by Post, IV, 2, p. 425.
(4) Post, ibid.; Post, II, I, p. 182. (5) Erik Larsen, 'The Samuel
H. Kress Collection at the M. H. Dc Young Memorial
Museum', Apollo, LXI, 1955, p. 174. (6) Jose Gudiol, 'El
Pintor Diego de la Cruz', Goya, no. 70, 1966, pp. 208-17,
esp. p. 214.

KI68I : Figure 182
CHRIST AMONG THE DOCTORS. Washington, D.C.,
National Gallery of Art (U22), since 1951. Oil on pine.
61t X37 in. (156'3 X94'0 cm.). Three coats-of-arms in
central window represent, from left to right: the doubleheaded cagle displayed of the Holy Roman Empire; the
arms of Castile and Leon for Ferdinand and Isabella; a lion
rampant with forked tail (for the county of Flanders). The
window at the left shows part of a heraldic device - a lion
rampant or - the heraldic supporter of Castile. A strip 12 in.
high has been added along the bottom edge to replace a
lost section. Cleaned, restored and cradled by Modestini
in 1950.
SlIida, p. 178, Cat. No. 78.1
The twelve-year-old Christ is shown in the Temple of
Jerusalem with the doctors 'both hearing them and asking
them questions' (Luke 2:46). Joseph, who points toward
Jesus, had been seeking him with Mary for three days;
they enter at the right (Luke 2:41-9}.2 Christ is seated at
the center of the panel, below a baldaquin, on a throne
with pine-cone finials. Five doctors arc to the left and three
to the right, some in oriental attire. The Temple of
Jerusalem is shown as a church, the lower section
Romanesque and the upper, Gothic.3 Christ's hands form
a rhetorical gesture as do those of several of the doctors,
two of whom, at the left, hold books. 4 Four statues arc
placed on columns to the left and right of Christ: at the
extreme left David (?), next a priest (Melchisedek?), a man
with a purse at the right, and at the extreme right another
figure in official garb.
Like Fernando Gallego's depiction of the same subject (The
Cilldad Rodrigo Retable, K2008), the composition of this
panel is freely adapted from Northern prototypes. It has
been suggested by Mayer that the 'Maitre aux Armures',
who executed a large part of the Gallego Retable, then
painted panels for the Retable of the Reyes Cat6licos,
including this one. 6 Post stressed the dependence on
the art of Roger van der W eyden. G According to
Gudiol, KI681 is by a collaborator of Diego de la Cruz
whose style was influenced by Frencll art. 7 The chief
stylistic reference of Christ Amoug the Doctors is to the later
fifteenth-century School of Brussels.

Exhibited: New York, The Brooklyn Museum, 1935 and
Toledo, Ohio, The Toledo Museum of Art, 1941.
Refere/lces: (I) Gaya Nlllio, p. 274, Cat. No. 2247. (2) For
the iconography of Christ Among the Doctors, sec Reali,
13

lSI

2, pp. 291-2. (3) For this convention, see Pauojsky, I,
pp. 134-40. (4) For gestures of this type see Jan Bialostocki,
, "Opus Quinque Dierum": Durer's "Christ Among the
Doctors" and its sources', JOllmal of the Warbllrg aud
COllrtallld Illstitutes, XXII, 1959, pp. 17-34, and O.
Chomenstovkaja, 'Le Comput Digital', Gazette des BeallxArts, 6th ser., xx, 1938, pp. 157-72. (5) August Liebmann
Mayer, Historia de la PilltllraEspaiiola, Madrid, 1942, p. 166.
(6) Post, IV, 2, p. 422. (7) Jose Gudiol, 'El Pintor
Diego de la Cruz', Goya, no. 70, 1966, pp. 208-17, esp.
p. 21 4.

II,

KI680 : Figure 183
THE MARRIAGE AT CANA. Washington, D.C., National
Gallery of Art (1121), since 1951. Oil on pine. 60i X36i in.
(153'4 X92·6 cm.). Inscribed on border of tablecloth:
AVE * GRACIA * PLENA * DOMINVS * TECV[M] DENEDICTATV * INMVILERIDVS [sic] * ET * DENEDICTVS ('Hail
full of grace, the Lord is with thee: blessed art thou among
women and blessed .. .' Luke I: 28)1; on Christ's tunic:
QUID MIRI ET TIDI EST MVLIER2 ('What have I to do
with thee, woman?' John 2:4). Further inscriptions on
hem of Virgin's robe, and on both hems of the towcI
draped over the shoulder of the attendant in the center.
Coats-of-arms hanging below rafters from left to right:
(I) Sable a lion rampant or (for the Duchy of Brabant); (2)
Or a double-headed cagle displayed sable (for the Holy
Roman Empire); (3) Quarterly I and 4, gules a castle or,
2 and 3, argent a lion rampant gules (for Castile and 16on);
(4) or a lion rampant with forked tail (for the county of
Flanders).3 Cradled at unknown date; cleaned and restored
by Modestini in 1950.
SlIida, p. 180, Cat. No. 79.
The Miracle at the Marriage at Calla takes place in the
foreground of the banqueting hall Oohn 2:I-U).4 The
bride and groom are seated to the right, under a vcIvet (?)
baldaquin. They look down at a wine glass held by a page
in the foreground who points with the left hand toward
the six water vessels in the foreground whose contents
Christ, in his first miracle, has turned to wine. The groom
is in regal garb, with ermine collar and jeweled chains;
the bride wears a diadem and equally rich attire. Mary and
Christ arc seated to the left. Her hands arc folded in praycr;
his, in a gesture of bcncdiction, secm to blcss the cup
cxtended by a pagc in thc left foreground. A malc guest
seatcd bctween Christ and the groom holds his cup toward
Christ. An attendant, whose head appears between Christ
and thc guest, raises his hat in homage. Another attcndant
with an aigrette in his hat stands behind tile Virgin to the
extreme left. Christ, thc Virgin, and the bride and groom
are scated at a table with an embroidered, ncttcd and
fringed tablecloth. Further witnesscs appear at tile uppcr
right. Thrce trumpeters arc shown above them in a gallcry.
The nuptial bedchambcr is scen at the very centcr, with a
rich column supporting a statue of Moses with thc Tablcts
of the Law to the lcft. 6 In the extreme left background
three figures arc shown scated at a table, in the kitchcn,
with a fourth standing to the right.
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Post suggested that the subject of K1680 may have been
selected 'to include a sacred symbol of the royal nuptials
of the son and daughter of Ferdinand and Isabella to those
of Maximilian'.6 Suida proposed that the bridegroom 'is
an idealized portrait ofJuan, Prince of Asturias, the son of
the Catholic sovereigns Ferdinand and Isabella, heir presumptive to the Spanish throne.... The bride can be said
to show a rather generic likeness to Margaret of Austria'. 7
Gaya Nuno dated K1680 and all the Reyes Cat6licos panels
c. 1496-97.8 North Netherlandish characteristics were
detected by Mayer. 9 Gudiol described the trumpeters as
angels and noted that the gravity of the participants is due
to their understanding of the miracle as prefiguring the
Passion. 10 According to Gudiol, KI680 is by a collaborator
of Diego de la Cruz whose style was influenced by that of
France. l l The composition resembles that of the same
subject (Private Collection, Germany) by Hinrik Funhof
(died Hamburg, 1484/85). The Kress panel and the German
one may perhaps reflect a common lost Netherlandish
prototype.12 The Master of the Reyes Cat6licos could have
been apprenticed to Funhof before executing the Kress
series, presumably painted in Spain. The figures of the
bride and groom are reminiscent of Lombard art of
c. 1500, recalling Bramantesque paintings and engravings
such as Zoan Andrea's. Aspects of the composition suggest
familiarity with the art of Antwerp as well as that of
Brussels.

Exlzibited: New York, Brooklyn Museum, 1935, and
Toledo, Ohio, The Toledo Museum, 1941.

Rejereuces: (I) This is the salutation of the Archangel
Gabriel at the Annunciation. This text may also refer to
Luke 1:42 when St. Elizabeth greets the Virgin at the
Visitation and says: 'and blessed is the fruit of thy womb'.
(2) The text of Luke I :28 concludes with 'mulieribus'.
(3) References to the Burgundian Order of the Golden
Fleece are found in the banner suspended from the central
trumpet. This emblem is also seen with the single strikeplate of Burgundy included in a shield in the stained glass
window above the head of Christ in the background. The
heraldry was studied by Miss Jessie McNab. All the above
devices except no. 3 refer to the Archduke Maximilian as
Duke of Brabant, according to A. van der Put, c. 1922.
Due to the omission of the pomegranate, this scholar
believed the panel to predate 1492, when that fruit was
included in the arms of Ferdinand and Isabella to denote
the conquest of Granada. Van der Put dated the panel in the
winter of 1488/89 when the marriages of the Prince of
Asturias and his sister Juana to Margaret of Austria and
Philip of Burgundy were negotiated (Van der Put quoted
by Post, IV, 2, pp. 421-2). (4) Reali, II, 2, pp. 362-6. (5)
Placed just above Christ, Moses represents the Old Law
and Christ, the New. The conversion of water into wine
was probably meant to be compared to Moses striking the
rock to bring forth water (Numbers 20:7-I1). (6) Post, IV,
2, p. 420. (7) SlIida, p. 180. (8) Gaya Nllno, p. 274, Cat. No.
2246. (9) August Liebmann Mayer, Geschiclzte deT spanisc],etI
Malerei, Leipzig, 1922, p. 144. (10) Jose Gudiol, Pintllra
Gatica (Ars Hispaniae, IX), Madrid, 1955, p. 361. (II)

Gudiol, 'El Pintor Diego de la Cruz', Goya, no. 70, 1966,
pp. 208-17, esp. p. 214. (12) See C. G. Heise, 'Hinrik
Funhof', Kindlers, II, pp. 504-9, repro p. 505. Another work
by Funhof, the St. Cecilia Altar (Liineburg, S. JohannisKirche) of 1482-84, repro pp. 506-7, also seems related to
the Reyes Cat6licos series.

ALFAJARfN MASTER (MARTiN
BERNAT?) [Aragonese Painter]
The artist is so named by Post after an altarpiece in the
church of Alfajarfn in Eastern Saragossa. The painter was
active in the last third of the fifteenth century, his style
based on that of Bermejo, to whose work he brings a more
expressionistic yet less sculptural feeling. Post first suggested
identifying him with the painter Tomas Giner, an associate
of the Arnoult Master, but did not retain this view.1 Gudiol,
very plausibly, united the oeuvre Post gave to the Alfajarfn
Master with that of Mardn Bernat.2

ALFAJARiN MASTER
K30r : Figure r84
THE CRUCIFIXION. San Diego, California, Fine Arts
Gallery (35 :47), since 1935. Oil on panel. 58 X36 in.
(147'3 X91'5 cm.). Inscribed above the cross-bar of Christ's
cross: INRI (Luke 23 :38; John 19:19) (Jesus of Nazareth,
the King of the Jews'). Panel probably cut down at sides;
many gilded sections are built up in gesso, most notably
the haloes, borders of garments and horse trappings.
The dead Christ is on the cross at the center. He and the
Good and Bad Thieves on the crosses to the left and right
are all heavily bearded. Blood flows from Christ's lance
wound, made by Longinus, the equestrian figure at the left,
who folds his hands in prayer over the lance, recognizing
the divinity of Christ, as does the Centurion, the equestrian
figure at the right. 3 The thieves are bound to their crosses
with ropes crossed over their chests, their legs broken and
bleeding. The swooning Mary is shown in the foreground
with two Holy Women at the left, and the consoling
Magdalen at the right.4 St. Jolm the Evangelist stands at
the extreme right; two bearded elders enter the scene from
the upper left, Nicodemus and Joseph of Arimathea. The
Crucifixion is seen against a verdant hilly background with
a city view and cloud-filled sky.
Post attributed the panel to an Aragonese pupil of Bermejo,
dating it C. 1490 and suggesting the identification of the
master with Tomas Giner. He stated that an exact replica
of the Kress CTllcifixion was in the Mila Collection,
Barcelona.s According to Mayer, K301 belongs to the
Aragonese School, executed c.1475-85, influenced by
Bartolome Bermejo. He agreed with Post that the panel
was probably by Tomas Giner.6 In 1941, Post published it
as by the 'Alfajarfn Master ?', describing it as a counterpart
to a depiction of the same subject by Mardn Bernat (Mila
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Collection, Barcelona}.7 Gaya Nuno accepted Post's
attribution to the Alfajarin Master, whom he characterized
as an Aragonese painter, follower of Bermejo, of the end
of the fifteenth century. 8 In addition to a dependence upon
the art of Bermejo, the master ofK301 consulted Northern
European Crucifixion compositions of the early sixteenth
century. The Kress panel dates from this time, based on
such works as a Diireresque woodcut Crucifixion. o Post's
separation of the oeuvre of the Alfajarin Master from other
Aragonese painters of the late fifteenth century is not
entirely convincing. The Kress Crucifixion is extraordinarily
close to the panel of the same subject (formerly Munich,
Langen Collection) which Post attributed to 'Martin
Bernat (?}'.10

Provenallce: Said to have been owned by Conde Dominguez, Spain. Probably owned by Paul W. Byk, an associate
of Arnold Seligman, Rey and Co., New York in 1934.
Kress acquisition c. 1935.
Referellces: (I) Post, VIII, I, pp. 142-84; IX, 2, pp. 868-73;
x, p. 394. (2) Jose Gudiol, Pilltl/ta G6tica (Ars Hispalliae,
IX), Madrid, 1955, p. 306. Post rejected Gudiol's identification of the Alfajarin Master with Martin Bernat (Post, XII,
2, p. 687). (3) For Longinus, see K2000, p. I (Crucifixioll
by the Veronica Master); for the Centurion, sec KI899,
p. 24 (Mystical Crucifixioll lVith the COllverted Celltl/rioll by
Lucas Cranacll the Elder). According to Helmut Nickel,
the armor dates from the last quarter of the fifteenth
century, possibly c. 1480. The sword hilt is characteristic
of those made in Milan for the Spanish trade. (4) For the
theme of the swooning Virgin, see Otto von Simson,
'Compassio and Co-redell/ptio in Roger van der Weyden's
Descellt from the Cross', Art Bulletill, XXVIII, 1946, pp. 9 ff.
(5) Copy of letter to Paul W. Byk, 25/x/34, in Kress
Archive. (6) August Liebmann Mayer certificate of29/IV/35,
in Kress Archive. (7) Post, VIII, I, pp. 169-70 and x, p. 387,
discussed further Crucifixions by followers of Bermejo
related to those of the Alfajarin Master. For the Bernat
Crucifixioll see Post, VIII, I, p. 63. Another Crucifixion by
Martin Bernat (?) in the Museum of Catalan Art, Barcelona
(Post, fig. 22) resembles the style and aspects of the composition of K301. A fourth Crucifixioll, attributed by Post
to the Alfajarin Master (Post, XII, 2, fig. 306), is also close
to the Kress panel. (8) Gaya Nlllio, p. 103, Cat. No. 225.
(9) Valentin Scherer, Durer, 3rd cd., Stuttgart and Berlin,
n.d., p. 346. (IO) Post, x, p. 396, fig. 163.

PEDRO BERRUGUETE
Pedro Berruguete was born toward the middle of the
fifteenth century at Paredes de Nava (Palencia); he died
before 6 January 1504. It has been thought that Fernando
Gallego may have been Berruguete's first teacher. In 1477
Berruguete is recorded at Urbino where he worked together with Joos van Ghent for Federigo da Montefeltro.
He probably also collaborated with Piero della Francesca
on the Sacra Conversazione (Milan, Brera). After Federigo's
death in 1482, the artist returned to Spain, where he

married and in 1483 established himself in Toledo. The
outstanding Spanish master of the late fifteenth century,
Berruguete united both Northern European and Italian
Renaissance elements in his brilliant oeuvre.1

KI708 :

Figure 185

DAVlD. 2

KING
Brunswick, Maine, Bowdoin College
Museum of Art (196I.IOO.IO), Kress Study Collection,
since 1961. Oil on pine. Gold tooled ground. 32 X38 in.
(81'3 X96'5 em.). Inscribed on scroll: hec requies mea in
seculum seculi/hic habit[a]bit [habitabo] q[uonia]m elegi
cam/DAvIT R D ('This is my rest forever, here will I dwell;
for I have desired it.' Psalm 132: 14). Extensive losses in
body and head of David; cradled, cleaned and restored by
Modestini 1954/55. Pentimenti in right hand show fingers
extended further to the right.
The seated David, shown knee-length, IS III crowned
turban and kingly garb, and holds a scepter in the left hand
and a book in the right, with a speech scroll above.3 The
prophet-king-musician is placed against a golden hanging,
a portable organ shown at the left, within an arcade flanked
by columns.
The work belongs to a prophet series, with Solomon,
Isaiah and Jeremiah, forming the predella of an altar
(devoted to the Virgin) whose original location and history
are unknown.4 The major panels showed the Birtll,
Allllllllciation, Visitatioll, Dorlllitioll and the Assl/mption of
the Virgin, all in the Luis and Raimundo Ruiz Collection
(Madrid).5 Isaiah was at the extreme left, probably followed
by a missing panel, with KI708 (at the center), SolomonS
toward the right, and Jeremiah at the extreme right.
Post characterized KI708 as incorporating 'the usual intermixture of elements from the Italian Renaissance and from
the Hispano-Flemish tradition that constitutes Berruguete's
distinctive manner. The prophets gaze forth at us from
beneath arches resting on columns of the Renaissance .. .'. 7
As the speech scroll in KI 708 was a prophecy of the
Assumption of the Virgin, that panel was probably immediately above. David's frontal pose argues for a central
placement, below the AsSUlIlptioll which is usually placed
centrally in the upper row in Spanish retables. The use of
such prophet figures is frequent in Berruguete's work, for
example, in the pre della of the Retable of the Virgill at S.
Maria Bercerril de Campos, and the Altar of St. Eulalia at
Paredes de Nava. The finely-painted portable organ is very
like the one executed in intarsia for the stlldiolo of
Berruguete's patron Federigo da Montefeltro (from
Gubbio, now New York, Metropolitan Museum of Art).
The placement of the columns in the Kress panel is comparable to that of the painted panels of famous men at
Urbino. Losses in the central section of KI708 arc so
extensive that Berruguete's own participation on the panel
as opposed to that of his studio assistants cannot be determined.
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Provenance: Luis and Raimundo Ruiz, Madrid, exhibitedBarcelona, Exposicion Intemacional de Barcelona, EI Arte en
Espaiia GtI{a del Mllseo del Palacio Nacional, 3rd ed., 1929-30,
rev. by Manuel Gomez Moreno, p. 307, Cat. No. 1240.
Alberto J. Pani, Mexico City. New York, Van DiemenLilienfeld Galleries. Kress acquisition 1950.
References: (I) For partial biographical information and
bibliography, see Diego Angulo Iniguez, Pinttlra del
Rinacillliento (Ars Hispaniae, xu), Madrid, 1955, pp. 84-9,
p. 347; Angulo, Pedro BeTTtlgtlete etz Paredes de Nava,
Barcelona, 1946; Rafael Lainez Alcala, Pedro BeTTtlgtlete,
Pintor de Castilla, Madrid, 1935. (2) Gaya NII/io, p. lI6,
no. 390. (3) Reali, II, I, pp. 254-86. (4) Post, XI, I, pp. II4-17.
(5) Reproduced by Post, XI, I, p. lIS, fig. 31. (6) Reproduced
by Uinez Alcala, 0p. cit., p. 41, pI. 12. (7) Post, XI, I, p. II4.

RODRIGO DE OSONA THE ELDER
Rodrigo Osona the Elder was possibly active by 1464. His
first known work is a signed and documented CTllcijixion
Retable (contracted for in April 1476) in the Church of
San Nicolas (Valencia), combining Netherlandish and
Italianate characteristics.l The artist may have visited the
Netherlands shortly before its execution or worked in
Spain with Northern painters. He could also have traveled
to Northern Italy since much of his oeuvre resembles the
art of Padua, Ferrara and Venice. Other documents for his
activity date in the early I480s. Additional contracts
survive for his work in the Cathedral of Valencia between
1505/7 and 1510. An Adoration oj the Magi (Victoria and
Albert Museum, London; formerly on loan to the National
Gallery, London) is signed by 'the son of Master Rodrigo'.
This painting is derived from the San Nicolas altarpiece,
but is by a lesser artist thought to be the son of Rodrigo de
Osona. A very considerable body of work has been
assembled around both father and son. The dividing line
between their styles is far from clear.

RODRIGO DE OSONA THE ELDER
and Assistant

KI664 : Figure r86
TilE ADORATION OF TilE MAGI.2 San Francisco,
California, M. H. De Young Memorial Museum (6I-4423), since 1955. Oil on pine. 75t X47! in. (19I-I X
121'3 em.). Scratches at upper left; horizontal patch in
landscape at upper left; some losses in paint surface;
cradled, cleaned and restored by Modestini in 1953/54.3
Sail Fratlcisco, 1955, p. 68.
The Virgin, in rich attire, and Child are seated facing to
the left. A kneeling Magus, Melchior, holds Christ's right
foot with his right hand in order to kiss it; he holds the lid
of a covered golden vessel with his left hand; his crown
lies on the ground beside him. At the extreme left the
black Magus, Balthasar, holds a covered cup. The third

Magus, Caspar, removes his hat with his right hand and
grasps a covered cup with his left. All three are elaborately
clothed and jeweled. At Mary's side, Joseph faces leftward,
his hat in hand, leaning upon his staff. An elegantly clad
donor kneels in prayer at the lower right, an open prayer
book on the ground before him." A golden rosary is over
his left forearm. Many gold chains encircle his neck, a
jeweled pendant hanging from the lowest. A golden
medallion (possibly Lombard), showing a male profile in
armor Witll a pendant pearl, is pinned to the side of his
hat. What appears to be the fishtail pommel of a sword is
tucked under his left arm. The Annunciation to the
Shepherds (Luke 2:8-20) takes place on a rocky outcrop at
the upper left. Some of the small figures in tile background
may belong to the retinue of the Magi. Ships at the upper
left and upper right corners may possibly be linked to the
legend of the Magi. A kitchen maid watches over a cooking
pot on the hearth of the ruined house where the Holy
Family takes shelter. An old man feeds the ox and ass just
behind the broken wall to the right of the Virgin.
Mayer was the first to attribute the work to Rodrigo
Osona the Younger, placing its execution shortly before
tllat of the same artist's Adoration (London, Victoria and
Albert Museum, formerly on loan to the National
Gallery).5 Von Hadeln assigned the Kress panel to Osona
the Younger on the basis of its similarity to the London
painting. s Von Loga followed Von Hadeln's view. 7
Saralegui remarked on the similarity between figures in
the San Nicolas CTIICijiXiOl1 (I476) and the Kress panel,
believing that both father and son probably worked on the
latter. 8 In 1935 he wrote that a Virgin, Child alld St. Al1Ile
with the Trinity (Zurich, Galerie Neupert) by 'Rodrigo de
Osona tile Younger (?)', came from the same retable as
KI664, along with an unidentified panel owned by Ignacio
Laquadra. o This may refer to the panels of SS. Abdon and
Sennen cited by Post below.lo Post noted the Francia-like
character of the donor, comparing his physiognomy with
that of the second Magus in the Adoration {London, Victoria
and Albert Museum).ll He regarded KI664 to be 'most
surely executed by the young Rodrigo but probably with
his father's collaboration'.I:! He proposed that the St.
Joseph was painted by the father and the Virgin by the son,
the style of the latter being close to the female saints painted
by Osona the Younger for the gllardapolvos in Valencia
(Museo Provinciale). He found the architectural section of
KI664 to reflect Rodrigo de Osona the Younger's probable
collaboration with Bermejo, recalling tile latter's Adoration.
oj the Magi at Granada. Post thought the very large
Zurich panel (200XlI5 em.) to have been the central
section of an altarpiece to which K1664 and another panel
of an unidentified subject (also at Zurich) belonged, all
coming from tile collection of'La Cuadra Oliag, Valencia.' 13
Predella panels depicting SS. Abdon and Sennen, also
from the retable also given to Osona the Younger, were
still in that collection in 1938.14 Post indicated a date prior
to 1496 for the execution of the Kress paneI.I5 Gudiol
viewed KI664 as a joint work by Osona the Elder and
Younger. IS Cook felt that probably both father and son
collaborated on the Kress panel.1' According to Mayer the
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painting belongs to the last phase of Rodrigo Osona the
Elder, reversing his earlier view. 1S Angulo wrote that
KI664 was among the earliest known works by Osona the
Younger.19
The composition of KI664 brings together aspects of the
International Style with that of Italian and Netherlandish
art from the mid-fifteenth century onward. The Magi
recall both the works of Gentile da Fabriano (Adoration oj
the Magi, Florence, Uffizi) and Roger van der Weyden
(CoIl/mba Altar, Munich, Pinakothek). However, the
elongated Magi and the vertical format of the composition
point to the paintings of Dieric Bouts and Hugo van der
Goes. The architectural setting and landscape background
are especially reminiscent of Northeastern Italian painting
of the last third of the fifteenth century. A major Italian
influence on the artist may have been Paolo de San
Leocadio, an Emilian artist brought to Spain by Cardinal
Rodrigo Borgia. Osona the Elder presumably had a considerable number of studio assistants as well as the aid of
his son. K1664 shows enough characteristics of the securely
identified art of Osona the Elder to make it certain that
the panel was executed while that master's influence was
strongly felt (c. 1500). If the panel is in large part by Osona
the Younger it must be an early work, probably executed
under his father's direction.

Provellallce: La Cuadra y Oliag, Valencia, before 1913.20
Lionel Harris, London, at least as early as 1913 until c. 1935.
Sir Joseph Duveen, London, c. 1935. Duveen, New York,
exhibited - Brooklyn, N ew York, Brooklyn Museum of
Art, Exhibition oj Spallish Pailltillgs, Oct. 1935, no. 15;
Philadelphia, Pennsylvania, Philadelphia Museum of Art,
1937; Toledo, Ohio, Toledo Museum of Art, Exhibitioll oj
Spanish Pailltiug, 1941, p. 50, Cat. NO.3 I. Kress acquisition
from Duveen, 1949.
Referellces: (I) For the biography of Osona and a discussion
of attribution problems, sec EUas Tormo y Monzo,
'Rodrigo de Osona, padre e hijo, y su escuela', Archivo
Espafiol de Arte y Arql/eolog£d, VIII, 1932, pp. 101-47 and IX,
1933, pp. 153-214; Post, VI, I, pp. 170-267; Diego Angulo
liiiguez, Pilltllra del Rillacimieuto (Ars Hispalliae, XII),
Madrid, 1955, pp. 21-32. (2) Gaya NII/io, p. 261, Cat. No.
20S2. (3) For the appearance of K1664 before restoration,
see Post, VI, I, p. 217, fig. S1. (4) It has been suggested by
F. J. sanchez Canton (Nacimiellto y IIlJaucia de Cristo,
Madrid, 1945, I, p. IS3) that the donor is King Ferdinand
of Aragon and Castile. (5) August Liebmann Mayer,
Gescltichte der spallischen Malerei, Leipzig, 1913, I, p. lIS.
(6) Detlev von Hadeln, Archiv Jiir Ktlllstgeschichte (Leipzig),
1914, II, no. 2S. (7) Valerian von Loga, Die Malerei in
Spalliell, Berlin, 1923, p. 45. (8) Leandro de Saralegui,
'Miscelinea de Tablas Valencianas', BoleHIl de la Sociedad
Espafiola de Exwrsioues, XL, 1932, pp. 300-1, and 'Tres
Tablas Valencianas', loc. cit., XLIII, 1934, pp. 157-62, p. 159,
n. 1. He reproduced the Zurich painting in 1932, fig. 1.
(9) Reproduced in Post, VI, 2, p. 653, fig. 294. (10) Post,
VI, I, p. 236, fig. 90, as 'La Cuadra Oliag Collection,
Valencia'. (II) Ibid., p. 21S. (12) Ibid., p. 216. (13) Ibid.,
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pp. 216-IS. (14) Ibid., VI, 2, p. 652 and VII, 2, p. S91.
(15) Ibid., VI, I, pp. 222-3. (16) Jose Gudiol, Exltibition oj
Spallish Paiutiug, Toledo Museum of Art, 1941, p. 50, Cat.
NO.3!. (17) Walter W. S. Cook, 'The Exhibition of
Spanish Painting at the Toledo Museum of Art', Art
Bulletill, XXIII, 1941, p. 223. (18) Mayer, Historia de la
Pitttura Espanola, Madrid, 1942, pp. 140-1. He also ascribed
the London panel of the same subject to Osona the Elder.
(19) Angulo liiiguez, op. cit., p. 24. (20) According to
Saralegui, 1934, op. cit., p. 159.

JUAN DE FLANDES
Juan de Flandes is first recorded in Spain in 1496, when he
was painter to the court of Queen Isabella at Toro, working
in collaboration with Michel Sittow on a miniature retable
of scenes from the Lives of Christ and the Virgin for the
Queen's private chapel. The very small scale of this project
suggests that the artist may first have been trained as a
manuscript illuminator, possibly in the region of Ghent,
the art of which resembles that of these small paintings.
The oeuvre of Gerard David at Bruges could also have been
important for the formation ofJuan de Flandes's style. His
journey from the Netherlands to Spain may have brought
him through France where the painting of the time could
also have contributed to his manner. Juan's career at court
(where he was also a portraitist) ended with the Queen's
death in 1504. Afterward, the painter was primarily employed in the manufacture of large retables. In 1505 he
began the panels for the chapel of the University at
Salamanca. Thereafter he worked in the environs of
Palencia, and established residence there c. 150S. He and
his assistants painted the great retable for the Cathedral
of Palencia (contracted for in 1509) and a similar one for
the nearby church of San Lazaro, whose surviving panels
are now divided between the Prado and the National
Gallery, Washington (KI942/5). The more monumental
qualities of the San Lazaro retable may be due to Juan de
Flandes's new receptivity to Italian influencesr possibly
transmitted via fellow Northern artists working in Spain,
such as Juan de Borgona. His very late works arc marked
by an increasingly expressionistic and two-dimensional
quality. Juan de Flandes died before 16 December 1519.1

K1942-K1945 : Figures 187-90

(For a discussion of the individual panels,
see below.)
THE SAN LAZARO RETADLE. The retable to which the
Kress panels belonged was identified by Vandevivere with
one commissioned c. 150S by Don Sancho de Castilla for
the Capilla Mayor of San Lazaro (Palencia) which was
granted him in that year. 2 Vandevivere noted that the
retable's original format resembled that ofJuan de Flandes
for the Cathedral of Palencia, the panels being of about the
same size. He suggested that the style of the San Lazaro
panels indicates that they were contemporary with the
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cathedral series (commissioned December 1509), assuming
that work on both altars was conducted concurrently.3 The
San Lazaro panels were rediscovered by Justi and published
in 1887.' At that time, six of the panels were in modem
frames (flanking a copy ofan Andrea del Sarto Holy Family).
The Ascension, Agony in the Gardcn and Pentccost (all
Madrid, Prado; Text Figs. 36-8) were on the left, the
Nativity (K 1943), Alltltlnciation (K 1942) and Raising of
Lazams (Madrid, Prado; Text Fig. 35) on the right. A
Visitation (now in the Prado; Text Fig. 39) from the
school ofJuan de Flandes, probably belonging to the same
retable, was stored in the sacristy of the same church.5 The
Adoration of the Magi and Baptism of Christ (K 1944-5) were
first recorded in 1952, previously kept in obscurity, presumably at the church of San Lazaro. 6 According to Elisa
Bermejo, the altar was probably dismantled and partially
re-framed at the end of the nineteenth century; but recent
archival research by Vandevivere proves that this took
place in the second half of the cighteentll century. 7
Two panels from the San Lazaro retable depend upon
DUrer's Small WoodCllt Passion (completely published in
15U).8 Although commissioned c. 1508, the completion of
the retable may have extended well into the second decade
of the sixteenth century. The San Lazaro altar is the most
accomplished, in both composition and rendering, of all
Juan de Flandes's works on a large scale. There is little, if
any, sign of studio participation in the Kress Collection
panels; the same cannot be said for the Palencia Cathedral
series. The seven surviving panels of scenes from the Lives
of Christ and the Virgin show scenes from both the
beginning and end of Christ's earthly mission, but omit
key subjects such as the Crucifixion which must have been
included in either painted or sculpted form.
In the San Lazaro retable, the artist's masterpiece on a large
scale, Juan de Flandes brought together the intimacy ofIate
medieval art and the new breadth and abstraction of the
art of the Renaissance. These large, handsome panels belong
to a major monument of painting in early sixteenthcentury Spain. The artist, probably of Flemish origin, drew
upon various northern as well as Italian sources, his
cosmopolitan style paralleling that of the so-called International Style of a century before.

Provenancc: From the church of San Lazaro, Palencia,
commissioned c. 1508. Frederick Mont, New York. Kress
acquisition 1953.
Refercnces: (I) See Carl Justi, 'Juan de Flandes, ein niederlandischer Hofmaler Isabella der Katholischen', Jahrbuch
der koniglich prcllssisclzen Kunstsal1llllltltlgen, VIII, 1881, pp.
157-69; F. J. Sanchez Cant6n, 'El Retablo de la Reina
Cat6Iica', Arclzivo Espanol de Arte y Arqlleolog{a, VI, 1930,
pp. 97-u3; Post, IV, I, pp. 37-54; Post, XII, 2, pp. 615-30;
J. V. L. Brans, Isabella CatoUca y el Arte Hispano-Flamenco,
Madrid, 1952, pp. 89-98; E. Haverkamp-Begemann, 'Juan
de Flandes y los Reyes Cat6licos', Arclzivo Espanol de Artc,
xxv, 1952, pp. 237-47; Elisa Bermejo, Jllan de Flandes,

Madrid, 1962. (2) Ignace Vandevivere, La Catlzldralc de
Palencia et l'Eglise Paroissiale de Cervera de Pisllerga, Brussels,
1967, p. 45. Part of tlle document recording the commission
was published by Vandevivere: ' ... en hazer y edificar de
nuevo la dicha capilla de tal y de tanto, segund que 10
ordonare, y en fazer el retablo para la dicha capilla'
(Cotlccssion, concordia y capitlllaciotles de la Capilla Mayor de
St. Lararo. Ano de 1508, Palencia, Archivo de la catcdral,
armario x, legajo I, no. 5, fol. I2V.). (3) Ibid., p. 48. He
stated that the painter completed the San Lazaro retable
before the one for the cathedral. (4) Justi, op. cit., p. 167;
also Justi, Miscellaneell ails drc; Jalzrlllllldertcn spalliscllcn
KllnstlebetlS, I-II, Berlin, 1908, I, p. 324. (5) August Liebmann Mayer, Geschicltte der spalliscilell Malerei, Leipzig,
1913, I, p. 149. According to Post (IV, I, p. 45), the Visitation
(now in the Prado) retained 'the ancient Gothic frame' presumably in the same style as tllat which the other panels
would have originally possessed. For tlle Prado panels, see
F. J. Sanchez Cant6n, 'Las Adquisiciones del Museo del
Prado en los Alios 1952 Y 1953', Archivo Espanol de Arte,
XXVII, 1954, pp. 1-14. (6) Post, XII, 2, p. 618. A letter of
II/X/52 from Max J. Friedlander to Frederick Mont
described the Kress panels as fine examples of Juan de
Flandes' art, close in date to the Palencia Cathedral retable.
(7) Bermejo, op. cit., p. 44; see also pp. 28-30. Vandevivere,
0p. cit., p. 45: ' ... el Retablo de la Capilla mayor sita en la
Parroquial de San Lazaro, y que es de Patronato de Don
Sandlo, no estava con la decencia correspondiente por
estar muy deteriorado a causa de su notoria antiguedad, y
por 10 mismo pareda conveniente, que el Cabildo como
Duelio que es de la referida Yglesia providenciase afin de
que el Patrono de dicha Capilla no ubiese omission en la
decencia que corresponde, y hallendose ala saxon [£ 75v.]
presente el Senor Canonigo Capellan mayor, hizo presente,
que en esa atenci6n se estaba haciendo un Tabernaculo muy
decente sin perder de vista hazer en adelante el Retablo .. .'
(Palencia, Actes capitHlaires [cathedral chapter records] - vol.
1760-2, £ 75r.-75v. of 1761.) (8) The Deposition is taken
from B.42 and the Ascension (both Madrid, Prado) freely
adapted from B.50.

JUAN DE FLANDES
K1942 : Figure 187
ANNUNCIATION. l Washington, D.C., National
Gallery of Art (1382), since 1955. Oil on pine. 43! X3I! in.
(109'9 X79'4 cm.). The back of the panel covered with
gesso mixed with straw, with transverse cross beams;
slightly cut down at bottom.2 Apart from small losses, the
panel is extremely well-preserved; cleaned by Suhr 1952;
cradled, cleaned and restored by Modestini 1953/54. The
only considerable loss is in the lowermost section of the
angel's drapery.
SlIida-Sllapley, pp. 108, 110, Cat. No. 39. Reproduced in
color in Seymour, p. 75, pI. 67.
THE

The Annunciate Virgin (Luke I :28) is shown seated on
pillows on the floor at the right in the pose of the Madonna
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of Humility.3 She holds an open prayer-book and its
protective covering in her lap, her head turned to the left
and eyes fixed in a mystical gaze. She wears a fur-trimmed
dress and a gold bordered mantIe fastened with a jeweled
chain. The archangel Gabriel appears at the left, in liturgical
garb with crossed stoIa. His right arm is raised; his left
holds a baton.' A wreath of roses is in his hair, with a
reliquary-like brooch at the center, topped by a cross. The
Holy Ghost is seen above Mary's head in a large rainbowhued glory. A majolica pot with lilies, emblematic of the
grace of the Virgin, is placed on a small cupboard at the
right on which tIlere is also a needle case with scissors and
bobbin held togetIler by a purple cord.s While the dilapidated wall in the background and Mary's pose reflect the
concept of the Madonna of Humility, her rich attire and
the rosary-like headdress of Gabriel allude to Mary as
Queen of Heaven. 6
The figures are closely related to the School of Ghent, that
of Mary probably based upon female saints in a now lost
Sacra COllversaziolle by Hugo van der Goes. 7 K1942 is a more
monumental, less vertical composition than the depiction
of the same subject in the Retable of the Cathedral of
Palencia. s Juan de Flandes may possibly have drawn upon
woodcuts by Albrecht DUrer. The Angel may be modeled
upon the militant ones of the DUrer Apocalypse; he resembles
the St. Michael in Juan de Flandes'spanel probably from the
University of Salamanca retable (New York, Metropolitan Museum of Art).

RcJerellces: (I) Gaya Nlliio, p. 148, Cat. No. 762. (2) Before
KI942 was cut down, the drapery in the foreground was
probably shown in its entirety. A photograph taken by
E. Haverkamp-Begemann in 1950 shows the excellent state
of preservation. (3) For the Madonna of Humility see
Millard Meiss, Pailltillg ill Florel1ce aud Sielllla After tile
Black Deatll, Princeton, 1951 (Torchbooks), pp. 132-56 and
passilll. (4) Discussing a similar figure in tIle Merode Altarpiece (now New York, Metropolitan Museum of Art, The
Cloisters), Heckscher noted 'Gabriel is both ... annunciating allgelus and celebrating sacerdos; the latter role is
indicated by the stole which is given to the priest as a sign
that he has accepted the yoke from the Lord "ill prosperis
et ill adversis".' William S. Heckscher, 'The Annunciation
of the Merode Altarpiece, an Iconographic Study',
Miscellallea JozeJ Duverger, Ghent, 1968, pp. 37-65, esp.
p. 48, n. 12. (5) This may relate to the purple skein held
by Mary at the time of the Annunciation; see the Protoevallgeliulll Jacobi, VII-XI; Pseudo-Matthew, VIII, IX; Evallgeliulll de Nativitate Mariae, VII-X. For the legend of the
weaving and spinning Virgin see Gail McMurray Gibson,
'The Thread of Life in the Hand of the Virgin', Silvia
Heydell, Recellt Tapestries, Durham, North Carolina, 1972,
pp. 9-16. (6) For the style of the Kress panel, see Jose
Gudiol, Pilltura G6tica (Ars Hispalliae, IX), Madrid, 1955,
p. 360. (7) See Friedrich Winkler, Hugo vall der Goes, Berlin,
1964, pp. 155-80. (8) Reproduced in Elisa Bermejo,Jllall de
Flalldes, Madrid, 1962, pI. 22; comparison discussed by
Post, IV, I, p. 45.

KI943 : Figure 188
THE NATIVITy.l Washington, D.C., National Gallery
of Art (1383), since 1955. Oil on pine. 43i X3I in. (lIo'5 X
83'2 cm.). Inscribed on flying angel's scroll: GLORIA IN
ECELSIS DEO ... (Luke 2:14). Numerous pentimenti
especially in the areas of Virgin's head and shoulders. The
back of the panel covered with gesso mixed with straw,
with transverse cross beams; slightly cut down at the
bottom.:! Apart from small losses, the panel is extremely
well preserved; cleaned by Suhr 1952; cradled, cleaned
and restored by Modestini 1953/54.
Suida-Sllapley, pp. 108, IIO, Cat. No. 40. Color reproduction Evalls, p. 15.
Mary, in rich attire, kneels in the foreground, her hands
folded in prayer. The naked, newly-born Christ Child is
placed upon her robe, his right arm raised. Joseph is seen
from the back, at tIle extreme left, grasping a staff, looking
toward the upper right where a flying angel in a glory
bears an inscribed scroll: the Annunciation to the Shepherds, two of whom are seen immediately below with
tIleir flocks (Luke 2:7-15).3 The ox and the ass appear
behind Christ at the sarcophagus-like manger. The
Nativity takes place against a ruined classical wall with an
owl perched on it, a starry night sky behind.'
The composition is freely adapted from Nativities by or
after Hugo van der Goes. Since Juan de Flandes was
probably first trained in the School of Ghent, such works
would have been readily accessible to the artist. Evans has
observed Italian influence in the idealized face of Mary and
the Renaissance archway in the background. s KI943 is a
more monumental, elaborate composition than that of the
same subject for the Cathedral of Palencia. The latter is far
more vertical in format, omitting the Annunciation to the
Shepherds. 6

Referellces: (I) Gaya NtlIio, p. 148, Cat. No. 761. (2) The
Virgin's drapery would have been seen complete at the
bottom. A photograph taken by E. Haverkamp-Begemann
in 1950 shows the excellent state of preservation of this
panel. (3) See Reali, II, 2, pp. 231-3. (4) For the symbolism
of the owl, see Gallego, Creatioll oj Eve, K2006, p. 167.
(5) Evans, p. 14. Evans believed the owl to indicate Holy
Wisdom. (6) Reproduced in Elisa Bermejo,Jllatl de Flalldes,
Madrid, 1962, pI. 22; Post, IV, I, p. 45.

KI944 : Figure 189
THE ADORATION OF THE MAGI. Washington, D.C.,
National Gallery of Art (1384), since 1955. Oil on pine.
491 X31t in. (124.8 X79'4 cm.). Pentimenti in hand of
Magus at extreme right. Tiny holes in centers of circles
at upper left point to their execution with compass. Losses
in head of Christ and lower part of Virgin's face; cradled,
cleaned and restored by Modestini 1953/54.
Sllida-Slzapley, p. IIO, Cat. NO.4!.
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The Virgin and Child are seen in three-quarter view to the
left, facing the kneeling Melchior who offers an open coffer.
He is shown in left profile wearing a hair net, his hat
hanging down his back, an exotic sword at his side. The
bearded, hatted Caspar is at the upper right pointing to the
incense burner (?) held in his right hand. The crowned
Balthasar is at the extreme right, enveloping a globular
container for myrrh in his cloak. The retinue of the Magi four equestrian figures and a groom - appears in the
distance with the sea (?) to their right (the birds may be
seagulls). The Adoration takes place before a ruined, castlelike structure. The multi-nimbed Star of the Eastis above
tlle Virgin and Child.1 Gem-like pebbles appear in the
foreground.
The orb-like vessel held by Balthasar reflects a scene that
may be the Crucifixion; such reflections are a hallmark of
Juan de Flandes, seen in the shield of St. Michael in the
panel at The Metropolitan Museum of Art (New York}.2
K 1944 is a more monumental, less vertical composition
than that of the same subject painted for the Cathedral of
Palencia. While the Kress panel omits Joseph, who is
shown in the Cathedral series, it includes the retinue of the
Magi and the Star of tlle East not present in the latter.3 The
composition is based upon tllOse of Hugo van der Goes
(Berlin Museum's Monforte Adoratioll of the Magi) or those
of his followers, readily accessible to Juan de Flandes, who
appears to have been trained in the environs of Ghent.
R~{erellces: (I)

For the Adoration, see Reali, II, 2, pp. 236-49.

(2) For these reflections see Elisa Bermejo, jllall de Flalldes,
Madrid, 1962, p. 19, and Ignace Vandevivere, La CathCdrale

de Palellcia et I'Eglise Paroissiale de Cervera de Pisllerga,
Brussels, 1967, p. 46. (3) Another depiction of this subject
from the school of Juan de Flandes (Post, XII, 2, p. 619,
fig. 264) is closer to the Palencia Cathedral Adoratioll of the
Magi than to K 1944, although in format it resembles the
Kress panel. Another Adoration of the Magi is in Cervera de
Pisuerga (Post, IV, I, p. 46).

JUAN DE FLANDES
K

1945 : Figure 190

THE BAPTISM OF CHRIST. Washington, D.C., National
Gallery of Art (1385), since 1955. Oil on pine. 49t X32 in.
(125'7 X81'1 cm.). Numerous pentimenti visible in cityscape. Slight losses in left shoulder of Christ and elsewhere;
cradled, cleaned and restored by Modestini, 1953/54.
Sf/ida-Shapley, p. 110, Cat. No. 42.
Christ is shown standing in the Jordan River, which rises
almost to his knees (Matthew 3: 13-17). His hands are
folded in prayer; he turns his head slightly to the left
toward St. John me Baptist, who kneels on a rock, his
outstretched right arm pouring water on Christ's head.
The Holy Ghost appears immediately above, with God tlle
Father in papal tiara, his right hand raised in benediction,
his left holding a crossed orb, near the top of the com-

position. The Holy Ghost and God the Father are surrounded by a series of architectonic circles. An angel in the
right foreground in liturgical garb and crossed stoIa holds
Christ's mantle. Jerusalem is seen in the background. 1 Gemlike pebbles indicating holy ground are in me foreground.
A number of goldfish are seen in the lower left corner.

Referellce: (I) See Reau, II, 2, pp. 295-302. For other
Baptisms by Juan de Flandes, see Post, IV, I, p. 48.

SCHOOL OF CASTILE c.
[Juan de Borgona]
K

1500-10

1584 : Figure 191

CHRIST AT THE COLUMN WITH FOUR SAINTS. EI Paso,
Texas, El Paso Museum of Art (6I-1-51), since 1961. Oil
on pine. St. Jerome and St. Peter: 18i X13-§- in. (46'0 X
34.6 cm.) each. Christ and St. Paul: 18! X13-§- in. (46'3 X
34·6 cm.) each. St. James: 18 X13! in. (45'7 X34'9 cm.).
Very considerable splitting which has disturbed the paint
surface and necessitated some in-painting; cradled in 1949
by Pichetto; cleaned and restored by Modestini in 1955
and 1961.
El Paso, 1961, Cat. No. 43.
St. Jerome in cardinal's garb is shown at the extreme left
holding his attribute, the Church; St. Peter, seen frontally,
holds his keys and book; Christ, turning to the left, is
shown tied to the column of me Flagellation in the courtyard of Pilate's palace. St. Paul, in left profile, holds his
sword in his left hand, pointing toward Christ with his
right. St. James is at the extreme right, turning toward the
left, in pilgrim's garb, holding a staff with the right hand
and a rosary with the left. A book is placed upon the ledge
at tlle extreme right. The five half-length figures are seen
through a five-part arcade against a continuous background. A brocade hanging is behind each saint. The three
central panels are united by tlle architecture of the palace
of Pilate.
KI584 was first published by Shapley as by Juan de
Borgofia; she suggested the influence of Joos van Ghent
and Berruguete's Stlldiolo panels, which Juan de Borgofia
had seen in Urbino. 1 Gudiol described the painting as a
complete predella for an unidentified altarpiece, whose
figures, especially the Christ, recall tlle work of tlle
Milanese painter Borgognone. The Spanish scholar had
previously characterized K 1584 as Castilian, in the style of
Juan de Borgofia, dating from the early sixteenth century.2
Post tentatively attributed Christ at the COlllll1It to Fernando
del Rincon, linking it to works by that painter at Daroca
(Colegiata) and in the Prado.3 Although several of the
stylistic characteristics and compositional devices relate to
those of the group which Post has assembled under the
Rincon heading, few if any of the latter possess sufficient
documentary or other evidence for their authorship by
Fernando del Rincon - a most shadowy figure. Therefore,
it seems best to assign K 1584 to the School of Castile. by a
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master active in that area in the early sixteenth century,
who, as noted by Shapley, exhibited distinctly Lombard
traits, most notably in the depiction of the Christ at the
COIIIIIIII. The art of the master of the Kress predella is more
linear than that of Juan de Borgona. The distinctive pink
and grey coloration of the central section is alien to Juan
de Borgona's art.

Provenallce: Formerly owned by a member of the Madrazo
family, Madrid. Baron Raoul de Kuffner, Di6szogh,
Hungary.' New York, Paul Drey. Kress acquisition 1948.
Referellces: (I) El Paso, 1961, Cat. No. 43. (2) Statement in
the Kress Archive, 1940. (3) Post, XIII, p. 222. (4) Collections
given by Drey brochure.

PEDRO MACHUCA
Pedro Machuca's origin is unknown. He died ill Granada
in 1550. He was active as architect, sculptor, and painter.
Machuca was probably a student of Giuliano da Sangallo
in Florence c. 1516. He returned to Spain in 1520, possibly
together withJacopo L'Indaco [da Firenze], an assistant of
Pinturicchio and Michelangelo. Machuca established himself in Granada where he painted the altar of Santa Cruz
for the Cathedral of Granada in 1521, and was employed
by Charles V as the 'maestro de las obras del Alhambra' in
1527. At the time of the artist's death only the exterior of
the great circular palace he designed in Granada was completed. His son-in-law continued the construction. With
Berruguete, Machuca was instrumental ill bringing the art
of early sixteenth-century Florence and Rome to Spain.1

K1781 :

Figure
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THE PENTECOST. Ponce, Puerto Rico, Museo de Arte de
Ponce (62.065), Kress Study Collection, since 1962.2 Oil
on panel (poplar?). I2§-X5It in. (32'1 XIJI·8 cm.). Some
losses in faces of central area; sides better preserved; cradled
and restored by Modestini in 1957.
POlice, 1962, Cat. No. 10.
K1781 depicts the Descent of the Holy Spirit (or Pentecost)
(Acts 2: 1-40) when the assembled Apostles were given the
gift of tongues. 3 Mary kneels at tlle center; the Holy Spirit
appears immediately above. She is surrounded by the
Apostles and many other figures - 'devout men out of
every nation' - who witness the Descent (Acts 2: 5-13). The
long narrow composition is in three main sections. Machuca,
an architect as well as painter, presents the subject ill a large
interior divided by at least six rows of piers. The organization is still Byzantine in program.'

The Pentecost was ascribed to Sodoma c. 1914; it was
attributed to Gerolamo Genga by Bernard Berenson.5
K1781 was first published as a work of Machuca by Longhi,
who suggested it was executed in Italy, noting the utiliza-

tion of Florentine and Roman art of the first twenty years
of the sixteenth century. He cited the influence of the
cartoons for the Battle oj Cascilla (Michelangelo) and Battle
oj Allghiari (Leonardo da Vinci) as well as the lunettes of
the Sistine Ceiling and the Vatican Stanze and Loggie. G
According to Post, The Pentecost was painted in Granada.
He observed that 'the strange, contemplative personage
emphasized at the extreme left looks as if suggested by the
mysteriously brooding spectator in Leonardo's Epiphany in
the Uffizi ... .'7 Held followed Post in placing the panel
during Machuca's Granada period and pointed out that 'in
the intensity of the emotional approach to his theme he
points forward to later Spanish painting, especially EI
Greco'. 8 Griseri placed tllis work in Machuca's late oeuvre,
observing the importance of Polidoro da Caravaggio in
Machuca's work. 9 According to Gudiol, a modern
utilization of the oil technique was to be found for the
first time in the history of Spanish art in the Kress painting.10
It was described by the Wittkowers as 'an interesting
transformation of Italian Renaissance models into the
language of Spanish mysticism'.l1 As Longhi noted, the
group at the extreme left is freely adapted from the Salathiel
group of the Sistine Ceiling Ancestors of Christ series.12
The sleeping man at the £1r right resembles the Josias of the
same suite.
The Michelangelesque aspects of tlle painting may reflect
the work of that master's Florentine assistant Jacopo
L'Indaco [da Firenze] who worked in Granada with
Machuca in 1521. All scholars agree that The Pentecost
formed part or all of the predella of a small altarpiece. The
composition recalls Machuca's circular design for the
palace of Charles V at Granada; perhaps it was painted
for the centrally planned oratory there.J3 The extremely
mannered figure treatment suggests the possibility that
Machuca's painting is partially based on the art of Rosso
Fiorentino and the revival of the style of the late Donatello.

Provellallce: Count of Syracuse, Cat. No. 32. Luigi
Cavenaghi, Milan, c. 1914. Possibly Lorenzelli, Bergamo.
Florence, A. Contini Bonacossi. Kress acquisition 1950.
Referellces: (I) Roberto Longhi, 'Comprimari Spagnuoli
della Maniera Italiana', Paragolle, no. 43, July 1953, pp.
3-15; 'Ancora suI Machuca', Paragone, XX, no. 231, May
1969, pp. 34-9. See Diego Angulo Ifiiguez, Pi/ltura del
Rellacimiento (Ars Hispaniae, XII), t1adrid, 1955, pp. 225-7;
Manuel G6mez-Moreno, Las Aguilas del Rellacimiellto
Espaiiol, Madrid, 1941, pp. 111-40,225-39. (2) Gaya NII/jo,
p. 226, Cat. No. 1671. (3) See Reali, II, 2, p. 594. (4) See Ank
C. Esmeijer, 'Cosmos en theatrum mundi in de Pinkstervoorstellung', Nederlands KJlnstliistoriscli Jaarboek, xv, 1964,
pp. 19-44, for Byzantine examples of the subject. (5) Notes
in Kress Archive. (6) Longhi, 1953, op. cit., pp. 11-14. See
also his 'Ancora suI Machuca', Paragone, XX, no. 23 I, 1969,
pp. 34-9, esp. p. 36. (7) Post, XII, 2, p. 742, accepts the
Machuca attribution of KI781 by Longhi. (8) Held, Ponce,
Cat. No. 10. (9) Andreina Griseri, 'Berruguete e Machuca
dopo il Viaggio Italiano', Paragone, XV, no. 179, 1964, pp.
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3-19, esp. p. 4. (10) Jose GudioI, 'Las Pinturas Espanolas de

la Colecci6n Kress en el Museo de Arte de Ponce', Goya,
no. 66, 1965, pp. 384-9, esp. pp. 385 and 389. (II) Rudolf
and Margot Wittkower, 'Puerto Rico's Museum', Apollo,
LXXXV, no. 61, 1967, pp. 182-3. (12) The composition
resembles prints of the same subject by Caraglio (n.6) and
Virgil Solis (n.22) which may all reflect a lost common
source. (13) For tIlis chapel see Fernando Chueca Goitia,
Arqllitectllra del siglo XVI (Ars Hispaniae, II), Madrid, 1953,
p. 218, fig. 18.

JUAN DE JUANES (VINCENTE
JUAN MASIP NAVARRO)
Tills artist's life and work is often confused with that of
his father, Vincente Masip, who was born c. 1475 and died
toward the middle of the sixteenth century in Valencia,
where he founded a dynasty of painters. Although it has
long been assumed Juan de Juanes was born in 1523, the
contract for the Kress panel (discussed below) was drawn
up in 1536, thus placing the painter's birth earlier in the
century;1 he died in Valencia in 1579. The bulk ofJuan de
Juanes's known oeuvre dates after 1550 and is executed in
a broader, more Baroque style than that of the Kress
painting wllich must be regarded as among his early
works and perhaps the first fully documented one. It
indicates that the young painter initially adopted his father's
style, as exemplified in the great retable with scenes from
the Lives of Christ and Mary (Segorbe, Cathedral) painted
by Vincente Masip in 1530. The Segorbe retable, like much
of Masip's oeuvre, shows very considerable Italian influence, recalling such artists as Lorenzo Lotto, to whom
K2152 was formerly attributed.

JUAN DE JUANES
[Lorenzo Lotto]
K2152 : Figure 193
TIlE CONSECRATION OF SAINT ELIGIUS. Tucson,
Arizona, University of Arizona Museum of Art (KR 61, 27),
since 1957. Tempera and oil2 on panel, transferred to
canvas at an unknown date. 58 X37i in. (147·3 X95·5 cm.).
The retable to which K2152 belonged was damaged by
fire in 1584; the painting has considerable losses. Inscribed
on the cope of the bishop at tIle left: [I]iis (an abbreviation
for JIlESUS). Modestini restored a few stains and applied
varnish in 1957.
Tllcson, 1957, Cat. No. I I (as Lorenzo Lotto).3
K2152 shows the final moments in the consecration of a

bishop, who has already been invested with tIle chasuble
(embroidered with medallions of Christ, Peter and Paul),
crozier, gloves and ring.4 The book held in his right hand
was presented during the ceremony. He is about to receive
tIle final episcopal vestment - tIle jeweled mitre - held
overhead by the attendant bishops to the left and right.
Tonsured figures in monastic garb kneel in tIle foreground.
Two additional attendants stand to the left and right hold-

ing books; the head of a fifth is seen at the upper right. 5
The episcopal throne is designed in early sixteenth-century
Italian style (as are the columns on either side) with sphinxlike arm rests and emblems of the Theological Virtues at
the top - a vestal keeper of the flame as Charity to the left
and Faith as a woman with cross, chalice and Host to the
right. Putti support a circular device at the center depicting
a covered cup with crown above. 6 St. Eligius of Noyon
was born late in the sixth century in Limoges where he was
to be apprenticed to a goldsnlith. Master of the Mint for the
treasurer of Clotaire II, he llimselflater became Dagobert's
treasurer. Eligius took holy orders after that king's death.
Toward the end of his life, after founding a monastery ncar
Limoges, he was consecrated Bishop of Noyon at Rouen
in 640 under Clovis II. He died in 659 and was especially
revered in Tournai and Flanders. Patron saint of goldsmitIls, numerous churches and chapels were dedicated to
him throughout Europe. 7
The paintings with which K2152 originally belonged were
commissioned by the Guild or Confraternity of Silversmiths of Valencia for installation in the Retable of Saint
Eligius, their patron saint, for the guild chapel of the church
of Santa Catalina Martir (Valencia). The Guild's original
retable was commissioned in 1454. but in the first decade
of the sixteenth century a new one was ordered from
Onofre and Damian Forment in the Renaissance style. This
retable incorporated a statue ofEligius. 'Mestre ioan macip
pintor' was commissioned in 1536 to add scenes from tIle
saint's Iife. 8 The retable was severely damaged on 29 March
1584, when the church of Santa Catalina was destroyed by
fire. In 1607 the Confraternity of St. Eligius once again
ordered a new retable with scenes from the life of tIleir
patron saint to be executed by Francisco Ribalta. 9 The
contract stipulated that the painter was to follow the
earlier depiction by 'Joannes'.10 The Ribalta retable was
largely destroyed in the Spanish Civil War. However, two
of tIle sections survive (Church of San Martin, Valencia)
showing the Consecration oj St. Eligills, a close copy of
K2152, but with an arched top, and Eligills Preselltillg
C/otaire with tlte Golden Saddle (Text Figs. 40, 41). Diego
Angulo, F. M. Garin Ortiz de Taranco and Jose Gudiol
demonstrated the connection between K2152 and the copy
of tllis panel at San Martin, establishing the Kress panel as
one of the original components of the retable ordered from
Juan de Juanes in 1536, and the only known section to
have survived the fire of 1584.11

Provellallce: Cap ilia del Gremio de Plateros, Santa Catalina
Martir, Valencia - commissioned 1536, dismantled 1586.
The surviving panels of the retable were sold by the
Silversmiths Guild to a Madrid collector in 1751.12
Collection Gherard, Paris. Said to have been owned by
Salocchi, Florence, who purchased the panel in southern
France.l3 International Financing Co., S.A., Panama. Kress
acquisition 1957.

Referellces: (I) See J. Allende Salazar, 'Masip', ThiemeBecker, XXIV, pp. 205-6. This scholar follows the findings
of 1. Tramoyertes Blasco, who showed that Pacheco's
proposed birth-date of 1523 was incorrect. For the contract
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for K2152, see Francisco Ramon Rodriguez-Roda, 'Los
Retablos de la Capilla del Gremio de Plateros de Valencia',
Saitabi, Serie 1- Arqueologia, no. 7, Valencia (Universidad
Literaria de Valencia, Facultad de Filosofia y Letras), 1944,
pp. 5-22. The guild archives are now in the Archivo
Municipal de Valencia. (2) According to Modestini. (3)
A press release by R. M. Quinn of 25 Sept. 1963 reattributed K2152 to Vincente Juan Masip (Juan de Juanes),
giving F. M. Garin Ortiz de Taranco and Diego Angulo
as the sources for the new listing. According to a letter
from Federico Zeri in Kress archive of 6 Aug. 1966,
K2152 is by an artist of the generation prior to that of
Juan de Juanes, possibly the work of his father Masip.
(4) See A. J. Schulte, 'Consecration', The Catholic Ellcyclopaedia, London, 1908, IV, pp. 276-9. (5) Suida suggests that
they may belong to the Premonstratensian Order. He
notes that the bearded cleric at the left, seen frontally, may
have been the donor OfK2152. (6) Probably an emblem of
the Guild of St. Eligius in Valencia. (7) Reau, Ill, I, pp.
422-7; Bibliotheca Sallctorum, IV, Rome, 1964, 'Eligio',
cols. 1064-73. For an elaborate Spanish depiction of scenes
from the life of Eligius completed six years before K2152,
see the retable doors painted by Pedro Nunyes (Barcelona,
Museum) including his consecration (Jose M. Madurell,
'El pintor Pedro Nunyes y el retablo des San Eloy', Museu,
VI, 1950, pp. 131-50). (8) Roddguez-Roda, 01'. cit., p. 7:
'Yo mestre ioan macip pinto otorgue aver rebut deu
ducats de vos Senor mestre pere mir argenter com a
clavari del honrat offici dels argenters e son en pertida del
preu del retaule de glorios Sanct Aloy e perque es veri tat
fac yo sobredit 10 present albara de rna propria a demou
del mes de abril any mil cinch cents y treinta sis.' (9)
Roddguez-Roda, 01'. cit., p. 9. The Ribalta contract in its
entirety is given on pp. 8-13. A schematic reconstruction
by Roddguez-Roda of the 1607 retable (01" cit., p. 12) has
an empty field at the upper right with an unidentified
subject which presumably would have been occupied by
Ribalta's copy of K2152, with The Saillt's Mother, The
Killg cif Frallce and The Cavaliers below and The Road to
Calvary at the bottom of the right wing. The other paintings in the cycle, mostly after Masip, showed in the center
section, from top to bottom: The Crucifixioll tvith Mary
alld St. Johll, the Virgill alld Child Surroullded by Angels,
a statue of St. Eligius by another artist, and the Last Supper.
At the left were tllree scenes, from top to bottom: Eligius

Presellting Clotaire tvith the Goldell Saddle; Eligius Workillg
as a Silversmith alld Givillg Alms and the Agolly ill the Gardell.
(IO) According to Delphine Fitz Darby, Ribalta atld his
School, Cambridge, 1938, pp. 121 1£, the painter often
worked after Juan de Juanes. Diego Angulo lillguez,
Pilltura del Rellacil1liellto (Ars Hispalliae Ill), Madrid, 1954,
p. 155, notes that Ribalta also copied works by Vicente
Masip, bequeathing two such reproductions to his son.
(II) Letters from Jose Gudiol and Robert Quinn, 18/x/66.
See Note 2 above. As the COllsecratioll by Ribalta is so
reliable a replica OfK2152, his other painting (Text Fig. 41)
may also be assumed to be an accurate rendering of one of
the lost panels by Juan de Juanes. (12) Information from
Jose Gudiol 18/x/66. (13) According to a letter from
Federico Zeri 6/vm/66 in the Kress Archive.

EL GRECO (DOMENIKOS
THEOTOK6pOULOS)
El Greco was born in Candia (Crete) in 1541; he died in
Toledo, April 1614. He was first recorded as a painter in
Candia in 1566, where he worked in the Byzantine style.l
In 1566, he left Crete, then Venetian territory, for Venice
itself, where he was mucll impressed by Bassano, Tintoretto,
Veronese and Titian. According to a letter of Giulio
Clovio in 1570, he learned Western techniques in Titian's
studio. In the same year Greco left Venice for Rome. There
the art of Raphael and Michelangelo was a major influence
on the young artist. His first documented activity as a
portrait painter was initiated in Rome with the Gil/lio
Clovio (Naples, Museo Nazionale di Capodimonte). The
young artist may have returned to Venice for a second
residence between c. 1572 and 1576.2 In 1577 he came to
Madrid, shortly thereafter establishing himself in Toledo
where he remained throughout his lifetime.3 From the very
beginning of his Spanish years, El Greco received major
commissions (Toledo Cathedral, El Espolio, 1577-79; El
Escorial, Martyrdom of St. Mal/rice, 1580-82) from Philip II
and many religious institutions. With his masterpiece, The
Bllrial of COI/Ilt Orgaz (Toledo, Santo Tome, 1586-8) the
artist's major, mature phase was initiated. His fmal period
began c. 1603/5 with the monumental altarpiece for the
church of the Hospital de la Caridad de IlIescas (Toledo)
followed by many others. It was during this last decade
that Greco produced his most penetrating portraits (Fray
Para vicill 0, Boston, Museum of Fine Arts; Cardellal de
Guevara, New York, Metropolitan Museum of Art). He
was also active as a sculptor, architect, and retable builder.
Greco's profoundly personal, mystical art, with its dramatic
fusion of Byzantine and sixteenth-century Italian sources,
played a definitive role in the painting of Spain, where it
was extensively copied for much ofthe seventeenth century.

Referellces: (I) C. D. Mertzios, 'Domenicos Theotocopoulos: Nouveaux Elements Biographiques', Arte Velleta,
xv, 1961, pp. 217-19. (2) Halldor Sochner, MijllCheu
Gellliildekataloge, Spallisclle Meister, J, Munich, 1963, p. 78.
(3) Sec Manuel B. Cossio, EI Greco, Madrid, 1908; Jose
Camoll Aznar, DOlllillico Greco, Madrid, 1950; Harold E.
Wethey, El Greco alld His School, Princeton, 1962; Halldor
Sochner, 'Greco in Spallien', Mijncllener Jahrbl/ch der
bildelldetl KlIlISt, VIII, 1957, pp. 123 1£, IX-X, 1958-59,
pp. 147 ff., XI, 1960, pp. 173 ff.

EL GRECO
K2127 : Figures 194, 197
THE EXPULSION OF THE MONEYCHANGERS FROM
THE TEMPLE. Washington, D.C., National Gallery of Art
(1482), since 1956. Mixed technique with considerable
impasto, on poplar. 25!X32!in. (65·4X83·2cm.). Inscribed, in capital letters to right of birdcage at lower left:
AOMHN/KO[I] BEOTOK0110YAO[I] KPHE [Text
Fig. 42]. Cradled, cleaned and restored by Modestini in
1955. Generally well-preserved.l
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Su ida-Shap ley, pp. 92, 94, Cat. No. 34. Reproduced in
color Seymour, p. 132, pI. 123.
Christ stands at the centre, brandishing the 'scourge of
small cords', Oohn 2: 15) driving the moneychangers from
the Temple.2 He is seen against an archway opening upon
a Renaissance city view. The Temple portico is in the
classical style and partly resembles a gallery. A series of
steps arc in the foreground. Beggars and moneychangers
arc to the left of Christ. Some of the male figures to the
right may be Apostles. Wittkower pointed out that Greco
followed the Book oj Mt. Athos in separating the Apostles
(at the right) from the sinners (at the left).3 In the left foreground, two classically draped women are shown with a
cage of doves - symbols of carnal love.' An aged vendor
is se:l:ted to the right, with a basket and bag of oysters,
some rabbits and a partridge (these may also indicate
carnal love). A nude infant is on the floor at the right ncar
a carpet-covered moneychanging table and cashboxes. A
sacrificial lamb is at the lower right. A woman,"a pole with
provender across her shoulders and a child at her side, walks
to the right, possibly to make an offering in the Temple.
Two men are seen in a candelabra-lit inner chamber at the
upper right. On either side of the arch above the entablature
arc the statues of Minerva (left) and Apollo (right) derived
from Raphael's School oj Atltells (Rome, Vatican).5
The depiction of the Expulsion was promoted at the
Council ofTrent and remained popular during the CounterReformation. Symbolizing reform within the church, the
subject appeared on the versi of papal portrait medals such
as that of Paul IV (1555-59), who forbade begging in
churches. 6 An account of the Council of Trent was in
Greco's library. 7 El Greco painted scenes of the Expulsion
throughout his lifetime; K2127 and one in Minneapolis
(Institute of Arts, Text Fig. 44) arc the only ones surviving
from his Italian period. 8 K2127 has long been recognized
among Greco's earliest works painted in Italy, based upon
Roman frescoes by Michelangelo and Raphael, 9 who, with
Titian and Tintoretto, arc often cited as influencing its
figure style. 10 The monumental reclining female is derived
from a Roman statue in the Vatican, the Sleeping Ariadlle.
Justi related the small format of K2127 to the miniature
style of Greco's sponsor in Rome, his fellow Greek Giulio
Clovio, and believed Greco to have painted the Kress
Expulsioll in Rome for presentation to Clovio in gratitude
for an introduction to Clovio's patron, Cardinal Farnese.ll
According to Justi, the painting was Greco's second representation of the subject. The larger Expulsioll (Minneapolis, Institute of Arts), painted on canvas (Text Fig. 44),
includes portraits of Titian, Michelangelo, Giulio Clovio,
and Raphael at the lower right, all key figures in providing the major sources of the Kress paneJ.12 Calvert and
Hartley, noting tllat K2127 had long been attributed to
Tintoretto, placed the panel in Greco's 'Venetian-Roman
period' and viewed it as his earliest depiction of the
subject.13 Mayer added Veronese and Bassano as well as
Titian's Bacchanale (Madrid, Prado) as sources for K2127
which he dated c. 1571.14 According to Bertaux, the work
was executed in Venice and is Greco's first depiction of

this subject, combining his Byzantine heritage of iconpainting techniques with the art of Titian and Tintoretto.15
Willumsen considered it Greco's first known signed work.
He described it as a fusion of Byzantine art and that of
Jacopo Bassano. He stressed the influence of the latter's
Samsoll Routing tlte Philistitles (Dresden, Gemaldegalerie),
suggesting that K2127 was executed four or five years
earlier than the Minneapolis Expulsioll (described as a
'corrected replica' of the Kress panel), and that Greco
brought a color sketch or drawing of tlle composition
to Rome where tile Minneapoli~ canvas was painted.16
Waterhouse placed the panel among the four earliest works
by Greco, all painted in Venice between 1565 and 1568, the
year he went to Rome. The Kress panel, where 'for the
first time Greco has painted a picture which can fairly be
called Venetian', is described as the latest of the four in
date,17 legendre and Hartmann date K2127 c. 1571.18
Goldscheider placed it c. 1571-73.19 Gudiollisted the panel
as Greco's first depiction of the subject, noting the 'nervous
quality expressive of Greco's Venetian period'.20 According
to Camen Aznar, the painting dates from Greco's supposed
second Venetian residence, when his art is influenced by
Tintoretto and Michelangelo, and when the Healing oj the
Blind Mall (Dresden, Gemaldegalerie); Christ and the
Womall Taken in Adultery and Marriage Feast at Calla (both
at Strasbourg, Musce des Beaux-Arts) were also painted.21
Harris stressed the Counter-Reformation aspects of the
subject and dated the panel c. 1570, emphasizing the
warmth and brilliance of its Venetian coloring.22 Heil
dated K2127 c. 1571.23 According to Pallucchini, The
Expu/sioll was painted during Greco's second Venetian
sojourn, following the painter's Roman residence of
1570-72.24 The Roman elements also caused Camen Aznar
to date the panel after Greco's visit there, and to place it
in his second Venetian residence.25 Maclaren put the
painting in Greco's early Italian oeuvre, as his first depiction
of the subject.26 Pallucchini noted the possible influence of
Francesco Salviati's Visitatioll fresco (Rome, Oratorio di
San Giovanni Decollato). He places K2127 in Greco's
second Italian period, stressing the importance of
Tintoretto.27 Suida-Shapley (p. 92) described K2127 as the
earliest of Greco's depictions of the subject. They observed
that 'the comparative small size of the picture •.. the usc
of wood instead of canvas, and the preference for heavy,
bronzed colors and enamel effect remind us that EI Greco
was of Cretan origin and probably had training as an icon
painter .• .'. Trapier tllought the panel was probably done
in Rome, less accomplished and earlier in date than the
Minneapolis version.28 Gaya Nuno dated K2127 C.157276.29 Soria wrote that both the Kress and Minneapolis
Expu/siolls were painted during a second Venetian residence,
the former being the earlier of c. 1572-73.30 Sanchez de
Palacios listed K2127 as tlle earliest of Greco's Expu/sioll
depictions. 31 Arslan characterized the panel as Greco's 'first
complex Venetian painting'.32 Wethey noted Greco's
retention and reapplication of the composition throughout
his lifetime, dating it among tile artist's earliest certain
works, c. 1560-65, indicated by inept figure drawing and
cluttered groupings.33 K2127 was painted c. 1570, 'when
the young Greek had barely arrived in Venice', according
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to Walker.34 The Italian Heritage catalogue described it as
Greco's earliest version of the subject, c. 1565.35
The Expulsion's precise dating is still unclear. While the
use of panel and mixed technique point to an early period
in Greco's Italian years, before his Roman residence, the
extensive quotations from Raphael and Michelangelo
suggest that the work was painted during or after the
Roman period. The assumed second Venetian residence,
and a dating of K2127 within this period, prior to the
Minneapolis Expulsion, may prove correct. The genesis of
the Kress panel in relation to Greco's depiction of the same
subject in larger form (Minneapolis, Institute of Art, Text
Fig. 44) is much disputed. The question of priority may
be elucidated by comparison with two other early Italian
works by Greco, both showing the same subject: the
Healillg of the Blilld Mall. One, like K2127, is on panel
(Dresden, Gemaldegalerie); the other, like the Minneapolis
Expulsioll, is larger and on canvas (New York, Mr. and
Mrs. Charles B. Wrightsman). In each pair of the same
subject, the small work, on panel, includes a number of
genre details in the Venetian manner which are omitted
from the larger painting on canvas. The two canvases
include additional figures in bust or half-length, involving
a more complex spatial organization than the panels,
pointing to Greco's later works. In eacll subject pair the
smaller work, on panel, was probably executed first.
This important panel from the young artist's Italian years
indicates ill Ilucleo Greco's individual approach, as yet
swaddled in Venetian art and Romanism, which the
painter was to develop in Spain.

Provellallce: Four depictions of the Expulsion are recorded
in the first (1614) inventory of Greco's estate prepared by
Jorge Manuel (Greco's son) and are listed again, with
measurements, in the second inventory of 1621. The
artists are not specified. None of the four can conclusively
be identified with the Kress panel which may well have
been left by Greco in Italy.3G Sir John Charles Robinson,
London (sale, Paris, 7-8 May 1868, Cat. No. 25).37 Sir
Francis Cook, Doughty House, Richmond, until 1901,
exhibited - London, New Gallery, Velletian Art, 1894, Cat.
No. 182. London, New Gallery, Spanish Art, 1895, Cat.
No. 130. Sir Frederick Cook, until 1920, exhibitedLondon, Grafton Galleries, Spallish Art, 1913, p. lIS, Cat.
No. II6. Sir Herbert Cook, until 1939. (Maurice W.
Brockwell, Abridged Catalogue of the Pictures at Doughty
House, Richmolld, Surrey, 1932, p. 29, Cat. No. 495). Sir
Francis Ferdinand Cook. New York, Rosenberg and
Stiebel. Kress acquisition 1955.
Referellces: (I) Carl Justi described K2I27 as brilliantly
preserved and in its original frame (MisceUalleen aus drei
jahr/llmderten spanischell Kllllstlebens, Berlin, 1908, II, p. 217).
The present frame appears to be twentieth century,
possibly earlier. According to Emilio H. del Villar, who
dated the panel c. 1570, K2127 is partially unfinished (El
Greco ell Espana, Madrid, 1928, pp. 53, 81). Ellis Waterhouse noted in 1930 ('EI Greco's Italian Period', Art Stlldies
Vlll, 1930, I, pp. 61-88, esp. pp. 70, 85, Cat. NO.5) that 'the
pigment has clotted and the colonr disappeared in patches'
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and that 'the pigment has become terribly dry, but the
picture is unrestored'. (2) Matthew 21: 12-15; Mark II:
15-17; Luke 19:45-7; Jolm 2:13-16. For the iconography
of tile Expulsion, see Reau, II, 2, pp. 401-3. He dated
K2127 to 1567 (p. 403). (3) RudolfWittkower, 'EI Greco's
language of gestures', Art News, LVI, 1957, pp. 44-9, 53-4.
For the Mt. Athos text, see Alphonse Napoleon Didron,
Malluel d'Icollographic Clzretielllle, Grecque et Latille, Paris,
1845, p. 187. (4) See Jose Cam en Aznar, DOlllillico Greco,
Madrid, 1950, I, pp. 62 ff. for an identification of the
reclining female figure as Concupiscence and the muscular
man as Violence. (5) Harold E. Wetlley (EI Greco alld His
School, Princeton, 1962, II, p. 68, Cat. No. 104) suggests
Jacopo Sansovino as a source for these and proposes the
female is Hera, which seems unlikely since the parrot at
this figure's side symbolizes the logos. (6) Enriqueta Harris,
The Purification ofthe Telllple, London, 1944, pp. 7-9, noted
tile Counter-Reformation significance of the subject.
Wethey, op. cit., II, pp. 66-8 says Pius IV and Gregory XIII
also selected tile Expulsion for commemorative medals.
(7) See Francisco de Borja de San Roman y Fernandez,
El Greco ell Toledo, Madrid, 1920, p. 195. (8) For the many
other versions by Greco, from his studio, or later copies,
see Neil MacLaren (The Spanish School, London, National
Gallery, 1952), pp. 14-15; The Frick CoUectioll, I, Pailltillgs,
Pittsburgh, 1949, pp. 291-2; Cam en Aznar, op. cit.,
pp. 827-44, 1361-2, Cat. Nos. 82-98; Wetlley, op. cit.,
pp. 68-70, Cat. Nos. 104-10. All Expulsiolls painted by
Greco in Spain omit the female figures at the left and differ
considerably in the architectural setting and background
from K2I27. (9) Captain S. S. Cook (Samuel Edward
Widdrington, Sketches ill Spaill During the Years 1829-1832,
London, 1834, pp. I58-9) noted the strong influence of
Michelangelo's Battle ofCascil1a, probably via Marcantonio's
well-known engraving after some of the figures (n.487).
Jens Ferdinand Willumsen, La jeul1esse dll Peilltre El Greco,
Paris, 1927, II, p. 282, has found a figure similar to the man
seen from the back to the left of Christ in an Italianate
engraving by Beham (n.I6); Fern Rusk Shapley (National
Gallery, Washington, Archive) suggested it stemmed
from tile influence of Michelangelo's Pauline Chapel
frescoes (Rome, Vatican). Enriqueta Harris, op. cit., pp. 7-9,
related the figure with raised arms to tile left of Christ to
one in Michelangelo's Last judglllent (Vatican, Sistine
Chapel). MacLaren followed her view (op. cit., p. 13 and
p. 14 n. 3). He observed tllat Michelangelo sources may
have been transmitted to Greco by Giulio Clovio who is
known to have produced copies after Michelangelo
drawings (ibid., p. 14, 11. 4). Harold Wethey (op. cit., pp.
66-7) proposed that Michelangelo's projects for an
Expulsioll may have been seen in Venice by EI Greco. For
such Michelangelo drawings see Luitpold Dussler, Die
Zeich/lllllgell des Michelallgelo, Berlin, 1959, Cat. Nos.
165-7. A. 1. Mayer (El Greco, Munich, 19II, pp. 23-6,
Cat. No. 49) stressed the influence on K2127 of Raphael's
tapestry cartoon, the Healillg of the Blilld Man (London,
Victoria and Albert Museum). The major Raphael source
for the panel is his School of Athells (Vatican, Stallze), from
which the general setting is largely derived as well as the
pose and placement of several figures - most notably the
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oyster vendor at the right. The statues in the upper left and
right of the Kress painting are taken from those of Apollo
and Minerva in the Raphael fresco. Palladian architecture
may also have been utilized for the setting. (10) Ellis
Waterhouse (op. cit., p. 76) proposed Greco's possible
consultation of figure studies by Titian. Camon Aznar
stressed Tintoretto as the primary source and Titian as the
secondary one (op. cit., I, p. 66). MacLaren (op. cit., p. 13)
linked the figure of Christ to that in Titian's Trallsfiguratioll
(Venice, San Salvatore), reversed by Greco. (II) Justi, op.
cit., II, pp. 217-18. (12) Manuel B. Cossio, EI Greco, Madrid,
1908, p. 77, followsJusti's views. (13) Albert F. Calvert and
Catherine G. Hartley, EI Greco, All Accoullt of his Life alld
Work, London, 1909, pp. 37, 47. (14) Mayer, op. cit., pp.
23-6, Cat. No. 49. (IS) Emile Bertaux, 'L'Exposition
Espagnole de Londres', Gazette des Beaux-Arts, 4th ser., XI,
1914, pp. 250-64, esp. pp. 255-6. (16) Willumsen, 0p. cit.,
II, pp. 275-90, 413-27, 419. (17) Waterhouse, op. cit., p. 76.
He rejects Willumsen's Bassano source for K2127. (18)
M. Legendre and A. Hartmann, DOlllellikos Theotokopoulos
Called EI Greco, London, 1937, p. 158. (19) Ludwig
Goldscheider, EI Greco, London, 1938, pI. 5. (20) Jose
Gudiol, '~ Greco Works in the Minneapolis Institute of
Arts', Bulletill of the Millueapolis Illstitute of Arts, XXX,
7 June 1941, pp. IIo-15, esp. p. IIO. (21) J. Cam on Aznar,
Bizaflcio y Italia efl EI Greco, University of Granada, 1944,
p. 35. He repeats this view in his Greco monograph, I,
pp. 62-6. (22) Harris, op. cit., pp. 7-9. (23) Walter Heil, EI
Greco, M. H. De Young Memorial Museum, San Francisco,
1947, discussed with Cat. No. I - the Minneapolis example.
(24) R. Pallucchini, 'Some Early Works by El Greco',
Burlillgtoll Magazille, XC, 1948, pp. 130-5, esp. p. 133.
(25) Camon Aznar, 1950, op. cit., I, pp. 62-6. (26)
MacLaren, op. cit., p. 13. (27) Pallucchini, 'La Vicenda
Italiana del Greco', Paragotte, No. 45, 1953, pp. 24-39. M.
Soria follows this view. He notes that after 1578 almost all
Greco's signatures are cursive while that of K2127 is in
capitals. (28) Elizabeth du Gue Trapier, 'El Greco in the
Farnese Palace, Rome', Gazette des Beaux-Arts, LI, 1958,
pp. 73-90, p. 85· She seems to suggest Sebastiano Serlio's
works as a source for the architecture shown in K2127. The
works of SerIio were included in Greco's library, the
contents listed in an inventory by his son Jorge Manuel.
See San Roman, op. cit., p. 195. (29) Gaya N/I/jo, p. 187,
Cat. No. 192. (30) George Kubler and Martin Soria, Art
alld Architecture itt Spaitt alld Portugal alld tlteir Americall
Domitliotls 1500-1800, Baltimore, 1959, p. 2II. (31)
Mariano Sanchez de Palacios, EI Greco, Madrid, 1961,
p. 112. This view is also shared by Francisco Javier Sanchez
Canton (EI Greco, Milan, 1961, p. 19), who noted that
K2127 was less personal in expression than the other
Expulsioll compositions, due to its Bassanesque quality.
Reference courtesy of Anne Poulet and Everett Fahy. (32)
Eduardo Arslan, 'El Greco', Encyclopaedia of World Art,
New York, 1962, VI, col. 835. (33) Wethey, op. cit., II,
p. 66. (34) John Walker, The Natioual Gallery of Art,
Washillgtotl, D.C., New York, n.d. [1963], p. 156. (35)
The Italian Heritage, Exhibition for the Benefit of CRlA,
Wildenstein, 1967, Cat. No. 43. (36) The first inventory is
published by Francisco de Borja de San Roman y

Fernandez in EI Greco efl Toledo, Madrid, 1910, pp. 192-5,
Doc. 52, Inv. I, and the second inventory by the same
author in 'De la vida del Greco', Arcllivo Espanol de Arte y
Arqlleologla, III, 1927, pp. 275-339, esp. pp. 285-309.
(Second inventory Expulsioll sizes are transposed into
inches by MacLaren, op. cit., p. 14). No. 8 (22 X25 in.) is
identified by San Roman with the version in San Gines,
Madrid. No. 20 (17 X22 in.) is listed as the Frick collection
canvas. No. 28 (44 X56 in. - described in the inventory as
'el original') is identified by San Roman with the Minneapolis painting. No. 217, 44X58 in. is given as the one
now in the Fogg Art Museum, Cambridge. Harris, 0p. cit.,
pp. 7-9, believes that two of the four Expulsiolls listed in
the Greco inventory are the Kress and Minneapolis paintings, taken by the artist to Toledo. (37) John Charles
Robinson, Memorallda 011 Ff{ty Pailltillgs, London, 1868,
p. 38, Cat. No. 28. He owned both K2127 and the London
National Gallery Expulsioll. The Kress panel was attributed
to Tintoretto at some time in the nineteenth century.

EL GRECO
K1971 : Figure 195
ST. FRANCIS VENERATING THE CRUCIFIX. San
Francisco, California, M. H. De Young Memorial Museum
(61-44-24), since 1955. Oil on very finely woven canvas.
58 X41! in. (147'3 XI05'4 em.). Inscribed! on painted
cartellillo on rock at lower right comer: 8o/L~v,,([os]
lJEO'TK01TOA':S €1TOL[?] (Text Fig. 43). Minor surface losses;
tears at center, through hands. Restored and relined by
Suhr, c. 1952. Well-preserved.
Sail Frallcisco, 1955, p. 70.
The kneeling saint is shown in right profile, hands crossed
on breast, in Franciscan habit, his knotted cincture extending to the ground toward the right. He venerates a white
sculpted (ivory?) Christ on a dark wooden cross resting
against a skull placed on a rocky ledge. A closed book is
placed in the foreground. 2 A cluster of ivy grows from the
rocks at the upper left; a patch of sky is seen at the upper
right. The young, bearded, haggard, ascetic saint is shown
some time before his stigmatization at Monte Laverna.
believed to have taken place a few years before his death
in 1226. The stigmatization is often depicted in a rocky
setting similar to that of K1971.3 The artist depicts Francis
in a reflective pose, contemplating the sacrifice of Christ
and the vanity of human existence as symbolized by the
skull below the crucifix.'" Greco often included ivy in his
depictions of saints in hermit-like retreat as a symbol of
ascendant virtue.S Scenes from Francis's life were frequently depicted by Greco, a neighbour of the Franciscan
monastery of San Juan de los Reyes in Toledo. 6 The artist
was praised by Pacheco (in 1638) as the most accurate of all
Francis's painters. 7

Suida(SaIlFrallcisco, loc. cit.), stated thatK1971 was probably
painted between 1580 and 1590. A letter from Martin
Soria described it as tlle prototype for all others of
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the same composition. 8 It is known as the 'Cuerva' type,
named after the canvas from the Convento de Carmelitos
in Cuerva, Toledo (now in Bilbao, Museo de Bellas Artes). 9
Wethey characterized the Kress canvas as surely the original
by Greco and the best of the type known today. He dated
it c. 1595-1600, noting its free, illusionistic brushwork and
usc of white highlights to produce a brilliant effect. 10
According to Gudiol, K1971 presents 'A subtle advance
towards expressive deformations ... characteristic of his
[Greco's] style of a later period' as compared to depictions
of the same theme at Lille (Musce des Beaux-Arts) and
Madrid (Ministerio de la Gobernacion).l1 Cam on Aznar
wrote that the Cuerva composition stelllS from Greco's
first Toledo phase. Soehner dated it c. 1583-85.12 Nineteen
such compositions by Greco and his followers are listed by
Camon Aznar (Cat. Nos. 570-88). A feature separating
these works is the saint's glance - in five examples he looks
downward as in the Kress canvas. The others show him
looking upward. The Kress canvas is the largest example of
the subject by Greco and perhaps the finest in quality.
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v, 1959, cols. 857-69, esp. cols. 864, 866. (6) According t~
Camon Aznar, op. cit., II, pp. 1383-9, Cat. Nos. 538-672,
135 Franciscan subjects survive executed by Greco and/or
his immediate followers. (7) Francisco Pacheco, Arte de la
Pilltllra, ed. F. J. Sanchez Canton, Madrid, 1956, II, pp.
344-5. (8) Kress Archive, 20/rx/54. (9) Cam6n Aznar, op.
cit., II, p. 1385, Cat. No. 570. (10) Harold Wethey, EI Greco
alld His Sclzool, Princeton, 1962, II, p. 121, Cat. No. 219.
(II) Gudiol, op. cit., p. 202. The Madrid painting is
attributed by Soehner to Greco's son (see Note I above).
(12) Camon Aznar, op. cit., I, p. 365. Soehner, op. cit., II,
pp. 182-3, Cat. No. 27. Soehner noted that the Cuerva
canvas, the only example in Spain of the composition
(which he accepted as an original by Greco) is very poorly
preserved; now heavily restored. (13) Soehner, ibid., p. 174,
observed that a large number of Franciscan subjects were
sent by the artist to southern Spain. Possibly K1971 may
have been first owned in that region.

EL GRECO
Provellallce:13 Private collection, France. H. F. Fankhauser,
Basel. New York, Rosenberg and Stiebel, Inc. Kress
acquisition 1953, exhibited - Washington, D.C., National
Gallery of Art, Exhibitioll of Art Treasures for America from
the Samllel H. Kress Collection, 10 Dec 1961 - 4 Feb. 1962,
Cat. NO.4!.
Referellces: (I) For comparable inscriptions on similar
depictions of St. Francis by or after Greco, see Halldor
Soelmer, 'Greco in Spanien', Miillclmer Jahrbllch der
bildetldell KIIIISt, II, 'Atelier und Nachfolge Grecos', IX/X,
1958/59, pp. 147-242, esp. pp. 157, 159, 161. Soehner's
fig. rrg is especially close to that of K1971. A similar
signature is found in his fig. Ie (attributed to Jorge Manuel
TJieotocopouli and studio, Madrid, Ministerio de la
Gobernacion); see also his 13d (Collection of Mariano
Gomez Aguilar, Medina Sidonia) and 13e (Zaragoza
Museum) both attributed to Jorge Manuel and studio.
Jose Camon Aznar (Domillico Greco, Madrid, 1950, II,
p. 1385, Cat. No. 571) viewed the Medina Sidonia example
as an original by Greco as do other writers. The signature
on K1971 is accepted by Suida (Sail Frallcisco, p. 70) as 'the
master's guarantee and approval of his own work, an
honor not given to numerous replicas and "versions"
produced in tlle studio by assistants or elsewhere by
imitators •• .', but this is not a correct assumption in every
case as shown by Soehner (supra). (2) The Crucifix is based
upon an Italian mid-sixteenth-century model. (3) See
Millard Meiss, Giovanni Bellini's 'St. Frallcis' ill tlte Frick
Col/ectioll, Princeton, 1954, pp. 22 if. (4) See Emile Male,
L'Art Religiellx apres Ie Coucile de Trellte, Paris, 1932,
pp. 172-9. According to Reali (m, I, pp. 519 fE, 529)
Greco introduced the skull in Franciscan scenes. For
Greco's treatment of Franciscan subjects, see Paul Guinard,
'Saint Fran~ois dans l'Oeuvre de Greco', ReVile d'Histoire
Frmlciscaille, II, 1925, pp. 1-20; Jose Gudiol, 'Iconography
and Chronology in EI Greco's Paintings of St. Francis',
Art BIIlIetill, XLIV, 1962, pp. 195-203. (5) See Friderike
Klauner, 'Epheu', RcaIlcxikoll zlIr delltscltCll Kllllstgesclticllte,

K I4I3 :

Figures

I98-200

LAOCOON. Washington, D.C., National Gallery of Art
(885), since 1946. Oil on canvas. 54l· x671 in. (137'5 X
172'5 cm.). An unidentified inventory number, '104', is
painted in the lower left corner. Considerable losses in
breast of standing figure at the left and lower section of
raised leg of major reclining figure. Smaller losses in sky
area and along lower edge. According to Mayer, K1413
was somewhat damaged during relining prior to 1926.1
Large, clumsy loincloths were added at an unknown date
to the figures at the extreme left and right. The latter was
also given a bouffant coiffure, obscuring her diadem. All
these additions were removed during the restoration of
the painting by Modestini in 1955 when a second head (in
left profile) was uncovered for the figure in right profile
at the extreme right, as well as additional studies for the
legs. These preliminary projects have been left uncovered. 2
See Text Fig. 45 for KI413 before the most recent cleaning.
Reproduced in color in Seymour, p. 133, pI. 124.
The death of Laocoon and his two sons is witnessed by a
nude male and female standing at the extreme right. The
scene takes place on a rocky outcropping outside the walls
of Troy - depicted as Toledo - seen against a turbulent sky.
The nude, bearded priest Laocoon is at the center, falling
backwards, grasping a serpent which is about to bite his
brow. Laocoon's nude sons are to the left and right; the
first stands frontally, his hands grasping the arched serpent,
which will bite his right side. The son at the right, already
dead, is seen head first, lying on his back, with raised knees.
Standing further to the right is a nude male in left profile,
whose raised left hand seelllS to have held a circular object,
presumably the apple of Discord or that of the Fall. He is
seen from the back. A nude female figure, at the extreme
right, is placed frontally. She is now shown with two
heads, one of which - presumably the one in left profile was a preliminary study. The head seen in right profile
looks away from the tragic scene. These figures have been
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variously identified as Apollo and Artemis (or Hera),
Poseidon and Cassandra, Poseidon and Athena, Adam and
Eve, Paris and Helen.3 The Trojan horse in the middle
ground faces north, toward Troy-Toledo, opposite the
Puerta Nueva de Visagra, which has the imperial doubleheaded eagle over the portal. The Alcazar and the Queen's
Towers are among the buildings in the background. The
Tajo river curves toward the left knee of the dead son.4

Literary Sources: The specific literary source used by Greco
for KI413 is hard to isolate as there are many differing
accounts of the death of Laocoon in classical and postclassical literature. Cossio, noting that the son at the left
may escape death, suggested dlat Greco consulted a preVirgilian text since, according to the Latin poet, both sons
are slain.5 Virgil described Laocoon as a priest of Neptune,
chosen by lot to slay a sacrificial bull. Two serpents from
the waters of the island of Tenedos (where the Greeks had
withdrawn from the Trojan siege) approached the offertory
scene at Troy. 'They in unswerving course fared toward
Laocoon; and first each serpent enfolds in its embrace the
youthful body of his two sons and with its fangs feeds
upon the hapless limbs. Then himself too, as he comes to
their aid, weapons in hand, they seize and bind in mighty
folds; and now, twice encircling his waist, twice winding
their scaly backs around his throat, they tower above with
head and lofty necks. He dIe while strains his hands to burst
the knots, his fillets steeped in gore and black vendm; the
while he lifts to heaven piteous cries like the bellowings of
a wounded bull that has fled from the altar and shaken
from its neck the ill-aimed axe.'6 Laocoon's tragic fate,
according to Virgil, was due to the priest's offending
Athena and Zeus by attacking dIe wooden horse 'built by
her divine art' of the oak sacred to Zeus. Suspicious of the
mysterious horse left by the retreating Greeks as a votive
offering for their safe return, Laocoon felt the Greeks were
only pretending to abandon the ten-year-old siege.
Laocoon predicted that the animal concealed Greek
warriors and begged the Trojans: ' "Trust not dIe horse ye
Trojans. Whatever it be, I fear the Greeks, even when
bringing gifts." So saying, with mighty force he hurled his
great spear at the beast's side and the arched frame of the
belly. The spear stood quivering and with dIe womb's
reverberation the vaults rang hollow, sending forth a
moan.'7 Other writers such as Servius and Hyginus, whose
works may well have been known to Greco, attribute
Laocoon's fate to his having displeased his god by marrying, having children, and profaning the sanctuary.8
Visl/al SOl/rces: Pliny's description of a statuary group
showing the dying Laocoon and his sons, the work of three
Rhodian sculptors 'in the palace of the Emperor Titus, a
work superior to any painting and any bronze', sustained
great interest in dlis subject prior to the excavation of the
celebrated sculpture in 1506.9 The major example of such
continued concern with the classical theme is Filippino
Lippi's fresco of c. 1502. The subject was also of interest to
the Florentine Nco-Platonic Academy for its mystical,
sacrificial aspects. 10 Greco may also have seen the d'Estecommissioned Trojan cycle by Niccolo dell'Abbate

(Modena, Galleria Estense).ll With dIe sensational recovery
of the ancient Laocoon group, viewed as the greatest
artistic achievement of classical antiquity, its influence
became widespread, most notably through the works of
Michelangelo.12 Greco no doubt saw the sculpture when
in Rome in 1570 and almost certainly knew one of the
many casts and copies, which, by the second half of the
century, circulated throughout Western Europe. The
Laocoon was closely studied by the Venetian sculptors
Oacopo Sansovino, Antonio Lombardo) and by the painters
nearest to Greco - Titian and Tintoretto - who both
incorporated aspects from the statuary group in their
works.13 It may have been listed as a copy after Titian in
1791 (see Provenallce).
Tietze suggested that the germ of Greco's composition was
probably a lost Titian canvas of the subject painted for the
d'Este family c. 1540.14 TIllS work was presumably much
less tighdy constructed than the statuary group. The outstanding example of a more pictorial composition is
Giulio Romano's design for a fresco (Mantua, Palazzo
Ducale).15 Cossio noted that Greco may follow Titian's
reconstruction of the ancient Laocoon group (known from
a woodcut caricature) in which Laocoon's right arm is
bent toward his head.10 Kehrer has found in KI413 many
reflections of Greco's Venetian residence together with
Michelangelesque influence.17 The body of the dead son
at dIe right is derived from the slave in Tintoretto's Miracle
oj St. Mark (Venice, Accademia).18 Zeri suggested the influence of Anthonis Blocklandt on the figure style; Greco
may have met the Dutch artist in Rome in dIe 1570s.19
Palm described the male nude figure at the right as derived
from a wax model, known from drawings by Tintoretto
and views of Italian Mannerist artists' studios, which was
seen by Pacheco in Greco's Toledo residence in 16II.20
Two prints of the Laocoon may have been of interest to
Greco: dIOse of Jean Gourmont (active c. 1540; n.16) and
Giovanni Fontana (active c. 1559-79; n.53).21
According to Forster, the first scholar to study K1413, no
artist removed himselffurmer from the classical representation of the Laocoon than did Greco.22 His depiction of
Laocoon and his sons docs not adhere closely to the
celebrated statuary group. In the latter Laocoon is seated;
the painting shows him on dIe ground, as though the
statue had fallen. The sons bear no resemblance to those in
stone. Forster was the first to point out the correspondence
between K1413 and a supposedly antique but probably
sixteenth-century relief (Prado, Sala Italiana) which may
have determined Greco's composition. This piece could
have provided Greco widl an important visual source since
the relief's pose of Laocoon shown falling backward on a
rocky outcropping is conceptually related to dlat of the
painting. The foreground of bodl relief and painting
suggests that this is meant to be the shore where dIe fatal
serpents rose.23 Camon Aznar stated that Greco combined
'suggestions from dIe Hellenistic marble with ancient
literary descriptions'; he related the son at the left to a
polychromed wooden statuette (Granada, Con des de las
Infantas collection) attributed to Greco.24 According to

Peter Paul Rubens : Detail from M archesa Brigida Spillo/a Doria (K 2 187) . W ashin gton, D . C. (p. JOI)

Anthony van Dyck : Qlleell Hellrietta Maria witli Ii er Dwar!(K 19 11 ). Washin gton, D. C. (p. II6)
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Schuster the pamtmg, despite its divergence from the
statuary group, is nonetheless based upon it.25 Saxl connected Laocoon in KI413 with the Dyillg Gaul in Venice
(Museo Archeologico).26 It has been suggested that Greco,
in his old age, could have recalled now unknown antique
representations of the subject, like those discovered at
Pompeii, which may have provided him with a compositional mode1. 27 Palm described the central figure and
the son at the right as those of the statuary group, but
fallen over.2S

Datillg: Greco's Laocooll is agreed to be a late work, painted
after 1600, because of the extremely mannered attenuation
of the figures. Cossio placed KI413 in the artist's final
period: 1604-14. He observed that the model for the head
of Laocoon was the same Greco used for the Penitellt St.
Peter (El Escorial, Sacristy). He compared the figure of the
father to one of the soldiers in the Resurrection (Toledo, San
Domingo el Antiguo). He also related the figure of the
older son to one in the Opellillg ojthe Fifth Seal (New York,
Metropolitan Museum of Art).29 Mayer first dated the
Laocooll c. 1610-13 (in 1911) and then c. 1606-10 (in 1926),
and finally 1609-14.30 Legendre and Hartmann thought
Greco painted K1413 in 1606-10.31 Escholier placed the
painting c. 1610.32 Kehrer linked it with Greco's [l/ImaCll1ate
COllceptioll (formerly Czechoslovakia, Schloss Rohoncz,
Thyssen Collection).33 Cook dated the painting between
1606 and 1610.34 Goldscheider related the nudes to those
painted on the vestment of the priest holding the body of
Count Orgaz in the BI/rial oj COUllt Orgaz (Toledo, Santo
Tomc).35 Cam6n Aznar dated it possibly shortly before
1610.36 Gaya Nuno proposed 1610-14.37 Venturi viewed
K1413 as a caricature by Greco of the statuary group
(comparable to the woodcut of Laocoon alld His SOliS as
Monkeys designed by Titian), describing this anti-classical
tendency as characteristic of the Greek artist's last works. 3s
Soehner placed K1413 between 1609 and 1612, prior to the
execution of the Map alld View oj Toledo (Toledo, Casa
del Greco) which he dated 1612-14. He noted that KI413
is characteristic of the artist's late period in which the
sketch is elevated to a gigantic format. 39
Significallce: The subject of the LaocooII, painted at least
three times by Greco, is the only classical theme known to
have interested the artist. His Cretan birth (near Rhodes
- birthplace of the sculptors of the Laocoon), his Greek
heritage and Greek library brought with him to Toledo,
as well as Greek compatriots resident in that city, may all
have played a role in the depiction of K1413.40 Forster
noted that Greco 'martyrized and hispanicized the classical
theme'.41 Cossio observed in 1908 that the Laocooll is
Greco's 'only subject inspired by classical poetry •.. among
so many biblical and sacred motifs it is ... his swan song,
at once romantic and Christian'.42 Although Kehrer first
found the subject to preclude patronage from Greco's
conservative Catholic circle, he then suggested that it could
have been commissioned by a vir III/mallus at the episcopal
court of Toledo.43 He observed the importance of the
theme: that of divine vengeance, the deus ex lIIachina; later
he related the figures at the right to the alltos sacramelltales.44
14
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Both Kehrer and Ettlinger noted that the statuary group
of the Laocoon was held up by theologians of the CounterReformation as an example of the stoical suffering, an
ExemplI/III Doloris, to be emulated by artists in their
representations of tlle Passion and the lives of the martyrs. 45
Cam6n Aznar found Laocoon's expression in accord with
Christian confidence in divine mercy.46 Soehner noted
that KI413 belongs with Greco's late works which are
prophecies into the remote past mythologizing the world;
the profound spirit of the Laocoon goes beyond the
restrictions of conventional Christian subject-matter. He
characterized the serpentine motion of the figures as
resembling a wave crashing upon the shore, their composition reflecting the meaning of the myth.47 Palm,
proposing the presence of Adam and Eve at the right,
noted that the artist did not need to adhere to classical
sources. He stressed the moral significance ofServius's text,
noting tllat the Kress canvas presents the Fall of Laocoon
as a classical parallel to that of Adam and Eve. According
to the author, the canvas united classical and JudeoChristian examples of divine retribution for transgression.
In each case the serpent is a major element. Unlike Cossio,
Palm did not believe that the son at the left will survive.
He observed that Greco's substitution of Toledo for Troy
is comparable to his Crucifixion paintings where the
Spanish city represented Jerusalem.4s Most recently, Vetter,
rejecting Palm's hypothesis, suggested that the nude couple
at the right represents Paris, son of Priam, King of Troy,
and Helen, the wife of Menelaus, King of Sparta. Paris's
abduction of Helen led to the Trojan War, in which Paris
eventually died. She had been promised to him by
Aphrodite in exchange for the golden apple of Discord.
According to Vetter, Helen looks to the right to view the
approaching victorious Greeks.49
Toledo, the Holy Roman imperial city (the arms are
clearly shown) - believed to have been founded by
Hercules - and the Metropolitan See of Spain, would be an
especially apt background for Greco's combination of
classical and Biblical themes. 50 KI413 is a Laocooll moralist!
in the tradition of the medieval moralized Ovid. It is
consistent with sixteenth-century humanism which frequently paralleled and conflated Biblical and classical
themes. 51 The Kress canvas may also refer to Renaissance
debates comparing the relative merits of painting and
sculpture - to the Paragolle. The self-declared superior to
Michelangelo, Greco could have meant his canvas as a
triumph of painting over the sculpture of antiquity and the
Renaissance.52 Unique in subject and mood to Greco's
oeuvre, this enigmatic, late work may prove a classical
reverie recalling tlle painter's Venetian training thirty years
before its execution. Laocoon's son to the right of Greco's
canvas is clearly based upon Tintoretto, and the son at the
left recalls North Italian Mannerist statuary. Greco's expansive composition of nude figures in an open landscape
below a turbulent sky is particularly Venetian. A Martyre
sllr l'/Zerbe, its late Renaissance sources may have remained
alive during Greco's Spanish years through the abundance
ofTitians in his royal patron's collection, most notably the
Rape oJEl/ropa (Boston, Isabella Stewart Gardner Museum).
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Provenance: Three depictions of the Laocoon are listed
(without precise authorship or measurements) - one large
and two small- in the inventory of the artist's possessions
compiled after Greco's death in 1614.53 They reappear in
the second inventory, of 1621, with measurements.54 The
Kress canvas is presumably that listed as 'Un laocon, de dos
baras de largo y bara y dos terzias de alto' (no. 41)
(approximately 139'2 X 167'0 em.). K1413 measures 137'5 X
172'5 cm.55 The following inventory entries probably refer
to K1413: Alcazar (Madrid) Inventory of 1666, 'Pieza
oscura, No. 520: 3 varas casi en quadro de Lauconte y sus
hijos de mano del Greco en 300 ducados de plata.'5G
Alcazar (Madrid) Inventory of 1686. 'Pieza oscura, No.
310. Un quadro de tres varas de largo cassi quadrado de la
Oconte y sus hijos de blanco y negro de mano del Griego.'57
Sitio Real del Buen Retiro, Inventory of 1701. 'Otra del
mismo tamano dos varas en quadro y marco, con la
historia de Laoconte cenida de las culabras; copia de
Ticiano, tasando en treinta doblones.'58 Palacio de San
Lorenzo (El Escorial) Inventory of 1791. 'la historia de
Laocoonte cenido de las culabras, copia del Tiziano,
tassado en treinta doblones.'5!1 K1413 may be the 'Laoconte
y sus hijos, a quienes rodean las sierpes' listed as a Ribera
by Juan Augustin Cean Bermudez (Diccionario Hist6rico de
los /lias illlstres Profesores de las Bellas Artes en Espana, Madrid,
1800, IV, p. 193) at the Palacio de San Ildefonso. Since
K1413 seems to have darkened at the time it was described
in the Alcazar Inventory (1686) as 'blanco y negro', Cean
Bermudez could have well assigned the canvas to Ribera
because of its extreme discoloration by that date. 60 Duke
of Montpensier (Antoine-Maric-Philippe-Louis d'Orleans,
husband of the younger sister of Queen Isabella II of Spain) ,
Seville, Palace of San Telmo by 1866.61 Antoine-LouisPhilippe-Marie d'Orleans (son of the above), Duke of
Galliera, Sanlucar de Barrameda (Cadiz) by 1908. 62 Paris,
Durand-Ruel, c,1908-10, Inventory No. A 1500. 63 The
precise ownership of K1413 between the years 1910 and
1912 is not clear. A photograph of the 'Sonderausstellung
El Greco' held in the Munich Pinakothek in 1910 includes
the painting, lent by Durand-Ruel, who gave Hugo von
Tschudi or Marczell von Nemes the option for purchase.
According to Dr. Cremer of the Pinakothek, K1413 was
then in the possession of Von Nemes (Budapest), but it was
not shown in the 19II exhibition of his collection (Munich,
Pinakothek), seemingly kept in the office of the director
(Von Tschudi) between 1910 and 1912, during which years
he sought unsuccessfully to obtain purchase funds. According to Cook, M the Laocooll was purchased before 1914 by
Frau von Schwabach (wife of Edwin Fischer, Basel and
Berlin) presumably from Durand-Ruel, upon the recommendation of Hugo von Tschudi, and was later in the
collection of M. Arnold, Berlin. Cook also listed K1413 in
the collection of 'E. Fisher, Charlottenburg' but this would
seem to be the same Fischer as above. Perhaps exhibited at
the Munich Pinakothek as late as 1913-16 and at the
Kaiser-Friedrich-Museum (Berlin), c. 1916.65 French and
Co., 1934? Exhibited - London, National Gallery, 1934,
lent by Prince Paul? Prince Paul, Regent of Yugoslavia,
Belgrade. Prince Paul of Yugoslavia, Johannesburg. New
York, M. Knoedler and Co. Kress acquisition 1946.

References: (I) August Liebmann Mayer, Dominica Tlzeotocopollli, EI Greco, Munich, 1926, p. 50, no. 3II. (2) Hugo
Kehrer (Die Kunst des Greco, Munich, 1914, p. 104) noted
that the figures at the right have an additive quality.
According to Modestini, Greco painted over the left leg of
the figure at the extreme right; this covering was removed
by a restorer and then re-painted. He noted that the central
face which emerged in 1955 had been left uncovered by
El Greco but was painted over at a later date. Arnold
Hauser (Mannerism, The Crisis oj the Renaissance and the
Origin ofModem Art, London, 1965, p. 13, n. 14) interpreted
the uncovered head as that ofa sixth figure. Harold Wethey
(EI Greco and His School, Princeton, 1962, II, pp. 83-4, Cat.
No. 127) described the figures at the extreme right and the
view of Toledo as unfinished and believed that the head
and leg uncovered in 1955 were never meant by Greco to
have been seen in the final version. Walker (p. 164) noted
that Greco 'may actually have been working on this painting at the time of his death, for a recent cleaning indicates
that the three figures on the right of the picture remained
unfinished'. The diadem may be an old addition to the
canvas. (3) According to Elizabeth du Gue Trapier (El
Greco, New York, 1925, pp. 126 ff.) they represent Athena
and Poseidon (the two gods offended by Laocoon). Emilio
del Villar (El Greco euEspmia, Madrid, 1928, p. 133) followed
Trapier's views. Mayer (EI Greco, Berlin, 1931, p. 138)
found their presence inexplicable. Alfred Frankfurter
('Interpreting Masterpieces', Art News Annllal, L, 1951,
p. 99) described the pair as a 'curious mute Greek chorus'.
H. Kehrer (Greco als Gestalt des Manierismlls, Munich, 1939,
pp. 103-4), also calling them gods, linked them to the
Spanish literary tradition of the DeliS ex Mac/lina. Jose
Camon Aznar (Dominica Greco, Madrid, 1950, II, p. 919)
interpreted the two figures at the right as probably Apollo
and Artemis or Hera. He also introduced the possibility
that they represented Poseidon and Cassandra, who
prophesied the Fall of Troy. Greco intended, the author
stated, to contrast the human misery of Laocoon and his
sons with divine grace. Erwin Walter Palm ('E1 Grecos
Laokoon', Pantheon, XXVII, 1969, pp. 129-35) identified the
figures as Adam and Eve. (4) Jose Cam on Aznar, DOlllinico
Greco, Madrid, 1950, II, p. 921, noted the omission of the
cathedral. Not all the buildings are shown with topographical accuracy. (5) Manuel B. Cossio, EI Greco, Madrid,
1908, pp. 357 ff. According to Cossio the probable source
for K1413 was the eighth-century poet Arctinus' account
of the Fall of Troy, the lUllpersis. Cossio followed Wilhelm
Klein (Geschichte der griechischen Kllnst, Leipzig, 1907, III,
pp. 3II ff.), who first related the llil/persis to the celebrated
Rhodian statuary group in the Vatican. Arctinus's text is
only fragmentarily preserved. A very short quotation is
found in Proclus' Chrestomathia poetica. A more substantial
one is given by Hesiod (The Homeric Hymns and HOl1lerica,
translated by Hugh G. Evelyn-White, Cambridge, 1959,
p. 521): 'The Trojans were suspicious of the wooden horse
and standing round it debated what they ought to do.
Some thought they ought to hurl it down from the rocks,
others to burn it up, while others said they ought to
dedicate it to Athena. At last this third opinion prevailed.
Then they turned to mirth and feasting believing the war
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was at an end. But at tllls very time two serpents appeared
and destroyed Laocoon and one of his two sons, a portent
which so alarmed the followers of Aeneas that they withdrew to Ida.' (6) Virgil, translated by H. Rushton Fairclough, Cambridge, 1960, Book II, pp. 309, 31I, lines
199-227. (7) Ibid., p. 297, lines 50-3. After the death of
Laocoon and his sons, Virgil continues: 'Then indeed a
strange terror steals through the shuddering hearts of all,
and Laocoon, 'tis said, has rightly paid the penalty of
crime, who with his lance profaned the sacred [to Zeus]
oak and hurled into its body the accursed spe.'lr.' (8)
According to Hyginus: 'Laocoon, son of Achoetes King
of Troy, brotller of Anchises, priest of Apollo, when,
against tlle will of Apollo, he had married and begotten
children, was brought by lot to the seashore to make a
sacrifice to Neptune. Apollo, taking advantage of the
opportunity, sent tllrough the sea two serpents who killed
Laocoon's sons, Antiphanes and Thymbraeus. When
Laocoon wished to aid them, they killed him also in their
coils. The Phrygians tllink that this happened because
Laocoon cast his spear into the Trojan Horse.' (Hygilli
Fabulae, recellsllit . .. , cd. H. J. Rose, Leiden, n.d., p. 98,
paragraph 1I5.) This text was first published in Italy in
1535. Servius's Scholia to Aelleid, II, quoted the Greek poet
Euphorion as saying tllat ' ... after the arrival of the
Greeks the priest of Neptune was stoned to deatll by the
Trojans because he did not prohibit their arrival by means
of his sacrifices; afterwards, tlle Greeks having departed,
when they wished to sacrifice to Neptune, Laocoon, priest
of the Thymbraean Apollo, was chosen by lot (as was the
custom when tlle proper priest was lacking). He made the
offering before the image of me deity after he had slept
with his wife, Antiope, and due to this he was destroyed
with his sons by the serpents which the god sent. History
indeed has it thus, but the Poet interprets the incident
according to the explanation of the Trojans, who, being
ignorant of this fact, were deceived. Others say tllat after
the slight which Laomedon had once given to the god,
there was no longer such a priest at Troy; whence Neptune
is thought to have turned against tlle Trojans, venting
upon their priest what tlley themselves deserved.' The
Latin text is given by Horst Althaus, Laokooll, StOfflllld Form,
Bern, 1968, p. 127, n. 28. The translations were made by
Eugene Dwyer. (9) Pliny, Natllral History, Book XXXVI,
IV, 37-8, translated and edited by D. E. Eicholz, Cambridge,
1952, pp. 28-9. Greco may also have been interested in the
description of a painting of this subject in a Neapolitan
picture gallery given by Petronius in the Satyricoll (translated and edited by Micllael Heseltine, Cambridge, 1956,
pp. 177-9). For the role of the Laocoon in tlle Middle Ages
and Renaissance see the definitive article by Richard
Forster, 'Laokoon im Mittelalter und der Renaissance',
Jalzrbllcll der kOlliglicll prellssischell Ktlllstsammlllllgell, XXVII,
1906, pp. 149-70. See also Margarete Bieber, Laocootl, The
Iliflllellce of the Grollp Sillce its Re-Discovery, New York,
1942; A. von Salis, Alltike IIlld Rellaissallce, ErlenbachZurich, 1947; A. Prandi, 'La Fortuna del Laocoonte dalla
sua Scoperta nelle Terme di Tito', Rivista dell'Istitllto
Natiollale d'Archeologia e Storia dell'Arte, n.s., Ill, 1954/55,
pp. 78-107; A. Pigler, Barocktlzelllell, Berlin, 1956, II, p. 314;
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Phyllis Pray Bober, Drarvillgs After tIle Alltiqlle by Amico
Aspertilli, Sketchbooks ill tile British Museum, London, 1957,
pp. 61-2; H. Ladendorf, Alltikellstudillm fllld Alltiketlkopie,
Berlin, 1958; L. D. Ettlinger, 'Exemplum Doloris, Reflections on the Laocoon Group', De Artiblls 0pllsclIla XL,
Essays ill HOllor oj Errvill Pallojsky, New York, 1961, I,
pp. 121-6; Hans Henrik Brummer, The Statile Grollp in the
Vaticall Belvedere, Stockholm, 1970, ch. 3 'The Laocoon',
pp. 73-121. For furtller recent bibliography see the
extensive study by Althaus, 0p. cit., Note 8 above. (10)
According to Norman E. Henry ('Virgil in Art', Art alld
Archaeology, v, 1917, pp. 325-33, p. 239), K14I3 was
influenced by the Lippi fresco. The latter follows the
Virgilian account and Servius' commentary. Andre
Chastel (Art et Hllmallisme Florellce all temps de Lallrellt Ie
Magllifiqlle, Paris, 1961, pp. 156-7) stated that Lippi's
fresco at the Medici villa of Poggio a Caiano fitted into a
vast sacrificial context, the villa itself dedicated to Poseidon.
For the fresco and other studies of the subject by Lippi see
Alfred Scharf, Filippillo Lippi, Viel1l1a, 1950, figs. 137-9.
Other Italian ruling families incorporated the Laocoon
motif in their decorative schemes. Greco may well have
known Giulio Romano's depiction for the Gonzaga at the
Palazzo Ducale, Mantua, part of a Trojan cycle completed
c. 1536. Frederick Hartt (Gilllio Romallo, New Haven,
1958, I, p. 180) thought the subject represented a triumph
of Minerva over Venus, seeing in Greco's canvas an
emphasis upon divine retribution for sexual transgression.
(II) Walter W. S. Cook, 'El Greco's Laocoon in the
National Gallery', Gazette des Beallx-Arts, 6th ser., pp.
261-72, esp. p. 270 n. 9, believed Greco's Trojan horse to
be modeled after Niccolo del Abbate's. Wethey (op. cit.,
II, pp. 83-4) linked it to Verrocchio's Colleolli and other
equestrian models. (12) Imitation of the subject was a
common practice in the early art academies of Bandinelli
and otllers. Kehrer (1939, op. cit., p. 101) cited reference to
the Laocoon in Giovanni Battista Armenini, De' Veri
Precetti de la Pittllra, 1587. See Federigo Zuccari's drawing
Stlldio e Illtelligellza (UfflZi, no. nolO, Gernsheim 7-568).
The statuary group is shown without restorations, drawn
by a youth (the artist's brother?). It is referred to as a
model by Francisco Pacheco, Arte de la Pilltllra, ed. by F. J.
Sanchez Canton, Madrid, 1956, I, p. 467. The artist could
probably have seen versions of the Laocoon in Spain as
Alonso Berruguete was employed in making an early
replica of tlle group and continued adapting it in sculpture
executed for the Cathedral of Toledo. See Vasari's 'Life of
Jacopo Sansovino' (Le Vite, ed. Milanesi, 1881, VII, p. 459).
For another contemporary of Berruguete's use of the
Vatican sculpture see Juan Jose Martin Gonzalez, Juni y
el Laoconte', Arclzivo Espaiiol de Arte, xxv, 1952, pp. 59-66.
(13) See Forster, op. cit., pp. 176-8; Cossio, op. cit., pp.
357 If. For Titian and the Laocooll see Horst W. Janson,
'Titian's Laocooll Caricatllre and the Vesalian Galenist
Controversy', Art BIIlIetill, XXVIII, 1946, pp. 49-53. See also
von Salis, op. cit., pp. 142-3. For sculptural Laocoon copies
in Venice see Forster, op. cit., p. 160. (14) Hans Tietze,
Tizian, Lebell flIld Werk, Viel1l1a, 1936, pp. 189-91. This
idea is somewhat implausible, as Titian adapted the
Laocoon group extensively throughout his lifetime, and
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therefore would be expected to stay close to it for his own
depiction of the subject. Like Greco, Titian utilized the
Dying Gaul for several canvases. See Otto Brendel,
'Borrowings from Ancient Art in Titian', Art Bulletiu,
XXXVII, 1955, pp. II3-23, pp. 121-2. K1413 seems to have
been recorded as a copy after a Titian Laocooll in an
inventory (1791). See Provenance, above. The figure of the
son at the left is also Venetian in style, recalling the small
bronzes of Francesco da Sant'Agata. (IS) See Hartt, op. cit.,
II, fig. 402. (I6) Cossio, op. cit., p. 357, followed byWethey,
op. cit., II, pp. 83-4. (I7) Kehrer, 1939, op. cit., pp. 106-7.
He also cited Ammanati's River Gods (Florence, Neptune
Fountain; Bargello, modelli). In addition to the Sistine
Ceiling, later works such as the Michelangelo drawing for
a Resurrectioll, owned by Greco's friend Giulio Clovio, and
reproductive prints after Michelangelo could have been
consulted by Greco, according to Cam on Aznar, op. cit.,
II, p. 914. For the Resurrection see Luitpold Dussler, Die
ZeicllIHlIlgetJ des Micllelallgelo, Berlin, 1959, Cat. No. 239,
British Museum No. 12767. (I8) For the influence of
Tintoretto upon K1413 see Kehrer, 1939, op. cit., pp. 104-5,
107, and Mayer, Historia de la Pitltura Espaiiola, Madrid,
1942, p. 263. (19) Federico Zeri, Pittura e Controrijorma,
Turin, 1957, p. 48. (20) Palm, op. cit., p. 131. (21) The first
was suggested by Fritz Saxl in his review of Mayer's
Greco monograph, Kritisclle Bericlzte zur kllllstgesclziclitliclieu
LiteratllT, 1927/28, pp. 95-6; the second by Cook, op. cit.,
p. 270, fig. II. Palm, op. cit., p. 130, noted the dead son at
the right in K1413 is taken from the Fontana print. For
additional sixteenth-century depictions of the subject,
possibly of interest to Greco, see Kehrer, 1939, op. cit.,
p. 108. (22) Forster, op. cit., p. 175. (23) Ibid., p. 174. The
relief is reproduced by Cam on Aznar, op. cit., II, p. 915,
fig. 713. Another Laocoon relief was in the J. E. Wittmer
Collection, Lucerne. Reproduced by Cossio (II, pI. 68,
fig. 2) who believes both provided the compositional basis
for K1413 (I, p. 358). The Lucerne relief shows Laocoon
similar to the figure in the statuary group. However, the
sons are closer to K1413 in that one stands pulling a serpent
away, and the other falls dead, head first. (24) Camon
Aznar, op. cit., II, p. 919, fig. 718. Palm, op. cit., p. 134,
n. 21, has suggested that the statuette and its companion
piece, sometimes identified as Epimetheus and Pandora,
relate to the 'Eva Prima Pandora' theme. (2S) Mauriz
Schuster, 'EI Grecos "Laokoon" und die Laokoongruppe',
Wiener Bliitterfiirdie Frell/lde der Alltike, III, 1926, pp. 159-62.
His views are followed by Heinz Ladendorf, Alltiketlstlldillllllltld Autikenkopie, Berlin, 1958, pp. 39-40. (26) Saxl,
op. cit., pp. 95-6. (27) Cook, op. cit., p. 267 (House of
Menander, Pompeii). Another Roman painting of the
subject is in Naples (Musco Nazionale, both reproduced by
Ettlinger, op. cit., II, pI. 37, figs. 4, 5). For further ancient
examples of the Laocoon in art see 'Laocoonte', Etlciclopedia
dell'arte Antica, IV, p. 468. (28) Palm, op. cit., p. 129. (29)
Cossio, op. cit., p. 357, Cat. No. 162. (30) Mayer, El Greco,
Munich, 19II, p. 82; 1926, op. cit., p. 50, Cat. No. 3II;
'n Greco', Biblioteca d'Arte Illustrata, Rome, n.d., p. xxiv.
(31) M. Legendre and A. Hartmann, Domellikos Theotokopoulos, CalledEI Greco, London, 1937, p. 482. (32) Raymond
Escholier, Greco, Paris, 1937, p. 141. Followed by Hauser,

op. cit., London, 1965, p. 13, n. 14. (33) Kehrer, 1939, p.
102. (34) Cook, op. cit., p. 261. He linked the figure at the
right, seen from the back, to one in the Martyrdom oj tlze
Tizeban Legion (El Escorial) on p. 269. (35) Ludwig
Goldscheider, EI Greco, New York and London, 1954,
p. 14. (36) Cam on Aznar, op. cit., II, p. 921, p. 1390, Cat.
No. 696. (37) Gaya Nllfio, p. 206, Cat. No. 1424. (38)
Lionello Venturi, Le Seizieme Siecle - de Leonard all Greco,
Geneva-Paris, 1956, pp. 262-4. (39) Halldor Soehner,
'Greco in Spanien', Miillclmer Jalzrbllcll der bi/dendetl Kllllst,
XI, 1960, pp. 193, 194. (40) For the inventory of his books
see Camon Aznar, op. cit., I, pp. 188-92. However, no text
containing the death of Laocoon is included. For the Greek
colony in Toledo see ibid., pp. 19-21. (41) Forster, op. cit.,
p. 175. (42) Second edition of Cossio (EI Greco, Buenos
Aires, 1948), pp. 189-91. For another complex interpretation ofKI413 see Stephan Bourgeois, Byrdclljfe Ajtemoolls,
July 1939, pp. 99 ff. (43) Kehrer, 1939, op. cit., pp. 103-4;
Greco in Toledo, Stuttgart, 1960, p. 70. (44) Kehrer,
Spanisclle KIIIISt, Munich, 1926, p. 24; 1939, op. cit., pp.
103-4. The Laocoon theme was depicted by Gaudenzio
Ferrari as an example of classical justice above the judgement hall of Pilate (Santa Maria delle Grazie, Varallo). See
Forster, op. cit., pp. 162-3. (45) Kehrer (1939, op. cit., pp.
roO-I) cites G. A. Giglio, Due Dialoglzi, Rome, 1564.
Ettlinger (op. cit., p. 126, n. 20) adds Antonio Possevino,
Biblioteca selecta, Rome, 1593, p. 317. (46) Camon Aznar,
op. cit., II, p. 914. (47) Soehner, 'Greco in Spanien', Miitlclmer
Jalzrbllch, VIII, 1957, pp. 123-94, pp. 181-5. (48) Palm, op.
cit., pp. 131-2. (49) Ewald Vetter, 'EI Greco's Laokoon
"Reconsidered" " Pantheon, XXVII, 1969, pp. 295-9.
(50) See Albert F. Calvert, Toledo, London, 1907, p. 4.
(51) See Palm, op. cit., p. 134, n. 21. The sixteenth-century
combination of Classical and Old Testament subjects such
as Eve - the first Pandora} continued into the seventeenth
century in Spain, as seen in the pendant Forge oJVlIlcan and
Joseph's Bloody Coat (both Madrid, Prado), painted by
Velazquez in Italy for presentation to Philip IV. For the
relationship between these works, see Angel Valbuena
Prat, 'Velazquez y la evasion del espejo magico', Varia
VeUzquefia, Madrid, 1960, p. 186. (52) That Greco may
have been interested in philosophical debates on the arts is
indicated by Pacheco, op. cit., I, pp. 487-8, II, p. 159. His superiority over Michelangelo is quoted by Giulio Mancini;
COllSideraziolli sulla pittllra, ed. by Adriana Marucchi and
Luigi Salerno, Rome, 1956, pp. 230 ff. (53) The first
inventory was published by Francisco de Borja de San
Roman y Fernandez, El Greco etJ Toledo, Madrid, 1910,
pp. 189 ff., p. 195 (doc. 52, folio 4v): 'Un laocon
pequeiio', 'Un lao con pequeiio', 'Un .bocon grande'.
(54) San Roman, 'De la vida del Greco', Archivo Espaiiol de
Arte y Arqlleolog{a, III, 1927, pp. 139-95 and pp. 275-339,
esp. p. 291. (55) Wethey calculated that a bara (vara) equals
83·5 cm. He stated (op. cit., II, pp. 83-4) that two of the
Laocoolls in the 2nd inventory (nos. 179 and 180) were
much larger than K1413 and that tlle other (no. 41) was
smaller. However, no. 41 corresponds very closely to the
Kress painting in size. (56) Unpublished reference courtesy
of Harold E. Wethey. The dimensions would be approximately 2·5 m. square. (57) See Yves Bottineau,
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<L' Aldzar de Madrid et l'Inventaire de 1686', Bulleti"
Hispa"ique, LX, 1958, pp. 145-79, esp. p. 164. (58) Prado
Library, typed copy, no. 8458. Reference courtesy of
Harold E. Wethey. (59) San Lorenzo, Legajo 30, 1791,
<i mayo. I"velltario de Pillturas jormado por jallecimiellto de
los Senores Reyes DOli Felipe V y Dolt Carlos III. Cartas,
ordelles, autos y diligellcias sobre el apeo de las Pinturas de los
Cuartos de S.M. ell los alios 1771 y 1773 Y razoll de los sitios
ell que se colocaroll. Archivo del Palacio Real de Madrid.
Reprinted by COSSlO, 1948, op. cit., p. 191. (60) Ribera is
known to have drawn the Laocoon (see Walter Vitzthum,
Exhibition Catalogue Cellto Diseglli Napoletalli, Florence,
1967, p. 28, Cat. No. 35, fig. 17, CoIl. Corsini, Famesina
No. 125594 F. c. The drawing formerly attributed to Luca
Giordano is given to Ribera by Michael Mahoney). (61)
Catalogo de los wadros y esculturas pertellecientes a la Galerfa
de SS. AA. RR. los Serellisimos Senores Ilifalltes de Espana,
Duques de MOlltpellsier, Seville, 1866, p. 44, Cat. No. 155.
K1413 presumably came from the collection of about four
hundred paintings belonging to the Duke's father, King
Louis-Philippe of France, which was assembled by Baron
Taylor in Spain from 1834-37. The Spanish works were
exhibited at the 'Musce Espagnol' in the Louvre in 1838,
but remained in Louis-Philippe's possession. The Laocooll
is not, however, listed in his ownership in 1838, nor was it
in the sale of the King's collection in 1853. See JeanFrant;ois Revel, 'La Peinture espagnole en France', L'Oeil,
no. 96, 1962, pp. 33-41, esp. p. 41. (62) CossIo, 1908, op.
cit., pp. 357, 579. (63) According to a letter from Mary
Cassatt written to Mrs. H. O. Havemeyer from Paris
(Letter No. C57 in the Cassatt-Havemeyer correspondence
owned by Mr. H. O. H. Frelingheysen, Convent Station,
N.J.). 'I think the D.R.'s [Durand-Ruel] have also bought
the Greco, the Laocoon, with Toledo in the background,
you know it from Cossio's book, it is a painful [?] and
powerful picture, one of the German Museums will no
doubt buy it.' (64) Cook, 0p. cit., p. 262, n. I. (65) According to Kehrer, 1960, op. cit., p. 71.

STUDIO OF EL GRECO
K1684 : Figure 196
HOLY FAMILY WITH ST. ANNE AND THE INFANT
BAPTIST. Washington, D.C., National Gallery of Art
(1527), since 1956. Oil on canvas.l 20i X 131 in. (53'2 X
34'4 em.). Some minor abrasions and small tears in breast
and left hand of St. Anne; relined and restored by Pichetto
c. 1947; cleaned and restored by Modestini in 1955.
Suida-S!zapley, p. 96, Cat. No. 35.
The group is seen against a turbulent sky. The nude,
sleeping Infant is on his mother's lap. She places her right
arm over the shoulder of St. Anne who is seated to the left.
Anne, using both hands, raises the white cloth on which
Christ lies. At the far right, Joseph looks over Mary's
shoulder toward Christ. The nude infant Baptist stands at
the lower right, a sheepskin over his shoulder, holding a
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glass bowl of fruit with his right hand. He raises the left to
cover his mouth indicating silence. The foreground is
unfinished.
Mayer dated both the Kress painting and the same subject
in the Prado c. 1599-1601. He found it hard to establish
any priority in date between the two, but on the basis of
the depiction of the Baptist in each, believed KI684 to be
the earlier.2 Goldsclleider viewed the Kress painting as a
copy of the same subject in Toledo (Museo de San Vicente),
dating the latter 1592-96.3 Gudiol placed KI684 at c. 1590,
describing it as 'the model for several replicas existing in
Madrid and Toledo.'4 Cam6n Aznar accepted Mayer's
dating of 1599-1601.5 Suida-Shapley (p. 13) observed that
the canvas 'retains scarcely a trace of Venetian influence'.
Gaya Nuno dated KI684 C.1599-160I.G According to
Wethey, the work was painted c. 1595-1600. Because of
its brilliance, freslmess and summary handling of details,
he believed the Kress canvas to be a sketch. 7
The Byzantine theme of the sleeping Christ Child was
common in Venice, where it usually alluded to the dead
Christ placed similarly on his mother's knees. The reference
to the Pieta is made all the more explicit by the Child's
pointing with his right hand to the future site of the lance
wound. 8 Wethey noted that the red and blue garb of the
Virgin is customarily used by Greco in Passion scenes.
Greco's numerous Holy Family compositions have the
Christ Child suckling or held in a vertical position. Only
those depictions of the subject which include the Infant
Baptist show Christ in a horizontal, sleeping pose. This
combination follows a pictorial tradition originating in late
fifteenth-century Italy in which St.John has foreknowledge
of the Passion. 9 Cam6n Aznar's remarks concerning
Greco's Cleveland Holy Family can also be applied to
KI684 - it is close to Italian art of the High Renaissance,
combining motifs from Leonardo and Michelangelo.lo
The Greek painter probably drew upon a well-known
composition of Michelangelo's, II Silellzio, which he could
have seen in Rome in numerous copies or through prints.l l
The deliberate ambiguity in Leonardo's composition of the
Virgill alld Child with St. Alllle (Paris, Louvre) is also seen
in the Kress canvas, where it is difficult to determine
whether the Child is on the lap of St. Anne or the Virgin.
However, the correspondence in color between the
crimson drapery over the knees supporting the Child and
that covering the breast of the Virgin point to the latter.
The major example of the KI684 composition is the large
signed canvas painted by Greco for the Hospitalillo de
Santa Ana (Toledo) now in the Museo de San Vicente,
Toledo.l2 The figure of St. Joseph was scratched out in the
eighteenth century. Another, probably considerably later
example of the same composition is in the Prado. Here
Joseph is shown much younger than in KI684 as well as in
all the other known examples of the composition. This
unique feature may, according to Marcus Burke, argue for
the autograph character of KI684 or for its dependence
upon a lost prototype.l3 A third example is in a private
collection, Madrid.14 K1684 differs from all of the above in
the parallel placement of the knees supporting the Christ
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Child. In the other versions the left knee is raised. Greco
is not known to have made small oil sketches preparatory
to executing large canvases. KI684 was probably executed
as a record for future usc by Greco's studio, based upon the
great painting at Toledo (Musco de San Vicente), of which
numerous later versions exist, several of them painted by
his assistants or followers. The frontality of the central
figure in the Kress canvas, so alien to Greco's esthetic,
suggests the possibility that the painting is a studio product.15
The canvas may stem from the studio c. 1600-4, when
Greco was working for the Hospital de la Caridad at
Illescas. At the time, according to Soehner, the studio
produced paintings with areas of bare canvas, preparatory
to being gone over and completed by the master. Pacheco
described Greco showing him in 16II small canvases in oil
after all the paintings he had ever executed; perhaps KI684
should be included among these. 16

Provenallce: Possibly the canvas listed in the second inventory
of Greco's estate as 'una ymagen con su nino dormido,
Santa Ana y San Joseph y San Juan Bautista y quadro
dorado; tiene de ancho casi media bara y de alto dos
terzias', presumably the same canvas as one similarly
described, without measurements, in Inventory I.u Carlos
Beistegui, Paris.1s Michael Dreicer, New York, bequeathed
to Metropolitan Museum of Art 1921-33 (returned to
Dreicer heirs due to a contested will). Private collection,
London. New York, Frendl and CO.19 Kress acquisition
1949, exhibited - Philadelphia, Pa., Philadelphia Museum of Art, The Samuel H. Kress Co llectioll , 1950,
p. 17, Cat. No. 13.
Referellces: (I) Bryson Burroughs (The Metropolitall
MuseuIII oj Art, Catalogue oj Paintings, New York, 1931,
p. 145, Cat. No. 6791-2) described KI684 as on panel.
(2) August Liebmann Mayer, EI Greco, Munich, 1926, p. 8,
Cat. NO.3!. M. Legendre and A. Hartmann, DOlllenikos
TIleotokopoulos, Called EI Grcco, London, 1937, pI. 144,
follow Mayer's dating. (3) Ludwig Goldscheider, EI Greco's
Paintings, London, 1938, p. 24 and pI. 99. (4) Jose Gudiol,
'Spanish Painting', Toledo MuseulI/ oj Art, Toledo, Ohio,
1941, p. 66. (5) Jose Cam6n Aznar, DOII/inico Greco,
Madrid, 1950, II, p. 1370, Cat. No. 242. He tentatively
suggested a link between the Kress canvas and his Cat.
No. 245 (owned by the Drey Gallery, New York) which
he dated 1600-14. For comparative examples of the Kress
composition see Jose Cam6n Aznar, DOII/illico Greco,
Madrid, 1950, I, figs. 436-42. (6) Gaya NII/io, p. 199, Cat.
No. 1343. (7) Harold E. Wethey, El Greco alld his School,
Princeton, 1962, II, p. 59, Cat. No. 88. (8) For the iconography of the sleeping child see Wethey, ibid.; Millard
Meiss, 'Ovum Struthionis: Symbol and Allusion in Piero
della Francesca's Montefeltro Altarpiece', Studies ill Art alld
Literatl/rejor Belle da Costa Greelle, Princeton, 1954, pp. 92101; Meiss, 'Sleep in Venice. Ancient myths and renaissance
proclivities', Proceedings oJthe AII/crican Plzilosoplzical Society,
ex, 1966, pp. 348-83. The bowl of fruit may refer to the
Fall of Man and to redemption through the nude Christ the new Adam - unveiled by St. Anne. (9) See Marilyn
Aronberg Lavin, 'Giovannino Battista', Art Bulletill,

XXXVII, 1955, pp. 85-101, esp. pp. 99-100. See also
'Supplement', in XLIII, 1961, pp. 319-26, esp. p. 324. (10)
Cam6n Aznar, op. cit., I, p. 570. (II) See Henry Thode,
Midlelallgelo, Kritisclze Ulltersudllltlgell iiber seine Werke,
Berlin, 1908, II, pp. 434-9; a Venetian version of Michelangelo's composition is listed on p. 436. (12) Cam6n Aznar,
op. cit., II, fig. 436, Cat. No. 235. (13) Ibid., fig. 439, Cat.
No. 237. (14) Ibid., fig. 437, Cat. No. 249. It is inferior in
quality. Other related paintings are in the collection of
Col. F. Serrano Oriol, Madrid (Soehner, 'Greco in
Spanien', II, Miilldmer jahrbuch, IX-X, 1958-59, p. 169,
fig. 20, as by Greco's son Jorge Manuel) and two fragmentarily preserved paintings which may have been part
of a composition similar to K1684 - one in the Wadsworth
Atheneum, Hartford (Cam6n Aznar, op. cit., II, fig. 441,
Cat. No. 247) and the other at French and Co., New York
(Cam6n Aznar, II, fig. 442, Cat. No. 234). (IS) It conforms
with Soclmer's characterization of the artist's assistants (op.
cit., pp. 164-5). (16) Francisco Pacheco, Arte de la PilltUta,
ed. F. J. Sanchez Cant6n, Madrid, 1956, II, pp. 8-9. (17)
The identification with K1684 was suggested by Cam6n
Aznar, op. cit., II, p. 1370, Cat. No. 242. For Greco's
Inventory II, see Francisco de Borja San Roman y
Fernandez, 'De la vida del Greco', ArcMvo Espaiiol de Arte
y Arqueologfa, III, 1927, pp. 275-339, p. 288, no. 16. For
Inventory I, see San Roman, EI Greco ell Toledo, Madrid,
1910, p. 192. Harold Wethey (letter of 23/VI/69) indicated
that a vara is ·835 m. The Inventory II measurements
would then be approximately 41.7 X55·7 em. as compared
to 34·4 X53·2 cm. for K1684. (18) Wethey, ibid., cited Ellis
Waterhouse for this provenance. (19) We they, ibid., lists
KI684 as having been in the Paul Drey Gallery before
going to French and Co.

JUAN PANTOJA DE LA CRUZ
Juan Pantoja de la Cruz was born in Valladolid in 1553; he
died in Madrid in 1608. After the death of his teacher
Sanchez Coello in 1588, he was appointed painter to the
court of Philip II. Pantoja de la Cruz continued in this
capacity after the accession of Philip III and in 1598 was
given the title 'Pintor de Camara'. Only during the last
fifteen years of his life (1593-1608) are there specifically
signed and dated works. Portrait painter to the royal family
and tlle aristocracy, Pantoja accompanied the annuallnigrations of the Spanish court to the royal residences of
Valladolid, Burgos, Lerma and EI EscoriaI. His religious
subjects incorporate royal portraits in the role of attendant
figures. From 1600-7 Pantoja was commissioned to portray
sixty-six members of the royal family, their ancestors and
other relations. After the Prado fire of 1604, Pantoja restored
the damaged works by Titian, Moro and Sanchez Coello.
He also made a preparatory drawing for the equestrian
statue of Philip III begun by Giovanni Bologna and
completed by Pietro Tacca. Pantoja's extremely conservative art, continuing that of Antonio Moro and
Sanchez CoeHo, was to prove important for the development of his great foHower, Diego Velazquez.1
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MARGARET OF AUSTRIA, QUEEN OF SPAIN. Houston,
Texas, Museum of Fine Arts (AC 61-66), since 1953. Oil
on canvas. 80! X40! in. (203'5 Xlol'9 cm.). Inscribed in
the lower left comer: esIJv Palltoja de la/Facieba[t] Vallesolito
[Valladolid]/.16[o4]. The inscription appears to have been
strengthened at an unknown date.2 Face somewhat abraded.
Canvas relined c. 1920; varnished by Modestini, 1953.
Houstoll, 1953, pI. 33.
Margaret, seen in full-length, stands facing to the left in
three-quarter view holding a reticella lace-trimmed handkerchief with the left hand and leaning on a camilla or
brazier table covered with a light-red frog-fastened velvet.
She wears the extremely conservative attire characteristic
of the Spanish court. Her white damask, gold-embroidered
dress is distinguished by hanging oversleeves and many
jeweled attachments including a girdle; eight twin golden
fastenings (pulltas) composed of twin sword-like forms
with grey bows at the ends are applied to the front; three
more can be seen on the right sleeve. She also wears a
long double-strand pearl necklace; suspended on her breast
is a great jewel with a pear-shaped pearl below known as
the joyel rico.3 Her headdress is made of white feathers and
jewels with a pearl-studded comb. Around her neck is a
lace ruff and lace cuffs are at her wrists. A massive pearshaped pearl earring is seen in the right ear; four rings are
worn on the right hand and two on the left.
Margaret of Austria was born in Graz on 23 December
1584, the daughter of the Archduke Charles II of Austria
and Mary of Bavaria; she died on 6 October 1611 in El
Escoriai. She was married to Philip III of Spain in Valencia
on 18 April 1598. This union resulted in eight children.
Her third child, born in 1605, became Philip IV.

KI662 i; characteristic of the extremely formal, hieratic
style in favor at the Spanish court in the late sixteenth and
early seventeenth centuries. Pantoja de la Cruz's rigid royal
effigies continue and intensify the abstract character of court
portraiture first brought to Spain in adaptations of Tuscan
Mannerist portraiture such as that of Bronzino. At least
seven portraits of the queen, generally similar in pose and
style, survive from Pantoja's hand or studio (dating
1602-9). According to Kusche, the pelldallt to KI662 may
be a Philip III (London, Banco Espanol de Londres) (see
Text Fig. 46) whicll is signed and dated 1605.4 Both are
itemized and described in a list of receipts by Pantoja from
the Queen for 25 November 1604. Soria viewed the
portrait of Queen Margaret (London, Royal Collection,
Buckingham Palace) dated 1605 as superior to K1662. In
the former the Queen is shown in generally similar attire;
however, the camilla is placed at the left and the Queen opens
an illuminated book that rests upon it with the left hand.5
Although Pantoja's own style becomes increasingly rigid
throughout the first decade of the sixteenth century, the
flattened, simplified quality of K1662 suggests the possibility
of some studio participation in its execution.
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Provenance: Presented by Queen Margaret to Don Antonio
de Toledo, Count of Alba, together with a portrait of
King Philip III, after 25 Nov. 1604. 6 Earl of Damley,
Cobham HalJ.7 M. Colnaghi, London. New York,
Duveen Brothers. Kress acquisition 1949.
Referellces: (I) For further biographies and bibliographies
see F. J. Sanchez Canton, 'Sobre la vida y las obras de
Juan Pantoja de la Cruz', Archivo Espanol de Arte, xx, 1947,
pp. 95-120, and Maria Kusche, Palltoja de la Cmz, Madrid,
1964. (2) The place and year are both rubbed and have been
given as read by Maria Kusche, Jualt Palttoja de la Cmz,
Madrid, 1964, p. 153, Cat. No. 22. (3) The jewel is composed of the diamond 'El Estanque' and the pearl 'La
Peregrina'. See Lord Twining, The Crowlt Jewels ofEl/rope,
London, 1960, p. 616. (4) Kusche, op. cit., p. 146, Cat. NO.9.
Despite the inscription, Kusche dated Philip III 1604 or
1605. This portrait, with K1662, was in the collection of
the Earl of Damley. (5) George Kubler and Martin Soria,
Art alld Architecture ill Spaill altd Portugal alld their Americau
Domillious, 1500-1800, Baltimore, 1959, p. 207. (6) Recorded in list of payments received by Juan Pantoja de la
Cruz from Queen Margaret for works painted between
1600-7. Archivo del Palacio Real, Sigllatl/ra Antigua: Felipe III
Legajo 22, Carpeta Juan Pantoja de la Cruz, reprinted by
Kusche (p. 238) after R. de Aguirre, 'Documentos Relativos
a la Pintura en Espana, Juan Pantoja de la Cruz, Pintor de
Camera', Boletilt de la Sociedad Espaiiola de Excursiolles, xxx,
1922, pp. 17-22. 'Mas, en 25 de nobiembre de 1604, dos
retratos enteros del Rey y Reyna Nuestros Senores, el Rey
armado y calc;as blancas, con vn baston en la mano y Su
Magestad con saya entera blanca, gorra y joyas y bufete;
que Su Magestad mando hac;er para don Antonio de
Toledo, Conde de Alba de Aliste a quien los entregu6
en Valladolid y tengo certificacion dello 2 U 200 reales.'
(7) Gustav Friedrich Waagen, Treasures of Art jn Great
Britailt, London, 1854, III, p. 25, as a portrait of Infanta
Clara Isabella Eugenia.

PEDRO ORRENTE
Pedro Orrente was born in Monte Alegre (Albacete)
c. 1580; he died in Valencia in 1644. Little is known of his
early years. His command ofItalian painting by the second
decade of the seventeenth century - both in the manner of
Bassano and Caravaggio - has suggested the possibility of
an Italian journey and study with Leandro Bassano as
recorded by Martinez. Orrente's canvas of 16I2(Jacob and
Rachel at the Well; Florence, Collection Contini Bonacossi}
shows his understanding of Venetian art. In 1616 he was
engaged to paint a series of canvases for the Cathedral of
Valencia of which the St. Sebastialt survives. In this painting
his interest in tenebrist art is clearly demonstrated. In 1617
he was active in Toledo in the cathedral's employ. As he is
believed to have been a friend of El Greco, he was presumably active in Toledo at an earlier date as well, and is
often described as belonging to the School of Toledo. In
1641 he resided in Murcia and was also presumed to have
been painting in Cordoba and in Seville. Commissions for
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the Palacio del Buen Retiro (Madrid) made the artist well
known. His Italianate, rustic subjects gave Orrente the
sobriquet 'the Spanish Bassano' • Very few signed and dated
works survive.1

PEDRO ORRENTE
K2I05 :

Figure

2I5

THE CRUCIFIXION. Atlanta, Georgia, High Museum of
Art (58.37), since 1958. Oil on canvas. 471 x40i in.
(121·3 XI02·5 cm.). Background completely abraded; the
figures are better preserved. In the later seventeenth or
early eighteenth century, the painting's dramatic background was modified by the addition of clouds. These
were removed and painting relined and restored by
Modestini in 1955/57. Reproductive print of K2105 was
made (in reverse) showing the clouds added by Louis
Desplaces when in the Orleans Collection (see Text Fig. 47}.:I
Atlanta, 1958, pp. 37-8 (as Annibale Carracci).

Ecce Homo (Greenville, South Carolina, Bob Jones University Art Gallery), close in style to K2I05. 7 The Kress canvas
is described by Angulo as one of the best composed and
most original of Orrente's treatments of this subject. 8
Although the emphasis on the titlllllS was current in sixteenth-century Italy, the theme was to become even more
popular in seventeenth-century Spain, especially in the
oeuvre of Rib alta. The Kress canvas is an important example
of Orrente's work.

Christ and the Good and Bad Thieves are placed diagonally
to the picture plane, at the right. The Good Thief's head
is turned toward Christ. Mary has fainted below the cross.
She lies on the ground supported by St. John the Evangelist,
to the right, and the Magdalen (?) at the left. A middle-aged
bearded man standing on a ladder at the upper left is about
to nail the titllills to the top of Christ's cross, bending to
receive it from a boy standing on the lowermost rungs of
the ladder. A rider, partially obscured by the hill of
Calvary, rides into the distance.

Provellance: All the following list K2105 as by Annibale
Carracci. Comte de Noce. 9 Louis, Duc d'Orleans, c. 172485.10 Louis Philippe {Egalite} sold 1792 to VicomteEdouard
de WaIckiers [Walkuers], Brussels, sold to Laborde de
Mereville, London, 1792. Jeremiah Harmann, London,
sold to a consortium of the Duke of Bridgewater, Earl of
Carlisle, and Earl of Gower, exhibited - London, Lyceum,
26 Dec. 1798 - end of Aug. 1799, no. 178.11JohnMaitland,
Woodford Hall, Essex (sale, London, Christie's, A Cataloglle
ojtlte Elltire CoUectioll oj Capital Pictllres, the Property ojJolm
Maitland, Esq., Deceased, removed from Wooijord Hall, Essex,
30 July 1831, p. 8, Cat. No. 94, as 'Annibale Carracci, Le
Calvaire; the celebrated original Picture from the Orleans
Gallery').12 David Baillie, Esq. (Sale, London, Christie's,
25 May 1839, p. 8, no. 58). Frank T. Sabin, London,
exhibited - London, Royal Academy, Works of Holbeill
and Other Masters (Introduction by Anthony Blunt),
1950-51, p. 124, Cat. No. 305. New York, David M.
Koetser. Kress acquisition 1955, exhibited - Detroit,
Michigan, Detroit Institute of Arts, Art ill Italy 1600-1700,
6 Apr.-9 May 1965, pp. 78-9, Cat. No. 170.

K2105 was accepted as a work by Annibale Carracci for
over two centuries, reproduced as such in the Orleans
Catalogue of 1742.3 Suida {Atlallta, pp. 37-9} followed the
attribution to Annibale Carracci. The Crllcijixioll was first
recognized as a work of Orrente by Longhi.' The Italian
ascription was no doubt due to the Tintoretto-like aspects
of the composition, based in large part on that artist's
Crucijixioll (San Cassiano, Venice). K2I05 is also somewhat
reminiscent of Veronese. Posner pointed out that a
Crtlcijixioll by Annibale Carracci of 1594 (Berlin, Staatliche
Museen) adapts a Veronese Crtlcijixioll (San Sebastiano,
Venice); it may have been this working method of
Carracci which led to the old attribution ofK2I05 to him,
accepted by Posner.5 Shapley noted strikingly similar
details to those of K2105 in Orrente's Calvary (Madrid,
Prado 1016) 'where there is the same contrast between
Christ's cross of squared wood ..• and the thieves' crosses
of rough poles, to which their struggling bodies are tied'. 6
She suggested that the canvas was executed no earlier than
Orrente's Story oj Isaac, Jacob alld Esall of 1612 (Florence,
Contini Bonacossi Collection) and observed that another
Crtlcijixiotl attributed to Orrente has a similar diagonal
emphasis (Badajoz, Cathedral): there the Virgin and her
attendants approach Calvary from the right, Roman
soldiers gamble at the lower left foreground. The Prado
canvas, like K2105, shows the Good Thief straining his
head toward Christ as though in speech (Luke 23 :42).
Longhi published another Italianate work by Orrente, an

References: (I) Jusepe Martinez, DisCllrsos practicables del
Ilob[{simo arte de la pintllra, 1866, p. ISS. Diego Angulo
liiiguez, Ars Hispaniae, xv, 1971, p. 68. Elias Tormo y
Monzo, 'EI San Sebastian de Orrente', Boletflt de la Sociedad
Espaiiola de Excllrsiones, XXIV, 1916, pp. 234-46. Enrique
Lafuente Ferrari, 'Pedro Orrente y el perdido retable de
Villarejo de Salvanes', Archivo Espa/iol de Arte, XLVIII, 1941,
pp. 503-16. Sabine Jacob 'Florentinische Elemente in der
spanischen Malerei', Mitteilllllgell des Kllllsthistoriscltett
Illstitlltes ill Florenz, XIII, 1967-68, pp. 133-6. Diego Angulo
liiiguez and Alfonso E. Perez Sanchez, Historia de la pilltllra
espa/iola Esct/ela Toledalla, Madrid, 1972, pp. 227-358. {2}
ReClleil d' estal1lpes d' aprcs les pIllS beatlx tableallx ..• qlli SOllt
ell Frallce (RecHeil Crozat), II, 1742, as 'Le Calvaire, tableau
d' Annibale Carrache, qui fut dans Ie Cabinet de Monseigneur Ie Duc d'Orleans'. (3) Ibid. {4} Roberto Longhi,
'Uno sguardo aIle Fotografie della Mostra: "Italiall Art
and Britaill" alIa Royal Academy di Londra (GennaioMarzo, 1960)', Paragolle, XI, no. 125, 1960, pp. 59-61, esp.
p. 59. Longhi's view of K2105 was given in conjunction
with another canvas - the Road to Calvary (Spencer
Collection) - which he also recognized as having been
wrongly attributed to Leandro Bassano. {5} Donald Posner,
entry in Art ill Italy 1600-1700, Detroit Institute of Arts,
1965, pp. 78-9, Cat. No. 70. The Veronese-like character
of the group at the foot of the cross was noted. In his
monograph Allnibale Carracci, London, 1971, II, p. 77, Cat.
No. 181[R], Posner rejected the Carracci attribution in
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favor of Orrente. (6) Fern Rusk Shapley, unpublished
catalogue entry, Kress Archive. (7) Roberto Longhi, 'Me
Pillxit' e Quesiti Caravaggeschi 1928-1934, Florence, 1968,
p. 160, pI. 237a and b. (8) Angulo, Ope cit. Note I, 1971,
p. 68. This view is followed by Angulo and Perez Sanchez,
Ope cit. Note I, p. 318, no. 272. (9) Casimir Stryienski,
La Galerie dll Regellt, Philippe Duc d'OrIealls, 1913, p. 170,
Cat. No. 246, according to Shapley seems to use the
Lyceum catalogue (London, 1798-99) as his source
for de Noce's having presented K2105 to Philippe, Duc
d'Orleans (Stryienski, Ope cit., pp. 13 ff.). (10) Dubois de
Saint-Gelais, Descriptioll des tableaux dll Palais Royal, 1727,
p. 31; Mariette, Description • •• Palais Royal, 1742, p. 33;
Rectleil Crozat, Ope cit. All three Orleans inventories list the
painting as by Annibale Carracci (1724, 1752, 1785). (II)
Collections after the Duc d'Orleans given in William
Buchanan, Memoirs oj Painting, I, 1824, pp. 17 ff. (12) In
1836 a Crucljixioll by Annibale Carracci, formerly in the
Orleans Collection, is listed by Passavant as in the collection
ofT. Maitland, Esq. (Tollr oj a GeT/II all Artist ill EIlglalld, II,
'!836, p. 184). Ellis Waterhouse has seen a marked catalogue
of the 1831 sale in which the note 'bt. Baillie' was made
next to no. 94. He indicated that this may mean the painting
was bought in (letter of 29/vn/69).

JUAN VAN DER HAMEN Y LE6N
Juan van der Hamen y Leon was born in Madrid in 1596
and died before 1632.1 He was the son of a Flemish
aristocrat from Brussels, Jan van der Hamen, who was
appointed arc1lero (member of the Burgundian Guard) to
the Spanish court by 1589.2 The family was ennobled in
1609. The artist's early training is unknown, although tlle
influence of the still-life painters Sanchez Cotan and Osias
Beert has been suggested. First evidence of van der Hamen
y Leon's artistic activity is a receipt of 10 September 1619,
for a still life to be hung in the Galeria del Mediodia at El
Pardo. In 1626 he received an important commission to
decorate the Convent of the Encarnacion in Madrid. He
was also a painter of historical, allegorical, and portrait
subjects. He enjoyed great success within his lifetime as the
outstanding Spanish still life master and left a very substantial estate. His early death precluded a large oeuvre; a
recent monograph accepts twenty-nine stilI lifes by van
der Hamen. His brothers, Pedro and Lorenzo, were friends
of Lope de Vega and members of humanistic and theological circles. His son Francisco became a painter, but no
signed works survive.

References: (I) See Julio Cavestany, Floreros y Bodegolles,
Madrid, 1936, 1940, pp. 72 ff.; Ingvar Bergstrom, 'Juan
van der Hamen y Leon', L'CEil, no. 108, Dec. 1963, pp. 2531. Important new documentary evidence is to be found
in an as yet unpublished dissertation on him by William B.
Jordan, Jr., New York University Institute of Fine Arts,
1967. (2) The elder van der Hamen was long believed to
have been a painter of still lifes, but Jordan (ibid.) has
shown that there is no supporting evidence that he was an
artist.

K2I76 :
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Figure
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STILL LIFE WITH FRUIT. Houston, Texas, Museum of
Fine Arts (AC 61-78), since 1958. Oil on fine canvas.
33 x44l in. (83.8 XII2'1 cm.). Signed and dated in lower
left comer: JII vall der Hammell Ja 1626. Generally well
preserved; conserved by Modestini in 1958.
A plaited basket containing pomegranates is shown at the
upper left on a stone step; two additional pomegranates
and a split melon are immediately below on anoilier step.
White grapes are seen on a pewter (?) platter on a lower
step at the right with a branch of plums to the left. Three
glass vessels are placed at eiilier side and behind the platter
of grapes. 1
The still life was first published by Roberto Longhi and
described as among Van der Hamen's most beautiful
works, the depiction of glass vessels reminiscent of those
painted by Bartolomeo Cavarozzi (Crescenzio) active
C. 1600-25. Longhi noted the classical character of the
composition and suggested that K2176 is the pendant to
K2109.2 K2176 is listed by Soria among Van der Hamen's
bodegolles. 3 The glassware is described by Bergstrom as in
the Venetian manner. He commented upon the stereometric construction supporting the still-life elements. He
related K2I76 to the canvas by the same painter in the
National Gallery of Art, Washington (K2109) and to a
tllird in Williamstown, Massachusetts, all of which are
approximately the same size. He suggested that two of the
tllree may originally have functioned as pendants.4 According to Jordan, the Kress canvas 'represents the summit of
Van der Hamen's artistic output.'5 Longhi's proposal that
K2176 is tlle pendant to K2109 (Fig. 202), Van der Hamen's
still life dated 1627, is supported by their similarity in size,
aliliough compositionally, the canvases do not suggest that
they were intended to have been seen in close proximity.
Support for Longhi's assumption may, however, be found
by examining a pair of stilllifes by the same artist (Madrid,
Almudena Cavestany Bastida); each of tllese contains
figural elements like tllOse on the Kress paintings: one very
austere, without vegetal clements, the oilier with more
expansive organic forms. 6 This canvas is among the artist's
greatest achievements.

Provellallce: Marques de Leganes, Madrid, 1655 (Inv. No.
353).7 Private collection, 1950. New York, David M.
Koetser. Kress acquisition 1957.
Referellces: (I) For tlle glass in K2176 see A. W. Frothingham, Barcelolla Glass ill Velletiall Style, New York, 1956. In
his dissertation, Jordan cited this publication as evidence of
tlle Spanish craze for Venetian-style glass (see below, 5).
The glass objects may well be Spanish or Noriliern
European copies in the Venetian manner. (2) Roberto
Longhi, 'Un momento importante nella storia della
"Natura Morte" ',Paragolle, I, no. I, 1950, pp. 34-9, p. 39.
For the classical still life depictions resembling K2176 see
Charles Sterling, La Nature Morte de L'Alltiqllite tlOS Jours,
Paris, 1952, pIs. 2 and 3 (Pompeian frescoes, first century

a
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A.D., Naples, Museo Nazionale). (3) George Kubler and
Martin Soria, Art and Architecture ill Spaill alld Portllgal
and Tizeir American Dominiolls, 1500-1800, Baltimore, 1959,
p. 235. See also Soria, 'Notas sobre Algunos Bodegones
Espanoles del Siglo XVII', Archivo Espaiiol de Arte, XXXII,
1959, pp. 273-S0, p. 277. (4) Ingvar Bergstrom, 'Juan van
der Hamen y Leon', L'CEi/, lOS, Dec. 1963, pp. 25-31,
esp. pp. 25-6. (5) William B. Jordan, Jr., 'Juan van der
Hamen y Leon', unpublished diss., N.Y. Univ. Inst. of
Fine Arts, 1967, II, p. 333, Cat. No. 15. Also mentioned in
Jordan, 'Juan van der Hamen y Leon, a Madrilenian StillLife Painter', Marsyas, XII, 1964/65, p. 6S. On p. 342 (1967)
Jordan noted that a clumsy copy after K2176 was recentIy
sold in Madrid. (6) For the Madrid paintings see Jordan,
1967, op. cit., pp. 330-1, Cat. Nos. 9, 10, figs. 27, 2S. (7)
Information courtesy of William B. Jordan (letter of
23/1/70), who pointed out that a photograph of K2176
prior to cleaning shows the number 353 at the lower right
corner; still visible at the lower left are the numbers 32[?]3.
The Leganes inventory was published by Jose Lopez Navio,
'La gran coleccion de pinturas del Marques de Leganes',
Atlalecta Calasallctialla, no. S, 1962. No. 353: 'otra de
vanderhamen, del mismo tamaiio [bara y quarta de ancho,
y tres quartas de alto], con frutas y granados, membrillos,
melones y ubas y unos vidrios, en 500.'

,
JUAN VAN DER HAMEN Y LEON
K2I09 :

Figure
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STILL LIFE WITH POTTERY. Washington, D.C., National
Gallery of Art (1627), since 1956. Oil on canvas. 331 X
44i in. (S4·2 XII2·S em.). Inscribed at right on side of
ledge: jll. vander Hametl de Leoti fa l 1627.1 Restoration
along left, right, and bottom edges; relined, cleaned and
restored by Modestini in 1955.
SlIida-Shapley, p. 104, Cat. No. 37. Reproduced in color
in Evalls, p. 23.
Still-life elements are placed on stone steps and ledges. A
plaited basket of sweetmeats is at the upper left. On a ledge
at the lower left are two glazed terra cotta vessels, a lighter
yellow ceramic bowl, an open circular lIIazapan box,
glaccd fruit and a pewter (?) platter of sweetmeats. On the
ledge at the lower right are, from left to right, a brick-red,
ringed, glazed stoneware bottIe known as a Loch (from the
lower Rhineland),2 a two-handled glass cup (Dutch?), a
globular, covered glass container (probably for honey),
two mazapall boxes topped by another globular container
with preserved cherries. A glass vessel, possibly a Gllttrolf,
is placed behind these boxes.
K2109 was first published by Longhi, described as the
pendant to K2176 and as among Van der Hamen's most
beautiful works. Longhi noted the classical character of
the composition.3 Sterling detected the influence of Sanchez
Cotan's still lifes on the Kress canvas as well as that of
Flemish artists such as Osias Beert, Clara Peeters and Jacob
van Es: he described it as the pendant to K2176.' SlIida-

Shapley (Ioc. cit.) found that paintings such as K2109 influenced the early still lifes of Zurbaran. The canvas is
considered a pendant to K2176. Soria regarded K2109 as
Van der Hamen's 'finest straight still life .. .'.5 Bergstrom
described the Van der Hamen still life in Houston (K2176)
as compositionally tile mirror image of this work. He
suggested that K2109 may be a pendant to the Houston one
or to the Van der Hamen still life dated 1626 (Williamstown, Massachusetts, Williams College Art Museum). 6
Jordan noted that the boxes and preserved fruit container
at the right are found in a still life in Granada (Museo
Provincial de Bellas Artes) dated 1621.7 The basket of
sweetmeats is found with almost identical contents in an
undated still life (Museo Provincial de Bellas Artes,
Pontevedra). 8 Both boxes and basket are seen again in a
still life in Madrid, dated 1622 (Collection Almudena
Cavestany Bastida, formerly Collection Marques de
Moret).9
Although the components are all to be found in his earlier
works, the Kress canvas presents them in more complex
form. Since K2176 and K2109 are only a centimetre apart
in size, they may, as suggested by Longhi and others, be
meant as pendants but their differing dates and similarly
leftward-oriented compositions make this dubious. Perhaps
tIley belong to series of four referring to tile Seasons, with
K2176 as 'Fall' and K2109 'Winter'. Two stilllifes by the
same artist (both in Madrid, Collection Almudena
Cavestany Bastida) of approximately the same size as the
Kress canvases present a similar contrast of austere nonvegetal forms like those of K2109 and a richer, fruit-filled
piece thematically like K2176. Both Madrid paintings are
centrally planned compositions.10 The painting is among
Van der Hamen's most monumental, forceful compositions,
one of the finest Spanish still !ifes of the seventeenth
century.

Provenance: Marques de Leganes, Madrid, 1655?11 Private
collection, Florence (?), 1950. Victor Spark, New York,12
exhibited - Paris, Orangerie, La Natllre Morte de l' antiqllite
aNos jOllrs, 1952, p. 25, Cat. No. 72. New York, David
M. Koetser. Kress acquisition 1955.
Referellces: (I) Roberto Longhi ('Un momento importante
nella storia della "Natura Morte" " Paragone, I, no. I, 1950,
pp. 34-9, esp. p. 39) stated that K2109 is dated 1626. (2)
Information from Dr. Konrad Strauss, Munich. (3) Longhi,
op. cit., p. 39. For the classical still-life depictions resembling
K2109 see Charles Sterling, La Nature Morte de l'Alltiqllite
Nos jOllrs, Orangerie Exhibition Catalogue, Paris, 1952,
pIs. 2 and 3 (Pompeian frescoes, first century A.D., Naples,
Musco Nazionale). (4) Ibid., p. 25, Cat. No. 72. (5) George
Kubler and Martin Soria, Art alld Architecture in Spain alld
Portllgal and Their American DOlllilliotls, 1500-1800, Baltimore, 1959, p. 235. See also Soria, 'Notes sobre Algunos
Bodegones Espaiioles del Siglo XVII', Arcllivo Espanol de
Arte, XXXII, 1959, pp. 273-S0, esp. p. 277. (6) Ingvar
Bergstrom, 'Juan van der Hamen y Leon', L'CEil, lOS,
Dec. 1963, pp. 25-31, esp. pp. 25-6. K2109 is listed by
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William B. jordan, Juan van der Hamen y Le6n, a
Madrilenian Still-Life Painter', Marsyas, XlI, 1964/65,
pp. 52-69, esp. p. 69, and by the same author in Juan van
der Hamen y Le6n', unpublished diss. N.Y. U. Institute
of Fine Arts, 1967, II, p. 333, Cat. No. 16. (7) Ibid., p. 326,
Cat. NO.2. (8) Ibid., p. 327, Cat. NO.3, fig. 21. (9) Ibid.,
p. 330, Cat. NO.9, fig. 27. (IO) Ibid., pp. 330-1, Cat. Nos.
9, 10, figs. 27, 28. (II) Suggested by William B. jordan,
letter of 23/I/70, as possibly Inv. No. 97: 'otro banquete
de la mismo mano y tamafio [2 baras poco mas 0 meno de
alta y una y media de ancho], con cajas de conserbas, y
canastillo de diferentes dulces y bucaros, en 400: (12) Gaya
Nuiio, p. 209, Cat. No. 1454.

JUSEPE DE RIBERA
LittIe is known of jusepe de Ribera's early years except
tIlat he was born inJitiva, the son of a shoemaker, probably
in 1591.1 He is sometimes thought to have been a pupil of
Ribalta at Valencia. At an early age, c. 1610, Ribera left
Spain for Italy, first to Lombardy. He then probably
traveled to Parma, where he studied Correggio's works
before settling in Rome where he was influenced by
Raphael, the Carracci, Reni, and most important of all,
by Caravaggio. The artist established permanent residence
in Naples by 1616, where he was influenced even further
by works of Caravaggio and his Neapolitan followers.
Ribera's earliest dated works are his brilliant etchings of
1621; his first dated painting is of 1626, when he was
already a member of the Roman Accademia di Sml Luca.
He enjoyed great popularity with the Spanish viceroys of
Naples and was appointed painter to the Count of
Monterrey. Many of Ribera's works were sent to Spain,
where his dramatic chiaroscuro was much admired and
imitated. Towards tIle end of his life, his popularity
declined. His last years were spent in sickness and near
poverty. One of the most important Spanish painters of
the century, Ribera excelled as a portraitist and painter of
genre and religious subjects; he was a founder and leader
of the 'Neapolitan School'. Critics have stressed that,
despite his admiration for the Italians, Ribera's art remains
uniquely Spanish in his fusion of realism and mysticism,
espe~ially in his religious scenes. The more brutal aspects
of his art led Lord Byron to write in DOli jl/an (XlII, 71),
'Spagnoletto tainted / his brush with all the blood of all
the sainted.' Ribera's large studio in Naples included
Giovanni Do, Fracanzano, Bartolommeo Passante, and
most notably, Luca Giordano, whose early style is often
confused with the Spaniard's.

Reference: (I) B. de Dominici, Vile dei Pittori, Scu/lori, ed
Napoletani, lII, Naples, 1844, pp. lII-46. August
LIebmann Mayer,jl/sepe de Ribera (Lo Spagno/etto), 2nd cd.,
Leipzig, 1923. Idem., Thieme-Becker, XXVIII, Leipzig, 1934,
p. 233. Elizabeth du Gut! Trapier, Ribera, New York, 1952
(review by Delphine Fitz Darby, Art Bulletill, xxxv, 1953,
pp. 68 ff.). U. Prota-Giurleo, La Pittura Napoletalla, Naples,
1953, pp. 95-120.

A~chitetti

K2160 :
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Figure 2II

THE IMMACULATE CONCEPTION. Columbia, South
C~rolina, Columbia Museum of Art (62.37.19), since 1962.
OIl ~n. coarse canvas. 100 X69t in. (254'0 X175'9 cm.).
Inscnptlon on clouds at lower right: jusepe de Ribera
espaiiol/F. 1637. Pentimenti indicate tIlat the artist's first
project had the left hand of the Virgin placed on her breast.
Canvas cut down at bottom. Holes and tears in canvas to
the left of Virgin's head and at upper left comer.1 Extensive
losses to paint surface. Heads of the putti have been
especially repainted. Very considerably restored; relined,
cleaned and restored by Modestini, 1957/58.
Coll/mbia, 1962, pp. 128-9, Cat. No. 44.
The ~irgin is seen against a mustard-colored background,
stand1l1g on a crescent moon. She is turned to the left, her
hands folded in prayer, gazing toward the Holy Ghost
above her. Mary wears a white robe and blue cape and a
crown of stars. The sun is at the left; over it, seven winged
cherub heads appear in a cloud bank with the moon
above. Another cluster of cherub heads is between the head
of tIle Virgin and the Holy Ghost. A single, large star is
at the upper right. The Virgin of the Immaculate Conception is largely derived from the description of the
Woman of the Apocalypse (Revelation 12:1): ' .•• clothed
with the sun, and the moon under her feet, and upon her
head a crown of twelve stars:2
When K2160 first appeared in the literature (Paris, 1867,
Salamanca Sale, see Proveuance) it was described as from
~e .'co~vent de Monte-rey (province de Salamanca),.3 This
1l1stltutlon was tIle Augustinian convent of Salamanca
(Agostinas Recoletas) founded by the seventh Count of
Monterrey, Manuel de Fonseca y Zuniga, Spanish ambassador to the Vatican and tIlen Viceroy of Naples from
1631-36, one of Ribera's major patrons.' In 1914, when
the whereabouts of the Salamanca Sale canvas was no
longer known, Tormo noted that it had been in the
clausuTa of the Augustinian convent at Salamanca until
taken away by a 'Duque patrono' of the convent (presumably toward tIle mid-nineteenth century). Tormo
wrote that it was still remembered as having been in the
convent.s Mayer identified the Kress canvas (then in a
private collection, Paris) with the painting discussed by
Tormo. He stressed its monumental character, its fine
draughtsmanship and execution and pointed out that the
sale in which it appeared in 1867 also contained four other
canvases from the same Salamanca convent. G K2160 is
included in Sarthou Carreres's Ribera monograph. 7 It was
omitted by Elizabeth du Gut! Trapier from her study of the
master. S Gaya Nuiio (p. 279, Cat. No. 2320) wrote that
K2160 came from the Augustinian convent at Salamanca,
but confused it with an inferior depiction of the same
su?ject, also signed and dated 1637 (Gallery Harrach,
Vlenna}.9
Ribera's first known and major depiction of the Immaculate
Conception was painted in 1635 for tIle Iglesia de Las Monjas
Agostinas Descalzas (Recoletas), the same convent for
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which K2160 was executed. The composition is far more
elaborate than that of K2160, including a full-length figure
of God the Father at the upper left and a series of symbols
of Marian purity; large angels appear at the lower left and
right. It was commissioned by the Count of Monterrey,
who also appears to have ordered K2160.10 In 1646 Ribera
was again requested (by another Viceroy of Naples,
Rodrigo Ponce de Leon) to paint a very large Immaculate
COllception for the convent church of Santa Isabel, Madrid
(destroyed in the Spanish Civil War). In this depiction the
Virgin's head is turned to the left while her torso turns to
the right. Her arms are crossed on her breast. Putti appear
above and below with full-length angels kneeling at the
lower left and right. The crescent moon is shown pointing
downward.l l The Kress Immaculate Conception is more
conservative than the 1635 version. It conforms in large
part with the stipulations of Francisco Pacheco - the
Virgin's hands folded in prayer before her breast with the
Holy Ghost above, her attire blue and white, all in accord
with the vision ofBeatriz Silva of Portugal, founder of the
Order of the Immaculate Conception in 1511. Pacheco also
required the presence of Marian symbols as they appear in
the Ribera of 1635.12 These may originally have been
present in K2160 if, as seems the case, the canvas was
considerably cut down. The Spanish viceroys of Naples
were especially concerned with the subject of the Immaculate Conception; Ribera's major representations of
it including K2160, are due to their patronage.
The poor state of preservation of this work makes the
degree of Ribera's participation hard to ascertain, but the
significant change in the hands toward a more orthodox
placement argues strongly for his having had a major role.
That the Kress canvas duplicates the subject of the high
altar of the same convent church from which it is said to
have come does not argue against such a provenance since
the nuns in the clausum may well have venerated the same
type of image as that in the convent church to which many
of them might not have had access.J3 In addition to the
conservative sixteenth- and early seventeenth-century
paintings of the Immaculate Conception consulted by
Ribera, he may also have seen the important early Baroque
image by Guido Reni (New York, Metropolitan Museum
of Art) ordered by Ribera's patron (the Count ofMonterrey)
when he was ambassador to Rome in 1627. The Count was
closely concerned with Gregory XV's decretal favouring
the doctrine of the Immaculate Conception.14 The pose
and coloring are distinctly reminiscent of Reni and the
Bolognese ScllooI. Ribera has reduced and clarified his 1635
high altar composition, making the Kress canvas more
orthodox yet still close to recent Bolognese currents.

Provettance: Probably from the clallsura of the convent of
Augustinian nuns in Salamanca, donated by tile Count of
Monterrey, Manuel de Fonseca y Zuniga. Jose Marques de
Salamanca y Mayol, Paris, 1867. Sale, Paris, Catalogue des
Tableaux Anciens des Ecoles Espagnole, Italiemte, Flamande et
Hollandaise composant la Galerie de M. Ie M t• de Salamanca
vente en son Hotel, 4-6 June 1867, p. 20, Cat. No. 26.
Presumably bought in and resold in Paris, Hotel Drouot,

Collection Salamanca, Tableaux Anciens des Ecoles Espagnole,
Italietme, Flamande et Hollandaise Provenant des Galeries de
I'II!(altt dOli Luis de Bourbon; dll Marquis d'Altamira; du
Marquis d'Almeirera; de Iriarte; de la Comtesse de Chillcltott,
tlee de Bourboll; de dolt jose de Madrazo; etc., etc., et du Palais
de Vista-Allegre, 25-26 Jan. 1875, pp. 22-3. Private collection, Paris, 1934.15 Baron Thyssen-Bornemisza, Schloss
Rohoncz, Lugano (Stifttmg Salllmltlllg ScTtloss Roholtcz, I,
Ver;:eicllllis der Gemiilde, Zurich, 1937, p. 129, Cat. No. 351,
catalogue by Rudolph Heinemann). Rudolph Heinemann,
New York.1S M. Knoedler and Co., Inc., New York.
Kress acquisition 1957.
Referellces: (I) Mayer noted tllat several of the Spanish
paintings at the Salama...-:a Sale (1867, 1875), which included K2160, suffered from execrable restoration damaging
tllem almost beyond recognition (August Liebmann
Mayer, jl/sepe de Ribera, Lo Spagnoletto, Leipzig, 1908 and
1923, p. 89). (2) For the iconography of the Immaculate
Conception inSpain see E. Tormo y Monzo, 'La Inmaculada
en el Arte EspanoI' , Part I, Boletlll de la Sociedad Espanola de
Excl/rsiolles, XXII, 1914, pp. 108-32; 2, pp. 176-218;
Manuel Trens, Marfa, Iconograjfa de la Virgen en el Arte
EspaiioI, Madrid, 1946, pp. 142-90; Halldor Soclmer,
Spanische Meister, Alte Pillakothek, Munich, 1963, I, pp. 24-6,
54-5, 95-7, 181. The star at the right in K2160 may refer
to the morning star or to the star of the sea which was
added to the Immaculate Conception schemes of the
sixteenth and seventeenth centuries. See Stephan Beissel,
Gesc1ticltte der VereJlTllllg Marias ill DeutscTtland wiihrend des
Mittelalters, Freiburg-im-Breisgau, 1909, p. 198. (3) The
Salamanca Sale Catalogue stated erroneously that K2160
is recorded by Juan Agustin Cein Bermudez (Diccionario
Historico de los mas Ilustres ProJesores de las Bellas Artes ell
Espaiia, Madrid,lv, 1800, p. 193), who actually lists the other
Immaculate COllceptioll (of 1635) by Ribera still on tile high
altar of the convent church. (4) For the convent see Antonio
Garda Boiza, La Iglesia y COllvellto de MM. Agostit/as de
Salamanca, University of Salamanca, 1945. Construction
began in 1636. For the seventh Count of Monterrey see
Elias Tormo y Monzo, 'Varias obras maestras de Ribera,
ineditas', Boletlll de la Sociedad Espanola de Exwrsiones, XXIV,
1916, pp. 11-28, pp. 17, 19. His daughter was a member
of the order and his family burial place was located in the
convent church. See Boiza, op. cit., pp. 8-24. (5) Tormo,
1916, p. 28. A. L. Mayer (op. cit., J923, p. 203 and 1908,
p. 189) described tllC Salamanca Sale canvas as lost. It was
similarly described by Delphine Fitz Darby, 'The
Magdalene of the Hispanic Society by Jusepe de Ribera',
Art Quarterly, v, 1942, pp. 223-30, esp. p. 230, n. 17. She
suggested the canvas might be identical with the lost canvas
from tile convent of S. Pascual, Madrid. (6) A. L. Mayer,
'Anotaciones a Algunos Cuadros del Musco del Prado',
Boletfll de la Sociedad Espanola de Excursiones, XLII, 1934,
pp. 291-9, p. 299. (7) Carlos Sarthou Carreres, j. jose de
Ribera y su Arte, el Espanoleto y Sll Patria, Valencia, 1947,
pp. 123-4. (8) Op. cit., in Note 4 above. (9) The Vienna
painting is illustrated in the Harrach Gallery Catalogue
(Vienna, 1960, pp. 61-2, Cat. No. 114, pI. 3). According to
Mayer, 1923, p. 89, the F. (for FECIT) does not appear in
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the Harrach inscription. He characterized the Vienna
canvas as a 'hard, carelessly executed work copied after a
Ribera-like painting'. (IO) See Tormo, 1916, pp. 17-20;
Mayer, 1923, pp. 85-8; Trapier, op. cit., p. 109. A preparatory drawing for the 1635 canvas is reproduced by
Walter Vitzthum, Ce/lto Disegni Napoletani, Uffizi Exhibition, Florence, 1967, p. 29, Cat. No. 38, fig. 20. A horizontal IlIImaCtllate CO/lception drawing is shown in fig. 31,
p. 28, Cat. No. 36. (II) An ImlllaCtllate Conception attributed
to Ribera is in the Prado (Inventory No. 1070). The pose
and drapery of the Virgin are extremely close to K2160,
but the Prado composition includes a dragon immediately
below the crescent moon and a landscape filled with
Marian symbols along the bottom. Museo del Prado,
Cardlogo de los Ctladros, Madrid, 1942, p. 501. It is not
accepted as Ribera by August L. Mayer, jl/sepe de Ribera,
Lo Spagnoletto, Leipzig, 1913, p. 88. (12) Francisco Pacheco,
Arte de la Pintl/ra, ed. F. J. Sanchez Canton, Madrid, 1956,
II, 'Pintura de la PUrlsima Concepcion de Nuestra Senora',
pp. 208-12. The manuscript is dated 1638 but Pacheco's
numerous earlier depictions of the subject are in accord with
his text. See also Diego Angulo lfiiguez, 'Velazquez y
Pacheco', Arclzivo Espaiiol de Arte, XXII, 1949, pp. 354-6.
(13) K2160 was probably in the choir of the clal/sl/ra - see
Boiza, op. cit., p. 3I. A painting of the Immaculate Conception was similarly placed in San Antonio de los
Portugueses in Madrid. (14) Tormo, 1914, p. 195. The
Spanish count was evidently furthering, under Urban VIII,
the theological interests of Urban's predecessor, Gregory
XV. (15) Mayer, 1934, op. cit., p. 299. (16) Gaya NII/io,
p. 279, Cat. No. 2320.

JUSEPE DE RIBERA
KI683 : Figure 206
A GREEK SAGE. Tucson, Arizona, University of Arizona
Museum of Art (KR 61, 18), since 1951. Oil on canvas.
50 X36 in. (127'0 X91'4 cm.). Inscribed on upper left of
chart: jl/sepe de Ribera. Colors have darkened, the
gradations absorbed by the canvas; very considerable
abrasion and restoration; probably slightly cut down.
Restored by Modestini in 1950.
Tllcson, 1957, Cat. No. 14.
An austere middle-aged man, in shabby brown attire, is
shown in almost tllree-quarter length behind a low table
in the foreground, on which there is a book. He holds a
compass in his right hand and raises a sheet of parchment
with mathematical or cartographic notations in his left. In
three-quarter view, seen from the left, he gazes pensively at
his notations.1
K1683 was first published by Mayer as an original work by
Ribera who entitled it 'The geographer Archimedes'.2Suida
described the canvas as an imaginary portrait of the Greek
philosopher Archimedes, noting its Rembrandtesque
quality.3 The painting is not included by Elizabeth du Guc
Trapier in her Ribera monograph of 1952. Delphine Fitz

209

Darby published it as a work by Ribera of c. 1630. She
believed it to have been a pendant to a philosopher portrait
by Ribera in the Prado (no. 1121) now generally identified
as Archimedes, for which Darby revived an earlier title,
Democritlls.4 Signed and dated 1630, the Prado canvas
measures 49t X32 in. The subject is seen frontally. As in
K1683, he holds an open compass and stands before a
similar desk. Darby suggested that the numerous depictions
of great thinkers from classical antiquity painted by Ribera
and his followers originated from a commission which she
assumes was given to the painter shortly after 1629, the
year in which Fernando Enriquez y Afan de Rivera, Duke
of Alcala, came to Naples as Viceroy. She correlates the
date of 1630 inscribed on tlle Prado Philosopher with the
postulated patronage of the recently appointed, humanistically oriented Duke, the owner of a great library, an
epigrapher, archaeologist and numismatist. Darby proposed
that K1683 depicts Heraclitus, 'The Weeping Philosopher',
who was frequently shown as a pendant to Democritus,
'The Laughing Philosopher', and that both, together with
several other representations of classical thinkers painted by
Ribera, were installed in the Duke of Alcala's residence,
La Casa del Pilatos (Seville).5
In antiquity and after its revival series of images of great
thinkers of classical times were commonly associated with
the institution of the academy-museum-library. Such
portraits were often placed in conjunction with their
subjects' writings. The Kress canvas, together with others
similar, may well have been destined for a humanistic
setting. Ribera, his studio and followers painted several
such series, two of which are partially preserved in the
Prado and the Liechtenstein Collection (Vaduz).6 The sages
are often painted in a somewhat mocking fashion. Such
portrait series enjoyed considerable vogue, and are a
profane parallel to Ribera's Apostolados.7 The Kress canvas
lends itself to placement witll anyone of the Ribera sages
who is seen frontally or facing right, as all such imaginary
portraits are similar in composition and format. Although
there are slight divergences in size between K1683 and
Prado No. 1121, they may well have been intended to be
seen in the same series if not in immediate proximity. The
poor state of preservation makes Ribera's contribution
unascertainable; it is certainly based upon his design and
may well involve his participation, probably with considerable studio assistance. Darby's identification of the
Kress canvas as Heraclitus is not entirely conclusive (many
of Ribera's 'philosophers' defy secure labeling), but the
general context in which she has placed K1683 is correct.
It need not date as early as her proposed 1630, as it could
have been part of one of several similar sage cycles oflater
date. The somewhat awkward figure placement may have
been dictated by the architectural setting for which such
series were presumably depicted.

Provenance: Simonetti, Rome, sold 1904 to Dr. John E.
Stillwell, New York, exhibited - Boston, Mass., Catalogue
of a Loan Exhibition oj tlte Spanish School, The Copley
Society of Boston, Copley Hall, Mar. 1912, p. 18, Cat. No.
64, 'Portrait of an Architect'. Dr. John E. Stillwell Sale,
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New York, Anderson Galleries, 1-3 Dec. 1927, p. 168, Cat.
No. 465, 'Archimedes'. Mrs. Joseph Fuller Feder, New
York. s New York, French and Co. Kress acquisition 1949.

References: (I) The chart has been studied by Jean Le
Corbeiller. Its precise mathematical, cartographic or
astronomical import is unascertainable. (2) August Liebmann Mayer, jllsepe de Ribera (Lo Spaglloletto) , Leipzig,
1908, p. 187, as formerly in the Simonetti Collection,
Rome. In the edition of 1923 (pp. 200-1) he listed the
painting twice: as A Philosopher formerly in the Simonetti
Collection, and again as Archimedes in the Stillwell Collection. This misinformation is repeated by Carlos Sarthou
Carrerres,J.josc de Ribera y Sll Arte, Valencia, 1947, p. 53.
(3) TUCSOII, 1951, Cat. No. 18. (4) Delphine Fitz Darby,
'Ribera and the Wise Men', Art BlIlletill, XLIV, 1962, pp.
279-307, esp. pp. 288-93. (S) Darby, op. cit., pp. 288-93.
A Ribera philosopher portrait signed and dated 1637
(Clowes Collection, Indianapolis, Ind.), usually called
Archimedes, has been convincingly identified by Darby as
Aristotle. According to Darby, the Duke may well have
been familiar with the outstanding series of early Renaissance portraits of great thinkers in the studiolo of Federigo
da Montefeltro (Urbino, Palazzo Ducale), in which a
Spanish artist, Pedro Berruguete, worked with Joos van
Ghent (p. 290). She discussed Democritus and Heraclitus
as a popular subject on pp. 284-8. The earliest record, after
antiquity, of their visual juxtaposition (unknown to Darby)
was the commission given Pollaiuolo for the Neo-Platonic
academy at Carreggi showing the two men placed at either
side of a world map. (See Andre Chastel, Art et Humallisllle
Floret1ce all Temps de Laurellt Ie Magllifique, Paris, 1961,
pp. 248 if.) Both the subject of the Kress canvas and the
Prado Ribera Delllocritlls hold open compasses, so they may
perhaps be interpreted as referring to each thinker's attitude
toward the world. (6) For a reconstruction of the Prado
series see Darby's article cited above. For the Liechtenstein
group see Evan Turner, 'Ribera's Philosophers', Wadsworth
Athelleum BlIlletill, Spring 1958, pp. 5-14. (7) Sec Darby,
op. cit., pp. 290-1, for Spanish literary links between these
classical and Christian portrait cycles. (8) According to
Darby, op. cit., p. 293, n. 55. The author (p. 293, n. 55)
lists an unsigned Ribera Archimedes at the Musee de
Besant;on, described as nearly identical to K1683, prcsumably Cat. No. 407. Its description (Musees de Besant;on,
Catalogue des PeillttlreS, Dessills, SCI/lpttlres et Alltiquitcs,
Besant;on, 1886, pp. 151-2) docs not correspond to the
Kress depiction.

a

School of JUSEPE DE RIBERA
KI8 2 7 : Figure 207
ST. BARTHOLOMEW. Birmingham, Alabama, Birmingham Museum of Art (61.103), since 1952. Oil on canvas.
29! X23! in. (74·3 X60·3 cm.). Possibly somewhat cut
down at left and bottom. Loss in the middle of the saint's
brow; some areas in the beard and elsewhere considerably
abraded and restored.
Birmingham, 1959, pp. 88-9.

The saint is shown in bust length, raising the instrument of
his martyrdom, a flaying knife, with his right hand.1 He is
turned slightly to the left. Dramatically illuminated from
tile left, the bearded elderly figure wears a toga-like olive
robe over a reddish tunic. He is seen against a dark brown
background.
This work probably belonged to an Apostle portrait series,
a traditionally Spanish subject, known as the apostolado,
which was first cast in a late Renaissance form by Greco. 2
Ribera may have adapted Rubens's apostolado painted for
the Duke of Lerma in 1603 (Madrid, Prado), the major
early Baroque rendering of the subject in Spain. Many
Apostle cycles were produced by Ribera and his N ea politan
followers. According to Longhi, the work is undoubtedly
by Ribera, dating c. 1630.3 Suida stressed the Caravaggesque
qualities, relating the physiognomical type, characteristic
of Ribera, to that of his Trillity (Madrid, Prado).' He dated
K1827 in Ribera's middle period: the 1630s.5 According to
Soehner, this is either a work from Ribera's studio or a free
contemporary copy based on the St. Bartholomew in the
Prado (No. I099}.6
Both K1827 and the Prado painting show considerable
impasto; the brushwork in K1827 is less animated. It has
been suggested by Merribel Maddux Parsons tllat KI827
is by the same assistant of Ribera who executed the St.
Simoll (Prado No. I090) from the apostolado series to which
the Prado St. Bartholomew belonged. 7 The canvas is in all
likelihood a Ribera school piece.

Provenallce: Duke of Medina-Codi, Naples (?).8 Florence,
A. Contini Bonacossi. Kress acquisition 1950.
References: (I) For the iconography of St. Bartholomew,
see Reali, III, I, pp. 188 if. and Emile Male, Les Saillts
compag"olls dll Christ, Paris, 1958, pp. 203 if. The depiction
of the saint in K1827 may be based, as suggested by Halldor
Soehner (Spallische Meister, Alte Pinakothek, Munich, 1963,
I, p. 164, n. 2) on apocryphal descriptions of Bartholomew.
See R. A. Lipsius, Die apokryphell Apostelgesc/zichtell ulld
Apostellegelldell, Brunswick, 1884, II, 2, pp. 54 if. (2) For
the Spanish contribution to Apostle portrait cycles in the
sixteenth century, see Gustav Gluck, 'Van Dycks Apostdfolge', Festschrift fur Max j. Friedliillder, Leipzig, 1927,
pp. 130-47. (3) Note in Kress Archive, 20/m/50. (4)
Birmingham, 1952, p. 61. (S) Birmillgham, 1959, p. 89. (6)
Soehner, op. cit., I, p. 163. Elizabeth du Gue Trapier and
Jose Lopez-Rey expressed similar views. K1827 is also very
close to the Ribera St. Bartholomew in Munich (Soehller,
op. cit., I, p. 163), but the latter includes the saint's right
hand (placed ncar the left shoulder); he is in three-quat:ter
view with more drapery. (7) K1827 was possibly included
by August Liebmann Mayer, jllsepe de Ribera (Lo Spaglloletto), Leipzig, 1908, p. 194, under the heading of 'schoolpieces' among the ten Apostles owned by the Duke of
Marianella, Naples. Another series of apostolados in Parma
is listed by Mayer (p. 75). (8) In the 1630S the Duke of
Medina-Coeli became heir to the collection of the Duke of
Alcala, a former Viceroy of Naples and major patron of
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Ribera. Although the bulk of the Alcala heritage was sold
by the Duke shortly tllereafter, perhaps K1827 remained in
the possession of his heirs. See Delphine Fitz Darby,
'Ribera and the Wise Men', Art Bulletill, XLIV, 1962, pp.
279-307, esp. p. 290.

Circle of RIBERA
KI698 : Figure 208
ST. BARTHOLOMEW. EI Paso, Texas, Museum of Art
(61-1-52), since 1961. Oil on closely-woven canvas.
30g x25~in. (77·8 X65'1 cm.). Inscribed on Bartholomew's
mantle, to the right of the hand: J usepe de Ribera espanol
F. 1643 (?). The last number could be a 2 or 7. Restored by
William SuItr while owned by Frederick Mont; restored
by Modestini in 1950. Well preserved.
Suida, p. 214, Cat. No. 95; EI Paso, 1961, Cat. No. 44.
The saint looks to the upper right, his head tilted to the
left. His right hand, holding up the flaying knife of his
martyrdom, emerges from voluminous toga-like drapery.
Bartholomew has a long thin face and curly white hair,
beard, and moustache; he is seen against a dark brown
background.
The canvas probably belonged to a series depicting the
twelve Apostles {apostolado).1 Longhi, who first published
K1698 as a work of Ribera, related the physiognomy of
Bartholomew to the concept of a 'testa di carattere', stating
that Spanish artists were especially drawn to such depictions
of grizzled elders. He pointed out that the facial type is
close to those of Guido Reni. 2 The canvas is included by
Sarthou Carreres,3 but is not to be found in the recent
Ribera monographs. Suida noted that the saint 'as a noble
old man, is somewhat exceptional in Ribera's work, for
though painted with this artist's realistic directness, he
shows a certain idealization in a maImer recalling Guido
Reni. According to tradition, mutual esteem linked
together these two equally important yet basically different
painters.'4 Shapley (EI Paso, loc. cit.) compared the pose and
expression of the saint with Ribera's full-length St.
Bartholomew (Madrid, Prado, No. IlOO) and with the
features of his St. Alldrew (Madrid, Prado) and St.
Olluphrills (Leningrad, Hermitage).
Although the facial type is to be found in Ribera's oeuvreusually as SS. Onuphrius or Jerome - the painting has a
certain bravura, virtuoso quality that suggests its having
been painted in the maImer of Ribera by an Italian master
rather than by the Spanish artist himsel£

Provellallce: Presumably this is one of two paintings of the
same subject and size listed as by Ribera in the Hamilton
Palace Collection (sales London, Christie's, 24 June 1882,
p. 54, no. 386, purchased by T. and W. Banting; I July
1882, p. 92, no. 703, purchased by J. Hozier). Charles
Brunner, Paris. A. Contini Bonacossi, Rome.s New York,
Frederick Mont. Kress acquisition 1950, exhibited-

2II

Washington, D.C., National Gallery of Art, Pailltillgs alld
Sculpture from the Kress Collectioll Exhibited at the Natiollal
Gallery of Art, 1951, p. 214, Cat. No. 95.

Referellces: (I) For the iconography of St. Bartholomew,
see Reali, III, I, pp. 188 ff.; Emile Male,Les saillts compagllolts
du Christ, Paris, 1958, pp. 203 ff. For the Spanish contribution to Apostle portrait cycles in the sixteenth century see
Gustav Gliick, 'Van Dycks Aposte1folge', Festschrift for
Max J. Fried/iillder, Leipzig, 1927, pp. 130-47. (2) Roberto
Longhi and August Liebmann Mayer, Gli alltichi spagltlloli
della colleziolle COlltilli BOllacossi, Rome, 1930, p. 29, Cat.
No. 54. K1698 is listed in Gaya Nuiio, p. 283, Cat. No.
2380. (3) Carlo Sarthou Carreres,J. Jose de Ribera y Sll Arte,
Valencia, 1947, p. 53. (4) SlIida, 1951, p. 214, Cat. No. 95.
(s) Longhi and Mayer, The Old Spall ish Masters from the
COlltilli BOllacossi Collectioll, Rome, 1930, p. 34, Cat. No. 54.

DIEGO RODRIGUEZ DE SILVA Y
VELAZQUEZ
Diego Velazquez was born in Seville in 1599, the son of an
advocate; he died in Madrid in 1660.1 In Francisco
Herrera's studio by C. 1612, Velazquez then studied with
Francisco Pacheco from 1613 to 1618 and married his
master's daughter. From 1622 onward, he was painter to
Philip IV. In 1627 VeIazquez was made Gentleman Usher
(Ugier de Camera), the first of his many court appointments.
Rubens, whom he met in Madrid in 1628-29, encouraged
him to go to Italy. From 1629 to 1631 Velazquez was in
Venice, Rome and Naples. A second visit to Italy was made
in 1649-51, at which time he was sent by the king to
purchase works of art for the royal collection. In 1659, he
was made a Knight of Santiago. In addition to his consummate mastery of the portrait, Velazquez also excelled
as a painter of historical, mythological and still-life
subjects. His impressionistic innovations, technical brilliance, psychological penetration and sensitivity place him
among the greatest masters of the Baroque.

Reference: (I) August LiebmaIm Mayer, Velazquez, A
Catalogue Raisoltluf of the Pailltillgs alld Drawillgs, London,
1936. Enrique Lafuente-Ferrari, The Paintillgs and Drawings
of Veldzquez, London, 1943. Elizabeth du Gut! Trapier,
Velazquez, New York, 1948. Jose L6pez-Rey, Velazquez,
A Catalogue Raisonll! of his Oeuvre, London, 1963.

Follower of VELAzQUEZ
KI327 : Figure 204
CARDINAL BORJA Y VELASCO. Ponce, Puerto Rico,
Museo de Arte de Ponce (62.0266), Kress Study Collection,
since 1962. Oil on very fmely woven canvas. 291 X24i in.
(75'2 X62·6 em.). Somewhat cut down at the bottom and
sides and possibly at the top. It may originally have been a
half- or full-length portrait (see Text Fig. 49). Paint surface
disturbed near the right nostril and mouth and above right
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shoulder; considerable abrasion and very extensive restoration. Conserved by Suhr before 1942. Relined, cleaned and
restored by Pichetto in 1942; cleaned and restored by
Modestini in 1961. Sections of the canvas seem extremely
thinly painted.1
PCllce, 1962, Cat. No. II.
The Cardinal is shown against a dark background. He has
a squarc-cut beard and moustache. He is seated, his head
turned slightly, wearing a red cardinal's beretta and a
reddish-pink IIIczzetta with a white clerical collar (golilla)
over a white-sleeved garment (rcccetto). His left arm is
placed on that of the chair. Gaspar de Borja y Velasco was
born on 3 April 1582, the son of Francisco de Borja, Duke
of Gandia. He was made cardinal in 1611, remaining in
Rome for the following twenty~two years. Appointed
Viceroy of Naples, he remained there for six months
before his recall to Spain in 1635, where he was made
Bishop of Seville. In 1643 the archbishopric of Toledo was
conferred on him, making him Primate of Spain. Artist
and sitter may first have met when Philip IV called the
Council of Aragon at Zaragoza in 1644. The Cardinal died
on 28 September 1645.
Eight portraits of Cardinal Borja by or after Velazquez are
known today: I. A drawing of the head, inscribed in an
oval (Madrid, Academia de San Fernando), is the only
depiction agreed by all writers to be by Velazquez himsel£
(18.6 X 11'7 cm., Text Fig. 48.) 2. Bust-length, Kingston
Lacy, Wimborne (Dorset), collection Ralph Bankes. (Oil
on canvas. 47'5 X39'7 cm.)2 3. Bust-length, Frankfurt,
Stadelsches Kunstinstitut. (Oil on canvas. 64'0 X48·0 cm.)3
4. Bust-length, Toledo Cathedral. (Oil on canvas. 63'0 X
49'5 cm.)4 5. Bust-length, with indication of chair back,
Jacksonville, Florida, Cummer Gallery of Art. Inscribed
at top. (Oil on canvas. 53·6 X48'2 cm.)5 6. Bust-length,
collection of Adolfo de Arenaza. (Oil on canvas. 41'0 X
32'0 cm.)G 7. Half-length with chair back, curtain at left.
Ponce, Puerto Rico, Museo de Arte de Ponce. (Oil on
canvas. 75'2 X62'6 cm.) (KI327).7 8. Seated, full-length,
holding book in right hand: curtain at left. London, J. O.
Flatter Collection. (Oil on canvas. 78'7 X53'4 cm., Text
Fig. 49.}S
The first reference to Vclazquez having painted Cardinal
Borja was recorded in testimony given by the painter Juan
Carreno de Miranda in 1658/59. Citing Velazquez's
cligibility for membership of the Order of Santiago,
Carreno attested that the great artist never sold any of his
paintings. He supported this statement by recalling that
when Borja was Archbishop of Toledo after 1643, he had
requested a portrait for which the artist was to refuse
payment. 9 Palomino said that a portrait of Borja by
Vclazquez was in the ducal palace at Gandia in 1724.10
The portrait was still listed there in 1783 by Ponz.ll In
1800 Cein Bermudcz wrote tIlat the original portrait of
Borja by Vclazquez was in the ducal palace at Gandia.12
According to Cdn Bermudez, writing in 1820, Borja only
agreed to permit Velazquez to paint his portrait (of the
head alone) to accommodate the young artist's powerful

patron the Count-Duke Olivares. As the latter was
banished in January 1643, a few days after Borja's investiture as Archbishop of Toledo, the depiction had to be
completed before this month. Cdn noted that several
enlarged paintings based on Vclazquez's head of Borja
were made after the latter's death. He believed a portrait
of Borja in his possession (now in Frankfurt) to be the
original by Vclazquez, and from the ducal palace at
Gandia.l3 The Borja portrait remaining in Toledo was
described by Sisto Ramon Parro in 1857 as a copy of the
one painted for the Cardinal's tomb in the Cathedral's
chapel of San Ildefonso, removed in 1808 and lost sight of
thereafter. The autIlor suggested that a third portrait, the
original, was retained by the Cardinal.14 Justi believed that
Cardinal Borja probably presented the portrait by
Vclazquez to the Cathedral of Toledo at the time of his
investiture (1643) to be hung in the Winter Hall. He
suggested tIlat it was moved to Borja's tomb and replaced
by a copy, noting that the latter was transferred to the
Office of Works and was subsequently 10st.Is Voll described
the Frankfurt portrait as a copy after the lost original.lG
Both the Toledo and Frankfurt canvases were listed as
careful copies by Beruete.l7 In 1924 Mayer viewed the
Borja portrait as lost, listing three copies: at the Stadclsches
Kunstinstitut, in Toledo Cathedral and at Kingston Lacy
(collection of Ralph Bankes), calling the first one the best.Is
Allende-Salazar found the Frankfurt canvas the best and by
Vclazquez himsel£ID
KI327 was first published in 1930 by Mayer as the original
portrait of Cardinal Borja long known tIlrough several
smaller studio copies, of which Mayer listed those in
Frankfurt and Toledo. According to the same author, tIle
Toledo portrait was given finishing touches by the master
himself, while the Frankfurt canvas is purely a studio
production. Mayer dated K1327 c. 1643, shortly before
Vclazquez's Philip IV (New York, Frick Collection).20 In
1936, Mayer observed that KI327 was originally threequarter length, like Velazquez's IIl1/ocellt X (Rome, Galleria
Doria-Pamphili).21 According to Gudiol, the Kress canvas
dates c. 1645 and is from Velazquez's hand. 22 Wehle believed
the work to be by Vclazquez, and to have hung above
Borja's tomb. 23 The Kress canvas is included in Lafuente's
Vclazquez monograph where it is dated c. 1643-45, and
the drawing placed in 1643. The author omitted KI327
from his edition of the monograph published in Barcelona
in the following year. 2-l Lopez-Rey rejected K1327 as by
Velazquez. Among his reasons are tIle absence of 'the
pictorial characteristics of Velazquez's drawing of the
cardinal's head (the subtle interplay of lights and fluid
shadows) •. .'. He concluded that tIle drawing is 'the only
extant likeness of Cardinal Borja by Velazquez himsclf',
suggesting that technical studies of the Frankfurt canvas
might prove it to have been painted by the master. 25
KI327 is included by Pantorba in his Velazquez monograph as among the three best copies after a lost work by
the artist. 26 Kaptereva accepted it as a Velazquez, datable
c.1640. 27 Gerstenberg placed Velazquez's Borja commission at the time Philip IV convoked the Council of
Arag6n in 1644 (Zaragoza). His technical examination of

EI Greco: Detai l from Lnocooll (K ]4] 3). Washington. D. C. (p. 195)

Francisco de Z urbaran: 55.Jero lll e, Pa ll ia alld E IISfoc!t illll l (K l 896). Washin gton, D . C. (p. 216)
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the Frankfurt canvas led the author to find it the original
Velazquez. He described KI327 as a copy, originally kneelength, one of those known to have been made after the
artist's head of Cardinal Borja. Gerstenberg stressed the
influence of Italian papal portraits from the High Renaissance onward upon Velazquez's depiction of Borja.28
Gaya Nuno (p. 237, Cat. No. 2883) placed KI327 (datable
c. 1645) in his second category: 'Attributed to Velazquez'.
The authors of the Velazquez exhibition catalogue of 1960
believed the artist to have portrayed Borja between
1641-44, listing the original as lost. 29 Crombie regarded
KI327 as 'attributed to Velazquez'. 'In its freer modelling,
particularly of the folds of the dress and collar, it differs
substantially from the rest of the series, in all of which these
details are virtually identical. Moreover, the slight but
noticeable difference in the position of the left forearm ...
as compared with the new full-length [Text Fig. 49,
London, J. o. Flatter], points to the absence of a common
model for the hands and arms as well as for the robes.'30
In 1963 L6pez-Rey wrote that the attribution 'to Velazquez
is untenable on both stylistic and documentary grounds'.31
He suggested that the portrait owned by Ralph Bankes
(Kingston Lacy) may be the original.32 According to
Cam6n Aznar, KI327 is a fragment of a portrait in the
manner of Velazquez's Inllocent X (Rome, Galleria DoriaPamphili). He listed all surviving portraits of Borja as
'attributed to VelazqueZ'.33 Pantorba catalogued KlP7 as
a copy of a lost Velizquez.34 According to Gudiol the Kress
canvas is the original by Velazquez and all other Borja
canvases are copies.3s
The Kress canvas lacks the brilliant brushwork and luster of
Velazquez's art. It may have originally been in threequarter length format, resembling that of Velazquez's
Innocent X. The portrait probably belongs with those
executed after Borja's death in 1645 that were based upon
the depiction by Velazquez.

Provenallce: Henry Labouchere, first Lord Taunton (17981869).36 Hon. Edward A. Vesey Stanley, J.P., Somerset
(grandson of the above), sold 1929 to Sir Joseph Duveen,
New York, exhibited - New York, Catalogue of European
alld American Paintillgs, 1500-1900. Masterpieces ofArt, New
York World's Fair, 1940, p. 86, Cat. No. II8 (catalogue by
Walter Pach); Toledo, Ohio, Cataloglle oj all Exhibitioll,
Toledo MuseulIl of Art, 1941, p. 96 (catalogue by Jose
Gudiol). Kress acquisition 1942, from Duveen. Exhibited New York, Metropolitan Museum of Art, 1942-61.
Referel/ces: (I) For a photograph OfKI327 stripped of much
in-painting see Jose Gudiol, 'Las Pinturas Espanolas de la
Colecci6n Kress en e1 Museo de Arte de Ponce', Goya,
1965, no. 66, pp. 384-9, p. 387. A curtain at the left is
visible that is now barely discernible. (2) Jose L6pez-Rey,
Velazquez, a Cataloglle Raisolllu! of his Oeuvre, London,
1963, pp. 278-9, Cat. No. 462, pI. 372. (3) Ibid., p. 279,
Cat. No. 463, pI. 366. (4) Ibid., p. 280, Cat. No. 464, pI. 367.
(5) Ibid., p. 281, Cat. No. 465, pI. 369. (6) Listed by
Bernardino de Pantorba (pseud. for Jose L6pez Jimenez),
La Vida y la Obra de VelJzqllez, Madrid, 1955, in Catalogo
IS

213

Critico II, 'Obras de Autenticidad aclarada', p. 233, Cat.
No. 166, as 'an old copy'. According to Pantorba, only the
drawing (Academia de San Fernando) is by Velazquez.
(7) L6pez-Rey, op. cit., p. 281, Cat. No. 466, pI. 370.
(8) Ibid., p. 281, Cat. No. 467, pI. 371. (9) First published by
Gregorio Cruzada Villaamil, AI/ales de la vida y las obras de
Diego de Silva Velazquez, Madrid, 1885, p. 107. Cruzada
wrote that the portrait was painted in 1644, but does not
give its location. (10) Antonio Palomino de Castro y
Velasco, Pamaso Espanol Pitltoresco Laureado, III, Madrid,
1724, p. 333. (II) Antonio Ponz, Viaje de Espana, Madrid,
1947, Tomo IV, Carta x, p. 399 (3rd edition, published in
1789, p. 265). (12) Juan Augustin Cein Bermudez,
Dicciollario Historico de los ",Js Ilustres ProJesores de las Bellas
Artes ell Espana, Madrid, 1800, v, pp. 168, 180. (13) Juan
Augustin Cean Bermudez (published anonymously),
'Dialogo entre el cardenal D. Gaspar de Borja y Velasco,
embajador de Felipe IV en Roma, arzobispo de Sevilla, y
despues [sic] de Toledo, y D. Juan Carreno de Miranda,
pintor de camara de Carlo II sobre e1 aprecio, suerte y
paradero, que tuvieron sus retratos desde que se pintaron
hasta ahora', EI Cellsor, II, 21 Sept. 1820, pp. 97-II7. This
text was first studied in conjunction with KI327 by Jose
L6pez-Rey, who recognized it as by Cean ('On Velazquez's
Portrait of Cardinal Borja', Art Bulletill, XXVIII, 1946,
pp. 270-4, p. 270), suggesting that the bulk of Cean's text
is based on now lost documents (p. 272). (14) Sisto Ram6n
Parro, Toledo ellla Mal/o, Toledo, 1857, I, p. 451. (IS) Carl
Justi, Diego VeUzquez alld His Times, London, 1889, p. 289.
(16) Karl Voll, VeUzqllez, Munich, 1889, p. II. (17)
Aureliano de Beruete y Moret, Velazquez, London, 1960,
p. 62. This view was followed by A. F. Calvert and C. G.
Hartley, Velazqllez, London, 1908, p. 106. (18) August
Liebmann Mayer, Diego Velazquez, Berlin, 1924, p. 134.
(19) Juan Allende-Salazar, Ve[Jzquez, Stuttgart, 1925,
p.XXV.(20) Mayer, 'A Re-discovered Portrait by Velazquez',
Illtematiollal Studio, Apr. 1930, p. 52; 1936, p. 98. (21)
Mayer, Velazquez, London, 1936, p. 98, Cat. No. 420. He
described the Gandfa Palace portrait as the lost model for
those now in Frankfurt and Toledo (p. 98, Cat. Nos.
422-3). (22) Jose Gudiol, Catalogue of all Exhibition of
Spanish Pail/til/g, Toledo Museum of Art, 1941, p. 96.
(23) Harry B. Wehle, 'A Great Velazquez', Bulletill of the
Metropolitall Museum of Art, I, n.s., 1942-43, pp. II 7-22,
esp. p. 122. According to him, the canvas still in Toledo
was copied for placement with the portrait series of
Toledan prelates in the Cathedral vestuario. (24) Enrique
Lafuente, The Pailltil/gs al/d Drawil/gs uf Velazquez, 1943,
p. 25, Cat. No. LXXX. Lafuente suggested that a fragment a hand in a black sleeve holding a cartellitlo inscribed with
Velazquez's name (Madrid, Palacio Real) from a burnt
portrait - may have been 'part of a lost original of the
portrait of Cardinal Borja'. However, Jose L6pez-Rey
(VelJzquez, London, 1963, p. 287, Cat. No. 48) has shown
that the hand belonged to a portrait of Don Fernando de
Valdes. (25) L6pez-Rey, 1946, op. cit., p. 274. (26) Pantorba,
op. cit., pp. 233-4, Cat. No. 166. (27) Tajawa Kaptereva,
VeUzquez utld die spatlisc1le Portriitmalerei, transi. by u.
Kuhirt, Leipzig, 1956, p. 78. (28) Kurt Gerstenberg, Diego
Ve[Jzquez, Munich-Berlin, 1957, p.154. (29) Velazquez y
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10 Velazqueno, Catalogo de la Exposicioll Homellaje a Diego
de Silva VelJzquez ell el III Cetltenario de Sll Muerte, 16601960, Madrid, 1960, pp. 70-1. Cat. No. 67. (30) Theodore
Crombie, 'The Portrait of Cardinal Borja by Velazquez',
COlllloisseur, CXLVII, Mar. 1961, p. 40. (3I) Lopez-Rey,
1963, op. cit., p. 281, Cat. No. 466. (32) Ibid., pp. 278-9,
Cat. No. 462, pI. 372. (33) Jose Camon Aznar, Velazquez,
Madrid, 1964, II, pp. 675-80; I, 892. (34) B. de Pantorba,
Tutta la Pittura del Velazquez, Milan, 1964, p. 82. (35)
Gudiol, Goya, op. cit., p. 387. (36) According to the
Duveen brochure, KI327 is not mentioned in the three
separate entries on the Labouchere collection given by
Gustav Friedrich Waagen, Treasllres ojArt ill Great Britaitl,
London, 1854, II (Letter XIX, p. 287; Letter XXII, pp. 416-20)
and 'Supplement', IV, 1857, p. 104.

SP ANISH MASTER, XVII Century
in the Manner of Velazquez
K2168 :

Figure

205

MARIANA OF AUSTRIA, QUEEN OF SPAIN. San
Francisco, California, M. H. De Young Memorial Museum
(61-44-25), since 1961. Oil on canvas. 271 X22 in. (69'5 X
55'9 em.). Restored by Modestini c. 1961; generally well
preserved.
A young woman, presumably Queen Mariana of Spain, is
shown in bust-length against a dark background, her head
turned slightly to the left. Her hair is shoulder-length,
adorned with a large pearl at the upper right. The jewel is
known as 'La Peregrina'; it was sent by Philip IV to his
fiancee at the Court of Ferdinand III. In Spanish court
attire, the royal sitter wears a dark green dress with
extremely full sleeves, pleated gauze at the neck, adorned
by a brown rosette at the breast. l Queen Mariana was born
in 1634, the daughter of the Infanta Maria of Spain (sister
of Philip IV) and the Emperor Ferdinand III. She became
the second wife of her uncle, King Philip IV of Spain, in
1649. The identification of the subject of the Kress portrait
is not certain. According to Allende-Salazar the sitter is
the Infanta Margarita, daughter of Philip IV and Mariana
(born 1651; married Emperor Leopold I in 1666; died
1673).2 Margarita in childhood portraits is shown as
extremely fair-haired. She may well have worn her
motller's jewel as a young woman, by which time her
hair could have darkened.
K2168 was accepted as a work by Velazquez by Curtis in
1883.3 In 1895 tlle painting was described as 'One of the
earliest ponraits of the Queen, probably painted immediately after her marriage. Her hair is worn long, i.e.
before she adopted the Spanish coiffure of the time:' As
Velazquez was away from Spain at the time of Mariana's
arrival tllere in 1649, Mazo was proposed as the artist who
executed this portrait.5 When exhibited in 1913-14 K2168
was listed as 'ascribed to Velasquez'. Von Loga placed
K2168 in the section of his Velazquez monograph containing works wrongly attributed to that master. 6 The Kress

painting was included in Velazquez's oeuvre in the Baldry
monograph. 7 In 1925 Allende-Salazar listed K2168 among
works by Velazquez's students and followers. He identified
the sitter as the Infanta Margarita, depicted 1663-64,
possibly by Carreno. S The Cook catalogue of 1932 recorded K2168 as attributed to Velazquez, suggesting that
it was probably painted by Mazo and showed the widowed
Queen Mariana. 9 In 1963 Lopez-Rey listed it as 'so-called
Queen Mariana' and wrote 'The identification of the sitter
as Queen Mariana is ratller unconvincing •.. the attribution of the painting to Velazquez ... is quite groundless:
He concluded that tlle canvas is 'a derivative portrait by
a late-seventeenth-century Spanish painter:10
The Kress portrait is rendered in the ma1111er of Velazquez.
Although the sitter does not bear a striking resemblance to
portraits of Queen Mariana, the painting is probably meant
to represent her. Both the style of the dress and the presence
of the pearl 'La Peregrina' point to the canvas as being
based upon a portrait of Mariana as a very young woman.
The canvas belongs in the circle of Juan Bautista Mazo
(1612-67), Velazquez's son-in-law and successor as First
Painter to the Spanish court, who portrayed Queen
Mariana in her widowhood (London, National Gallery).

Provenallce: l1 Sir John Charles Robinson, London, until
1872.12 Cook Collection, Doughty House, Richmond,
1872-c. 1957,13 exhibited - London, New Gallery, Exhibitioll oj Spanish Art, Winter Season of 1895, p. 33, Cat. No.
144. London, The Grafton Galleries, Exhibitioll oj Spall ish
Old Masters, Oct. 1913-Jan. 1914, pp. 67-8, Cat. No. 63,
as 'Ascribed to Velazquez'. New York, Frederick Mont.
Kress acquisition 1957.
References: (I) See JesUs Hernandez Perera, 'Velazquez y
las Joyas', Archivo Espanol de Arte, XXXIII, 1960, pp. 251-86,
esp. pp. 274-5. (2) Juan Allende-Salazar, Ve!Jzquez, Klassiker
der KUIISt, Berlin and Leipzig, 1925, pp. 232, 287. (3) Charles
B. Curtis, Velazquez and Murillo, London and New York,
1883, p. 95, Cat. No. 243. (4) London, The New Art
Gallery, Exhibitioll oj Spat/ish Art, 1895-96, p. 33, Cat. No.
241. There are several portraits by or after Velazquez that
show Queen Mariana with a long coiffure as in K2168. See
Lopez-Rey, Velazquez, a Catalogue Raisolllle oj his Oeuvre,
London, 1963, pIs. 320, 324, 325, 327. (5) London,
The Grafton Galleries, Exhibition oj Spanish Old Masters,
Oct. 1913-Jan. 1914, pp. 67-8, Cat. No. 63. The supposition that Mazo painted the first Spanish portrait of
Queen Mariana was made by A. de Beruete, Velazquez,
London, 1906, p. 101, but he does not mention K2168.
(6) Valerian von Loga, Velazqllez, des Meisters Gemiilde,
Klassiker der KIIIISt, Stuttgart and Berlin, 1914, pI. 233.
(7) Alfred L. Baldry, Velazquez, London, 1922, p. 19.
(8) Allende-Salazar, op. cit., p. 232 and p. 287. (9) Abridged
Cataloglle oJthe Pictllres at Doughty House, Richmolld, Surrey,
London, 1932, p. 56, Cat. No. 502. (IO) Lopez-Rey, op. cit.,
pp. 247-8, Cat. No. 377. (II) The Cook Catalogue of 1915
(III, p. 141, Cat. No. 502) suggested that K2168 may be
identical with the one in the collection of Louis Philippe,
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sold at Christie's in May 1853, p. 21, Cat. No. ISO. The
measurements of the latter, according to William Stirling
Maxwell (Annals oj the Artists oj Spaill, London, IV, 1891,
pp. 591-2), were 68·0 X54·0 cm. According to L6pez-Rey
(op. cit., pp. 242-3, Cat. No. 358) the Louis Philippe canvas
was purchased by the Duc d' Aumale and then appeared at
the Blakesley Gallery sale, New York, Apr. 1915, lot 501. It
measured 69·9 X50·9 cm. Many portraits from Velazquez's
studio have measurements close to these, so that the French
provenance for K2168 cannot be confirmed. (12) Catalogue
oj the PaintJ"ngs at Doughty House, Richmond, III, 1915, opp.
p. 141, Cat. No. 502, stated that the painting was bought
from Sir J. C. Robinson in 1872. (13) Ibid. and Abridged
Catalogue, op. cit., p. 56, Cat. No. 502, as 'Attributed to
Velazquez, probably by Mazo'.
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especially in area of Virgin's head. Pentimenti in the lower
left and right of Virgin indicate changes in placement of
drapery. Extensive losses in paint surface; restored in 1956
by Modestini.
El Paso, 1961, Cat. No. 45.
Mary, her hands folded in prayer, is in a red robe with a
jewel-cncrusted collar worn under a blue cloak. She has a
twelve-star halo and stands upon a transparent orb which
seems to combine the sun and crescent moon. About
fifteen cherub heads appear in the uppermost section of the
canvas. A harbor view below includes a fortified tower
at the left, a spire, and a sailboat which is seen through
the orb.
K2II9 shows Mary fota pllichra - the all-beautiful Virgin

FRANCISCO DE ZURBARAN
Francisco de Zurbaran was born in the small town of
Fuente de Cantos (Badajoz Province, Estremadura) in
1598.1 He died in Madrid in 1664. In 1614-16, he was
apprenticed to Pedro de Villanueva in Seville; Zurbaran's
earliest extant painting, the ImlllaCIIlate Conceptioll of 1616
(Bilbao, Felix Valdes Collection) was executed at this time.
In 1617, following his apprenticeship he settled in the town
of Llerena, where he executed commissions originating in
Seville. His patrons were for the most part monastic:
Capuchins, Mercedarians, Carthusians, and Hieronymites.
But Zurbad.n was not exclusively a painter of religious
subjects; he painted occasional stilllifes, portraits, mythological and historical scenes. The young painter was
dependent on Caravaggio and other Italian tellebrists. He
created an art which combines mysticism and realism. In
1629 Zurbaran was invited by the city of Seville to
establish official residence there. His stay was interrupted
in 1634 by a visit to Madrid, where he was summoned to
paint a series of the Tell Labors oj Hercules (Madrid, Prado)
and two battle scenes (one in the Prado, the other lost) for
the Salon de Reinos in the Buen Retiro Palace and was given
the honorary title of Painter to the King. He returned
immediately to Seville, where he remained until 1658.
After 1645 with the increasing success of Murillo, twenty
years his junior, Zurbaran's popularity declined and he had
to rely on commissions from the royal colonies in Latin
America. Zurbaran's austere, direct art epitomizes Spanish
religiosity of the first half of the seventeenth century.

Reference: (I) Martin S. Soria, The Pailltillgs oj Zurbarall,
London, 1955; Paul Guinard, Zurbaran et lcs peilltres
espagllols dc la vie 1II0nastiquc, Paris, 1960; Madrid, Cason
del Buen Retiro, Exposici61l Zurbarall ell el III centcllario de
Stl muerte, 1964.

of the Immaculate Conception - surrounded by symbols
of Marian purity, a pictorial formula derived in large part
from traditional Spanish art as codified by Pacheco. 1 The
crescent moon pointing downwards follows Spanish prescriptions for this subject seen in Pacheco's ImlllaCIIlate
Conception (Seville, Cathedral). Both canvases show a
sailing ship seen through the moon-orb, the ship referring
to a legend involving the Immaculate Conception.:>.
Zurbaran may also have been influenced by Velazquez's
ImmaCIIlate Conception of c. 1618 (London, National
Gallery). This theme is largely derived from the description
of the Woman of the Apocalypse (Revelation 12:1)
' ... clothed with the sun, and the moon under her feet,
and upon her head a crown of twelve stars.'3 The sun at
Mary's feet refers to the electa lit sol (Song of Solomon
6:9); the moon to pulchra tit luna (ibid.); the fortified
tower to the ttlrris David • •. cum propugllaClllis (ibid., 4:4);
the church spire is the templum spiritus salleti (I Corinthians 6: 19); the city gate is the porta caeli (Genesis 28: 17);
the tree at the left is probably the cedms exaltata (Ecclesiasticus
24: 17) or the cypressus ill monte Sioll (ibid.). The city at the
lower left is probably the civitas Dci {Psalm 86: 3).4
Soria accepted K2II9 as by Zurbaran, and dated it c. 1645
due to its 'vaporous' brush work. He related the painting
to Zurbaran's Immaculate Conceptioll (Seville, Ayuntamiento)
which he dates 1645-50. Both of these works are based
upon a painting by Zurbaran in Madrid {Museo Cerralbo}
dated by Soria c. 1632.5 According to Guinard, K2II9 is
Zurbaran's simplified version of the Cerralbo canvas; he
viewed them as contemporary, dating both c. 1640. The
author graded the Kress canvas in his Category B (probably
autograph), yet below the first rank in quality. 6 In 1964
Guinard stated that K2II9 is contemporary with the
Seville Ayuntamiento Imlllaculate Conceptioll (which he
dated 1635-40) as well as the Cerralbo canvas.?
K2II9 resembles aspects of Zurbaran's Imlllaculate Concep-

K2119 :

Figure

212

THE IMMACULATE CONCEPTION. El Paso, Texas,
Museum of Art (61-1-53), since 1961. Oil on canvas.
49i X37t in. (126·4 X96·1 cm.). Considerable in-painting,

tioll at the Prado, the Virgin is close to his IlIllllaculate
COllCeptiol1 in Seville (Cathedral) and to the one dated 1632
(Barcelona, Cathedral). Of all Zurbaran's depictions of the
theme the Kress canvas is closest to the one in Madrid
(Museo Cerralbo), but the latter includes more Marian
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symbols in the landscape. Zurbadn is known as the
principal painter of the Immaculate Conception in Seville
(where this subject was especially beloved) prior to
Murillo. 8 Appropriately, the artist's first signed and dated
work (1616, Bilbao, Valdes Collection) and his last (1661,
Budapest, Szepmiiv~szeti Muzeum) arc of this subject.
The Kress canvas is extensively repainted. No firm separation between Zurbaran's hand, that of studio assistants, and
subsequent restorers can now be made. Some of the most
freely rendered cherub heads, which would seem to suggest
Zurbadn's late style, may themselves prove relatively
recent. After 1640 the artist's oeuvre was generally limited
to single figures. The Kress canvas appears to stem from
this phase when Murillo captured the major commissions
and Zurbacln became increasingly repetitive and the
master of many studio assistants. 9 K2lI9 is the smallest of
Zurbaran's renderings of this subject and as they seem to
diminish in size with his age, the latest dated painting
(Budapest) being the next largest in size after K2lI9, the
Kress canvas is probably a still later work, executed after
the completion of the 1661 canvas.

Provenance: London, Sotheby's, 9 May 1934 (Catalogue of
Valuable Old Master Pailltings and Drawings, the property cif
F. A. White and otl,ers p. 25, Cat. No. 126, 'the property
of a gentleman'), purchased by E. Spielman. Lisbon, private
collection.1o New York, Frederick Mont. Kress acquisition
1955, exhibited - Syracuse, New York, Museum of Fine
Arts, and Atlanta, Georgia, Art Association Galleries, Coya,
Zurbaran, alld Spanish Primitives, all Exhibition of Spanish
Paintillgs, 3-4 Feb., 10-25 Mar. 1957, Cat. No. 25. 11
Referellces: (1) Francisco Pacheco, Arte de la Pintura, 1638,
cd. F. J. Sanchez Canton, Madrid, 1956, II, 'Pintura de la
Punsima Concepcion de Nuestra Senora', pp. 208-12. The
manuscript is dated 1638. See also Diego Angulo liiiguez,
'Velazquez y Pacheco', Archivo Espanol de Arte, XXII, 1949,
pp. 354-6. (2) For the ship as a symbol of salvation see
Manuel Trens, Marfa, Icollograj{a de la Virgen ell el Arte
Espaiiol, Madrid, 1946, p. 175. See Jacobus de Voragine,
The Colden Legelld, or Lives of the Saillts as Ellglished by
William Caxtoll, London, 1900, II, pp. 126-7. (3) For the
iconography of the Immaculate Conception see Reali, II,
2, pp. 75 ff.; Trens, op. cit., pp. 142-90; Halldor Soehner,
Spanische Meister, Alte Pillakothek, Munich, 1963, I, pp.
24-6, 54-5, 95-7, 181; EHas Tormo y Monzo, 'La
Inmaculada en el Arte Espanol', Boletfn de la Sociedad
Espanola de Excursiolles, XXII, 1914, I, pp. 108-32; 2,
pp. 176-218. (4) See Trens, op. cit., pp. 149 ff. (s) Martin
Soria, The Paiutillgs of ZlIrbarall, 2nd ed., London, 1955,
Cat. No. 236, p. 190. The Seville canvas may be a school
piece. (6) Paul Guinard, Zurbarall et les peilltres espagllols de
la vie 1II0llastique, Paris, 1960, Cat. No. 14, p. 40. (7) Paul
Guinard, 'Aportaciones cnticas de obras Zurbaranescas',
Archivo Espatiol del Arte, 1964, pp. lI5-28, esp. p. lI8.
(8) Diego Angulo liiiguez, 'La Obra de Zurbadn',
E.'\posicioll Zurbarall ell eI III Celltellario de su Muerte, Cason
del Buen Retiro, Madrid, Nov. 1964-Feb. 1965, pp. 67-80,
csp. pp. 78-9. Paul Guinard, 1960, op. cit., pp. 209-1 J,

Cat. Nos. 3-19, lists seventeen paintings of the subject by
or after Zurbaran. (9) For the artist's studio assistants see
Cesar Peman, 'El Taller y los Disdpulos de Zurbaran', in
Exposicioll Zurbarall, Madrid, 1964, pp. 83-91. (10) Soria,
op. cit., p. 190. (II) The entry for K2lI9 confuses it with
Zurbadn's Immaculate COllception in Budapest.
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FRANCISCO DE ZURBARAN
K1896 : Figure 213
SS. JEROME, PAULA AND EUSTOCHIUM. Washington,
D.C., National Gallery of Art (lI67), since 1953. Oil on
canvas. 96i X68! in. (245.1 X 173·0 em.). Pentimenti above
and to the right of St. Jerome's head and in upper sections
of female figures at left. Considerable losses in area of the
right shoulder of Jerome and the robe below the right
arm; small losses in sky. Restoration at a very early date in
principal figure. Restored by Suhr c. 1951 when canvas
additions squaring off the curved top were removed. 1
Slight restoration by Modestini, 1953.
Suida-Shapley, pp. 14, 28, Cat. No. 83. Reproduced in
color, Seymour, pI. 134.
The arched composition shows the bald, bearded St.
Jerome seated at the right, in a cardinal's red 1II0zzetta (his
red cardinal's hat hangs on wall to right) worn over the
garb of a Hieronymite monk - a white habit with a brown
central panel. Seen in three-quarter view, he holds a book
(the Vulgate?) in his left hand, extending the right in an
expository gesture toward two seated nuns at the left. They
are also dressed in Hieronymite garb - tlleir wimples are
mustard color, their habits white and brown. The elder,
seated at the left, shown in right profile, is St. Paula of
Rome, holding her attribute, the Vulgate, on her lap. Her
daughter Eustochium is seated to the right of Paula, shown
almost frontally, her hands in her sleeves. While Jerome is
placed against an architectural background (tlle wall to the
left containing a niche or door), the nuns have a city view
behind them. St. Paula, an extremely wealthy Roman
aristocrat, was born in A.D. 347 and widowed in 379. A
convert, she joined tllC disciples of St. Jerome, foll~wing
him to Bethlehem on his second journey in 385. There
Paula founded a monastery directed by St. Jerome, a
convent of which she was abbess, and a pilgrims' hospice.
After Paula's death, Eustochium succeeded her as abbess.
The books prominent here refer to Jerome's Vulgate, his
Latin translation of the Old Testament (from the Hebrew)
and New Testament (from the Greek) was made in
Bethlehem at Paula's foundation. Both mother and
daughter were accomplished Hebraic scholars and aided
Jerome in his great labor. He dedicated his translation of
Kings to them and his eighteen prefaces to Isaiah to
Eustochium, who was also the recipient of Jerome's
twenty-second Epistle. 2
The Hieronymite garb of K1896 indicates its having been
painted for a convent of the order, which was founded in
the late fourteenth century. Zurbadn was given extensive
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commissions by Hieronymite monasteries, and this work
was probably painted for the convent of St. Paula in
Seville, founded in 1473.3 KI896 was first studied by Mrs.
Jameson. The figure at the right had been listed in earlier
collections as Dominic; she identified him as Jerome and
those at the left as Paula and Marcella.' Soria corrected
'Marcella' to Eustochium and described the canvas as 'a
capital painting, entirely by Zurbaran but difficult to
reproduce'.s He dated the canvas c. 1638-40 on a stylistic
basis, noting that it was painted for the Seville Hieronymite
convent of St. Paula in these years when the convent is
known to have been extensively rebuilt and to have commissioned many altarpieces. G Lopez-Rey observed 'that two
hands at least are notable in this canvas. Even though, in its
present condition, the lights and darks broadly correspond
to Zurbaran's, it is more than questionable that he could
have executed the poorly-drawn cape of St. Jerome or the
ill-drawn group of nun-saints'. 7 Suida-Sltapley (pp. 14, 208,
Cat. No. 83) quoted a suggestion that the central figure
was added to chaperone the others due to the puritanism
of the Counter-Reformation. They dated the painting
c. 1640 and quoted F.J. sa.nchez Canton and M. L. Caturla
as accepting it as an autograph work of Zurbad.n. Gaya
Nuno (p. 345, Cat. No. 3123) followed Soria's views,
noting the rich color OfK1896. The panel was dated 1640
by Rcau. 8 Guinard found similarities between this and
Zurbaran's Hieronymite series for Guadalupe, executed
1638-40. Although he described the canvas as an important
work, he found it uneven in execution (especially in the dry
rendering of the nuns' heads) suggesting Zurbaran's
collaboration with an apprentice. He also described the
painting as a copy made in the artist's studio and catalogued
in his second group (B) - works below the first quality, but
probably autograph. 9 Seymollr (p. 143) characterized
Jerome's hand as ea symbol of a harsh, ascetic ideal'. The
Zurbaran monograph by Torres listed the Kress painting
as an autograph work of c. 1640.10 Vaquero also described
KI896 as by Zurbaran, dating it 1638-42.11
The depiction of St. Jerome with SS. Paula and Eustochium
appears to be unique to the Kress painting. 12 In the seventeenth century, Spanish interest in Paula's biography led to
the rendering of such narrative subjects as Claude Lorrain's
PallIa Embarkillg from Ostia 011 her JOl/mey to the Holy Lalld
(Prado) which is supposedly contemporary with KI896,
painted for Philip IV in 1639-40.13 The general style and
composition of KI 896 is entirely consistent with Zurbaran's
oeuvre. The artist no doubt designed the work and executed
certain sections, most notably Jerome's extended hand. The
rather dry, flat rendering of the nuns, awkward passages in
the drapery and the often arbitrary character of the brush
strokes point to studio assistants' collaboration. As noted
by Guinard, the canvas is close to those of Zurbaran's
Hieronymite cycle at Guadalupe, especially to the Temptatioll of St. Jerome (a subject which Jerome described to
Eustochium). The Guadalupe series dates from 1638-39
and involved much studio assistance. A date of 1638-40 for
KI896 seems reasonable.14 In his representation ofJerome,
Zurbaran may have drawn upon the papal portraits of the
High Renaissance and Michelangelo's biblical subjects.

Provellallce: Said to have been from a convent in Seville.
If so, it probably came from the Hieronymite convent of
St. Paula. Frank Hall Standish (1799-1840), Seville.
Bequeathed to King Louis Philippe of France (Catalogue
des Tableaux, Dessills et gravures de Ia Collectioll Standis/l
Legues all Roi par M. Franck [sic] Hall Standish, Paris, 1842,
p. 33, Cat. No. 161, 'Saint Dominique et deux religieuses').
King Louis Philippe, Paris, Louvre (sale, London, Christie's,
27-28 May 1853, Catalogue des Tableauxformant Ia Celebre
Collectioll Stalldish Leguee S. M. fell Ie Roi LOllis Philippe
par Mr. Frank Hall Stalldish, p. 16, Cat. No. 112 as Legende
de Saint Dominique). Alphonse Oudry, 1853-69 (sale, Paris,
Hotel des Ventes, 16-17 Apr. 1869, Vellte des Tableaux
Anciens de la Galerie de Jell M. Alphonse audry, p. 57, Cat. No.
157 as A Bishop alld Two NIIIIS [presumably bought in]).
Alphonse Oudry, 1869-76 (sale, Paris, Hotel Drouot,
10 Apr. 1876, Catalogue des Tableaux Allciells et d',me
fresque de Raphael, p. 25, Cat. No. 60). M. Scioletti, Paris.15
New York, M. Knoedler and Co., Inc. Kress acquisition
1952.

a

Referellces: (I) Martin Soria (The Pailltillgs of Zurbaran,
London, 1955, p. 182, Cat. No. 198) discerned a lion
beneath Jerome's chair; it cannot be ascertained whether
this is correct. (2) For Jerome see Bibliotlleca SallctOrtllll,
Rome, 1965, VI, cols. 1109-37; for Paula, ibid., 1968, x,
cols. 123-36; for Eustochium, ibid., 1964, v, cols. 302-4.
(3) See 'Hieronymites', Catholic Ellcyclopedia, 1910, VII,
p. 345. (4) Mrs. Anna Brownell Jameson, Sacred and
Legelldary Art, New York, 1896, I, p. 293. (S) Soria, op. cit.,
p. 182. (6) Ibid. ' .•. between 1635 and 1642 documented
work on altars, paintings and sculptures was carried out by
A. Cano, the older Herrera, the sculptor Montancs,
Murillo's teacher Juan del Castillo, and lesser artists.' (7)
Jose Lopez-Rey, review of the Soria monograph, first
edition ('The Real Zurbaran?' Art News, May 1954, p. 52).
(8) Reau, III, 2, p. 744. (9) Paul Guinard, ZlIrbarall et les
peilltres espagllols de la vie 1II0nastiqlle, Paris, 1960, p. 267,
Cat. No. 485, p. 115. (IO) Ramon Torres Martin, Zurbaran,
el pintor gotico del siglo XVII, Seville, 1963, Cat. No. 252.
(II) J. Vaquero, Killdlers, v, p. 850. (12) It is the only one
cited by Reau (loco cit.) and by the Bibliotheca Sanctortlm
(op. cit., VI, col. 1137). (13) Marcel Rothlisberger, Claude
Lorraill: The Pailltings, New Haven, 1961, I, pp. 184-5,
Cat. No. LV49. (14) For the artist's studio assistants see
Cesar Peman, 'El Taller y los Discipulos de Zurbaran',
Exposicioll ZlIrbaran ell el III Celltenario de Sll Mllerte, Cason
del Buen Retiro, Madrid, 1964, pp. 83-91. (IS) M. Knoedler
and Co., files.

,
,
BARTOLOME ESTEBAN MURILLO
Bartolomc Esteban Murillo, the youngest son of a barbersurgeon, was baptized in Seville on I January 1618.1
Apprenticed at an early age to the Mannerist painter Juan
del Castillo in Seville, Murillo remained in his native city
throughout his life, painting religious subjects for the local
rcIigious institutions as well as a few portraits and genre
pieces. In 1658 he visited Madrid, where he saw works by
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Venetian masters and Correggio as well as Rubens, Van
Dyck and Velazquez in the royal collections. His style then
changed to a softer, more harmonious manner. There are
also pronounced Bolognese and Neapolitan elements in
Murillo's art. In 1645-46 he executed a widely acclaimed
cycle of paintings for the Franciscan monastery at Seville
and soon usurped Zurbaran's leadership. He was a founder
and first President of dIe Seville Painting Academy in 1660.
The major achievement of his middle years was the series
of extremely impressive canvases for the Hospital de la
Caridad (Seville, 1670--74). His great mastery of landscape
is shown in the scenes of the Jacob story painted for dle
Marques de Villamanrique: two in the Hermitage (Leningrad), one in the Cleveland Museum of Art (Ohio), and
one in the Meadows Art Museum, Dallas. Murillo had a
considerable workshop and many followers, including P.
Nunez de Villavicencio, F. Antolinez y Sarabia and F.
Meneses Osorio. His gende, lyrical art was extremely
popular and influential throughout Europe in the eighteenth
and ninetecndl centuries. The sentimental aspects of some
of his best-loved works tend to obscure his great gifts.

Referellce: (I) Juan Antonio Cean Bermudez, Dicciollario
historico de los /lias ilustres proJesores de las bellas artes, II,
Madrid, 1800, pp. 48-65; Carl Justi, Murillo, Leipzig,
1904; August Liebmann Mayer, Murillo, Klassiker der
KUllst, Berlin, 1913 and 1923; S. Montoto, Bartololl/e
Esteball Murillo, Barcelona, 1932; Diego Angulo liiiguez,
'EI viaje del pintor a Madrid', Archivo Espmiol de Arte,
XJOCa, 1959,Pp. 148-9.

BARTOLOME ESTEBAN MURILLO
K1682 :

Figure

214

DON DIEGO FELIX DE ESQUIVEL y ALDAMA. Denver,
Colorado, The Denver Art Museum (E-686), since 1961.
Oil on canvas. 811 X42t in. (206·4 Xl08·9 cm.). Arms at
the upper right, the first quarter: quarterly one and four;
or, an eagle in flight sable holding in its claws a coney
proper; 2 and 3 azure, 3 bars argent, the whole within a
bordure gules charged with saltire crosses or. The other
quarterings have not been identified, but may be those of
the sitter's wife. The cross of dle Order of Santiago is set
belllnd the arms, which are ensigned by a knight's helm.
Several small losses; relined and restored by Modestini in
1953·
The Denver Art Museum, A Guide to the Collectiolls, Spring
1965, p. 55·
The full-length portrait shows Don Diego de Esquivel y
Aldama with his left hand resting on a chair back to the
right. He wears a dark: .:kin with the red emblem of the
Order of Santiago on his breast. Hat and gloves are held in
his right hand; his oversleeves are of white and gold
brocade; his doublets are dark-colored. A sword pommel
is seen at dIe right. On his cape, draped over his left
shoulder, is the emblem of the Order of Santiago. Don
Diego Felix de Esquivel y Aldama was born in Vitoria

(province of Alava) and baptized in the Iglesia Colegial on
4 June 1628. He became a probationary member of me
Order of Santiago, to which his fadler and bromer also
belonged, in December 1652, achieving knighthood on
14 March 1653. Don Diego was Mayor of Vitoria. He
died at the age of thirty-one in 1659.1
Sentenach listed the portrait as a work of Murillo and
identified the subject as Don Diego.:! Mayer dated the
canvas c. 1645, describing it as Murillo's first known
portrait.3 It is included in Lafond's Murillo monograph of
19304.; it is mentioned by Santiago MontotoS and described
by Aguilera as an excellent Murillo portrait. 6 In the
Houston catalogue, the Kress canvas was considered among
the earliest of Murillo's monumental portraits and dated
c.1645. 7
Among the very few portraits in Murillo's oeuvre, K1682
was probably painted somewhat later than those of
Capitan Don Diego Maestre and his wife Mana Fclices
(Seville, Collection Fernandez de C6rdoba). Compositionally, the work adheres to a long-established portrait
convention carried into Murillo's century by Pantoja de
la Cruz (see KI662). It may date from the time dIe sitter
became Mayor of Vito ria, shordy before his death in 1659,
functioning as an official portrait, or commemorate his
entering the Order of Santiago in 1653. A certain lack of
modulation, especially in dle treatment of the legs, points
to an early date in Murillo's career, when the young painter
was still influenced by the leading artist ofSeville, Zurbaran.

Provenance: Esquivel y Aldama family, Vitoria, until 1895.
Aureliano de Beruete y Moret, Madrid, 1895-1932,
exhibited - London, Art Gallery of the Corporation of
London, Descriptive alld Biographical Catalogue oj the
Exhibitioll oJthe Works oJSpanish Paillters (by A. G. Temple),
1901, p. 54, Cat. No. 62. London, Royal Academy of Arts,
Exhibitioll oj Spall ish Pailltillg, Nov. 1920--Jan. 1921, p. 65,
Cat. No. 84. New York, Mondlor Brothers (Sale, New
York, Plaza Art Galleries, 5-7 May 1932, Cat. No. 514).
New York, French and Co., Inc. Kress acquisition 1949.
Exhibited Houston, Museum of Fine Arts (Houstoll, 1953,
no. 7, pI. 34), 1953-61.
References: (I) Francisco Fifferrer, Nobilario de los reillos Y
seiiorfos de Espagua, Madrid, 1858, 2nd ed., II, p. 273. His
certificate of admission to the Order is in the Archivo
Hist6rico Nacional de Madrid, No. 2.781. Jesus Larios
Martin very kindly provided archival and heraldic information (letter of 21/XI/66). Biographical information on
the sitter is also given in the Exhibition oj Spallish Paintiug,
London, Royal Academy of Arts, 1920--21, p. 65, Cat.
No. 84. (2) N. Sentenach y Cabanas, The Painters oj the
School oj Seville, London, 19II, pp. 196-7. (3) August
Liebmann Mayer, Murillo, Klassiker der KUIISt, Stuttgart
and Berlin, 1912, pp. 295, 299, pI. 221. It is also mentioned
by Mayer in his Geschichte der spallischell Malerei, Leipzig,
1922, p. 345. KI682 is not included among the Murillo
portraits in Mayer's entry in Thieme-Becker, XXV, pp.
285-7. (4) Paul Lafond, Murillo, Paris, 1930, pp. 102-3·
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(5) Santiago Montoto, Murillo, Barcelona, 1932, p. 2II.
(6) Emiliano M. Aguilera, Murillo, Barcelona, n.d., p. 19.
(7) Houston, 1953, pI. 34.
K1866 :

Figure
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VIRGIN OF THE ANNUNCIATION. Houston, Texas,
Museum of Fine Arts (AC 61-70), since 1953. Oil on coarse
canvas. 28i X22! in. (72'4 X57'2 cm.). Considerable abrasion. Restoration in area of left eye and where thumb
joins hand. Cleaned and restored shortly before 1951.1
HoustOIl, 1953, pI. 35.
The Virgin is shown in half-length, her face in threequarter view. She looks and turns to the left, a yellow
scarf on her head and shoulders. Clad in a pink robe, her
hands are closed over a blue mantle at her breast.
The Kress canvas was first described as an AlIIlIlIlciatioll by
Waagen. 2 It is listed as the Virgill Anlllwciate in Curtis's
Murillo with the suggestion that it was a study for an
Annunciation.3
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1854, II, p. 295, Wynn Ellis Collection, No.2. 'The
Annunciation, half-length figures [sic], a tender and delicate
contrast to the foregoing.' No. I was another Murillo in
the collection, St. Joseph and the Christ Child. Perhaps
K1866 was then part of a larger canvas including the
archangel Gabriel at the left. (3) Charles B. Curtis,
Velasquez and Murillo, London and New York, 1883,
p. 148, Cat. No. 74. K1866 is also in Paul Lefort, Murillo,
Paris, 1892, p. 74, Cat. No. 72, as 'La Vierge'. (4) Mayer,
op. cit., pI. 168. (5) Antonio Munoz, Murillo, Rome, 1942,
p. xxix, and pI. II3. (6) Gaya Nuiio, p. 253, Cat. No. 1975.
(7) For the dating of the Double Trinity see Alan Braham,
The Spanish School, National Gallery, London, 1970,
pp. 61 ff. (8) Possibly acquired c. 1810, the time of the
Napoleonic invasion of Seville. The Kress canvas may have
been among the paintings removed from royal palaces and
suppressed convents and distributed among several French
generals by Joseph Bonaparte, according to a decree of
4 Jan. 1810. Many presented to General Dessolle came to
England, and were purclused from Dessolle's daughter by
Woodburn. See W. Stirling-Maxwell, Almafs of the Artists
of Spain, 1848, II, p. 1397. (9) Noted in Herbert Cook, A

Catalogue of the Paintings at Doughty House, Richmolld,
The painting was dated c. 1670-80 by Mayer,4 while
Munoz dated it 1660-70.6 The painting is placed in the
following decade by Gaya Nuno who described it as a
section from an Annunciation. G
The model in K1866 is typical of Murillo's Virgins, her
pose is characteristic of such Annunciations as that in the
Wallace Collection, London. The pink and blue drapery is
also Marian. The painting is highly finished and was presumably cut from a much larger work in which Mary was
shown kneeling at the right with Gabriel at the upper left.
Mayer's original dating of 1670-80 was set back a decade
by Munoz. However, tile model appears to be the same as
the one for the Mary in the 'Pedroso' Double Trillity
(London National Gallery), dateable to the late 1670S,
lending some credence to Mayers's placement, according to
Marcus Burke. 7 The canvas is close in technique to the
Virgill alld Standillg Christ Child (Florence, Pitti Palace)
dated 1650-55 by Munoz. Despite his productivity and
equally great popularity, singularly little is known of the
chronology of Murillo's works.

Provenance: Prince Joseph Bonaparte (according to Wynn
Ellis sale catalogue, 1876).8 Wynn Ellis Collection (sold
Christie's, 17 June 1876, p. 7, Cat. No. 36, as Virgiu in
Prayer), purchased by Waters. II Sir Francis Cook as early
as 1883.10 Sir Frederick Cook, until 1920. Sir Herbert
Cook, until 1939. Sir Francis Ferdinand Cook. New York,
Rosenberg and StiebeI. Kress acquisition 1951. ExhibitedWashington, D.C., National Gallery of Art, Art Treasures
for America from the Samuel H. Kress Collection, 10 Dec.
1961 - 4 Feb. 1962, Cat. No. 70.
References: (I) See August Liebmann Mayer, Murillo,
Klassiker der KUllst, Berlin, 1912, pI. 168, for the appearance
of K1866 before more recent restoration. (2) Gustav
Friedrich Waagen, Treasures ofArt ill Great Britain, London,

London, 1915, III, p. 161, Cat. No. 524. An annotated
catalogue of the Wynn Ellis Sale gives the purchaser as
J. C. R. [John Charles Robinson]. (10) Maurice W. Brockwell, Abridged Catalogue of Pictures at Doughty House,
Richmond, Surrey, London, 1932, p. 58, Cat. No. 524.
K2108 :

Figure
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ECCE HOMO. EI Paso, Texas, EI Paso Museum of Art
(61-1-54), since 1961. Oil on cedar. 331 X31 in. (85'7 X
78'7 em.). Inscribed in upper left comer: A LVIS FELIPE
DE ORLEANS REY DE LOS FRANCESE ('To Louis Philippe
of Orleans King of the French'). At upper right: EL
CABILDO DE LA SANTA METROPOLITANA Y PATRIARCAL
YGLESIA DE SEVILLA ('The Chapter of the Holy Metropolitan and Patriarchal Church of Seville').1 Cradled at
unknown date; re-cradled, cleaned and restored by
Modestini, 1957/58.
El Paso, 1961, Cat. No. 46.
Christ is seen frontally in slightly more than half-length.
He looks downward, his head turned slightly to the left.
He wears the Crown of Thorns, a red cloak draped over
his left shoulder. His hands are crossed and tied with rope
at the wrists. A mock-scepter - the reed of the Flagellation
- is held in his right hand (Mattllew 27:29-30). Light
emanates from his head. 2
The composition goes back to early Christian sources
modified in Northern Europe and Italy in the fifteenth
century and converted into a High Renaissance style by
Titian (Madrid, Prado) and Michelangelo (Rome, Santa
Maria Sopra Minerva).3
When K2108 was illustrated in 1926 by Mayer (as in the
collection of T. Morgan-Grenville-Gavin) tile panel was
in a curve-topped frame, which partially obscured the
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inscription. It was erroneously described as on canvas.'
An Ecce HOlllo in Cadiz (Museo Provincial) is characterized
by Mayer as weaker than K210S.5 He found the only
Murillo version of the subject comparable in quality to the
Kress Ecce HOlllo to be the one then in the Cook Collection.
Suggesting a date of 1672-7S for the Kress painting, Mayer
concluded that it is 'liquid in treatment and on general
grounds a remarkable example of Murillo's religious art'.6
Many depictions of this theme are attributed to Murillo. '7
The poorly preserved canvas in Cadiz (dated by Mayer
16So-S2) is often regarded as the best Murillo Ecce HOlllo.
The face in the Cadiz painting is more elongated than that
OfK210S. In the Cook Ecce HOlllo (1675-S2) Christ's head
is placed further to the left and is closer in type to the Kress
panel. 8 A bust-length Man of Sorrows by Murillo, his head
turned to the right, is in the Prado, the pendant to a Mater
Dolorosa. This is the most common formula used by
Murillo and his followers for the Ecce HOIIIO.D
K210S is executed in an extremely free style characteristic
of Murillo's late works. Certain weaknesses in brushwork
suggest the possibility of some studio participation. The
master is known to have had a very large atelier. Other
than the Ecce HOIIIO, the only subject known to have been
executed by Murillo on panel is the IlIIlIIact/late Conception
in the Sala Capitular, Seville Cathedral, for which the
Kress panel was also presumably painted (note the inscription).IO This unusual support may argue strongly for
considerable participation by Murillo in the execution
since a follower would hardly have selected panel in
preference to canvas.

Provenance: Seville, Cathedral, Capilla de la Virgen del
Pilar.ll King Louis Philippe d'Orlcans, Paris, before IS3S12
(sold London, Christie's, Catalogue of the Paintings frO III the
Galerie Espagnole Ofthe King Louis Philippe, 7-21 May IS53,
p. 31, Cat. No. 240, 'Murillo, Ecce Homo. (bois).').13
Norton. a Marquis ofBreadalbane.15 Possibly Hon. Robert
Baillie-Hamilton, Langton House, Scotland, exhibitedLondon, Royal Academy, ISSI, no. 21S, and IS93,
no. 1I2.16 Sold London, Christie's, S July 1927, Early
British Portraits alld Works by Old Masters, ChichesterCOllstable et aI, p. 20, Cat. No. II3, notation in catalogue
that it was purchased by Arkwright, but with no indication
of seller,17 T. Morgan-Grenville-Gavin (?). New York,
David M. Koetser Gallery. Kress acquisition 1955.

References: (I) The somewhat elongated, yet Neo-Classical
character of the letters of the inscription may perhaps
indicate that they were added at a more recent date than
c. ISIO in order to further 'document' the Louis Philippe
provenance. (2.) For the iconography of The Man of
Sorrows see Erwin PanofSky, 'Jean Hey's "Ecce Homo":
Speculations about Its Author, Its Donor and Its Iconography', Bn/sse/s, Musees Royaux des Beaux-Arts, Bulletill,
v, 1956, pp. 95-132. (3) See Erwin Panofsky, loco cit. For
an early sixteenth-century French depiction of the subject
see KIS73. (4) August Liebmann Mayer, 'Three Paintings
by Murillo', Burlington Magazine, XLVIII, 1926, p. 251.
Mayer's publication of K210S is very confusing. He

described it (reproduced p. 251, pI. n) as on canvas, when
it is clear from his illustration that it is on panel. Part of the
inscription (revealed in its entirety when the frame was
removed) is also discernible in Mayer's reproduction, but
not discussed by him. He may, mistakenly, have reproduced a photo of the Ecce HOlllo in the Baillie-Hamilton
Collection and given its provenance for a canvas which he
discussed as from the T. Morgan-Grenville-Gavin Collection. The Baillie-Hamilton work is close in size to the
Kress panel. Slight differences in modeling and the omission
of records of an inscription on the Baillie-Hamilton Ecce
HOlllo may be explained by its over-painting having been
removed between ISS2, when it was described by Curtis,
and 1925. This painting as shown in a FARL photograph
(no. S04 g) is in the same kind of arch-topped frame as
the one in which the Kress panel was shown in the Mayer
article. (5) Mayer, 1926, loco cit. The Cadiz painting is
reproduced in Mayer's Murillo, Klassiker der Kunst, Berlin,
1912, pI. IS4 (dated 16So-S2). (6) Idem., 1926, op. cit.,
p. 251. The Cook canvas is reproduced ibid., pI. IS3 (dated
1675-S2). (7) Paul Lefort, Murillo, Paris, IS92, p. S2, Cat.
Nos. 195-207. Several of these are the same works. No. 197
(Baillie-Hamilton, Louis Philippe)'sur panneau' is probably
K210S. See also Charles B. Curtis, Velazquez and Murillo,
London and New York, ISS3, pp. 197-200, Cat. Nos.
197-9, 210 C and g. An enlarged version of K210S was
formerly in the Ehrich Galleries, New York (Mayer, 1912,
op. cit., Appendix of works wrongly attributed to Murillo,
pI. 257). (8) Idem., 1926, loc. cit. (9) Idelll., 1912, op. cit.,
pI. 92. (10) Mayer (1912, op. cit., pI. S5) erroneously listed
the Infant St. John the Baptist with the Lamb (London,
National Gallery) as on panel. See Neil MacLaren, The
Spanish School, London National Gallery, 1952, Cat. No.
176. (II) According to William Stirling Maxwell (Annals
ofthe Artists of Spain, London, IS91, IV, p. 1621), the Louis
Philippe panel (presumably K210S) was presented to the
King by the Cathedral Chapter 'in return for a bad, modem
portrait of Columbus which hangs in the Cathedral
library'. He lists the painting as 'Our Lord Crowned with
Thoms'; no collection is given. Stirling-Maxwell errs in
designating the Louis Philippe Ecce Homo on panel as no.
162 instead of no. 163 in the King's catalogue of IS3S.

(12) Notices des Tableaux de la Galerie Espagnole exposees dalts
les salles dll Musee Royal all LOllvre, Paris, IS3S, p. 45, Cat.
No. 163, as 'Murillo. Le Christ avec la couronne d'cpines.
S4 cm. X76 cm.'. The inscription on K210S, long partially
obscured by an arched frame, states tllat the panel was
pres,ented to Louis Philippe, King of France, by the
Chapter of the Cathedral of Seville. Shapley (El Paso, Cat.
No. 46) suggested that K210S may have been presented to
King Louis Philippe by the Cathedral Chapter in gratitude
for his attempt to aid Seville's resistance to Napoleonic
forces in ISIO. In IS09 Napoleon's General HoraceFran~ois Sebastiani seems to have been 'given' important
Murillos. See John Young, Catalogue of the Paitltings at
Grosvenor House, London, IS20, p. 24, Cat. No. 69. The
bulk of the French king's collection of Spanish paintings
was assembled by Baron Taylor in Spain between IS35-37.
See Jean-Fran~ois Revel, 'La Peinture Espagnole en France',
L'CEiI, 96, 1962, pp. 33-41. The Spaniards are said
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occasionally to have given Louis Philippe old copies of
Spanish paintings or to have had copies prepared rather
than part with their originals. (13) Another depiction of a
related subject, Christ on His Hands aud Knees after the
Flagellation, now in the Krannert Art Gallery, University
of Illinois, Urbana, on canvas, by Murillo, Jesus Christ
avec la couronne d'cpines' was Cat. No. 76, p. 13 of the
same sale. (14) According to Ellen E. Minor (Murillo,
London, 1882, p. 85) no. 240 of the 1853 sale was purchased
by Norton; no. 76 (Krannert Art Gallery) was withdrawn
by the Queen. (15) Curtis, op. cit., p. 197, Cat. No. 199,
stated that the Marquis purchased the painting from the
1853 sale. He described it as on panel, with a rounded top,
33 X29 in. (16) Ibid., noting that the Louis Philippe panel
passed directly from the Marquis of Breadalbane to
Baillie-Hamilton. Exhibitions listed in Algernon Graves,
A Ceutury of Loan Exhibitions 1813-1912, London, 1913,
II, p. 846. (17) The entry reads: 'Ecce Homo, Our Saviour,
in loose red drapery, covering his left shoulder, his right
arm bare, wearing a crown of thorns, his arms bound, and
holding a reed in his right hand. Arch top on panel,
331 X28! in. from the collection of Louis Philippe,
exhibited at Burlington House 1881 and 1893.'

IGNACIO YRIARTE
Ignacio Yriartewasborn in the Basque country, in Azcoitia,
(province of Guipuzcoa). He was active in Seville from
1642 until his death there in 1685. Although slightly
Murillo'sjunior,Yriarte mayhave influenced the landscape
style of the leading master of the School of Seville who
exclaimed that 'Yriartecould not havepainted such excellent
landscapes without divine inspiration'.1 The landscape
sections in Murillo's Jacob series from the 1660s (Leningrad,
Hermitage: Jacob's Dream; Isaac Blessing Jacob) were,
according to some writers, initially to have been executed
by Yriarte, but then painted by Murillo himsel£ Considerable influence from Bloemart, Berchem, and other
Netherlandish landscapists may be seen in Yriarte's work.

SCHOOL OF SEVILLE
IGNACIO YRIARTE?
K1536 : Figure 216
LANDSCAPE WITH TOBIAS (?). Northampton, Pa.,
Northampton Area Joint School Board, since 1961. Oil on
coarse canvas. 411 X63i in. (104.7 X 161·1 cm.). Varnished
by Modestini in 1961.
In the right foreground a youth in tattered garb walks
along a patll through a wooded, mountainous landscape
seen against a stormy sky. A dog runs to the left; two
walking men are shown in the middle ground.
The canvas was accepted as a work of Murillo by

Mayer. 2

The extraordinarily free execution cannot be paralleled in
any securely identified work by Murillo, although certain
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sections of the canvas may be compared with details from
that master's oeuvre. The Kress painting seems far closer
in style to Ignacio Yriarte, its almost Gainsborough-like,
romantic freedom resembling Yriarte's Landscape with
Tobias and the Angel (Collection of the Master ofKinnaird).3
The Kress canvas may perhaps represent Tobias with his
dog (Book of Tobit, 6: I), although the archangel usually
associated with Tobias's journey is absent.' This was an
extremely popular theme in the seventeenth century, as it
lent itself to the well-loved Spanish form of the Paisaje de
la Sagrada Escritura, combining religious subject matter
with an attractive landscape format. The Kress work,
especially in its foliage, is extremely close in style to a
Jacob and Rachel attributed to Murillo (Detroit Institute of
Arts) which is probably by the sa,me hand.

Provenance: Arthur L. Nicholson, London.5 New York,
Arthur U. Newton Galleries. Kress acquisition 1948.

Rrferences: (I) See Juan Augustin Cean Bermudez,
Diccionario de los mas ilustres proJesores de las Bellas Artes eIJ
Espa,ia, Madrid, 1800, pp. 312-14. (2) Certificate of
4/XII/34 in Kress Archive. (3) Reproduced by Theodore
Crombie, 'The Spanish Exhibition at the Bowes Museum',
Apollo, Aug. 1967, pp. 152-4, esp. p. 154, fig. 7. Yriarte's
canvas is one of a pair, the other representing a Landscape
with Jacob and the Angel. See the Bowes Museum, FOllr
Centllries of Spanish Painting, 1967, Cat. Nos. 72-3, p. 55.
Both measure 31! x50i in. Another such horizontal pair
of Old Testament subjects including Tobias is in the
Cartwright Collection (Aynhoe Park, Abraham and Isaac
Going to the Sacrifice, Tobias and the Angel). Soria accepts
these as by Murillo (George Kubler and Martin Soria, Art

and Architectllre in Spain and Portugal and their American
Dominions 1500-1800, Baltimore, 1959, p. 277), but
Wolfgang Stechow ('Bartolomc Esteban Murillo: Laban
Searching for His Stolen Household Gods in Rachel's
Tent', BlIlletin of tlte Clevelalld Muse/1111 of Art, Dec. 1966,
pp. 367-77, esp. p. 377, n. 34) does not. See also the
landscape signed by Yriarte, dated 1665, presented to the
Prado in 1952 by Frederick Mont, measuring 194 X 106 cm.
Reproduced as pI. 9 in F. J. Sanchez Canton's 'Las
adquisiciones del Museo del Prado en los Mios 1952 Y
1953', Arcltivo Espaiiol de Arte, XXVII, 1954, pp. 1-14, csp.
p. 7. For the figure of the young man walking to the right
in KI536, see also pI. 8, attributed to Murillo (Madrid,
Prado) but given bySoria to Yriarte (op. cit., p. 277).(4) See
Julius S. Held, 'Rembrandt and the Book of Tobit',
Rembrandt's Aristotle and other Rembrandt Studies, Princeton,
1969, pp. 104-29; for Tobias see Reali, II, I, pp. 318-27,
esp. p. 323. (5) Supplied by Arthur U. Newton Galleries.
Not in catalogues of Nicholson sales of 1933 or 1948.

JUAN DE VALDES LEAL
Juan de Valdcs Leal was born in 1622 in Seville where he
died in 1690. The painter was of Portuguese descent. Little
is known of his early training; he was probably a pupil of
Antonio del Castillo. His activity as an artist began in 1644
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when his family moved to Cordoba where Valdes Leal's
first-known painting, the monumental St. Andrew of 1649
(Cordoba, San Francisco), was executed in the manner of
Castillo. From 1653-58 Valdes Leal worked both in
Cordoba and Seville. In 1656 he established life-long
residence in Seville but for visits to Cordoba in 1672 and
Madrid in 1674. One of the founders of the Seville Academy
of Painting in 1660, Valdes Leal served as its President
c. 1664. His series for the Hieronymite convent of Buenavista (Seville) arc in his mature style with bright yet subtle
coloring and swirling figures executed with great brio.
He also worked as an etcher, recording Seville's pageantry
for the entry of Ferdinand III in a sumptuous publication
of 1672. Although two of his children, Luisa de Morales
and Lucas Valdes, became painters, Valdes Leal's style was
so highly individual that he left no school or immediate
followers. However, his soft, sketchy, spontaneous manner
and coloristic innovations make the Seville master's art
a precursor of the Rococo.1

Reference: (I) See J. Gestoso y Perez, Biographla de Pintor
Juan Valdis Leal, Seville, 1917; Aureliano de Beruete y
Moret, Valdis Leal, Seville, 1917; Paul Lafond, Jllan de
Valdes Leal, Paris, 1922; C. Lopez-Martinez, Valdes Leal,
Seville, 1922; Elizabeth du Gue Trapier, Valdes Leal,
Spanish Baroque Painter, New York, 1960.

JUAN DE VALDES LEAL
K2II1 :

Figure
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THE ASSUMPTION OF THE VIRGIN. Washington, D.C.,
National Gallery of Art (1409), since 1956. Oil on canvas
(tovaglia). 84i X61! in. (215'1 X156'3 cm.). Inscribed at
lower left center: BALDES LEAL. Pentimenti in hand and
arm of male figure in foreground and in profile of St. John
the Evangelist at tlle right. Relined, cleaned and restored
by Modestini in 1955.
Suida-S/lapley, p. 188, Cat. No. 74. Reproduced in color
Evans, p. 35.
Mary, her arms outstretched, is borne heavenward by three
angels. She has the twelve-starred halo of the Woman of
the Apocalypse (Revelation 12:1) and wears a blue cloak
and a white dress, garb associated with her Immaculate
Conception.l A choir of music-making angels is at the
upper left; putti are in the upper right corner and to tlle
right of the Virgin. Eleven Apostles are below; they hold
Mary's shroud, surrounding the open sarcophagus, which
is carved witll putti. Two of the Apostles hold books: the
Apostle standing at tlle left and the one in the right foreground in half-length, St. John the Evangelist, who shields
his eyes from the brilliant light with his upraised right arm.
The spectator,like him, was meant to witness the brilliantly
colored Assumption from a rather low vantage point.
In 1916 Mayer is quoted as accepting the canvas as by
Valdes Leal and finding it a most beautiful work. 2 Lafond

characterized it as 'plcin de mouvement et d'une superbe
allure'. He suggested that the Spanish painter may have
been influenced by Northern artists such as Rembrandt.3
Milwart noted the Titian-like coloring of the Assumption:
'It is painted almost entirely without chiaroscuro and for
this reason Valdes Leal is the precursor of Tiepolo and the
entire eighteenth-century school in France.'4 Mayer implied
that the Kress canvas was painted in Cordoba prior to the
artist's residence in Seville (1656) and the ensuing influence
of Murillo.s Nieto noted the rapid, violent, charged ascent
of the Virgin as breaking with the previous pictorial
tradition in which serenity and suavity characterize the
Assumption. 6 On the basis of the similarity OfK21II to the
same subject by Valdes Leal in Seville (Musco Provincial
de Bellas Artes) Suida-Shapley (p. 188, Cat. No. 74) dated
the Kress canvas c. 1670, the date given the Seville painting
by Mayer. 7 They noted that K2111 is sketchier in treatment
than the Seville canvas, that 'the anticipation of cighteenthcentury style is more noticeable: the angel supporting the
Virgin suggests Ricci; the foreground Apostle is prophetic
ofBazzani, and the distant putti make one think of Boucher
and Fragonard'. It is suggested that the artist may have
utilized prints after Rubens's Assumption (Antwerp,
Cathedral) for the group of Apostles around the tomb.
Soria dated the Kress canvas c. 1659, noting how Valdes
Leal paralleled the development of contemporary Madrid
painters, all moving toward the Rococo. 8 The pronounced
influence of Francisco de Herrera the Younger's Apotheosis
of St. Francis ofAssisi (Seville, Cathedral) is seen by Trapier.
She compared the repoussoir role of the bearded Apostle
in the foreground to that of tlle Franciscan in the left
foreground of the Apotheosis. She also observed that tlle
flying angels resemble those in Valdes Leal's Assumptioll of
the Virgin (Seville, Musco Provincial de Bellas Artes), dating
the Kress canvas c. 1669-70.°
As has often been noted, the Kress canvas recalls Venetian
art; tlle violent movement of the Apostles is seen earlier in
Titian's AsSllmptiotl (Venice, Santa Maria dci Frari). The
sarcophagus with its carved putti is an antique quotation
like the one in Titian's Sacred and Profane Love (Rome,
Galleria Borghese). The Seville master's extraordinarily
free brushwork may reflect the work of Schiavone. The
vivid motion of the angels points to that first seen in
Correggio and then in seventeenth-century sculpture such
as that of Bernini. Northern influence may also be manifest:
Rubens's Assumption of the Virgin (DUsseldorf, Kunstakademie) has some analogies. The group of Apostles is
close to that in another Rubens Assumption (Rome, Galleria
Colonna). The emphasis upon the Virgin's shroud is often
seen in works by Annibale and Lodovico Carracci. In
addition to reproductive prints after Flemish and Italian
masters, Valdes Leal may have seen a Rubens School
Assllmptioll in Spain such as that from the Church of the
Franciscans at Fuensaldana (Valladolid, Museum). Rubens
himself is sometimes thought to have painted this subject in
Spain for tlle Duke of Lerma. By the early seventeentll
century Seville painters were clearly aware of recent Italian
innovations in depicting the Assumption of the Virgin.
Juan del Castillo's canvas of the subject (Seville, Musco
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Provincial de Bellas Artes) utilizes many of the new
pictorial formulae for showing the Assumption. Valdes
Leal may have followed Castillo's works. The angel
musicians at the upper left here are very like those by
Castillo, as is the grouping of the Virgin with supporting
angels. Valdes Leal's other depiction of the Assumption
(Seville, Museo Provincial de Bellas Artes) omits the
Apostles, showing putti at the sarcophagus at the lower
right. The curve-topped canvas includes a standing Christ
at the top and an angel holding a crown.10 Although the
scale and pose of the Apostle at tile lower right suggests
that the canvas was meant to be seen from below, this
device is found in such works as Valdes Leal's Marriage of
the Virgill of 1667 (Seville, Catlledral), which docs not seem
to have been destined for placement at a great height.
Soria's dating of c. 1659 seems reasonable in light of the
stylistic affmities between K2IIl and Valdes Leal's Scourgillg
of St. jerome (Seville, Musco Provincial de Bellas Artes),
signed and dated 1657.

Provenal/ce: Prince Joseph Bonaparte (?)11 Aguado Collection, Paris, 1843 (?)12 Madame Landolfo Carcano, Paris; (Sale,
Paris, Galerie Georges Petit, 30 MaY-l June 1912, p. 158,
Cat. No. 174, to M. Carvallio). Dr. Carvalho, Chateau
Villandry, Touraine, Tours, exhibited - London, Grafton
Galleries, Exhibition of Spanish Old Masters (entries by
Maurice w. Brockwell) Oct. 1913-June 1914, p. 103, Cat.
No. 102. New York, Rosenberg and Stiebel. Kress
acquisition 1955.
Referel/ces: (I) Emile Male, L' art religieux apres Ie COl/cile de
Trellte, Paris, 1932, pp. 361-5; Benedicto Nieto, La
ASIII/cioll de la Virgen eu el Arte, Madrid, 1950, pp. 143 ff.
For Assumption of the Virgin iconography, see Reau, II, 2,
pp. 615-20. (2) Jose Gestoso y Perez, Biograf{a de pilltor
sevillallo jllall de Valdes Leal, Seville, 1916, p. 208. (3) Paul
Lafond, jllall de Valdes Leal, Paris, 1923, p. 92. (4) Jo
Milwart, 'The Carvallo Collection of Spanish Art', The
II/tematiollal Stlldio, LXXXIV, no. 351, 1926, pp. 13-24, esp.
p. 21. (s) August Liebmann Mayer, Historia de la Pilltura
Espai'iola, Madrid, 1942, p. 374. (6) Benedicto Nieto, La
Aslll1cioll de la Virgen ell el Arte, Madrid, 1950, p. 158. (7)
A. L. Mayer, Die Sevillaner Malerscllllle, Leipzig, 19II,
p. 191. (8) George Kubler and Martin Soria, Art alld
Architecture ill Spain alld Portllgal alld their Americall
DOlllilliolls 1500-1800, Baltimore, 1959, p. 294. (9) Elizabeth
du Gue Trapier, Valdes Leal, Spallish Baroque Master, New
York, 1960, p. 48. (10) Preliminary sketch, on panel, ex
collection Lord Harewood, Leeds. It is the pendant to an
Immaclllate COllceptioll. (II) In Manuel Gomez Imaz,
Invelttario de los Cl/adros sllstra£dos por el goviemo intrtlso ell
Sevilla el atio de 1810, Seville, 1896, Appendix: 'Inventario
de las Pinturas del Palacio y Salones del Alcazar de Sevilla
pertenecientes a S.M.C. el Senor D. Jose Napoleon
(q.D.g.)', p. 72; no. 198 is listed an Assumptioll by Valdes
Leal measuring approximately 2! X2 varas. A vara is
83·5 cm., so that at 167 X250 cm., this painting would be
fairly close to tile Kress in size. (12) Suggested by Lafond,
op. cit., p. 92. However, in the Aguado sale of 1843 (Paris,
20-28 Mar.) the 'Resurrection de la Vierge' listed under
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Juan Valdes Leal measures 164 XIII em., considerably
smaller than the Kress painting. The description given
corresponds closely to K2IIl.

K1700 :

Figure

218

ST. THOMAS DE VILLANUEVA GIVING ALMS TO
THE POOR. EI Paso, Texas, EI Paso Museum of Art
(61-1-56), since 1961. Oil on panel. II! X17! in. (28.6 X
43·8 em.). Inscribed on base of left newel post: JV DE
DA.DES F. Cradled, cleaned and restored by Modestini,
1954·
El Paso, 1961, Cat. No. 48.
The composition shows Bishop Thomas of Villanueva
standing on the steps of a palatial structure, with six
attendants behind him. Clad in episcopal robes and miter,
the bishop-saint holds a crozier and purse in his left hand,
giving alms with his right to a beggar kneeling on the steps.
Another beggar stands at the left. Additional mendicant
groups are to the left and right, given food by Augustinian
monks from within the episcopal palace. A patio is seen
through the grill work at the upper left; a spire like that of
the Cathedral of Seville is at the upper right. A statue of
Charity is placed at the top of the balustrade.
Born in 1488 in Fuenllana, Thomas entered the order of
Augustinian hermits at Villanueva. He was prior of
Castilla and Andalusia and a chaplain at the court of
Charles V. He became Archbishop of Valencia in 1544,
dying there in 1555. His love of charity led to renown as
Thomas the Almoner. Beatified in 1618, he was canonized
in 1658. His attributes include episcopal vestments and an
alms purse. The saint is known to have called the poor of
Valencia to his episcopal palace daily in order to provide
for their needs. This is the subject OfKI700.1
The first time the painting was published, it was suggested
that tile architectural setting resembled buildings designed
by the mid-sixteenth-century architect Juan de Herrera as
well as those contemporary with Valdes Leal.2 Gudiol
dated the Kress panel between 1674 and 1680, describing
it as a sketch.3
In 1959 Soria described the work as executed 'in the same
sparkling manner as the Marriage of the Virgiu' dated 1667
(Seville, Cathedral).' He dated tile panel 1665-70. The panel
was compared by Shapley with Valdes Leal's early works
of the 1650s, such as his Assalllt of the Saracens, implying a
similar date (1653) for K1700 (EI Paso, Cat. No. 48). Its
small size together with the support suggest that the panel
is a preparatory sketch. Two such works by Valdes Leal,
also on panel, are close in style and are generally placed in
his last years.5 The painting probably relates to an
Augustinian commission, as the bulk of the depictions of
St. Thomas of Villanueva were destined for that Order.
Since, at the time of tlle artist's death, the prior of the
Augustinian monastery of Seville owed tile artist payment
for a retable of an unknown subject for the monastery
church's capilla major, it may well be, as suggested by
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Merribell Maddux Parsons, that the Kress panel was a
preliminary sketch for this work, probably executed in the
late 1670S or 1680s.6 KI700 could also have been intended
as one of a group of predella panels showing scenes from
the life of the saint. The artist may have drawn upon the
series painted by Murillo for the same monastery c. 1663/64
and c. 1678 for some of the motifs. The opulent, Renaissance-style episcopal palace here is probably drawn from
buildings in Seville. The painter's late works, such as the
series of the Life of Igllatil/s Loyola (Seville, Musco Provincial de Bellas Artes) painted between 1674 and 1676,
manifest a great interest in architecture absent from Valdes
Leal's earlier oeuvre.

Provwallce: Pieter de Boer, Amsterdam. 7 New York,
Frederick Mont, exhibited - Hartford, Connecticut, Wadsworth Atheneum, A Loall Exhibitioll oj Fifty Paillters oj
Arclzitecture, 1947, p. 18, Cat. No. 47. Kress acquisition
1950, from Frederick Mont.
ReJerCllces: (I) Reau, III, 3, p. I281. See also Ignacio
Monasterio, Mlsticos AI/gustlllos Espalioles, El Escorial, 1929;
P. Jobit, L'eveqlle des pauvres, Saint Tizomas de Villeneuve,
Paris, 1961; Emile Male, L'art religieux aprcs Ie Concile de
Trente, Paris, 1932, pp. 91-2. (2) A Loall Exhibitioll oj Fifty
Paillters oj Architecture, Wadsworth Atheneum, Hartford,
Connecticut, 1947, p. 18, Cat. No. 47. (3) Jose Gudiol, 'La
Peinture de Valdes Leal, et sa Valeur picturale', Gazette des
Beaux-Arts, L, 1957, pp. 123-36, p. 133. (4) George Kubler
and Martin Soria, Art and Architecture ill Spaitl alld Portugal
and their Americall Domilliolls 1500-1800, Baltimore, 1959,
p. 294, pI. 160A. The panel is omitted from Elizabeth du
Gue Trapier's monograph on Valdes Leal (New York,
1960); she states on p. I that her work does not include the
painter's oeuvre in its entirety. (5) See Trapier, op. cit.,
fig. II4, Assumptioll of the Virgill (Lord Harewood, Leeds);
fig. III, Immaculate Conceptioll (ex colI. Marcel Nicolle).
They are placed by Trapier (op. cit., pp. 46-7) in the artist's
last period. Paul Lafond (juall de Valdes Leal, Paris, 1922,
p. II2) dates them c.1675. Soria, op. cit., p. 294, placed
them a decade earlier. (6) The document is given by Jose
Gestoso y Perez, Biograf£a del Pilltor Sevillallo: Juall de Valdes
Leal, Seville, 1917, p. 173. This debt may have been for
sums owed Valdez Leal for paintings he executed on the
walls and arch (or vault) of the monastery cllapel. See
Felix Gonzales de Leon, Noticia artistica historica y curiosa
de todos los edificios pub/icos, sagrados y proJanos de la ciudad
de Sevilla, Seville, 1844. Part II, pp. 273-87, deals with the
Convento de S. Augustin; see esp. p. 274. Paintings from
the life of the saint were seen throughout the monastery
and church. Such works by Murillo were described by
J. A. Cdn Bermudez, Dicciollario historico de los /luls ilustres
profesores de las bellas artes en Espaiia, Madrid, 1800, II, p. 60.
Duncan T. Kinkead (Letter of 6/VI/72, Kress Archive)
suggested that the sketch may have been made for one of
the two lost canvases for the side walls of the capilla major
of the Augustinian church of Seville. These works were
long thought to have been by Herrera, but Ponz ascribed
them to Valdes Leal. See J. de M. Carriazo, 'Correspondencia de don Antonio Ponz con el Conde del Aguila',

Archivo espaliol de arte y arqueolog(a, v, 1929, pp. 157-83,
p. 14, Carta 5.a: 'y de Juan de Valdes, no de Herrera, son
los dos lienzos que estan enbebidos en las parades colaterales
de la capilla mayor'. (7) Letter of 16/vu/68.

FRANCISCO ANTOLfNEZ Y
SARABIA
Francisco AntoHnez y Sarabia, the nephew of the better
known artist Jose AntoHnez, was born in Seville in 1644
and died in Madrid in 1700. Throughout his life he was
both an artist and a lawyer, without greatly distinguishing
himselfin either profession. In 1660 he entered the Academy
of Seville, where he was probably Murillo's pupil. According to Beruete, he may have also studied under Yriarte.1
From 1672-76 Antolinez lived in Madrid, the residence of
his uncle, returning to Seville after the latter's death in
1676. Preferring to work on a small scale, he is best known
for his landscapes and portrait miniatures. Several of his
paintings are in the Prado and in Seville. AntoHnez, with
many other masters of the School of Seville, specialized in
the Spanish genre of Paisaje de la Sagrada Escritura: usually
a horizontal, rustic Bible scene, decorative in feeling, its
religious content subordinated to an arcadian setting. These
freely-brushed, romantically rendered scenes owed much
to Bolognese and Netherlandish art of the earlier seventeenth century and to the Bassano tradition as brought to
Spain by Orrente. The Seville artists reduced Murillo's
much larger paintings of similar subjects to a smaller, more
domestic scale. However, Murillo may himself have been
influenced by the spontaneous, small-scale works of his
lesser, younger colleagues. Palomino described the artist as
producing these paintings in series of six, eight, or ten, but
larger than K484.

Attributed to FRANCISCO ANTOLINEZ
Y SARABIA
K484 : Figure 2I9
JACOB AND RACHEL AT THE WELL. EI Paso, Texas, El
Paso Museum of Art (61-1-55), since 1961. Oil on coarse
canvas. 191 X29 in. (48.9 X73·7 cm.). Relined, cleaned and
restored by Pichetto in 1938.
Ei Paso, 1961, Cat. No. 47.
Jacob is shown at the right, about to water his uncle's flock
with the well bucket in his hand. He has just met Rachel,
who leans upon masonry at the well head (Genesis 29: lOll). To the left sheep are drinking from the trough. The
rock which Jacob removed from tlle well opening lies in
the center foreground. Two shepherds are in the background where a large house is seen. An impressionisticallyrendered tree is in the right foreground. A female figure,
seen from the back, behind Rachel, may be her sister Leah. 2
Between 1826, when K484 was first published in the famous
Lapeyriere sale, and 1961, the painting was always regarded
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as by Murillo. A certificate to this effect was prepared by
Mayer in 1922.3 In the same year Terey described K484 as
'apparently a study for a great painting, which was lost,
and may have belonged to tlle series representing the life
ofJacob'.4 The series referred to by Terey was painted by
Murillo in tlle late 1660s.5 The Kress canvas was characterized by Burroughs as a 'silvery and poetic little
picture ..• one of his [Murillo's] rare landscapes, with
smallish figures representing Jacob and Rachel'.6 In 1937
A. Venturi, F. Mason-Perkins, William Suida, and G.
Fiocco supported a Murillo attribution for K484.7 Gudiol
suggested a dating of 1665 for this work, which he gave to
Murillo. s Gaya Nlllio (p. 255, Cat. No. 2000) believed
Murillo to have painted it toward 1670. Shapley first
published the canvas as by Francisco AntoHnez y Sarabia,
noting its stylistic similarity to that master's series of scenes
from the Life of the Virgin (Madrid, Prado). She found
that Rachel is painted with 'the grace of Murillo ... at
least tllis detail of the picture should be re-attributed to this
master. Possibly the picture dates from the mid-1670s when
Antolinez was in Murillo's drawing school in Seville' (EI
Paso, loc. cit.). o Stechow suggested the Kress canvas may be
by Ignacio de Yriarte. Three years Murillo's junior, Yriarte,
according to Soria and Stechow, may have influenced tlle
better-known Seville master's approach to landscape.1o
The landscape section of K484 is close in style and feeling
to a depiction of the same subject (Ponce, Musco de Arte,
Puerto Rico) by Jose Antolinez, the uncle of the master of
the Kress canvas. Jose was a pupil of the Seville landscape
master Yriarte.l1 Nine years his nephew's senior, AntoHnez
was active in Madrid. Both uncle and nephew worked in a
manner somewhat like that of Murillo. The Ponce painting
is entitled Landscape with Shepf,erds but may, like the Kress
example, belong to the category of Paisajes de la Sagrada
Escritura. Jacob and Rachel at the Well resembles a series of
tl1ree canvases of the same religious genre in Seville
Cathedral by Francisco AntoHnez, but the figures in the
Kress canvas are more literal, less romantically and freely
rendered. The attribution of K484 to Francisco AntoHnez
y Sarabia is not entirely conclusive. However, it is more
satisfactory than the previous suggestions - Murillo and
Yriarte. The figures are insufficiently authoritative for the
first and the landscape seems too conventional in execution
for the second. AntoHnez y Sarabia, an eclectic painter,
may well have combined the style ofYriarte, who was his
uncle's teacher, with that of Murillo, whose works
dominated the School of Seville in the later seventeenth
century.

Provenance: All of the following catalogues give K484 to
Murillo. Lepeyriere, Paris (sale, Paris, Le Brun Galerie,
Catalogue des Tableaux et atltres objets de curiosite formant Ie
Cabinet de M. Lepeyriere, 19 Apr. [1825], pp. 37-8, Cat.
No. 58, as Paysage pastorale). G. A. F. Cavendish Bentinck.12
Sir Henry Hawley, Hove, Sussex, England (sale, London,
Christie's, 16 Apr. 1919, p. 6, Cat. NO.7). A. Martin,
London.13 Eugen Boross, as early as 1923, exhibited - New
York, Metropolitan Museum of Art, Spanish Paintings from
EI Greco to Goya, 1928, p. 44. Brooklyn, New York,
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Brooklyn Museum, Exhibition of Spanish Painting, 1935,
Cat. No. 48. New York, Kleinberger Gallery. Kress
acquisition 1937, exhibited- New York, New York
World's Fair, Masterpieces ofArt, Catalogue of European and
American Paintings, 1940, p. 89, Cat. No. 120. Toronto, Art
Gallery, All Exf,ibition of Great Paintings in Aid of the
Canadian Red Cross, 1940, p. II, Cat. No. 53. Toledo,
Ohio, Toledo Museum of Art, Spanish Painting, 1941,
pp. II4-16, Cat. No. 45. Montreal, The Montreal Museum
of Fine Arts, 1952, p. 20, Cat. No. 20.

References: (I) A. de Beruete y Moret, The School ofMadrid,
trans. by Mrs. Steuart Erskine, London-New York, 19II,
p. 2II. (2) For representations of this subject see Reau, II, I,
pp. 148-50; Anton Pigler, Barockthemen, Berlin and
Budapest, 1956, I, pp. 59-62. (3) 19/IV/22, transcription in
Kress Archive, New York. (4) Gabriel de Terey, 'Die
Murillo - Bilder der Sammlung Eugen Boross in Larchmond', Cicerone, xv, Sept. 1923, pp. 769-74. (5) See
Wolfgang Stechow, 'Bartolome Esteban Murillo, Laban
Searching for his Stolen Household Gods in Rachel's
Tent', Bulletin of the Cleveland Museulll of Art, Dec. 1966,
pp. 367-77. Murillo's canvas ofJacob Meeting Rachel at the
Well is lost. It was last recorded in the Alexis Delahante
sale of 1817. See Charles B. Curtis, Velazquez and Murillo,
London and New York, 1883, p. II9, Cat. No. 8b. (6)
Bryson Burroughs, 'Spanish Paintings from El Greco to
Goya', Bulletin of the Metropolitan Museulll oj Art, XXIII,
1928, pp. 39-44, p. 44. (7) Transcriptions in Kress Archive,
New York. (8) Jose Gudiol, Spanish Painting, Museum
of Art, Toledo, Ohio, 1941, p. II4. (9) Evidence for
Antolinez y Sarabia's execution of a Jacob cycle may be
found in his drawing for a Jacob Wrestling with the Angel
(Hamburg, Kunsthalle). (10) Stechow, op. cit., p. 375.
George Kubler and Martin Soria, Art and Architecture itt
Spain and Portugal and their American Dominions 1500-1800,
Baltimore, 1959, p. 277. (II) Julius S. Held, Catalogue ojthe
European and American Schools, Museo de Arte de Ponce,
Ponce, 1965, I, p. 5. The subject appears to be The Peeling
of the Wands, based upon the Murillo now in a Swiss
private collection (reproduced by Wolfgang Stechow, op.
cit., fig. 6). (12) According to dealer's brochure. Neither the
8-II, 13-14 July 1891 nor 15-17 July 1891 sales (London,
Christie's) of the G. A. F. Cavendish Bentinck Collection
mentions K484. (13) According to Terey, op. cit., p. 770.

JOAQUIN X. INZA
Little is known of Inza's life. 1 He was probably born
C. 1730; his first works are dated 1758 and 1763. The painter
is last recorded in 1808. Influenced by Mengs, Inza became
a Madrid court and society painter; his portrait of Carlos III
is in the Academia de Jurisprudencia, Madrid. He depicted
the Duqucsa de Huescar as Venus, embracing her little
daughter, the future Duquesa de Alba. Inza also painted a
portrait of the Duquesa de Huescar's second husband, tlle
Duque de Arcos (for which a record of payment survives),
dated 1781-82, as well as executing miniatures for the same
family. A later work attributed to Inza is a Goya-like
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portrait of Senora Cdn Bermudez, the pendant to Goya's
depiction of her husband, the Spanish connoisseur (both
Budapest, Magyar Szepmuveszeti Muzeum).2

Attributed to INZA
K2I03 :

Figure
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MARfA TERESA CAYETANA DE SILVA Y SILVA, XIII
DUQUESA DE ALBA. Memphis, Tennessee, Brooks
Memorial Art Gallery (61.214), since 1958. Oil on canvas.
341 X26 in. (87·3 X66·0 cm.). According to Joaquin
Ezquerra del Bayo, Spanish scholars stated that K2I03
was originally signed INZA, the signature removed before
1932.3 Pentimento in left hand. Some abrasion in flesh
areas; incised line used by artist to define hat preparatory
to painting. Cleaned c. 1946 when the painting was brought
to the United States by Antonio Riportella. At this time a
canary (linnet?) was revealed above the right shoulder of
the Duchess after overpainting was removed. Cleaned and
restored by Modestini, 1958.
Memphis, 1958, p. 62.
The young Duchess, turned slightly to the left, is shown
almost to the knee. She is probably seated, close to a gilt
Louis XV console upon which she rests her right arm. A
small long-haired dog is on the console. The Duchess holds
a large key in her left hand, and a ring in her right. She
has a bouffant coiffure topped by a broad-brimmed hat
crowned with blue and white striped ribbons. The same
type of ribbon is used in a bow on the breast of her striped
grey, mauve, and white muslin dress, which has a decollete
neckline and lace at collar and cuffs. A black velvet ribbon
around her waist has a cut steel buckle.
Maria Teresa, the thirteenth Duchess of Alba, was born in
1762, tile daughter of Francisco de Paula de Silva y Alvarez
de Toledo, Duke of Huescar, and of Maria Pilar Ana de
Silva y Sarmiento, and the granddaughter of the twelfth
Duke of Alba. She was married to a distant cousin, Jose
Alvarez de Toledo y Gonzaga, Duke of Fernandina, in 1776.
The family of Don Jose agreed that he would assume the
Alba title upon the death of the twelfth Duke (d. 1775).
The sitter for the Kress portrait was widowed in 1796, and
died in 1802.
The Kress canvas was published by Von Loga as a portrait
of the Duchess of Alba painted by Goya showing her somewhat younger than in the best-known depictions. 4 It was
included in the Goya monograph by Calvert.5 According
to Stokes, Goya painted this canvas of the Duchess of Alba
at an earlier date than tile one in tile Liria Palace, Madrid,
of 1795. He viewed both of them as 'not wholly satisfactory' works by Goya and described the key as 'probably
symbolical of her rights as mistress of San Lucar'. 6 The
canvas is included in Beruete y Moret's study of Goya's
portraits as an autograph work. 7 The painting, uncleaned
at the time, was extremely dark, and the dog barely discemible. According to Beruete y Moret, there was a bird

in the background. 8 Madsen dated the work C.1795. 9
According to Gold, the Kress canvas shows Goya's
expressionistic distortion of a conventional fashionable
figure. lo Goya's authorship of K2103 was not viewed as
certain by Mayer.l l In 1932 Ezquerra first suggested that
the painting was by Inza.12 Bourgeois wrote that a portrait
of the Duchess of Alba's mother, Dona Marfa del Pilar,
Atla de Silva y Sarmietlto, Duqllesa de Huescar (ColI. Duke
of Alba, Madrid), one ofMengs's last works (1770S), shows
her holding a key and ring in the same fashion as here.13
The Kress portrait was attributed to Inza by Lafuente, who
described it as inferior to Goya's art and pointed out that
the treatment of the arms and hands agrees with female
portraits by Inza, such as that of Dona Micaela • •• Marqllesa
de Pemales (c. 1775).14 Gaya NUlio (p. 160, Cat. No. 909)
listed the portrait among Goya works of dubious authenticity, datable c. 1790. According to Martin Soria, K2103
does not belong to Inza's oeuvre.15
Too tight in execution to conform to Goya's art, tile
Kress canvas may be by Inza, a fashionable Madrid
portraitist whose style was formed before Goya's.16 The
portrait was probably commissioned by the Duquesa de
Alba in the late 1780s, in view of the striking similarity of
her attire to that WOOl by the Duquesa de Osuna in a
portrait of 1785 (Madrid, Collection Juan March).17 It
shows her at about thirty years of age and was painted a
few years before Goya became the Duquesa's favorite
artist in 1795. She is surrounded by emblems: the dog and
the ring signify fidelity and eternity and the key is presumably to her heart.

Pro Vel/alice: Don Rafael Barrio, Madrid. ls Trotti, Paris.
Count Avogli, exhibited- Copenhagen, Catalogue oj a
Collectioll oj Paintings exhibited in the Dallish Museum oj
Fille Arts, 1920, p. 76, Cat. No. 47, by Karl Madsen. Heilbuth Collection, Copenhagen.19 Mrs. George Rasmussen,
Copenhagen, 1938. Mrs. Aase Houmann, Copenhagen.
New York, David M. Koetser Gallery. Kress acquisition
1955, exhibited - Winnipeg, the Winnipeg Art Gallery,
El Greco to Goya, 16 Apr.-15 May 1955, p. 23.
Rejerel/ces: (I) The biographical information came from
notes of 1932 made by Joaquin Ezquerra del Bayo and
published by Enrique Lafuente Ferrari, Alltecedentes,
Coincidcllcias e Ilifluellcias del Arte de Goya (Sociedad
Espanola de Amigos de Arte) , CaMlogo Ill/strado de la
Exposiciotl Celebrada CIt 1932, Madrid, 1947, pp. 361-2.
(2) Since Cc:in Bermudez omitted reference to Inza in his
Dicciollario, that artist's authorship of a portrait of Ccan's
wife seems less tllan certain. Ezquerra del Bayo, op. cit.,
p. 361, quoted anonymous Spanish scholars as saying that
the Portrait oj Senora Ceall BermMez once bore an Inza
signature. (3) Ibid., p. 161. (4) Valerian von Loga, Frallcisco
de Goya, Berlin, 1903, p. 85, Cat. No. 166, p. 19I. Same
views given in 1921 edition, pp. 84, 189, Cat. No. 166.
(5) Albert F. Calvert, Goya, London, 1908, p. 130, Cat.
No. 73. (6) Hugh Stokes, Frallcisco Goya, New York, 1914.
p. 190. (7) Aureliano de Beruete y Moret, Gora, Pilltor de
Retratos, Madrid, 1916, p. 175, Cat. No. 147. In the English
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edition of 1922 (Goya as a Portrait Paiuter, Boston-New
York), see pp. 71, 209, Cat. No. ISS. (8) Idem, Goya,
Madrid, 1928, p. 41. (9) Karl Madsen, Catalogue ofa Collectioll of Pailltillgs Exhibited ill the Dallish Museum of Fille Arts,
Copenhagen, 1920, p. 76, Cat. No. 47. (10) Alfred Gold,
'Die Sammlung Heilbuth', Cicero lie, XIII, 1921, pp. 89-93,
esp. p. 91. (II) A. L. Mayer, Frail cisco de Goya, Munich,
1923, pp. 167-8, 187, Cat. No. 196. Same information in
English edition, London, 1924, p. ISO, Cat. No. 196. (12)
Quoted by Lafuente Ferrari, op. cit., p. 161. (13) Noted by
Stephen Bourgeois in an unpublished study of K2103,
dated 9 July 1946, in the Kress Archive, New York. The
portrait is reproduced by Joaquin Ezquerra del Bayo, La
Duquesa Alba y Goya, Madrid, 1928, pI. 6, p. 89. (14)
Lafuente Ferrari, 0p. cit., p. 163. (IS) Letter of 25/IX/59,
Kress Archive, New York. (16) It is close in style to a male
portrait, attributed to Inza, at the Berry-Hill Galleries.
Reproduced Art Joumal, xxv, 1966 (Advertisement). (17)
Reproduced by Jose L6pez-Rey, 'Goya: Madmen and
Monarchs', Art News, Oct. 1970, pp. 56-9, 81-2, esp. p. 56.
(18) Von Loga, op. cit., p. 191, no. 166; Calvert, loc. cit.;
Stokes, loc. cit. (19) Gold, op. cit., p. 91.

FRANCISCO DE GOY A
Francisco Jose de Goya y Lucientes was born in 1746 in
Fuendetodos, near Zaragoza, the son of a gilder.1 He died
in Bordeaux in 1828. At fourteen, he was apprenticed in
Zaragoza to Jose Luzan y Martinez, who had studied in
Naples. In 1763 Goya moved to Madrid and became the
pupil of Francisco Bayeu, a former apprentice of Luzan's,
who was then the collaborator of the Nco-classical German
master at the Spanish court, Anton Raphael Mengs. Goya
traveled to Italy in 1766 and went there again in 1771
before settling in Madrid in 1773, where he married Bayeu's
-sister. His career at court began in 1774 with commissions
for cartoons for the royal tapestry factory of Santa B:l.rbara.
He entered the Academy of San Fernando in 1780, be.coming Director in 1785. In 1786 he was appointed Painter
to the King and in 1789 became Painter of the Household.
The artist became completely deaf following a stroke in
1792. In 1799 he issued the Capriclzos, a series of etchings
showing tlle folly and cupidity of mankind, withdrawn
immediately after publication, as was his Desastres de la
GHerra of 1814. Goya's portraiture reveals incisive scrutiny
in such works as The Family of Charles IV (Madrid, Prado)
of 1800. With tlle political upheavals of 1805 onward, the
.elderly Goya's oeuvre became increasingly introspective as
seen in the expressionistic wall paintings of 1820-22 for his
home (Madrid, Prado). After the Restoration of I 823, Goya
petitioned tlle court for a leave of absence. His last four
years were spent in Bordeaux. Goya transformed Neo.classical and rococo conventions to create a profoundly
personal, expressive art.

Referellce: (I) See Francisco Javier Sanchez Cant6n, Vida y
obras de Goya, Madrid, 1951. Tomas Harris, Goya, ell,gravillgs alld lithographs, Oxford, 1964. Jose L6pez-Rey,
.Goya's Capric1zos, Princeton, 1953.
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KI973 : Figure 223
DON RAM6N (DE) POSADA (Y SOTO?). San Francisco,
California, M. H. De Young Memorial Museum
(61-44-26), since 1955. Oil on canvas. 46 X34i in. (II6.8 X
87'7 em.). Inscribed at lower right comer of trompe I'reil
frame: GOYA. Last restored, presumably by Knoedler, prior
to acquisition; well preserved with the exception of
abrasion on the left side of chest and circular loss in right
shoulder.1
The sitter, in a white wig, is shown approximately life-size,
through an illusionistic pink-painted frame. He is in kneelength, in three-quarter view, turned somewhat to the left,
seated on a balloon-backed chair. He wears dark-colored
trousers, a dark blue clzallgeallt silk redingote and flowered
gray and blue waistcoat with white lace at the collar and
cuffs. He wears the Cross of Carlos III. The gentleman's
left arm is crossed over his chest and tucked under his coat
while his right is bent so that his hand rests on his hip.
In 1900 the sitter was first identified as Ramon de Posada
y Soto, first president of tlle Tribunal of Cadiz in 1812 and
an advisor to the Academy of San Fernando - the academy
of Fine Arts - in 1814. He died in Toledo on 14 January
1815.2 Some confusion over the position and nationality of
Posada arose by 1951 when Sanchez Canton referred to
him as 'el mejicano'.3 In 1964 Trapier stated: 'The identity
of the subject is still a matter of conjecture. Is he the
Mexican Posada ... or the man with the same name who
was President of the Tribunal ofJustice at Cadiz in 1812 ?'4
There is no reason to believe that there were two royal
officials by the name of Ram6n Posada, despite the fact that
'y Soto' is not cited in connection with Posada's Mexican
activities. He is referred to several times in connection with
his work on behalf of the Academia de San Carlos in
Mexico, always as a caballero of the Order of Carlos III
and as an official of the court. In the list of the members of
the Order from its inception until 1847 only one Posada is
given: 'Posada y Soto, Rivero y Posada (Ramon de), Fiscal
de la Audiencia de Mejico, Caballero supernumerario.Cangas de Orus (Oviedo), A. 1785 - Exp. 225.'5 Carrillo,
in a book concerning the Academia de San Carlos in
Mexico, referred to Posada 'Caballero de la Real Orden de
Carlos Tercero, del Consejo de S.M., Fiscal de la Rcal
Hacienda.' Carrillo related that C. 1792 'Para sustituir a
Mangino como Presidente de Ia Junta de Govierno de la
Academia, fue designado don Ramon de Posada, Caballero
de la Real Orden de Carlos III, del Consejo de S.M., Fiscal
de la Real Hacienda, Academico de Honor y Merito de la
de San Fernando, de Madrid, y Consiliario mas anti guo de
la de San Carlos, de Mexico.' In 1794 Posada went on a
mission to Spain to acquire paintings for the Academy. On
26 November 1794, he wrote to Mexico that he had met
Goya to discuss a painting commissioned by the Academy,
which Goya had not executed because the terms were
never worked out. Posada was still in Madrid in 1796, as a
letter exists from that year. 6 A document of 26 October
1808 listed Posada as member of a Tribunal created under
the auspices of the Spanish king to deal with pro-French
sentiment and activities. 7
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The Kress canvas was published in the Tormo monograph
of 1902, which listed it as belonging to Goya's second
period (1788-1800).8 Beruete y Moret characterized the
portrait as beautiful in every way and noted that it was
especially important for its clear presentation of Goya's
techniques; painted on a red preparatory ground which the
artist used for works in which the tonalities were somewhat grayed, a much lighter ground than the red he used
in his earlier works and once again after 1795. He stated
that the exact date of execution could not be determined. 9
Mayer dated the canvas c. 179<>--92. He noted that the
compositions of Goya's male portraits of the last years of
the eighteenth century resemble contemporary English
ones and suggested that the artist might have used English
mezzotints as models or been influenced by Pompeo
Batoni's portraits of Englishmen resident in Madrid.10
According to Lopez-Rey the Kress canvas, with its 'uneven,
streaked surfaces and sharp contrasts in lights and shadows',
belongs with Goya's portraits after 1793 when he rejects
~n emphasis upon grace and delicacy, emphasizing volume
'by means of a broader modeling and highlights, with the
result that the accent is on the sitter's individuality•.. .'11
K1973 is dated c. 1794 by Sanchez Canton.12 The canvas
was executed C.1797 according to Lopez-Rey.13 Frankfurter, without documentary evidence, noted that the
Kress portrait of Don Ramon de Posada y Soto 'is recorded
to have been painted in 1801, in Goya's first maturity; the
"porthole" is reminiscent of his early bent toward
illusionism.'14 Gaya Nuno (p. 169, Cat. No. 1001) dated the
portrait toward 1801. The 1797 dating was also given by
Trapier, who viewed the rectangular illusionistic frame as
a later dddition to an oval canvas.1S The trompe l'reil
frame was similarly rejected by Despartmet Fitz-Gerald,
who dated the oval area 1801.16
This canvas is a major example of Goya's art, moving from
his more conventional portraits of the 1780S to the second
phase of the 1790S. The bold assertive characterization of
the sitter, artfully poised behind an illusionistic frame,
points toward Goya's most powerful creations. It can be
dated after 1794, the year of Posada's return to Spain. The
trompe I'rei! format was a very popular device in the
seventeenth and eighteenth centuries throughout Europe,
~lso employed by Goya in preliminary sketches for The
Family of Charles IV (Madrid, Prado).l7 Special attention
may have been given this portrait by Goya, as the sitter
was an important official in the Spanish and Mexican art
worlds as an officer of the Academia de San Carlos.

Provenance: Don Jose Maria Perez Caballero, Madrid,
exhibited - Madrid, Ministerio de lnstruccion Publica y
Bellas Artes, CatJlogo de las Obras de Goya, May 1900, p. 15,
Cat. No. 35. Dona Pilar Perez Caballero de Comas,
Madrid, exhibited - New York, M. Knoedler and Co.,
Catalogue of the Loan Exhibition of Paintings by El Greco and
Goya for the Benefit of the American Women War Relief alld
the Belgian Relief Fund, Jan. 1915, pp. 26-7, Cat. No. 23.
New York, M. Knoedler and Co., exhibited - San
Francisco, California, The San Francisco Museum of Art,

Catalogue if the Loan Exhibition of Paintings by Old Masters
in the Palace ojFine Arts, 1920, p. 36, Cat. No. 80, catalogue
by J. Nilsen Laurvik. New York, Wildenstein and Co.
Forsyth Wickes, Newport, R.!. New York, Wildenstein
and Co., exhibited - Wildenstein and Co., A Loan Exhibition if Goya for the Benefit of the Institute if Fine Arts, New
York University, 9 NOV.-16 Dec. 1950, p. 17, Cat. No. 12,
catalogue by Jose Lopez-Rey. Kress acquisition 1953, from
Wildenstein, exhibited - Washington, D.C., National
Gallery of Art, Exhibition of Art Treasures for America
from the Samuel H. Kress Collection, 4 Dec. 1961 - 10 Feb.
1962, Cat. No. 40, London, Royal Academy of Arts,
Goya and His Times, Winter exhibition 1963/64, p. 38,
Cat. No. 73.
References: (I) See photograph in Elizabeth du Gut! Trapier,
Goya and his Sitters, New York, 1964, fig. 23. PI. 34 of
Xaviere Desparmet Fitz-Gerald, L'(Euvre Peint de Goya,
Catalogue Raisollltt!, Paris, 1928-50, II, shows K1973 as it
appeared prior to 1915, in an elaborately tooled rectangular
frame with an oval opening (pI. 344) which presumably
obscured the original format of the portrait, with its
trompe l'reil frame. In plate 345, the painting is shown
unframed, as a rectangular canvas. Traces of what appear
to be the trompe l'reil frame are barely discernible. The
illusionistic painted frame probably displeased a later owner
of the canvas, who had it covered by the frame with an
oval opening. (2) Madrid, Ministerio de Instruccion
Publica y Bellas Artes, CatJlogo de las Obras de Goya, May
1900, p. 15, Cat. No. 35 and supplement p. II. (3) F. J.
Sanchez Canton, Vida y Obras de Goya, Madrid, 1951,
p. 59, n. 29. Sec also the catalogue of Goya alld His Times,
Royal Academy of Arts, Winter Exhibition, London,
1963/64, p. 38, Cat. No. 73. (4) Trapier, op. cit., p. 12.
(5) Archivo Historico Nacional, jndice de Prtlebas de los
Caballeros de la Real y distinguida Orden Espanola de Carlos III,
Madrid, 1904. Also published as a supplement to Revista de
Arcllivos Bibliotecas y Museos, Ano 8, 1904, pp. 1-199. See
also Alberto and Arturo Garda Carrafl'a, Enciclopedia
heraldica y genea16gica hispallo-americana, Diccionario henfldico
y geneal6gico de apellidos espaiioles y americanos, 74, Madrid,
1954, pp. 72-7. (6) Abelardo Carrillo y Gariel, EI Arte etI
Mexico de 1781 a 1863. Datos sobre la academia de San Carlos
de Nueva Espana, Mexico, 1939, p. 17, pp. 28-9, and Las
Galerfas de Pintura de la Academia de San Carlos, Mexico,
1944, pp. 21-4. The section of the 1794 letter which
concerns Goya: 'Con este fin, y el de conocer a Dn. Franco.
Goya past! a su casa, y Ie halle de todo sordo, de manera
que fue necesario hablarle pro escrito. As! me informe del
estado del Cuadro, que Ie ha encargado la Academia y
respondio que como cI asunto era de entidad, y nadie se
habfa presentado a tratar en forma con el, no se habfa
resuelto a emprender una obra de tanto empeno, y fatiga,
en duda de la recompensa, y que los demas Profesores por
la misma causa nada tentfan hecho.' The preceding was also
published by Diego Angulo liiiguez, 'Un testimonio
mejicano de la sordera de Goya', Arcllivo Espanol de Arte,
XVI, 1944, pp. 391-2. (7) 'Componddn este Tribunal los
ministros ... D. Ramon de Posada y Soto, del Consejo y
Camara de Indias .•. .' Quoted by Miguel Artola, Los
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Afratuesados, Madrid, 1953, pp. 232, 260. (8) Elias Tormo
y Monz6, Las Pilltllras de Coya y Sll c1asificaci611 crollo16gica,
Madrid, 1902, p. 213. Paul Lafond, Coya, Paris, 1902,
p. 136, no. 191, erroneously listed the Kress canvas as 'figure
en pied'. Albert F. Calvert, Coya, London, 1905, p. 139,
Cat. No. 217a; Valerian von Loga, Coya, Berlin, 1921,
p. 202, Cat. No. 310; Hugh Stokes, Coya, New York,
1914, p. 334, Cat. No. 15S, all mention K1973. (9) A. de
Beruete y Moret, Coya, Pill tor de Retratos, Madrid, 1916,
p. 45, p. 174, Cat. No. 125; English edition, Coya as a
Portrait Paillter, Boston and New York, 1922, pp. 56-7.
(10) August Liebmann Mayer, Coya, Munich, 1923, p. 67,
p. 199, Cat. No. 392; also English edition, London and
Toronto, 1924, p. 310, Cat. No. 392. (II) A Loall ExllibitiotJ
of Coya for the Bellefit of the Illstitllte of Fille Arts, New York
Ulliversity, Wildenstein and Co., New York, 1950, p. 14.
(12) Sanchez Cant6n, op. cit., p. 59, n. 29. (13) L6pez-Rey,
Coya, New York, 1950, p. I I and pI. IS. (14) Alfred
Frankfurter. 'The Kress Gift to San Francisco', Art News,
LIV, 1955, pp. 40-3, pp. 57-S. (IS) Trapier, op. cit., p. 12.
(16) Desparmet Fitz-Gerald, op. cit., II, p. 139, Cat. No. 426.
(17) Ibid., pI. II, pIs. 322-5. The portrait of Zapater of 1797
is oval with a trompe l' reilledge in the foreground, pI. 299,
Cat. No. 276.

FRANCISCO DE GOY A
K2087 :

Figure
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DON ANTONIO NORIEGA. Washington, D.C., National
Gallery of Art (1626), since 1956. Oil on canvas, on red
preparatory layer. 401 x31i in. (102·6 XSo·9 cm.). Inscribed on paper held by sitter: El S?r D!,/Antonio/Noriega/
TesoreroJGeneral/F. Goya/lS01; on tablecloth at lower
left corner: D!' Antonio Noriega de [Ba]da caballero y
Regidor de laIR! y distinguida Orden Espanola de don.
C.III; Diputado/en Corte del Principe de las Asturias.
Director gen! de lasJTemporalidades de Espana e Indias y
de la R! NegociaJcion del Giro: Del Consejo de S.M. en el
R! Y Supremo de/Hacienda y su Tesorero general &c. &c.1
Labels on back: California Legion of Honor -lent by
Wildenstein; Art Institute Chicago - Loan Exhibition
Goya - 1941. Relined at unknown date; restoration along
extreme left edge; generally very well preserved.
Suida-Shapley, p. 90, Cat. No. 33 and Caya Nuiio, p. 169.
Cat. No. 993. Reproduced in color in Apollo, XXII, 1935,
facing p. 46.2
Noriega. shown in knee-length, against a dark monochromatic background. is seated at a covered table in a
gilded armchair upholstered in crimson. Although turned
to the left, in three-quarter view, he looks toward the
spectator. He wears a long dark coat, richly embroidered
with galloon braiding; its orange and gold embroidered
cuffs match the long vest seen below. The Order of
Carlos III is pinned to his chest. The sitter's hair is powdered
and he wears a white stock. His left hand is placed within
the opened vest; his right holds the inscribed paper.
16
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Antonio Noriega de Bada y Bermudez was born at an
unknown date in Bode, to a noble Asturias family, whose
seat was at Torre de Noriega in the municipality of
Rivadedeva Casturias. province of Oviedo near Santander.
His father was Manuel Francisco de Noriega Perez de
Estrada and his mother, also from Bode, was Leanor
Bermudez. The sitter was tesorero gelleral of the Spanish
kingdom and held other positions at court, as given in the
painted inscription. In 1799 he was appointed Director
gelleral de las Temporalidades de Espaiia e Illdias y de la Real
Negoci611 del Ciro and awarded the Order of Carlos III on
23 July IS01.3 Mter the fall of his friend and associate
Manuel de Godoy in IS0S, Noriega was killed by his own
countrymen at Badajoz, on 16 December IS0S, during a
popular uprising against Napoleonic power in Spain.4
Mayer noted the rich coloring of K 20S7 as differing from
the melancholy tonality of other Goya portraits painted in
the vel) early years of the nineteenth century, its realism
relating to Goya's portraits of the Spanish royal family.1>
According to Desparmet Fitz-Gerald, the portrait was
executed c. IS00.6 L6pez-Rey noted that 'the undulating
surfaces and mild colors now give way to uneven, streaked
surfaces and sharp contrasts between lights and shadows.'
The sitter's 'volume is accentuated by means of a broader
modeling and highlights with the result that the accent is
on ... individuality rather than on ... generic human
grace.'7 The portrait is listed by Sanchez-Cant6n. 8 It is
described as 'typical of Goya' s official portraits' by Trapier.
She noted that 'flecks of heavy impasto are used freely but
with little skill; Goya seems bored with his task. The face
of the model is dull with lackluster brown eyes, full lips,
and rosy flesh tones brushed in over red priming. Difficult
it is to decide whether he is wearing a wig or if it is his
own gray hair. The figure is placed against a dull brown
background as if the artist wished to subdue his rather
garish color scheme.' Noting tllat Noriega received the
Order of Carlos III in IS01, Trapier suggested that he may
have 'sat for his portrait to celebrate the event'. 9
The Noriega portrait shows Goya working within a conventional formula which he imbues with excitement
through flamboyant brushwork. It has been suggested that
'the hand thrust inside the waistcoat is in imitation of
Noriega's foreign master, Napoleon I, who regularly
assumed this pose' as seen in the David Napoleoll ill lu's
Stlldy (K2046, see p. 352).10

Provellallce: Private collection, Madrid. Freiherrvon Stumm
(German ambassador to Spain), Madrid (sale, Berlin.
Alltiqllitiitetl ./Ild Alte Cell/iilde ails del/l Nachlass des verstorbellell Freiherm F. VOII StUIIIIII, 4 Oct. 1932, p. 19, Cat. No.
87, Cat. by Dr. Gunther Deneke). Paris, London and New
York, Wildenstein and Co. Inc., exhibited - Paris, Bibliotheque Nationale, Coya: Expositioll de l' wllvre grave de
peintllres, de tapisseries et de cellt dix dessills dll Mllsee dll Prado,
Apr. 1935, p. 60. Cat. No. 351. Chicago, Ill., Chicago Art
Institute, The Art of Coya, 1941. p. 45, Cat. No. 70. New
York. Wildenstein and Co., Coya: A Loall Exllibitioll for
tile Bellefit of tile Illstitllte of Fine Arts, New York Ulliversity,
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9 Nov.-16 Dec. 19SO, p. IS, Cat. No. 16. Houston, Texas,
Allied Arts Association Annual Art Festival, Masterpieces
oj Paintillg through Six Cellturies, 16-27 Nov. 1952, p. 12,
Cat. No. 23. Kress acquisition 19S5.

References: (I) This transcription was made by Clara L.
Penney, Curator of Manuscripts and Rare Books at the
Hispanic Society of America. (2) August L. Mayer, 'The
Portrait of Don Antonio Nortega [sic] by Goya', Apollo,
XXII, July 1935, opp. p. 46. (3) Genealogical information is
given in Alberto and Arturo Garcia Carraffa, Ellciclopedia
herJldica y gellealogica hispallo-alllericalla, Dicciol/ario Izeraldico
y gellea16gico de apellidos espanoles y americallos, Madrid,
LXII, 1945, pp. 135-45. See also Gazeta de Madrid, 19 July
1799, p. 63; Madrid, Archivio Historico Nacional, It/dice de
pmebas de los caballeros de la real y distillguida orden espaiiol
de Carlos III, 1904, p. 124. (4) See Elizabeth du Gue Trapier,
Goya alld his Sitters, New York, 1964, p. 23. According to
Trapier, an account of Noriega's death is given by Pascual
Madoz, Dicciollario geogrJfico-estadfstico-historico de Espalia,
Madrid, 1846, III, p. 260; Roman Gomez Villafranca,
Extrellladura en la Guerra de la Illdependellcia Espanola,
Badajoz, 1906, II, pp. 95-6. (5) Mayer, op. cit., p. 49. Mayer
is quoted in 'Notable Works of Art Now on the Market',
advertising supplement to Burlillgton Magazille, LXXI, 1937,
pI. IS. (6) Xaviere Desparmet Fitz-Gerald, L'CEuvre Peint
de Goya, Paris, 1925-SO, II, p. 289, no. 547. (7) Jose LopezRey in the introduction to Wildenstein (New York)
exhibition, Goya: A Loall Exllibitioll Jor the Benefit oj tlze
Institute oj Fine Arts, New York University, 9 Nov.-16 Dec.
1950, New York. (8) Francisco Javier Sanchez-Canton,
Vida y Obras de Goya, Madrid, 1951, p. 170. English edition,
Madrid, 1964, p. 159. (9) Trapier, op. cit., p. 23, p. 54, Cat.
No. 39. (10) National Gallery lecture script, 10 Dec. 1955.

After GOYA
K229 :
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EL PELELE. Mrs. Rush H. Kress, New York. Oil on
canvas. 17! X 10 in. (44·5 X2S·4 cm.). On extremely thick
preparatory layer, which completely obscures the canvas;
few individual brushstrokes are discernible; very large
crackle pattern. Considerable abrasion. RcIined, cleaned
and restored by Pichetto in 1932.
Four women in picturesque costumes, those of lIIajas, are
shown in a landscape setting, holding a large rectangular
cloth. They look up at a large male puppet (pelele), which
they have tossed in the air and is about to fall on their
outstretched cloth below. A crenellated wall and gateway
are seen at the upper left.
The tapestry of this composition, without the wall and gate
at the left, was designed by Goya and completed at the
Real Fabrica de Tapices de Santa Barbara on 14 May 1793 ;
it was hung in the Palacio del Pardo and is now in the
Prado (no. S02). Goya's cartoon for the tapestry is also in
the Prado (no. S22). It measures 2·67 XI·60 m. A smaller

sketch (35·5 X21·9 cm.) of the same composition, with the
wall and gate, is now in the collection of Dr. Armand
Hammer. It was formerly in the Henry Luce Collection
and is presumably the canvas once owned by Juan Lafora,
Madrid.1 Beruete, writing of the Prado cartoon, described
the scene as taking place in a meadow of the Manzanares
. .,
[lver.K229 was first published by Longhi and Mayer as a work
of Goya and described as 'one of the few existing sketches
relative to the cartoons of larger dimensions which were
painted by Goya for a series of tapestries .... This sketch,
like the cartoon, can be dated 1791.'3 According to
Sambricio, neither the Lafora nor the Kress sketches of
El Pelele can be securely attributed to Goya. He found
K229 to be a copy after the Lafora canvas.4 Certificates by
William Suida (1935), Adolfo Venturi, F. Mason-Perkins,
G. Fiocco, and Raimond van Marie state that K229 is by
Goya. 5 Gaya Nuno accepted Goya's authorship of K229,
dating it c. 1791-92.6
The teclmique of K229 is alien to that of Goya. The heavy
paint layer, with its unvariegated surface and large crackle
pattern, point to the work of a later imitator.

Provenance: Z. M. Hackenbroch, Frankfurt, 1929. Florence,
Contini Bonacossi. Kress acquisition, 1932. Roberto Longhi
and August L. Mayer, Tlte Old Spanish Masters from tlze
Cotltilli BOllacossi Collectioll, Rome, 1930, p. 21, Cat. No. 25.
Exhibited - San Diego, California, The Palace of Fine
Arts, Illustrated Catalogue oj the Official Art Exhibitioll oj tlte
Califomia Pacific Illtematiollal Expositioll, 29 MaY-II Nov.
1935, p. 30, Cat. No. 582. San Diego, California, The
Palace of Fine Arts, Illustrated Catalogue oj the Official Art
Exltibitioll oj tlze Califomia Pacific Illtematiollal Expositioll
1936, 12 Feb.-9 Sept. 1936, p. 31, Cat. No. 35S. San
Francisco, California, California Palace of the Legion of
Honor, Exllibitioll oj Pailltings, Drawings and Prints by
Frallcisco Goya, 5 Junc-4 July 1937, p. 29, Cat. No. IS·
N ew York, World's Fair, Catalogue oJEuropeall alldAmericall
Pail/tillgs, May-Oct. 1940, p. 94, Cat. No. 129.
Referellces: (I) Kenneth Donahue, The Armalld Hamlller
Collectioll, 2 Oct.-30 Dec. 1969, Brooks Memorial Art
Gallery, Memphis, Tennessee, Cat. No.6. (2) For the Prado
cartoon see Aureliano de Beruete y Moret, Goya, Madrid,
1917, II, pp. 49-50, Cat. No. 42. (3) Roberto Longhi and
August Liebmann Mayer, Tlte Old Spallish Masters from the
COlltilli Bonacossi Collectioll, Rome, 1930, p. 21. A confused
catalogue entry by Mayer in his Goya catalogue of 1923
(no. 570a) may be the first publication of K229. The
measurements given by Mayer (34 X IS cm.) are closer to
another small-scale El Pelele in the Lafora Collection. In
1929, Mayer corrected the measurements previously given,
stating that they should read 46 X27 cm. (ISl X 10ft in.),
approximatcly the dimensions of the Kress canvas. (4)
Valentin de Sambricio, Tapices de Goya, Madrid, 1946,
pp. 171, 274, Cat. No. 5sb. The Lafora example is Cat.
No. SSa. (5) Kress Archive. (6) Gaya NII/io, p. 161, Cat.
No. 919.
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MAJA AND MAJOS IN A PARK. Houston, Texas, The
Museum of Fine Arts (AC 61-57), since 1953. Oil on loosely
woven canvas. 72! X39i in. (183.5 XIOO·O cm.). Extensive
abrasion, especially in woman's face and breast; considerable in-painting. Cleaned, relined and restored by
Pichetto, 1929/30. Cleaned and restored by Modestini in
1958; previous in-painting removed and replaced.
In the left foreground a young woman, her hands placed
close to her hips, is turned toward a young man in left
profile at the right, who grasps her left arm with his right
hand and holds a scarf end or bag with the other. A tall
figure clad in a straw hat and voluminous cape stands
behind the couple, looking down as though engaged in
conversation. They are seen against a background of trees.
All three almost life-size figures wear the brilliantly
colored garb often associated Witll the bullfight. These
bohemian, picturesque, romantic costumes became the
£'lshion among the Spanish aristocracy toward tlle end of
the eighteenth century, known as that of the 'majos and
majas'. The predominating colors are blue, orange and red.
According to Mayer, Goya designed and executed the
work c. 1780 when he was providing tapestry cartoons for
the Hbrica de Santa Barbara. He believed the Kress canvas
to belong to a series of tapestry projects which were never
woven, relating K28 to EI Baile and La Meriellda, two very
small sketclles owned by the heirs of the Marques de
Torrecilla. Mayer described the free-flowing teclmique as
an attempt on Goya's part to equal that of Velazquez. 1
Lafuente, accepting the idea that Goya designed unexecuted
tapestry projects, mentioned K28 in this context.2 Tietze
related K28 to Goya's tapestry cartoons of 1779-80, listing
it among the artist's works.3 The canvas was dated between
1776 and 1791 by Howe, executed 'when Goya was engaged
in designing for the royal tapestry... .'4 Frankfurter
described K28 as a tapestry cartoon by Goya, unique in
America, 'showing the dash and insight of Goya's art at a
particularly uninhibited moment.'s The Kress canvas was
entitled Maja y Chisperos COllversalldo ('Maja and two
rough characters conversing') by Sambricio, who included
it among tllOse works mis-attributed to Goya by Mayer. 6
Gaya Nuno accepted the work as Goya's, for the royal
tapestry works, datable c. 1779-80. 7
Several Spanish artists in the late eighteenth and nineteenth
centuries produced works in the genre which is today
associated exclusively with Goya. These artists include:
Luis Paret y Alcazar (1746-99), Jose del Castillo (1737-93),
Leonardo Alenza (1807-45), Eugenio Lucas y Padilla
(1824-70) and Angel Lizcano (1846-1929). The insensitive
and partially misunderstood brushwork precludes Goya's
authorship of tlle canvas although, as most critics have
pointed out, it is reminiscent of the subjects and partly of
the style used by Goya in the tapestry sketches he prepared
for the Spanish royal tapestry works. Throughout the
nineteenth and twentieth centuries, paintings dealing with
majos have been in considerable demand especially if
executed in a Goya-like style. K28 may have been executed
long after Goya's death. 8
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Provellallce: Quinones de Leon, Spanish ambassador to
France, sold in Paris at an unknown date. A. Contini
Bonacossi, Rome. Kress acquisition 1928, exhibited - San
Diego, Palace of Fine Arts, Official Art Exhibitioll oj the
Califomia Pacific Illtematiollal Expositioll, 29 MaY-II Nov.
1935, p. 5, Cat. No. 61, as 'Woman with Toreadors'. New
York, Metropolitan Museum of Art, Frallcisco Goya: his
Pailltillgs, Drawillgs and Prillts, 27 Jan.-8 Mar. 1936, Cat.
No. I, as 'Confidences in a Park'. San Francisco, California,
Palace of the Legion of Honor, Exhibition oj Pailltillgs,
Drawillgs alld Prillts by Frallcisco Goya, 5 June-4 July 1937,
p. 25, Cat. No. I. New York, World's Fair, Catalogue oj
European alld American Pailltillgs 1500-1900, Masterpieces oj
Art, May-Oct. 1940, p. 94, Cat. No. 134 (Catalogue by
Walter Pach) as 'Confidences in a Park (Tapestry Cartoon)'.
Chicago, Art Institute, Pailltillgs, Drawillgs alld Prillts - The
Art oJGoya, ed. by D. C. Rich, 30 Jan.-2 Mar. 1941, p. II,
Cat. NO.3, 'Confidences in a Park (A Maja with Two
Majos)'. Montreal, Canada, The Montreal Museum of Fine
Arts, Six Cellturies oJLalldscape, 7 Mar.-13 Apr. 1952, p. 22,
Cat. No. 39, as 'Confidences in a Park'. Pittsburgh,
Pennsylvania, Carnegie Institute, Dept. of Fine Arts,
Pictures oJEveryday Life: Gellre Pailltillg ill Europe 1500-1900
(Intro. G. B. Washburn), 14 OCt.-12 Dec. 1954, Cat. No. 65
as 'Confidences in a Park (Tapestry Cartoon)'. Atlanta,
Georgia, Atlanta Art Association Galleries, Goya, Zurbarall
alld Spallish Primitives, Au Exhibitioll oj Spall ish Pailltillgs iu
tlte SyraCllse MuseulII oj Fille Arts, Syrawse, New York,
3-24 Feb. 1957, Cat. No. 30, as 'A Maja and Two Toreros'.
Baltimore, Maryland, From El Greco to Pollock: Early alld
Late Works, 22 Oct.-8 Dec. 1968, pp. 46-7.
Referellces: (I) August Liebmann Mayer, 'A Tapestry
Design by Goya', Palltheon, I, 1928, pp. 10-11. Certificates
attesting Goya's authorship of K28 were signed by A. L.
Mayer (20/VI/27), Raimond van Marle, Roberto Longhi,
G. Fiocco, Adolfo Venturi and W. Suida. A letter of
Walter W. S. Cook (6/IV/34) described K28 as 'one of the
few Goya cartoons for the famous tapestry series [outside
the Prado],. (2) Enrique Lafuente Ferrari, 'Los Tapices de
Goya en la Exposicion Centenario', Boledn de la Sociedad
Espaiiola de ExCllrsiolles, XXXVI, 1928, pp. 47-55, esp. p. 48.
(3) Hans Tietze, Meistenverke europiiisciter Malerei in
Amerika, Vienna, 1935, p. 324, pI. 28. (4) Thomas Carr
Howe, Jr., 'San Francisco: Forty Goyas in the Far West',
Art News, 1937, pp. 14-15, p. 20. (5) Alfred M. Frankfurter,
'383 Masterpieces of Art: The World's Fair Exhibition of
Paintings', Art News AUllual, 1940, pp. 16-41, esp. p. 34.
(6) Valentin de Sambricio, Tapices de Goya, Madrid, 1946,
p. 173. K28 is grouped with Ulla Maja y Ulla Vieja (Madrid,
coIl. Luis MacCrohon). If the latter is identical with Las
Mozas de Call taro lent by MacCrohon to the Goya exhibition of 1928 (Cat. No. 10, pI. CLXXX), it is not close in style
to the Kress canvas. (7) Gaya N uno, La Pilltura Espaiiola .••,
p. 157, Cat. No. 875. (8) For a thorough investigation of
the artists who worked in the manner of Goya see Enrique
Lafuente Ferrari, Soci,edad Espanola de Amigos de Arte,
Antecedentes, Coillcidellcias e Illjluellcias del Arte de Goya,
CatJlogo Ilustrado de la Exposici6n Celebrada ell 1932, Madrid,
1947. See also Valentin de Sambricio, 'Jose del Castillo,
Pintor de Tapices', Archivo Espaiiol de Arte, XXIII, 1950,
pp. 273 ff.
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MASTER OF HEILIGENKREUZ

lack Rohan's dynamism and genius, Sterling did not accept
Ring's thesis. He believed the artist to be Austrian, or from
adjacent German territory, for even a close study of
Parisian art (possibly during his youth in Paris) could not
obscure the master's Germanic character.l l A Proventyal
origin was proposed by E. Larsen and L. Larsen-Roman. 12
Ring retracted her Rohan-Heiligenkreuz identification in
1941, no longer sure of the Heiligenkreuz Master's French
origin.13 Vollmer described the painter as probably French
but possibly Austrian, active e. 1395-1420.14

This master is named after a diptych from the Cistercian
Abbey of Heiligenkreuz in Lower Austria (now Vienna,
Kunsthistorisches Museum) showing the Atlllllllciation and
the Mystic Marriage of St. Catherine. His work was first
studied by Kurth, who thought the painter was French,
belonging to the Parisian School of the early fifteenth
century, whose art was close to that of Broederlam and
Malouel and resembled the anonymous Carratld Diptyell
(Florence, Dargello) of e. 1400. She dated the Heiligenkrellz
Diptyell between 1395 and I410, finding indications of
the artist's Northern French origin in the style of St.
Catherine's costume and the clothed Christ Child.I According to Buchner the artist was an itinerant court painter
active in Austria, a key figure in the early development of
German painting and sculpture in the first decade of the
fifteenth century.2 Baldass agreed, suggesting that some of
his works were executed in France for export.3

SlIida-Shapley (p. 120) placed the artist in the FrancoAustrian school, noting that the difference of opinion
concerning his origin 'merely indicates that we are dealing
with a master of the International Style and, at that, an
itinerant master...• Very likely he had some connection
with Prague, one of the cosmopolitan art centers in the
second half of the fourteenth century. At the beginning of
the fifteenth century, when the Hussite wars broke out,
many artists left Bohemia and spread out in all directions.
The Master of Heiligenkreuz may have been one of those
refugee artists.' Stange found the master to be of French
origin, active in the environs of Vienna.15 The artist's
activity as a manuscript illuminator was revived by Jean
Porcher, who suggested that he worked in Paris. IG The
somewhat exaggerated elegance of the Heiligenkreuz
panels led Sterling to find the master of possible Franconian
origin, under Austrian influence,l7 Troescher believed the
master to be German, influenced by Alsatian art and active
in Austria. ls

On the basis of his technique, Benesch noted that the
Heiligenkreuz Master was not of French origin. 4 But the
extraordinarily delicate technique of the Heiligenkreuz
panels, revealed during cleaning in 1929, led Tietze ~o
affirm the master's French origin since such refinements m
drawing and painting were unknown to indigenous
Austrian art of the early fifteenth century. He stressed the
correctness of Kurth's view, noting that the Cistercian
Order (for whose monastery of Heiligenkreuz the panels
were presumably painted) had its headquarters in Burgundy
and noted that many links between Austrian and French
art were to be found e. 1400.6 Daldass believed the painter
to have developed within the Parisian court style and to
have then worked in the region of Germany and Austria.
He found the artist's works diminished in French influence
as they advanced in date. 6 The question as to whether the
painter was a Frenchman or a German under French
influence was described by Baldass as of slight importance. 7
Oettinger singled out the artist as the major figure representing a trend toward Western influence within the
Styrian-Austrian School. 8

SlIida-Shapley's views are probably correct - the painter's
extensive use of extraordinarily delicate punches, while
sometimes seen in France, is far more frequently encountered further to the east, centering around Prague.
That city, long a stronghold of French influence, could
have provided the Heiligenkreuz Master with tlle Parisian
and Burgundian elements apparent in his works.

KI859 : Figures 225,226
THE DEATH OF ST. CLARE. Washington, D.C., National
Gallery of Art (rr62), since 1953. Mixed teclmique on
canvas over pine. 26k X21i in. (66'4 X54'5 cm.). The panel
was covered with gold leaf preparatory to painting. The
preliminary 'drawing' was incised. The six angels at the
upper left with musical instruments and banners ar~ all
realized through the use of very fine punches, pOSSIbly

The connections between the reigning dynasty of Bohemia
- the royal house of Luxembourg - and the French court
led Francis to believe that the Heiligenkreuz Master was
an itinerant artist originating in the West. D Ring equated
the painter with the illuminator active in Paris in the early
fifteenth century named after his best-known manuscript the Rohan Master. lo Finding the Heiligenkreuz Master to
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using a roulette19 and engraved line; the same is true of
the cloud bank at the top; the four praying angels above
the canopy; the drapery, wings and censers of the two
angels below the canopy and the crowns and haloes of
Christ and five of the female saints. Larger punches were
employed for the border at the upper sides and top. An
incised line runs down the center of the panel.
Panel very slightly cut down at right and bottom; small
losses in left inner section of canopy and angels under
canopy, lower left comer, and elsewhere. For the condition
OfKI859 in 1924, see Buchner (op. cit., p. 3, fig. 2). Restored
by Suhr c.1950. Cradled, cleaned and restored by
Modestini in 1953. Generally well preserved.

SlIida-Shapley, pp. 120, 122, Cat. No. 46, as FrancoAustrian School, early fifteenth century. Reproduced in
color, Seymollr, p. 21, pI. 16.
The panel shows the death in 1253 of St. Clare, first female
disciple of St. Francis and founder of the Second Order of
St. Francis (Poor Clares). Born in Assisi c. II93, Clare
received tlle habit from St. Francis at the Porziuncula and
was canonized by Alexander IV in 1255.20 The dead saint,
eyes closed and arms crossed on breast, is in nun's habit,
under a white and blue coverlet. Her head is supported by
a crowned female saint (probably the Virgin Mary), the
first of a row of five blonde maidens behind the deathbed. 21
A nun, her arms over the head end of the bed, supports St.
Clare's shoulders; another nun holding her head in grief
has a small red book in her right hand. Two censing angels
in golden garb are under the red canopy at the head of the
bed. Three additional angels in gold are above the canopy,
tlleir hands folded in prayer. At tlle top center Christ the
King, in red and white robes, holds Clare's soul in the
form of a praying, crowned baby girl in white. They are
accompanied by about nine angels (cherubim?) delineated
in white against a blue background in a cloud bank at the
upper left. Four angels with musical instruments -lute,
vielle, portable organ and harp - and two angels with
banners, celebrate the ascension of St. Clare's soul. To the
left of the foremost crowned saint is St. Catherine, in
green, holding a wheel (her attribute) in the left hand, a
girdle of pearls around her hips. The next figure to the left
(St. Helena?) wears a twisted diadem of pearls and rubies
under her crown which has an imperial eagle in a medallion
at the center.22 Her dress is gold and white with a blue and
white jacket. She holds a chaplet of roses with the left arm.
St. Barbara is to the left holding her attribute - a tower
with a red roof - in her left hand. She wears a coronet and
is in dark red robes with an orange girdle. St. Dorothy (?)
is at the extreme upper left wearing a chaplet of flowers.
She is in green robes, holding a spray of red flowers in her
left hand and a tiny basket in her right. St. Margaret,
standing in the left foreground, leans toward the right. In
rich brocade robes, she has a wreath in her hair and holds
her attribute - a minute dragon - in her right hand. Two
Poor Clares with prayerbooks in their laps are seated to
the left and right of the bedside. An unadorned tall female
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figure in blue without a halo holds St. Clare's blue and
white coverlet as tllough about to cover the body; this is
probably her younger sister, the future Blessed (Beata)
Agnes of Assisi. 23 Her attribute, a small lamb, lies on the
bcd's baseboard.
The scene is partly based upon the VISIon of Sister
Benvenuta of Diambra who, while Clare was struggling
with death, saw the Virgin Mary lead a procession of
virgins dressed in white into tlle convent. They carried a
gem-studded golden diadem and a magnificent mantle for
St. Clare whose soul was plucked like a ripe fruit by the
Queen of Heaven, borne by her and the other virgins to
her bridegroom Jesus Christ.2J. The vision was included in
Clare's Bull of canonization. The lower section of a panel
showing the Death alld Corollatioll oj St. Clare (Nuremberg,
Germanisches Nationalmuseum, Museum No. II61; Text
Fig. 51), probably painted in Nuremberg c. 1365, is very
close in composition to the Kress panel and points to the
execution of the latter outside France, probably in southeast Germany or Austria. 25 The Kress panel appears to have
originally formed the right half of a fixed diptych, the
companion panel (Cleveland, Ohio, Cleveland Museum of
Art) showing the Death of the Virgin, with Mary attended
by the twelve Apostles, her soul, at the top, borne by
Christ (Text Fig. 50).26 The compositions of botlt panels
are very much alike, the foot end of each bed juxtaposed
at the center of the diptych. In scale the Cleveland panel is
very slightly larger than K1859, possibly reflecting the
greater importance of its subject. The common theme of
both panels suggests the diptych's original location in a
Clarist convent, primarily for usc in funerary or commemorative services. The diptych form is closely connected
with prayers for the dead, since in the liturgy 'the reading
of the diptychs' is tlle recitation during the Mass of names
of the deceased written on the double tablet. 27 With its
counterpart, K1859 was first published by Buchner who
described the subject as the Death of the Dominican
Abbess Agnes of Montepulciano. As Agnes was not
beatified before 1534 and canonized only in 1726, this
identification is not possible. Buchner stressed the brilliant,
shimmering, jewel-like coloring of the Kress panel and
the extensive employment of incision and punchwork,
dating tlle panel c.1420-25. He noted correspondences
between KI859 and a diptych by the same master in Basle
(Historisches Museum).28 Suida noted the panel's undeniable French character, but with such French artists as
Master Andre of Paris (active in Vienna in 1426, 1430 and
1434) painting in eastern Europe, he felt those arguing for
an Austrian origin could also be correct.29 Baldass thought
the Heiligenkreuz panels, because of their pine support,
naturalistic details and dark coloring, all associated with
Central European art, were painted by a French master in
tllat region.30
Ring found numerous stylistic correspondences between
the Kress panel and works by the Rohan Master in such
illuminations by the latter as the Vierge all Lait (Gralldes
Hellres de Rohall, Paris, Bibliotheque Nationale, MS. lat.
9471). She concluded that the Kress panel and the other

234

FRENCH SCHOOL: XV-XIX CENTURY

oeuvre of the Heiligenkreuz Master were executed by the
director of the manuscript atelier which produced the
Grandes Reures de Rohan, whose panel paintings were
executed C.1420-30 in France.31 The symmetry of the
Cleveland companion piece to KlS59 (Text Fig. so) led
Sterling to place it in Austrian or German territory. He
also found the facial types Germanic, and dated the panel
c. 1420-30.32 Compared with the Heiligenkreuz Diptych,
Ring found the Kress panel less French in character,
implying a later date. 33 The subject of KlS59 was first
identified by Sliida-Shapley (pp. 120-2) as the Death oj St.
Clare. They noted the International style of the painting
and related it to the art of Konrad von Soest, Gentile da
Fabriano, and French manuscript illuminators. According
to Broadley (p. 12) 'The attenuated, willowy proportions of
[the] saints' figures suggest that they are not ordinary
mortals. Indeed, the superiority of their holy state is
emphasized by their being larger than the nuns in the lower
corners, who apparently are unaware of the heavenly
visitors' presence. Heightening the impression of otherworldliness ... is the burnished gold background, suggesting the glorious splendor of celestial light.' Seymollr (p. IS)
noted that St. Clare 'is shown at the moment of her death.
Sisters of her Order attend her in prayer and one is about
to lower the body upon the bed. Meanwhile angelic
visitors swing censers and a group of saints headed by the
Virgin, dressed like an earthly Queen, who closes the
corpse's mouth, miraculously appear in attendance. Above,
the skies open and Christ, surrounded by heavenly
presences, receives the newly liberated soul in the guise of
a crowned infant girl. All of this narrative interest and
closely observed characterization is organized in such a
way that your eye catches without confusion what is going
on once you are aware of the visual logic of presentation.
The delicacy of execution, for example in the little
musician-angels engraved directly on the gold background
above the saints' haloes, constantly prepares surprises for a
second glance. Tragedy and grief never emerge so strongly
as really to disturb us, nor, it would seem, the medieval
viewer either. The elongated proportions, the long,
tapering fingers, the details of rich court dress, the jewels
and brocade - all define a courtly ideal. The color and,
above all, the line in its fascinating pattern carry not so
much a story as the definition of a whole phase of European
civilization.' Musper viewed the style of the Kress panel as
pronouncedly Austrian, providing evidence for localizing
the Heiligenkreuz Master's work in Austria.M It was
believed by Walker (p. lOS) to have been painted in
Germany.
All the few French fifteenth-century paintings on pine
stem from Provence. Should KIS59 have been painted in
France, it would certainly not have been done in Paris.as
The panel was most probably executed in the region now
covered by southeast Germany and Central Europe. The
sophisticated use of punches, although found in France, is
more common in Bohemia, supporting previous suggestions that the master had connections in that region. The
use of this technique is especially close to tllat of the
Wroclaw Madonna, dated shortly after 1420 (Wroclaw,

Archiepiscopal Diocesan Museum).36 The punches used for
the decorative, tooled framework of the Kress panel
resembles those employed again by the Heiligenkreuz
Master in his Virgin and Child and Mall oj Sorrows (Basle,
Historisches Museum). Presumably the Kress and Basle
works are close in date, probably executed in the 1420S
and, as often suggested, somewhat later than the
Heiligenkreuz panels. Another argument for a German or
Central European origin for KIS59 is its similarity to the
earlier Nuremberg panel (Text Fig. 51) and to a later, also
German, example of the rare subject.37 With its pendant
(Text Fig. so), the painting is an outstanding monument
of the International Style, its brilliant execution and
coloring provide important early evidence for the
diffusion of the Parisian court style to Central Europe.

ProVCllallce: Possibly Convent of the Poor Clares (Eger,
Bohemia or Hungary).38 Possibly Kings of Saxony.3D
Munich, Karl Schfffer.40 Pro£ Walter Schnakenberg,
Munich, 1936-51,41 said to have been exhibited, Munich,
193642 ; Paris, Jeu de Paume, Flemish Masters, 1937.43 Dr.
Karl Langbehn, Munich, 1951.44 Mme. Marta Langbehn.45
New York, M. Knoedler and Co., Inc. Kress acquisition
1951.
References: (I) Betty Kurth, 'Franzosische Tafelbilder aus
der Wende des 14. Jahrhunderts in Osterreichischen
Sammlungen', Zeitschrift flir bildellde Kunst, n.F., XXXIII,
1922, pp. 14-22. (2) Ernst Buchner, 'Eine Gruppe deutscher
Tafelbilder vom Anfang des XV. Jahrhunderts', in Ernst
Buchner and Karl Feuchtmeyer, ed., Oberdetltsc!ze Kunst
der Spiitgotik ulld Reformatiollszeit, 1924, pp. 1-13 (1 of
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and France in 1930 ('Grenzprobleme der osterreichischen
Tafelmalerei', WallraJ-Richartz Jahrbllch, n.s., I, 1930, pp.
66-99). (5) Hans Tietze, 'Acquisitions Nouvelles de la
Galerie de Vienne', L'Amolir de ['Art, x, 1929, pp. 291-4.
(6) Ludwig Baldass, 'Die Wiener Tafelmalerci von 14101460 (Neuerwerbungen des Wiener Kunsthistorischen
Museums)', Der Cicerolle, XXI, 1929, pp. 65-72. (7) Ludwig
Baldass, Osterreic/zisc/ze TaJellllalerei der Spiitgotik 1400-1525,
193.~, pp. 5 and 6. (8) Karl Oettinger, 'Zur Malerei urn 1400
in Osterreich', Jahrbllclz der kUllsthistorischCII Sammllllzgell ill
Wiell, n.F., x, 1936, pp. 59-S7. He included KII62 in the
master's oeuvre on p. 7S, listed as Death oj Aglles oj
Motltepl/ldallo? (9) Henry S. Francis, 'A Panel by the
Master of Heiligenkreuz, A Memorial to John Long
Severance', Bulleti/l of the Clevelalld Museum oj Art, Dec.
1937, pp. 153-6. (10) Grete Ring, 'Primitifs Fran~ais',
Gazette des Beaux-Arts, 6th ser., XIX, 1935, pp. 149-6S.
(II) Charles Sterling, La peillttlre jrallfaise ••• les primitijs.
Paris, 1935, p. 31. This is reiterated by Sterling in the
edition of 1941, published under the name of Charles
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Jacques. (12) E. Larsen and 1. Larsen-Roman, 'Les origines
proven~ales du maitre de Heiligenkreuz', Apollo (Brussels),
IS, I, pp. 17-19. (13) Grete Ring, A Centllry of Frellch
Painting 1400-1500, London, 1949, p. 199, Cat. Nos. 5S-9.
(14) Hans Vollmer, Thieme-Becker, XXXVII, .p. 144. (IS)
Alfred Stange, Delltsche Malerei der Gotik: Osterreich lind

der ostdelltsclle Siedillngsrallm von Danzig bis Siebenbiirgen ill
der Zeit vOll1400 bis 1500, XI, 1961, p. 4. (16) F. Unterkircher,
Ellropaische KlIllSt 11/11 1400, Vienna, 1962, p. 179, Cat.
No. 123. See also pp. II6-17, Cat. Nos. 50-I. (17) Ibid.,
p. 74. (18) Georg Troescher, Bllrglllldiscl/e Malerei, Maler tllld
Malwerke 1/111 1400 ill Bllrgllnd, dem Berry mit der Allverglle
IlIId in Savoyell lIIit ihrell Qllellw IlIId Ausstralzillngell, Berlin,
1966, p. 356. (19) Shirley Alexander suggested the use of
the roulette. She found the teclmique of KI S59 to be used
both in France and Moravia. A panel in a French private
collection, according to Laclotte, the work of a FrancoFlemish miniaturist active in the Domaine Royal between
1405 and 1425, includes angels supporting a canopy, who are
punched and incised in very much the same fashion as
those of KlS59. Michel Laclotte, 'Tableaux de chevalet
fran~ais vers 1400', Art de France, 1963, pp. 220-2, reproduced opp. p. 220. (20) See 'Chiara da Assisi', Bibliotlzeca
Sallctorum, 1963, III, Istitt/to Giovanni XXIII nella Polltificia
Universita Lateranense, col. 1205 fE Christiane Rousseau,
L' art et les saillts: Ste. Claire, Paris, 1930, pp. 52-6. A fresco
of this subject by the Master of St. Clare (active in the last
half of the thirteenth century) is in the right transept of
Sta. Chiara, Assisi, reproduced by Rousseau on p. 54.
(21) Her identification as Mary is supported by the Virgin's
immediate proximity to the dying person in fifteenthcentury Ars Morielldi. See Stephan Beissel, Geschiclzte der
VerellTtlllg Marias illl 16. tllld 17. Jahr/ltllldert, Freiburg-imBreisgau, 1910, pp. 10-14. (22) This saint is listed as
Cecilia by Suida-Shapley, p. 122, and by Broadley, p. 12.
The identification of the saint with the cagle in her circlet
as St. Helena is not entirely certain but seems plausible in
view of the special devotion of the Franciscan Order to the
True Cross. This subject looms large in many Franciscan
churches of the fourteenth and fifteenth centuries in such
fresco cycles as Agnolo Gaddi's (Florence, Sta. Croce) and
Piero della Francesca's (Arezzo, San Francesco). Tommaso da
Celano (La Leggellda di Sta Chiara d'Assisi, cavata del eodice
II/agliabecchiallo XXXVIII, 55, della Biblioteca Naziollale de
Firellze, G. Battelli, cd., 1952, pp. 76-S) emphasizes Clare's
devotion to the Cross and her frequent pious meditations
on the Delizie del Crocifisso. In many instances her
miraculous healings were effected by making the sign of
the Cross over the sick, and she is often shown carrying a
cross or kneeling at the foot of a cross. A panel by an
anonymous follower of Guido da Siena (Wellesley, Mass.,
WeHesley College Museum of Art) shows the dead St.
Clare surrounded by monastic and ecclesiastical figures
immediately below a depiction of Christ ascending a
ladder to the Cross (see James Stubblebine, Guido da Siena,
Princeton, 1964, pp. 102-3, Cat. No. XXIII, fig. 59). (23)
The Blessed Agnes of Assisi was cited by Voragine as the
major mourner of Clare's 'college of sisters'. Jacopo de
Voragine, The Goldw Legelld or Lives of the Saillts as
Englished by William Caxton, London, 1900, II, pp. 166-7.
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The description of the death continues to p. ISS. (24) For
the iconography of the death of St. Clare see also Reali, III,
I, p. 319; George Kaftal, Iconography of the Saillts in Tuscall
Painting, Florence, 1952, col. 272. George Ferguson (Signs
and SYlllbols ill Christian Art, New York, 1954, fig. 96)
listed the panel as 'Death of a Nun, probably St. Clare'. He
identified the saint holding the nun's head as the Virgin,
and called the saint with the lamb St. Agnes (of Rome} or
perhaps the Blessed Agnes (sister of St. Clare). For the
vision see Tommaso da Celano, op. cit. See also the English
translation by Charlotte Balfour of the French version of
Fran~ois Du Puis of 1563 (The Life and Legend of St. Clare,
London, 1910). ' •.• she saw a great company of holy
virgins enter the house, all dressed in white robes and each
carried a crown of gold on her head, and amongst the
others there was one more bright and more beautiful than
the others, who wore a crown pierced in the manner of a
censer, and from the piercings shone forth so great a light
that all the house was filled with it and night was turned
into day. And this lady who was so bright came to the
bed of the spouse of Her Son, and leant towards her very
sweetly and kissed her tenderly. Then the virgins brought
a mantle full of very great beauty and they hastened as if
with desire to cover the body of St. Clare and to serve her
and do well by the house. And tile day after the feast of St.
Laurina [10 August 1253] tile noble virgin died and she
gave up her soul which was crowned eternally. Very
gloriously her soul was separated from her flesh when her
body remained on earth and her spirit rose to be with Our
Lord, who was her life.' The text goes on to contrast
Clare's humble life on earth with the splendor of her
eternal life in tile Court of Paradise. (25) See Katalog der

Ausstellung NiiTllberger Malerei 1350-1450 illl Gerlllaniscbw
MuseulII, Nuremberg, 1931, p. 23, Cat. No. 33, p. 93, by
the Master of the High Altar of St. James in Nuremberg.
As in KlS59, a woman with a lamb as her attribute holds
the coverlet. Christ and St. John the Baptist stand at the
head of the bcd, St. Margaret at the foot. The four women
standing behind the bed from right to left are the Virgin
(embracing St. Clare), SS. Catherine, Helena and Dorothy.
A second German panel of the same subject from the
Augsburg School dated by Stange e. 1430 (Deutsche Malerei
der Gotik: IV: Siidwestdeutschiand in der Zeit VOIl 1400 bis
1450, Munich/Berlin, 1957, fig. IS6) shows Christ at the
head of the bed. As in KlS59, a figure with the attribute of
St. Agnes is in the foreground with seated Poor Clarcs
reading on either side. (26) The companion panel to KIS59
(Cleveland Museum of Art, The Death of tbe Virgin, Text
Fig. 50) has a back covered by a layer of gesso, Witll a few
words still legible from a long inscription in ink ' ... Ego
joanncs Laurentius Mollitor •.. Anno Domi .. .'. (Buchner,
op. cit., Note 2 above, p. I.) (27) For the significance of
diptychs in the Mass see Dom Jean de Prunier, The Mass,
London, 1931, pp. 73,139, and 143. See also K. A. Wirth,
'Diptychon', Reallexikoll zur deutschw Kunstgesclliclzte, IV,
1955, cols. 61 fE, and Wolfgang Kermer, Studiw ZUlli
Diptreholl in der Sakralen Malerei von den Alifiingen bis zllr
Mitte des seehzelllltell jallr/llll/derts, DUsseldorf, 1967. (28)
Buclmer, op. cit. Note 2 above, 1924, pp. I, 4, 5. The Basle
diptych is reproduced by him on pp. 10-II, figs. 7-S, the
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Heiligenkreuz Diptych (both fron~. and back) on pp. 6-9,
figs. 3-6. (29) Wilhelm S. Suida, Osterreidzische Malerei ill
der Zeit Erzherzog Emst des Eisemen tllld Konig Albrecht II,
Vienna, 1926, p. 25. (30) Baldass, op. cit. Note 6 above,
p. 66. A detailed description is given. (31) Ring, 0p. cit.
Note 10 above, pp. 161-2, 168. (32) Sterling, 1938, op. cit.
Note II above, p. 31. Sterling, 1941, op. cit. Note II,
p. 13, Cat. NO.9. Listed under 'Atelier des bohemiens
autrichiens'. The painting is listed as Mort d'une Sainte
Religieuse (Agnes de Montepl/lciano?). (33) Ring, op. cit.
Note 13 above, 1949, p. 199, Cat. No. 59. (34) Hans
Theodor Musper, Gotische Malerei nordlich der Alpen,
Cologne, 1961, p. 119. (35) See Jacqueline Morette,
COlmaissance des Primitifs par l'Etl/de dll Bois, Paris, 1961,
Part IV, 'Repertoire des Tableaux ... Classes', pp. 284-5,
50-I. (36) Noted by Marjory Strauss (reproduced by A.
Matcjcck andJ. Pesina, Gothic Painting i1l Bohemia, Prague,
1955, pI. 214). See also the Vyssi Brod (Hohenfurth)
Madonna, the Madonna of St. Thomas's Clmrch (Brno,
Provincial Museum) in Matcjcck and Pesina, pI. 214, pI. 194.
(37) See above, Note 25; for a later, fifteenth-century
representation of the subject, compare to the embroidered
Death of St. Clare of a Franconian antependium, illustrated
in Anton von Euw, 'Zur Neugliederung des Aachener
Suermondt-Museums', Wallraf-Riclzartz Jahrbuch, XXIX,
1967, p. 351, fig. 256. (38) According to Alfred Stange,
Deutsche Malerei der Gotik, XI, Berlin, 1961, p. 4. In a letter
(2/II/65) to the National Gallery (Washington, D.C.),
Professor Stange gave his source as Prinz Joseph Clemens
von Bayern, who in tum received his information from the
Munich dealer Karl Schafer. KI859 was also described as
having come from an East Prussian castle (Buchner, op. cit.
Note 2 above, p. 12), from the Radziwills, and from a
private collection in Budapest (Sterling, 1941, op. cit.
Note II, Cat. NO.9). (39) Ibid. (40) Ibid. Evidently Schafer
obtained the painting from the royal Saxon collection.
(41) According to SlIida-Slzapley (p. 122), the painting
came to Schnakenberg in 1936 from a private collection
(information received 31/1/52 from Frederick Stem). In a
letter to Henry S. Francis of the Cleveland Museum of Art
(which Mr. Francis quoted in a letter of 6/m/61 to John
Walker of the National Gallery of Art) Richard Zinser
said he 'knew of this precious Diptych many years in the
private collection of Mr. Sdmakenberg/Munich'. Zinser
stated he later heard KI859 had come from one of the
Radziwill family castles in East Prussia. (42) SlIida-Shapley
(pp. 120-2). Dr. Gisela Goldberg of the Munidl Pinakothek
wrote that there is no evidence of the painting's presence in
Munich in 1936 (letter of 6/XI/68, Kress Archive). (43)
SuMa-Shapley, loc. cit. (44) Record of sale, M. Knoedler and
Co. (45) Ibid.
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THE EXPECTANT VIRGIN WITH ST. JOSEPH. Washington, D.C., National Gallery of Art (1111), since 1951.
Tempera on pine. The curtain rod and the wheels at the

Virgin's neckline are executed in raised gesso (pastiglia).
The crown seems originally to have been largely rendered
in this technique also. 27i X13% in. (70.2 X34·0 cm.).
The gold inscription on the border of the Virgin's cloak
reads: REGINA CELl LET[AREALLELUIA Q]UIA QUAM [=
QUEM] [MERUISTI PORTARE ALLELUIA RESURREXIT
SICUT DIXIT ALLELUIA ORA PRO NODIS DEUM]
AL[L]ELUIA ('Queen of Heaven, rejoice, alleluia! For he
whom you deserved to bear, alleluia! Is risen as he said,
alleluia! Pray for us to God, alleluia !').1 Inscribed in white
on Mary's halo: [A]VE VI[RGO] or M[ATER]? ?IHESUM?
NATO TU PEPERISTI [C]REATO[REM] SALVATORE[M]
('Hail, Virgin [or Mother], ... you have borne the Creator
and Redeemer ... JesuS'). 2 At the top of tile bodice of the girl
at the left, the letters F (?) N (to the left) and VB E (?) are inscribed. One vertical join running through Joseph's head and
hands; a split to the left runs from the top through the Virgin's neck to just below the wheel at the right ofherneckline;
the third split is at the extreme upper left. These splits
extend into the engaged (presumably original) regilded
frame. Small losses in area of Virgin's and Joseph's heads;
the head of attendant at left and the lower left of the
Virgin's robes; at top, crown is abraded. The tassels are
painted over a large loss. Some of the gold leaf is replaced.
The background is tooled with a foliate moti£ A coronet
rather than the present 'Bridal Crown' at the top can be
seen through the latter in an infra-red photograph. The
panel was cradled and restored in Italy at an unknown date
prior to acquisition.
SlIida, p. 174, Cat. No. 76.
The pregnant Virgin, eyes downcast, stands in the foreground of an arched panel, where daisies, pansies, and
strawberries bloom. She is turned to the left, in threequarter view, a circlet in her long hair, wearing blue and
green robes. Wheel-like devices at the neckline (fastening
the cape to the dress) support two long crossed cords with
tassels. A radiant motif is embroidered on the hem of her
dress. She holds a book by its protective suede covering at
her side with her right hand. 3 Her left hand is placed upon
her swollen stomach, one finger held by an angel
(Gabriel?), who is seen to the waist, placed behind the
horizontal gold brocade curtain dividing the composition.
The angel is in three-quarter view, turned somewhat to the
left, wearing liturgical garb; the crossed stoIa has the same
wheel motif at the neck as tile Virgin's. A cincture is
knotted at the waist. The brooding, bearded St. Joseph,
shown to tile waist, stands behind the curtain to the right,
holding a book with his left hand and a staff with his right.
He wears a white, priest-like head covering, cloak, and
hood. Two young blond girls (donors?) stand at tile lower
right, looking up to the Virgin, wearing orange-red
dresses wi til very full skirts and long, white, apron-like
fronts. At the very top, two small red angels (cherubim?)
in a blue cloudbank hold a large bridal crown slightly to
the right of Mary's head.
Depictions of the pregnant Virgin are infrequent." The
subject was of considerable theological interest in the
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fourteenth and fifteenth centuries, especially in Spain, but
did not often inspire illustration later, excepting that of
the Visitation. A feast of the pregnant Virgin (Virgen de la
Esperanza) was instituted by the Council of Toledo in 656
for 18 December, the beginning of the Spanish ecclesiastical
calendar. The theme is known popularly as the 'Virgen de
la 0', since antiphons between 17 December and 23
December begin with '0' (0 Sapientia, 0 Adonai, 0
radix Jesse, 0 clavis David, 0 Oriens, 0 Rex gentium,
o Emmanuel).5 The episode shown in K1822 may precede
that ofJoseph acknowledging the Virgin as the Mother of
God. G The prominence of the book in depictions of the
pregnant Virgin refers to the theme of the angel as
instructor of the Virgin in the Temple. This apocryphal
episode, in which the angel instructs Mary in her divine
calling, was fused in the fourteenth century with that of
the pregnant Virgin. 7
The subject of the Kress panel stems from the apocryphal
Protevangelium, and from the account in Matthew I: 1825, where Mary is described as pregnant before her marriage
to Joseph, while he, 'being a just man and not willing to
make her a publick example, was minded to put her away
privily. But while he thought on these things. behold, the
Angel of the Lord appeared unto him in a dream saying,
Joseph, thou son of David, fear not to take unto thee Mary
thy wife: for that which is conceived in her is of the Holy
Ghost.' The painting seems to combine references to the
troubled Joseph; his annunciation and that of the Virgin,
both indicated by the angel at the left; their marriage,
suggested by the little donor (?) attendants at the lower
right and by the emphasis upon knots and cords; and to
tlleir flight into Egypt. The emblem of the wheel, seen on
the Virgin's garb and that of the angel, refers to divine
power, especially Charity, the chief theological virtue. 8
The radiant, sun-like motifs on the virgin's cloak fastenings
and the border of her mantle probably allude to the sunsurrounded Woman of tlle Apocalypse - the best-known
image of the Immaculate Conception, but also connected
with the Incarnation and Nativity. The emphasis upon
holy books held by Mary and Joseph may refer to Biblical
prophecy of the Advent of Christ and to their going to the
Temple; the Virgin always seems to be shown with a book
in Italian depictions of the Madolllla del Parto. D
According to Longhi, K1822 is an important example of
French painting from the first half of the fifteenth century.
He found tlle panel eclectic, combining the last reflections
of the International Style with aspects of early Netherlandish art. The cherubim at the top are described as
stylistically anticipating Jean Fouquet. He related the rarity
of the subject to that of the equally unusual Priesthood of the
Virgin (Paris, Louvre), attributed to the School of Amiens
and dated c. 1437.10 Suida (p. 174) attributed the panel to
the School of Amiens, painted c. 1437, noting that it
'makes an essential contribution to our knowledge of a
prominent French contemporary of Jan van Eyck: The
origin and sources OfK1822 are open to question, as is the
problem of possible links with Italy and Flanders, wrote
Feudale.l l Laclotte viewed K1822 as by an anonymous
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French painter active c. 1420-25, identifying the young
women at the lower right as donors.12 Joseph's placement
behind the curtain, separated from the Virgin, led Verheyen
to stress Joseph's role as doubter, placed away from Mary,
not recognizing the presence of God. 13
The eclectic character of this panel, first noted by Longhi,
is partly based on the art of the very early fifteenth century;
Joseph recalls the style of the Limbourg brothers and that of
the Boucicaut Master, one of whose works suggests a
possible source for the composition.u The device of a
horizontal, dividing curtain is frequent in the early fifteenth
century; it is used less often as the century advances. The
depiction of Mary and the little attendants is closer to that
of French mid-century art and seen at a slightly earlier date
in Germany and the Netherlands. A facial type similar to
Mary's is found in Limoges enamels and French sculpture
of the later fifteenth century. The puzzling attire of the
young women seems to be unique in fashion. The form of
the angels at the very top points to French painting of tile
mid-fifteenth century when Italian Renaissance influence
was first evident. The extreme verticality of the angel at
the far left suggests the archaizing style of tile late fifteenth
century as seen in works by MemIing, Colin de Coter, and
the bronze angel by Jean Barbet (New York, Frick
Collection) dated 28 March 1475. As the major figures are
all turned toward the left, the panel seems to have been
designed as the right half of a diptych. If there were a
companion piece, it might have shown a subject completing
tlle cycle of Christ's life and sacrifice. such as the Throne
of Grace (God the Father holding the Cross, with the Holy
Ghost in a position parallel to that of the flying angels in
KI822). Scale, space, and figure relationships are highly
puzzling. Is tlle angel at the left standing before or behind
the curtain? Why, in view of the normal proportions of
the young women at the lower right, is Mary shown with
such large hands and head and a very short body and with
such an awkwardly articulated right arm? Why is she not
placed directly below the crown suspended overhead?
Why does tlle patterned gold border onJoseph's robe cover
the handle of his crook? If the ground level behind the
curtain is the same as that of the foreground, there seems
very little room for Joseph. A possible explanation for these
distressing inconsistencies may be a lengthy interruption
between the beginning of K1822 early in the fifteenth
century and its completion at least four decades later.
Extensive repainting at an unknown date might also be
considered, but there is little physical evidence for such,
although the totally different crown seen in infra-red
photographs may argue for the merits of this hypothesis.
Painted on pine, a support rarely encountered in French art
of the fifteenth century and then only around Provence,
the panel may have been painted in a truly provincial area,
dependent upon archaic conventions, with a tincture of
more advanced forms. 1S The technique of KI822 is as
eclectic as its style, combining methods of the late
fourteenth and very early fifteentll centuries; the tooled
gold foliate background, like that of the Beaumetz panels
for tlle Chartreuse de Champmol (for example, the one in
Cleveland Museum of Art) of the very late fourteenth
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century, is juxtaposed with pastiglia, rarely used in
Northern Europe, and found more frequently in Nortllern
Italy. While KI822 is not close to the Priesthood ofthe Virgin
(Paris, Louvre) to whim it was related by Longhi, its
patronage may perhaps stem from a similar source, a
confraternity devoted, like the Puy d' Amiens, to the
annual commissioning of a painting and poem on a
devotional subject. This religious group ordered such
works throughout the fifteenth century. In 1517-18 these
paintings were copied in manuscript form at the order of
Louise de Savoie. Perhaps the Kress panel represents sum
a later copy of a mucll earlier devotional pancl.16

Provenance: Lyons, private collection. Florence, Contini
Bonacossi. Kress acquisition 1950.
References: (I) The final Marian antiphon at the conclusion
of the Divine Office, proper to Paschaltide. (2) The
inscription has been reconstructed by S. J. P. van Dijk,
letter of 5/1II/69. (3) For bindings of this type see H. Alker,
'Das Beutelbuch in der bildenden Kunst: Konkordanz und
Erganzung zu O. Glaunings beschreibendem Verzeichnis',
Festschrift Ernst Kyriss, Stuttgart, 1961, pp. 33 If. (4) For this
theme see Reau, II, 2, p. 90, 'La Vierge enceinte de
l'Expectation.' She is known in Latin as Maria Gravida, in
Frenm as Notre Dame de I'Attente or de I'Esperance, in
German as Maria VOII der Hoffllung or Maria Ertvartullg.
(5) See Leandro Saralegui, 'Miscelanea de tablas Valencianas', Boletfll de la Sociedad Espaiiola de Exctlrsiones, XL, 1932,
pp. 295-307, esp. pp. 299 If.; L. Duchesne, Les origilles dll
culte chretiell, Paris-Fontemoing, 1925, pp. 257-63; M. Trens,
Marfa: Iconograjfa de la Virgen ell el Arte Espa/jol, Madrid,
1946, 'Virgen de la Esperanza' (de la 0), pp. 75-89. A
fifteenth-century painting on panel (Tudela, Cathedral,
ibid., fig. 39) has two angels above Mary; one holds an
inscribed scroll 'Veniet Domillus et nOli tardabit', the first
words of the first antiphon of Lauds and Vespers for
Sunday of the third week of Advent; tile second angel
seems to hold a crown on the Virgin's head. Kneeling
donors are shown at the lower left. There is a hanging
across the panel, reminiscent of K1 822, supported by little
angels at the left and right. The Virgin raises a book with
the left hand; the right is on her stomach. Another depiction
of the subject (ibid., fig. 41, Vich, Episcopal Museum)
shows the Virgin seated; an angel at the left, rather like
tllat in tile Kress pancl, holds a scroll inscribed 'In octava
die paries }ilillm et vocabitur lIomell eius Jesus'. This text,
according to Trens, is not in the liturgy but recalls the 0
antiphons. A third panel (ibid., p. 85, repro p. 87, fig. 40,
p~rish murch of Pego, Alicante) shows the seated Virgin
with angels, one witll an open book, tile other with a lily.
The Holy Ghost is above; angels at tile upper left and right
place a crown on Mary's head. A related theme from a
provincial painting of the second half of the century shows
Joseph and the pregnant Virgin kneeling just before the
Nativity, awaiting her delivery (Linz, private collection,
reproduced by Otfried Kastner, Die Krippe, Vienna, 1964,
pI. 59.). (6) For this theme see Reau, II, 2, p. 210. An early
example of the subject, a lower Rhenish painting of
c. 1350, is at tile Stadelsches Kunstinstitut (Frankfurt;

Wilhelm Jung, Deutsche Malerei des Mittelalters, Taunus,
1967, pI. 31). Gertrud Schiller (Ikonograplzie der cllristlichetl
Kllnst, Giitersloh, 1966, p. 299, fig. 141) lists the painting
as in Berlin, Staatl. Museen, Gemaldegalerie, Inv. No. 1216.
Another German (?) fourteenth-century cut-down panel
shows the seated pregnant Virgin spinning, assisted by
angels with tile Holy Ghost above (Budapest, Szepmiivcszeti
Muzeum). Gabriel kneels at the left; Joseph's staff, hat and
keg are at the lower left. (7) See Reallexikon zlIr delltschell
Kllllstgeschichte , v, 'Engel als U nterweiser derTempelj ungfrau
Maria', col. 406; see ibid., fig. 44, for a German painting of
c. 1430 (Munich) with links to the Kress composition.
(8) George Ferguson, Signs and Symbols itl Clzristiall Art,
New York, 1954, p. 326. It may also relate to the letter
'0', see Note 5 above. (9) See Caroline Feudale, 'The
Iconography of the Madonna del Parto', Marsyas, VII,
1954-57, pp. 8-24, esp. p. 13. The books held by Mary
and Joseph may relate to Is. 29:11-12 and Ps. 139:16,
references to Mary's purity. (10) Roberto Longhi, letter of
20/1II/50 in Kress Archive. The Louvre painting is reproduced by Jacques Dupont, 'Le sacerdoce de la Vierge:
Ie Puy d' Amiens en 1437', Gazette des Beallx-Arts, 6th ser.,
VIII, 1932, pp. 265-74, fig. 2. (II) Feudale, loco cit. Note 9
above. (12) Michel Laclotte, Les primitifs franfais, Paris,
1966, pI. XIII. (13) Egon Verheyen, letter of7/vu/67, Kress
Archive. (14) See the Hours of Philip the Good (Paris, B.N.,
MS. lat. 10.538) in Etlropiiisclle Kunst tllll 1400, Vienna,
1962, pp. 174-5, Cat. No. 116, pI. 143. It shows the Virgin
and Child with angelic attendants; an angel flies overhead
holding the crown. (IS) See Jacqueline Morette, COIIlIaissance des prilllitifs par l' etllde dll bois, Paris, 1961, Part IV,
'Repertoire des tableaux .•. classes', pp. 50-5, 284-5. (16)
Dupont, op. cit. Note 10, p. 271.

NORTHERN EUROPEAN MASTER
KI597 : Figure 228
A MIRACLE OF ST. BENEDICT. Washington, D.C.,
National Gallery of Art (1124), since 1950. Tempera and
gold leaf on uncradled pine or linden panel. 351 x30i in.
(91-1 X 77·5 em.). Original borders all around; two vertical
joins. Extensive losses tllroughout. Cradled by Pichetto in
1948, restored by Modestini 1949-50.
SlIida, p. 176, Cat. No. 77. Reproduced in color in The
National Geograplzic Magazille, Cl, January 1952, p. 92.
The 'founder of the Benedictine Order, wearing its brown
and white habit,l is seated at the left with a book in his lap;
he is seen through a diaphragm arch. He grasps a crozier in
his right hand and gestures to the right with the other. At
prayer in his abbey at Subiaco, the saint has had a vision of
the young monk Placidus drowning as he went to draw
water for the monastery. Benedict sent Maurus to Placidus'
rescue, instructing Maurus to walk upon the water. This
rescue is the subject of the right half of K1597.2 where
Placidus holds a bucket in his left hand. A bridge and
church are shown in the background. Both Maurus and
Placidus were canonized.
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Winkler first attributed the panel to Marmion on the basis
of its affinity to that master's dedication page for the
Gralldes Chrol/iques de Sail/t Denis (Leningrad, City Library)
and to the panels Marmion painted for the Abbey of St.
Bertin (Berlin, Staatliche Museen) at St. Orner, describing
it as well-preserved, painted with finesse, but somewhat
weak in draughtsmanship and command of space.3 The
work was considered Northern French or Flemish, painted
c. 1480, by FriedHinder.4 It has been suggested that the
architecture is close to that shown in the St. Bertin panels
and may represent the abbey church.5 Ring included the
panel as 'attributed to Simon Marmion'.6 Suida (p. 176,
Cat. No. 77) placed KI597 in the studio of Simon
Marmion. The work is included by Hoffman among those
panels attributed to Marmion, but is not accepted by her
as autograph. 7
The panel was probably one of a series showing scenes from
the life of St. Benedict, possibly executed by a North
German artist who may have been a contemporary of
Bernt Notke (active from 1467). It bears an extremely slight
resemblance to Marmion's St. Bertin panels, but this does
not merit any direct link to that master's studio. Scenes
from the life of St. Benedict were often depicted in
Germany. A German origin for KI597 may be indicated by
the similarity of its treatment of space to that found in
woodcuts published in Der Ackersllla/l/I ails Balteilll printed
by Albrecht pfister in Bamberg in the early I460s. 8 The
context in which KI597 might originally have appeared
could have resembled the Altar of St. Benedict (formerly
in the Stephanskirche, Augsburg) by Thoman Burgkmaier
which, according to Stange, goes back to Netherlandish
miniatures probably in the style of Simon Marmion; the
same might be true for the Kress panel. 9 The specific
dating and locale ofKI597 are extremely hard to establish.
Spatial treatment of the left section suggests a provincial
follower of Konrad Witz. Benedict's drapery also points
to the style of an artist like Witz whose art had Burgundian
sources. Other aspects of the work point to the remote
possibility of its having been based upon a southern
model- the facial types of the monks also seem alien to
the north.10

Provenance: Eugene L. Garbaty, New York, exhibitedNew York, World's Fair, Catalogue oj Europeal/ Paintings
and SCI/lpture from 1300-1800 - Masterpieces of Art (text by
George Henry McCall and William Valentiner), MayOct. 1939, p. II6, Cat. No. 236A. Detroit, Detroit Institute
of Arts, Masterpieces ojArtfrom Foreigu Collectiolls: Europeal/
Pail/tings from New York and Sal/ Frallcisco, 10 Nov.10 Dec. 1939, Cat. No. 29. San Francisco, Palace of the
Legion of Honor and M. H. De Young Memorial Museum,
Sevw Cel/turies oj Pailltiug, a Loan Exhibit oj Old alld Modem
Mastel'S, 29 Dec. 1939-28 Jan. 1940, p. 30, Cat. No. L-IO;
Cleveland, Cleveland Museum of Art, Masterpieces oj Art
frOIll tlte New York and San Francisco World's Fairs, 7 Feb.7 Mar. 1940, p. 21, Cat. No. 48. Pittsburgh, Carnegie
Institute, Masterpieces of Art, European Pail/tings from the
New York World's Fair alld the Goldel/ Gate II/temational
Expositioll, 15 Mar.-I4 Apr. 1940, Cat. No. II and St.
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Louis, City Art Museum, 21 Apr.-I9 May 1940. Hartford,
Wadsworth Athenaeum, A LomJ Exhibition oj Fifty
Paillters oj Architecture, 30 Oct.-7 Dec. 1947, p. 14, Cat.
No. 30. Cambridge, Fogg Museum of Art, Early FlelllislJ
Pail/ting, exhibited to accompallY the lecttlres oJETlvin Pallofsky,
17 Feb.-20 Mar. 1948. New York, Drey Gallery. Kress
acquisition 1948.

References: (I) The garb conforms to the description given
by Filippo Bonanni, Ordilllllll religiosonllll iu ecclesia ... ,
Rome, 1714, I, p. 99, but differs from that shown in a
French mid-fifteenth-century Benedictine retable published
by Charles Sterling ('Pour la peinture en Auvergne au
XVe siecle', L'mil, CXXXVI, Apr. 1966, p. 4). (2) For this
subject see Reali, III, I, p. 201; Jacobus de Voragine, The
Goldcu Legelld or Lives oj the Saillts as EI/glislted by William
Caxtoll, III, London, 1900, pp. 84-5. See also the entry for
Benedetto da Norcia (c. 480-547) in the Bibliotheca
Sallctorum, II, Rome, 1962, cols. II 02-84. (3) Friedrich
Winkler, 'Simon Marmion', Palltheoll, XIII, 1934, p. 65.
(4) Notes by Max J. Friedlander of Apr. 1939 and 1947,
Kress Archive. (5) Wadsworth Atheneum Exhibition
Catalogue, 1947, p. 14. (6) Grete Ring, A Celltury oJFrcuch
Paintil/g 1400-1500, London, 1949, p. 222, Cat. No. 193.
(7) Edith M. Hoffman, 'Simon Marmion'. Unpublished
thesis written for the Courtauld Institute in 1958, p. 199.
(8) See W. Worringer, Die altdeutscTte Buchilltlstratiol/,
Munich, 1929, p. 31, fig. 2. (9) Alfred Stange, DeutscTte
Malerei der Gotik, VIII, Munich/Berlin, 1957, p. 49 and
figs. 98-9. (IO) Two Florentine fresco cycles - a lost one by
Uccello of scenes from the life of St. Benedict, probably
painted in the mid-I430s for Sta. Maria degli Angeli, and
one by the Master of the Chiostro degli Aranci, possibly a
Portuguese artist active at the Badia (Florence) c. 1435-40,
also showing the life of St. Benedict - may have contributed to the composition of KI597. See Millard Meiss,
TTte Great Age oj Fresco, London, 1970, pp. 120-1.

MASTER OF ST. GILLES
The Master of St. Gilles was active in Paris, probably under
the patronage of Charles VIII and Louis XII at the end of
the fifteenth century. Specific architectural and other
references in his panels make the painter's Parisian residence
secure. His art, related to that of Jean Fouquet and the
Master of Moulins, has pronounced Netherlandish influences from the later fifteenth-century Schools of Ghent
and Bruges. An interest in Italian art is demonstrated by
some of his panels, such as the Presentation iI/ tTte Temple
(Rotterdam, Museum Boymans-van Beuningen), which is
partIy derived from an engraving by Bramante. Tschudi
named tIle master for two works in London (National
Gallery), from a polyptych showing scenes from the
Legend of St. Gilles. They are the Mass oj St. Gilles
(24i XI8 in.) and St. Gilles alld Kil/g Flavius {241 X I8i in.,
Text Figs. 53, 54).1 Two additional panels, close to the
above in style and size and now in tIle Kress Collection,
were attributed to the same master by Friedlander, who
suggested that all came from the same altarpiece. 2
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Three of the four scenes include specific references to the
medieval architecture of Paris: the Mass oj St. Gilles takes
place in the Abbey Churcll of St. Denis; the Baptism oj
Clovis is set in the lower chapel of the Sainte-Chapelle and
St. Leu Curing the Children is depicted before Notre-Dame.
The Kress panels were first recognized in 1883 by
Champeaux as views of the ile de la Cite in Paris. He
described them as triptych wings showing Clovis Baptized
by St. ReillY (K 1422) and a scene from the life of St. Denis
or St. Remy {KI421).3 The back of each panel originally
had a painting in grisaille showing a standing saint in an
architectural recess. St. Gilles alld King Flavius (Text Fig. 53)
shows a bishop saint on the verso (probably St. Leu; Text
Fig. 54). The Mass oj St. Gilles (Text Fig. 53) has St. Peter
on the verso (Text Fig. 54). The Baptism oj Clovis (Text
Fig. 53) probably had St. Denis (lost). St. Leu Healing {Text
Fig. 53) also had a grisaille verso, now lost, probably showing St. Gilles. According to Davies, St. Gilles and King
Flavius may have been the central panel of a small triptych
with the Mass oj St. Gilles as a fixed wing. He thought the
Washington panels belonged to a separate altarpiece.4
Friedlander suggested that the London panels were
probably placed one above the other to the left and those
in Washington to the right, presumably wings of a lost
central panel which he believed to have shown scenes from
the lives of St. Denis and St. Peter, with the open altarpiece
measuring approximately 1'30 X2'0 m.o Hinkle correctly
identified the subject of K1421 as St. Leu Healing and
thought the Baptism (K 1422) to be that of Vissius rather
than Clovis. He modified Davies's view, suggesting that
the Baptism was the fixed left wing of a triptych with the
London panels as the center and right wing (the Washington St. Leu being a separate votive picture) housed in the
Parisian church of St.-Leu-St.-Gilles, whicll was dedicated
to the saints whose lives are shown in these panels and
linked to St. Denis. Saints Leu and Gilles shared the same
feast day, 1 September. 6 The extraordinarily high quality
of the Kress panels was recognized in the nineteenth
century widl their initial attribution to Jan van Eyck
(1833).7 At the end of the century (Lestang-Parade Sale,
1882) they were described as two works of the first rank
by an unknown, fifteenth-century artist. Tschudi associated
the Master of St. Gilles with the circle of the Flemish
painter Gerard David. S Friedlander placed the St. Gilles
Master widl such artists as the Master of Moulins, Juan de
Flandes or Michel Sittow, who united Netherlandish
observation of nature and 'pictorial science' with a Latin
feeling for beauty.9 Conway characterized the master's
origins as Northern French or South Netherlandish.1o
Held also stressed dIe importance of Gerard David's art
for the St. Gilles Master, dating the Kress panels after 1498,
as he found them to depend upon the Bruges master's
Judgmellt oj Cambyses (Bruges, Musce Communal) of that
date.l l Even more than dIe Master ofMoulins the St. Gilles
Master enjoyed a complete command of Netherlandish
luminism and encyclopedic detail. Sterling wrote that the
Master of St. Gilles was probably a Fleming, his art direcdy
influenced by Hugo van der Goes and that of the School
of Bruges, but that the artist resided for a long time at the
court in Paris.12 Sterling also suggested that while the panels

are en suite, the Kress examples are more French in
character than those in London, finding them larger in
scale, lighter and less labored. He felt these differences
were possibly the result of dIe master's having employed
a French assistant.l3 Tietze described the panels as important
works of the School of Paris, painted c. 1500.14 'No other
painter and no other painting have quite the same close
connection with Paris and the French monarchy toward
1500' according to Seymour (p. 66; p. 202, n. 16). He
suggested that tlle Kress panels together with those in
London were probably destined for the Royal Abbey at
St. Denis.1o

MASTER OF ST. GILLES
K I42I :

Figure
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ST. LEU HEALING THE SICK CHILDREN.1G Washington,
D.C., National Gallery of Art (1097), since 1951. Oil on
oak. 241 XI8 in. (61.6 X45·8 cm.). Old sticker on back
with number 5567. Two French customs stamps. Original
borders all around. Losses in sky at upper right and along
bottom; some restoration in arm of man at extreme right;
blistering in green robe of man to the left of tlle woman
and child. Cradled and slightly restored by Pichetto,
1946/47.
Suida, pp. 186, 188, Cat. No. 82. Reproduced in color by
Grete Ring, A Century oj Frellch Painting, London, 1949,
p.25·
One of two grisailles (now lost) showing St. Gilles and St.
Denis (Text Fig. 54) was originally on the back OfK1421.l7
A bishop stands on the steps of the porch of a small church,
St.-Jean-Ie-Rond, which formerly adjoined the north wall
of the northwest tower of the facrade of Notre-Dame de
Paris and was the cathedral's baptistry.ls He wears a
jeweled mitre, a cut-velvet cope with embroidered
orphreys and a velvet border fastened by a trefoil morse,
over an alb. Four attendants (including an acolyte in an
alb who holds a book and the episcopal crozier) stand
behind the bishop as he blesses a bearded kneeling figure in
the center foreground. Shown in left profile, the kneeling
man wears a white, knotted, turban-like headdress and a
fur-lined coat, his fur hat is placed on the lower-most step.
A woman with a little boy (probably the kneeling man's
wife and son) are seated in the right foreground. A young
man, his arms raised, is at her side, three older men are
behind her. A man in pilgrim-like garb with a hurdygurdy stands in the center background, holding the hand
of a boy to the left. A woman with a white headdress, arms
crossed over her breast, stands at the side with three male
onlookers. A man lies on the ground to the left, as though
in a fit, restrained by a kneeling figure to the left and a
standing one to the right. The monkey-like formjust over
the fallen man's head represents an exorcized evil spirit.
Beltind this group, by the church portal, stands an acolyte.
A little male figure is seen from the back, leaning over the
quay wall in the rear; a small family group is also in the
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background to the right, just below the late Gothic chapel
of the Hotel-Dieu with its statue of the Virgin and Child.
Two spectators stand on the chapel roo£ The Chapter
House is to the left. A view of the left bank of the Seine,
with a crossed spire (most likely that of Ste.-Genevieve) is
in the background.19 To the right of the baptistry entrance
are the three Gothic portals of Notre-Dame with their
column figures in the jambs and smaller, mostly halflength figures of saints in the archivolts. A statue of a
standing saint (Peter?) is on the fal1ade, just above the
bishop; two other such figures appear to the right between
tile portals - Church and Synagogue (?). To the right of
the bishop is the portal of the Virgin, the full-length statues
show St. Genevieve and St. Silvestre.2o
K1421 was first recorded in tile collection of a miniaturist,
Ie Chevalier Lestang-Parade, in 1833, attributed by him to
Jean de Bruges' {Jan van Eyck).21 When the panel later
appeared in the Lestang-Parade Sale (1882) tile bishop was
called St. Remy. In the Beumonville Sale of 1883, it was
given to tile 'Ecole de Bourgogne' (see Provenance).
Friedlander, noting the similar sizes of K1421 and its
companion in the Beumonville Sale (KI422) and the two
London panels, suggested tllat they may all have come
from the same altarpiece. He proposed that if not painted
for St. Denis, the altar was executed for another French
church. 22 Friedlander listed the panel as a scene from the
life of St. Remy. For his reconstruction of the altar, in
which it, K1422 and the London panels may originally
have appeared, see the biography of the Master of St.
Gilles, p. 240 above. 23 The kneeling figure in the foreground was identified by Held as an Arian bishop because
of the oriental form of his headdress. Held suggested that
the exorcism scene in tile background was probably an
early miracle of St. Remy, possibly the healing of a blind
man at Chamussy who was plagued by evil spirits. 24
Sterling found tile emphasis upon facial symmetry in the
St. Gilles Master's work was especially pronounced in the
Kress panels: a sign of their execution in France, possibly
by an artist of Netherlandish origin. 25 Ring called KI421
St. Remi Standing ill frOllt of Notre-Dame de Paris. She listed
tile lost verso as St. Denis.26 SlIida (p. 186, Cat. No. 82)
entitled K1421 The COil version of all Aryan [sic] by St. ReillY.
He said it showed 'the Aryan bishop who came for a
theological dispute with the Saint and suddenly lost the
power of speech; it was given back to him and he was
converted to the Catholic faith.'
Hinkle showed tile headdress of the kneeling man to be
late fifteenth-century Nortllern European attire. It was
worn under the fur hat (placed on the step). He saw no
reason for St. Remy ofRheims (who is not known to have
visited Paris) to be shown in a Parisian setting, before
Notre-Dame; he proposed that the bishop of KI421 was
St. Loupe (Leu) of Sens. Paris was long a suffragan see of
Sens, and St. Leu, protector of mentally disturbed children
and epileptics, according to Hinkle, is shown in the
Kress panel blessing and healing such children and their
elders. The kneeling man seems to intercede with ilie saint
for the healing of his child, held by his wife at the right.

Oilier adults and children are shown on the right half of
K142I. As St. Leu raises his hand in benediction, an
epileptic at the center is exorcized of the monkey-like
demon causing his ailment. 27 Although the front of
Friedlander's reconstruction for the altarpiece is persuasive,
the back - with three grisailles of one format and a fourth
(K 1421) of another - seems unlikely. If a lost, vertical,
central panel belonged witll the series (as he suggested)
then there may have been two additional narrative panels
(three to each wing) of which the upper pair had arched
grisailles (KI421 and a lost panel). The proposed central
panel would ilien be wide enough to allow the wings to
close, revealing the grisailles. Hinkle's identification of the
subject of K1421 is entirely convincing, but his separation
of this panel from tllOse showing scenes from the lives of
St. Gilles (London) and St. Denis (K 1422) seenlS unnecessary.
As tile verso of KI421 (showing St. Gilles in an arched
grisaille niche) refers directly to ilie subject of at least two
other panels, physical isolation from them is all the more
unlikely. There may have been three panels (two now lost),
each with a grisaille arched niche format on the reverse,
placed on an upper register, over Hinkle's projected
triptych. The frontal placement of ilie bishop-saint
grisaille (St. Leu?) argues against Friedlander's view that it
was vertically bracketed with a differently seen figure
above or below. As observed by Hinkle, it would seem
likely that the bishop and its suggested recto (St. Gilles and
King Flavius) had a central position in the altar.
See K1422, below, for Provenance and References.

K1422 :

Figure
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THE BAPTISM OF CLOVIS BY ST. REMY. Washington,
D.C., National Gallery of Art (1098), since 1950. Oil on
oak. 24!XI8!-in. (61.6X46·7cm.). Inscribed on tombstone at lower right: DOMINI LX.CC.LX OBIIT. DNS.
IACOB. The bottom section is illegible. At lower left:
C LXX MENS IS AUGUSTUS. ANNO DOMIN[I).28 Original
borders all around; two vertical joins, one through star on
vestment at right, tile other through lower comer of book
at left. Considerable re-painting in heads of man and
woman to the left of crowned figure and elsewhere; many
blisters have been laid. Cradled and slight restoration by
Pichetto, 1946/47. One of two grisailles (now lost) showing
St. Gilles and St. Denis (Text Fig. 54) was originally on
the back ofK1422.29
SlIida, pp. 186, 188, Cat. No. 83. Reproduced in color by
Michel Laclotte, Prilllitifs franfais, 1966, pI. XXXVI.
A nude, pensive king, wearing a crown of fleurs-de-Iys, is
shown in hip-length. He kneels in an early Gothic
baptismal font, his hands folded in prayer.30 To the right,
a bishop, his left hand somewhat raised, pours holy water
over the king's head from a small metal bowl held in his
right hand. In full liturgical garb, the bishop wears a
jeweled miter and cut velvet cope with embroidered
orphreys showing standing saints including Peter and Paul,
over a dalmatic and alb. His almost circular gold morse
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shows God the Father in half-length, in benediction in
a trefoil. A priest holds the bishop's crozier to the right,
another raises the bishop's cope and wears a floor-length
cope with oriental fantastic bird motif orphreys. The three
additional attendants stand to the rear, the one at the
extreme right holds the box of holy oils. Five spectators
are shown in the organ 10ft at the upper right. A woman
stands immediatcly bclund the font with two richly garbed
men to the left, each holding the left arm of the king. An
acolyte in wlute stands in the left foreground, holding a
book. Two men stand to the far left in the middle distance.
A halberdier stands outside the church at the left with
about seven other men. Additional figures are seen beyond
the right portal. The scene takes place in the lower chapcl
of the Sainte Chapelle (consecrated 1248), whose porch is
rendered with great accuracy. A male (?) statue with
flowing locks (Christ?) is on the central pier of the lower
porch, seen from the back.31 The statue on the central pier
and the door to the right appear to have been modeled on
those of the upper, rather than the lower, level of the
Sainte Chapclle. The interior is not based on any part of
that church. The royal palace and the palace courtyard
{Place du Parvis} on the lIe de la Cite, as they were c. 1500,
are seen through the portal of the chapel at the upper left.32
'The principal structure with the tall gable and the small
comer turret is known to have been built around 1323 and
probably housed the king's personal chaplains. In the
further distance, to the left of the chaplains' house, can
be made out a small section of the southern end of the
royal apartments, the logis dll ro;'.33
When K1422 was first published in 1833, it was attributed
to Jean de Bruges aan van Eyck).3-l The sale catalogue of
the Lestang-Parade Collection (1882) suggested that the
scene was from the life of St. Remy, and in the following
year it was listed under the Burgundian School. The
subject was described as St. Remy Baptizitlg Killg Clovis
(Beurnonville Sale, 1883, see Provellallce). Clovis I (c. 4665II) was king of the Salian Franks and founder of the
Franconian monarchy. He married the Burgundian
princess Clotilda in 493 and was converted to Christianity
in 496, baptized by St. Remy at Rhcims with 3000 of Ius
followers.35 Champeaux also entitled K1422 The Baptism
of Clovis by St. Rellly.3S Held singled out the seemingly
objective rendering of the 'donor portraits' - presumably
tile three figures to the left of the man in the font - as
showing tile master's French orientation, despite his
generally Netherlandish approach. 37 Friedlander noted the
master's lack of interest in one-point perspective in his
spatial rendering of K1422.38 Hinkle did not accept the
Baptism of Clovis as the subject. He noted that the presence
of tile box of holy oils at the extreme right was inconsistent
wi til tile legendary account of tile king's coronation and
baptism, in which the holy oils were brought by a dove.39
The scholar thought the subject to be the Baptism of
Lisbius by St. Denis. Lisbius was the first Christian martyr
of Paris, a nobleman who presented the bishop-saint with
the site for the first Parisian church, which was used as a
baptistery for St. Denis's many converts. Lisbius was
denounced by IDS wife Larcia after his baptism; Hinkle

suggested that the woman shown to the left, behind the
baptized figure, was Larcia.40 Medieval and sixteenthcentury depictions of the Coronation and Baptism of
Clovis stressed tile presence of the miraculous dove, but in
1488, close to the date of execution for K1422, a major
illustration of the subject in La Mer des Histoires (Text
Fig. 52) omitted the dove. The dove does appear in the
adjacent illustration of one of Clovis's battles.41 Hinkle
described the face of the woman behind the baptized figure
as sullen and therefore corresponding to the disapproving
Larcia, but her expression is the result of restoration rather
than the artist's intent. The panels' squarish proportions are
usually found in altarpieces composed of fixed panels of
uniform size, as opposed to the more elongated format
devoted in the later fifteenth century to the wings of
retables with a larger, stationary central panel. Therefore,
Friedlander's reconstruction seems untenable. Davies and
Hinkle rejected it on other counts. It is unusual to find a
stationary altarpiece where panels are all of the same size,
accompanied by a highly finished verso, since normally the
back would not be visible. Presumably the altar was so
placed as to be seen from both sides.
There is little need to follow Hinkle's isolation of the St.
Leu Healillg from the other panels. At present, a structure
incorporating all of the Master of St. Gilles's surviving
panels seems best. For a provisional reconstruction in this
fashion, in which the lower register of the recto and verso
conforms to Hinkle's, see Text Fig. 53-4. As one of the
grisailles shows St. Peter, one of the presumed nllssing
narrative panels was probably devoted to that saint's life;42
another may have shown Clovis's coronation as a separate
subject.
Provellallce: Presumably from an altarpiece in the church
of St.-Leu-St.-GilIes, Paris, commissioned at the end of the
fifteenth century. Chevalier Lestang-Parade, as early as
1833.43 Comte Melchior de Lestang-Parade, Aix-enProvence (sale, Aix, 19-20 May 1882, p. 37, Cat. Nos. 105
and 106, as by an anonymous fifteenth-century master
showing a bishop blessing (KI421) and baptizing (KI422),
probably both St. Remy).44 Baron E. de Beumonville (sale,
Paris, Hotcl Drouot, 21-22 May 1883, p. 29, Cat. No. 43,
as Burgundian School, fifteenth century, probably scene
from the life of St. Remy), purchased by Watcl. Paris art
market, 1937. New York, Wildenstein and Co. Kress
acquisition 1946.
Referetlces: (I) Hugo von Tschudi, 'London. Die Ausstcllung altniederlandischer Gemalde in Burlington Fine Arts
Club', Repertorilllll flir KUllstlVissenschajt, XVI, 1893, pp.
100-30, esp. pp. 105-6. The second panel was long listed as
St. Gilles and tlte Hind. (2) MaxJ. Friedlander, 'Der Meister
des H. Agidius', Allltliche Bericltte ails dell kOlliglicliell
KllnstsalUmlllugen, XXXIV, 10, July 1913, pp. 187-9. (3)
Alfred de Champeaux, 'Deux vues de la Cite de Paris au
XVe siecle', La Clironique des Arts et de la curiosite, 1883,
pp. 186-7. He rclated the color of these panels to a portrait
of Guillaume de Montmorency (Paris, Louvre). The
architectural clements of K1421/2 have been further studied
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by W. Martin Conway, 'The Abbey of St. Denis and its
Ancient Treasures', Archaeologia, 2nd ser., XVI, 1915, pp.
103-58; Julius Held, 'Zwei Ansichten von Paris beim
Meister des Heiligen Agidius', jahrbllcll der prel/ssisclletl
Kllllstsammll/Ilgetl, III, 1932, pp. 3-15; Michele Hebert, 'Les
monuments parisiens dans 1'reuvre du Maitre de SaintGilles', Memoires: Federatlou des Societes Historiql/es et
ArcJzeologiql/esde Pariset de ['lIe de Frallce, I, 1949, pp. 213-36;
William M. Hinkle, 'The Iconography of the Four Panels
by the Master of St. Gilles', jOl/mal oj the Warbl/rg and
COl/rtal/ld Illstitl/tes, XXXVIII, 1965, pp. 139 fE, 142-4.
Hereafter referred to as Hiukle. (4) See Martin Davies,
SI/pplemellt to the 1926 Catalogl/e inell/dillg Accessiolls to the
Elld oj 1937, London, National Gallery, 1939, p. 27. See
also his Catalogl/e oj Early Netherlalldish Paintings, London,
National Gallery, 1955, p. 83. In this way, the altar would
have resembled Roger van der Weyden's jollallllesaltar
(Berlin, Staatliche Museen). (5) Friedlander, 'Le Maitre de
Saint Gilles', Gazette des Beal/x-Arts, 6th ser., XVII, 1937,
pp. 223-4. This reconstruction was accepted by Grete
Ring, A Celltury oj Frellc1, Painting 1400-1500, London,
1949, p. 230, Cat. No. 239, and Suida, p. 186, Cat. Nos.
82-3. Charles Sterling, La peilltl/re jrallfaise: les primitlj's,
Paris, 1938, p. 135; Louis Reau, La peinture jrallfaise du
Xlve au XVle siecle, Paris, 1939, p. 16; Charles Sterling, La
peillture jrallfaise: les peilltres dll moyell ~ge, Paris, 1942, p. 51;
Michel Laclotte, Primitlj's jrallfais, 1966, pI. XXXVI. (6)
Hinkle, pp. 140-4. Hillkle (p. 140) regarded Yves's Vie de
St.-Dellis (B.N. MSS. fro 2090-2, lot 5286) to have been
a major source for several of the panels, especially KI422
and the London Mass oj St. Gilles. In this fashion, the
perspectival and architectural construction of the three
grisaille versi is consistent. The total width of the three
panels of this triptych without frames would be 5d in.
(7) Jean Baptiste Fran~ois Porte, Aix, allciell et modeme, Aixen-Provence, 1833, p. 196. (8) Tschudi, op. cit. Note I
above, pp. 105-6. (9) Friedlander, 1913, op. cit. Note 2
above, p. 231. (10) Conway, 1915, op. cit. Note 3 above,
p. 105. (II) Held, op. cit. Note 3 above, p. 12 and p. 14,
n. 2. (12) Sterling, op. cit. Note 5 above, 1938, p. 134. (13)
Idem, 1942, op. cit. Note 5 above, p. 51, Cat. No. 127
(for both Kress panels). (14) Hans Tietze, Treasl/res oj the
Great Natiollal Galleries, New York, 1954, p. II7, pp. 123-4.
(15) See also Walker, p. 106. (16) This title was given to
KI421 by Hillkle (p. 130-3). The former title 'The conversion of an Arian by St. Remy' was assigned because its
presumed pendant (KI422) ,whicll also shows a bishop, had
been mistakenly identified as St. Remy. (17) Hillkle (p. II5,
n. 24) incorrectly described the grisailles of the London
and Kress panels as 'effaced'; they were separated and are
now lost. (18) Held, op. cit. Note 3 above, p. 6; Champeaux,
op. cit. Note 3, p. 187; Hillkle, p. 142, n. 49. (19) Held, op.
cit., p. 10; Champeaux, op. cit., p. 187. (20) Held, op. cit.,
p. 6. (21) Cited in Porte, op. cit. Note 7 above, p. 196.
(22) Friedlander, 1913, op. cit. Note 2 above, pp. 187-9.
Friedlander's views were followed by Conway (op. cit.
Note 3. pp. 190-2). (23) Friedlander, 1937, op. cit., Note 5,
p. 223. (24) Held, op. cit., p. 3. (25) Sterling, 1938, op. cit.
Note 5 above, p. 135. In 1942 (op. cit. Note 5 above, p. 51,
Cat. No. 127) KI421 and KI422 were listed as part of a
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Retable de St. Gilles et St. Remy. (26) Ring, op. cit. Note 5
above, p. 230, Cat. No. 240b. (27) For documentary
sources, sec Hillkle, pp. 130-3. (28) See Held, op. cit., p. II.
According to Hillkle (p. 122), the inscriptions do not
correspond to any portion of the epitaphs recorded by
Emile Raunie, Epitaphier dll viellx Paris, II, Paris, 1893,
pp. 460-91 and Fran~ois de Guilliermy, Iuscriptions de la
Frallce, I, Paris, 1873, pp. 72-98. (29) Hillkle, p. II5. n. 24,
incorrectly described the grisailles as 'effaced'; they were
separated and are now lost. (30) Held, op. cit., p. 10, n. II,
observed that tile font could be a reliable record of one at
the Ste.-Chapelle; but if the small church shown in KI421
was a baptistery, it does not seem likely that the Ste.Chapelle would also have had a font unless its use was
restricted to the Court. (31) According to Hinkle (p. 122),
the actual porch statue showed a Virgin and Child, the
artist having selected tlle statue of the Savior which
originally stood on the corresponding trumeau of the
upper chapel. (32) The identification of the architecture
was first made by Alfred de Champeaux, op. cit. Note 3
above, p. 186. See also Held, op. cit., p. 10 and Hillkle,
pp. 121-3. (33) Hillkle, p. 122. (34) Porte, op. cit., p. 196.
(35) Reali, III, I, pp. 325-6. (36) Champeaux, op. cit., p. 186.
(37) Held, op. cit., p. 10. (38) Friedlander, 1937, op. cit.
Note 5 above, p. 230. K1421/2 are both listed under his
Cat. NO.9, p. 223. (39) Hillkle, pp. II4-15. (40) Ibid., pp.
II8-21. He identified the acolyte in the left foreground as
Lisbius's son Vissius, and the bishop's identically vested
assistants as St. Denis's co-martyrs Rusticus and Eleutherius
(pp. II6-17). (41) La Mer des Histoires, printed by Pierre
LeRouge, Paris, 1488, II, signature S. I. recto, 'La sizieme
aage'. (42) The prominent Hallsmarke incorporating the
letter P on the grisaille showing St. Peter (verso, London,
National Gallery, Mass oj St. Gilles) suggests that the
master's first name was Peter. For Hallsmarkell, see KI646,
p. 46 above. (43) Porte, op. cit., p. 196. (<<) Said to be
recorded in Les RI/es d'Aix, 1846-48, as in tile possession
of Alexandre and Melchior de Lestang-Parade.

French (?) Master active late

xv century

KI96S : Figure 236
PORTRAIT OF AN ECCLESIASTIC. Washington, D.C.,
National Gallery of Art (1606), since 1956. Tempera on
oak. IIi x8i in. (28·8 Y.22·2 em.). Small restorations in
face. Very well preserved. Original borders all around.
Varnished by Modestini in 1956.
SlIida-S!zapley, p. 80, Cat. No. 28.
An elderly donor in black, probably ecclesiastical, garb,
his hands folded in prayer, looks toward the left. He is
seen in half-length against a red background.
The portrait was ascribed to Roger van der Weyden when
exhibited in Bruges in 1902. A supplement to the Bruges
catalogue (see Provenance) by Hulin de Loo placed it
tentatively at the end of the fifteenth century, ascribing the
work to an anonymous artist, whose school could not be
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precisely determined.1 Suida-Sltapley (p. 80) dated the
portrait C.1480; according to them it 'approximates in
some measure the style of the Master of Moulins.'
This panel was probably the right half of a diptych. The
most common subject for the companion wing was a halflength Virgin and Child, possibly modeled on works by
Roger van der Weyden. The red background is more
commonly found in France and Germany than in the
Netherlands. That the artist of K1965 was French is
probable but not a certainty. Similar donor's caps are
found in Germany and in the north and south Netherlands
in the late fifteenth and early sixteenth centuries. The
portrait has not been included in any survey of French
fifteenth-century painting.

Provellallce: Leopold Goldschmidt, Paris, exhibited: Bruges,
E.~position des Primitifsjlamal/ds et d'art al/ciel/s, 1902, p. 139,
Cat. No. 381. New York, Drey Gallery. Kress acquisition
1953·
Reference: (I) Georges Hulin de Loo, Catalogue Critique,
Ghent, 1902, p. 106, Cat. No. 381.

]OSSE LIEFERINXE (Master of
St. Sebastian)
J osse Lieferinxe was born at Enghien in the Hainaut
(Southwestern Belgium) probably in the last third of the
fifteenth century; he died in Marseilles sometime between
1505 and 1508.1 He was recorded in Marseilles from 1493
when he worked for Philipp on Mauroux. It has been
suggested that his apprenticeship was to an artist familiar
with the art of Geertgen tot Sint Jans. He married the
daughter ofJean Changenet (known as 'Ie Bourguignon'),
the outstanding painter of Avignon, in 1503. Lieferinxe
was long known as the Master of St. Sebastian after the
Retable de Saint Sebastien, painted between 1497 and 1499,
now dispersed. The central panel is in Antwerp (Musce des
Beaux-Arts), with side panels in the Philadelphia Museum
of Art Oolm G. Jolmson Collection), Baltimore (Walters
Art Gallery), Rome (Galleria Nazionale), and Leningrad
(Hermitage). The contract for this altarpiece was dated
14 June 1497, ordered by the Confrcrie du Luminaire de
Saint Sebastian attached to the Church of the Accoules
(Marseilles) to be executed together with a Piedmontese
master, Bernardino Simondi (died in Aix, March 1498).2
Lieferinxe's second major project was the Retable dll
Calvaire probably painted in 1500-3, depicting a Crucifixion at the center (Paris, Louvre) and four scenes from
the Life of the Virgin in the wings. 3 Sterling suggested that
Lieferinxe's familiarity with the art of Antonello da
Messina resulted from his study of copies in France after
the Italian artist's works.' Lieferinxe combined North
Netherlandish, Netherlandish, Burgundian, and Provenr;al
currents of the late fifteenth century with Italian Renaissance
elements which he may have received from his Piedmontese
parmer.1i

]OSSE LIEFERINXE
K

367 : Figure
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ABRAHAM VISITED BY THREE ANGELS. Denver,
Colorado, Denver Art Museum (E-953), since 1954.
Tempera on cradled lindenwood. 181 X26! in. (46.1 X
66·7 cm.). Several linen patches were attached to the
lindenwood support ofK367 prior to painting. Cut down
at left, bottom and top. Extensive worm-tunneling. Two
vertical joins, through angel at left and angel at center. 6
Recradled, cleaned and restored by Pichetto in 1936. Slight
restoration by Modestini in 1954; in a fair state of
preservation.
Denver, p. 18, Cat. NO.5.
Abraham kneeling in left profile at the lower right (his hat
and stick on the ground) looks toward three standing
angels in identical garb, each of whom holds a staff in one
hand and points upward with the other. They announce
that Abraham's aged wife Sarah, seen standing at the door
of a dilapidated farmhouse at the right, will give birth to a
son (Genesis 18: 1-16). Sheepskins dry on the roof above a
haystack to the left. Sheep graze on the steep hills behind
the angels. The semicircle cut off by the left border is the
right end of a table (see Text Fig. 55).7 A river winds
through a valley to the left. The upper half of a winged
heart-shaped object (gourd?) hangs from a tree stump in
the foreground. 8 As noted by Sterling, the winged form
may be emblematic. 9
The Kress panel is based upon a composition, presumably
by the young Antonello da Messina, known through two
examples. The first (Reggio Calabria, Museo della Magna
Grecia), possibly painted by Antonello himself, fragmentarily preserved and in poor condition, shows the
three angels and a landscape section to the left which
includes a round table (Text Fig. 55). The panel measures
21·4 X29·3 cm.IO The second is a copy, possibly a pastiche,
by a Sicilian imitator of Antonello da Messina, at Forza
d' Agro (Chiesa della Triave); it shows the three angels
seated at a circular table with Abraham kneeling at the
lower right.l l In 1935 Venturi ascribed K367 to Antonello
de Saliba noting that the panel provided a reconstruction
of the fragmentarily preserved painting by Antonello da
Messina in Reggio Calabria.12 Roberto Longhi, William
Suida, and F. F. Mason Perkins followed Venturi's viewsP
A Flemish element was detected in K367 by Van Marle
who attributed the panel to the early Antonello da Messina,
rather than to his follower, whom he did not find to have
been influenced by northern art. l4 In the early 1930S Fiocco
viewed K367 as the work of a Lombard painter, superior
in talent to de Saliba, based upon an early panel by
Antonello da Messina (Reggio Calabria).15 Berenson observed that the Kress panel was probably by Francesco
Napoletano, based upon the depiction of three angels
(Reggio Calabria) by Antonello da Messina or Antonio de
Saliba.16 The panel was attributed to Antonio de Saliba by
Burroughs who found the subject rare in Italian art and
the painting reminiscent of northern art. He related the
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angels to those painted on the vault of the Hotel Jacques
Coeur at Bourges and described the landscape as reminiscent
of those by Simon Marmion. I7 K367 is labeled by Bottari
as a Lombard copy after Antonello.18 According to Lauts,
it is an old copy, possibly by a Lombard imitator of
Antonello da Messina based upon the work by Antonello
at Reggio Calabria.I9 In 1941 the panel was attributed to
Antonello de Saliba.20 The panel was attributed to the
French Master of St. Sebastian Gosse Lieferinxe) by
Ragghianti. The Italian scholar placed the work between
Lieferinxe's Pieta (Antwerp, Musee des Beaux-Arts) and
the St. Sebastian panels which he viewed as from the
master's last period of c. 1500 when he was much influenced by Italian painting, becoming a 'Provenrral
Bramantino'.21 The compositional source for Abraham
Visited by Three Angels was given by Bottari as Eyckian,
perhaps by Petrus Christus. He found the Kress panel to be
a Lombard or Provenrral replica of Antonello's lost source,
noting that the attire of Sarah and the Alpine landscape
were not Italian, the angels recalling the one by Petrus
Christus in the AIIllIlllciatioll (Berlin, Staatliche Museen).22
The Denver catalogue (1954, p. 18, Cat. NO.5) gave
K367 to a 'close pupil of Antonello da Messina ..• possibly
painted by Antonello de Saliba.' According to Laclotte
the Kress panel was painted in Lombardy c. 1490, close in
style to the Master of St. Sebastian.23 Sterling believed the
painting to be copied by Josse Lieferinxe, after Antonello's
depiction of the same subject. He showed the face of
Abraham to be identical with that of one of the archers
from St. Martill alld the Archers (Philadelphia, Philadelphia
Museum of Art, Johnson Collection).24 He suggested that
the winged object hanging from the 'arbre sec' in the foreground might be a bellows or an escutcheon, possibly a
device analogous to that of Louise de Savoie.25 Castelfranchi
Vegas catalogued the panel as by a 'Provenrral painter (?)
c. 1490', a faithful copy of Antonello's work of the same
subject.2G
In Western typology the subject of the Annunciation to
Abraham was viewed as a prefiguration of the Annunciation to the Virgin. The long narrow proportions of the
Kress panel suggest that it may have functioned as a
predella, placed in close proximity to the Marian scene.
Although the composition resembles that of Antonello da
Messina, the latter need not be its forerunner. Northern art,
drawn upon extensively by Antonello for his own work,
might also have provided the compositional source. 27

Provellallce: Viscomte Bernard de' Hendercourt (?).28 Sale,
London, Sotheby's, 9 May 1934, the property of a deceased
nobleman, p. 27, Cat. No. 136, attributed to Antonello da
Messina. Florence, Contini Bonacossi. Kress acquisition
1935, exhibited- Washington, D.C., National Gallery of
Art, Prelimillary Cataloglle, 1941, p. 8, Cat. No. 315.
Referellces: (I) See Egbert Haverkamp-Begemann, 'Eell
onbekend werk van Meester van de HI. Sebastian',
BlIlletin des MllsCts Royaux de Belgiqlle, VII, 1958, pp. 18-28,
and Charles Sterling, 'Josse Lieferinxe peintre provenrral',
La ReVile dll LOllvre et des Mllsees de Frallce, XIV, 1964,
17
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pp. 1-2. (2) Sterling (op. cit., Note 1., pp. 6-9) related the
specifications of this contract to the surviving eight panels
showing scenes from the saint's life previously listed as by the
Master of St. Sebastian. (3) For a reconstruction of the
work see ibid., p. 5. (4) Ibid., p. 16. (5) J.-H. Albanes,
BlIlletill archlologiqlle, 1884, p. 248 (cited by Sterling, op. cit.
Note I above, p. 9, n. 17). Sterling, 'Two xv-Century
Provenrral Painters Revived: II The "Master of St.
Sebastian" Josse Lieferinxe?', Gazette des Beallx-Arts, 6th
ser., XXII, 1942, pp. 135-48. Idem, 'Saint Sebastian Interceding for the Plague-Stricken', Art Quarterly, VIII, 1945,
pp. 216-23. Grete Ring, A Celltllry oj Frellch Pailltillg 14001500, London, 1949, pp. 232-3, Cat. Nos. 258-64. Julius
S. Held, 'Little-known French Paintings of the Fifteenth
Century', Burlillgtoll Magazille, XCIV, 1952, pp. 99-108.
Marguerite Roques, Les rapports IIeerlalldais dalls la peillttlre
dll Slid-Est de la Frallce, Bordeaux, 1963, p. 133, n. 44.
(6) Both Carlo Ragghianti ('Bordeaux-Genova', review
of the exhibition Primitivi Mediterrallti, BordeauxGenova, 1952; Sele Arte, I, Sept.-Oct. 1952, p. 79) and
Charles Sterling (op. cit. Note 1 above, p. 16, n. 52) have
noted that K367 is poorly restored. The bird at the lower
left was originally a snail. (7) Sterling, op. cit. Note 1 above.
(8) For the iconography of the subject see Reali, ll, I, p. 131.
See also Karl Moller, 'Abraham IV', Reallexikoll zlIr
delltschell Kllllstgeschichte, I, cols. 89-92. (9) For winged
hearts see Arthur Henkel and Albrecht Schone, Emblelllata,
Stuttgart, 1967, col. 1027. (10) For the restoration of the
Reggio Calabria panel see Paolo della Pergola, 'Le tavolette
antonelliane di Reggio Calabria', Bolletillo d'Arte, XXXI,
3rd series, 1938, p. 515; also Atltollello da Messilla e la
Piltura del 1400 ill Sicilia, Messina, 1953, pI. ll. (II) First
published by Stefano Bottari, 'Ricerche intorno agli
Antonelliani', Bolletillo d'Arte, I, 2nd series (XXIV), 1931,
p. 309, fig. 14, ascribed to 'Jacobello d'Antonio (?)'. The
Forza d'Agro panel is by Antonino Guiffre (Liana Castelfranchi Vegas, 'I rapporti Italia-Fiandra', Part 2, Paragolle,
n.s. 21, XVII, no. 201, 1966, pp. 42-69, esp. p. 52.). (12)
Kress Archive. (13) Ibid. (14) Ibid. (IS) Ibid. (16) Ibid. (17)
Ibid., c. 1933. (18) Stefano Bottari, 'U primo Antonello',
Critica d'arte, IX, 1937, pp. 97-109 (opposite p. 101, pI. 81,
fig. 3). (J9) Jan Lauts, Alltollello da Messilla, Vienna, 1940,
p. 34, Cat. No. 10. See also his 'Antonello da Messina',
Jahrbllcll der kllllsthistoriscllell Samllllllllgell ill Wien, n.s. Vll,
1933, pp. 15-88. (20) Prelimillary Cataloglle, National
Gallery of Art, Washington, D.C., 1941, p. 8, Cat. No.
315. (21) Ragghianti, op. cit. Note 6. (22) Bottari, Alltollello,
Milan-Messina, 1953, p. 14. (23) Michel Laclotte, L'Ecole
d'AvigIlCII, Paris, 1960, p. 123, n. 67; p. 100. (24) Sterling,
op. cit. Note I above, pp. 141£, figs. 31, 30. (25) Sterling,
op. cit. Note I above, p. 16, n. 52. Louise's device is
reproduced by Guy de Tervarent, Attribllts et sYlllboles
dalls l'art proJalle, 1450-1600, I, 1958, fig. 2. (26) Castelfranchi Vegas, op. cit., p. 5, pI. 41b. (27) The predella
format is rarely found in Northern European altarpieces
but Lieferinxe is known to have been employed upon a
retable utilizing this convention (The Piela of the Retable
de Saillt Sebastiell, Antwerp, Musce des Beaux-Arts). As
Lieferinxe worked with an Italian artist, Bernardino
Simondi, the latter may have familiarized him with the
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ltalianate form which is also encountered in Provence.
(28) Mason Perkins, loc. cit., described K367 as having
beell discovered 'c. I9I5' by de' Hendercourt.

NICOLAS DIPRE
Nicolas Dipre, SOIl of Nicolas d'Amiens (also known as
Nicolas d'Ypres), was born in Paris, probably in the last
third of the fifteenth century and died in Avignon in I532.
He is first recorded in Avignon in I495 where, ill I508, he
married the daughter of Jean Bigle, a prominellt woodcarver. The artist was employed UpOll the decorations for
the triumphal Avignon entry of Cardinal Giuliano della
Rovere (the future Julius II) in I495. He received numerous
commissions from I500 ollward, among them altarpieces,

polychromy for statues, cartographical renderings, frescoes
and processional banners. Sterling described Dipre as the
painter 'who best represents the Burgundian heritage of
the Master of Aix: his statuesque style ... [and] lyricism.
His squat figures, their awkward and hearty gestures of
vehement tenderness espouse with naivete the simple human
majesty of Biblical narratives.'!

The Marriage of the Virgin (K I996) and The Adoration of the
Shepherds (KI82I) are two of five small horizontal panels,
probably all forming the predella of a single large altarpiece commissioned on II March I499 by the Confrerie
de la Conception for St. Siff"rein (the Cathedral of
Carpentras at that time) and completed by 20 April I500. 2
This altarpiece showed the Virgin in the center with
depictions of the Expulsion of Joachim, Joachim in the

CORONATION OF
THE VIRGIN
(lost)

PROPHET
(lost)

PROPHET
(lost)

'

.

: ~: : : ..., ...

..

Meeting oj
Joachim and A/ilia
........! (Carpentras)

Expl/lsion oj
Joacllim (lost)

....,-

Joachim with
t"~ Shepherds
(lost)

Presentation oj
Ihe Virgin (Paris)

Birtl, oJthe
Virgin (lost)

Tile Virgin (lost)

Marriage oJ
the Virgin (K1996)

Crncifixion
(Detroit)

Adoration oj
the Shepherds (K18.u)

Partial reconstruction of Nicolas Dipre's altarpiece for St. Siffiein, Carpcntras

Adoration oj
(Zurich)

tll~ Mag;
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Fields with Shepherds, and the Birth of the Virgin to the
left and right. The predella was to show five unspecified
scenes from the life of the Holy Virgin. The superciel (a
canopy-like structure at the top) showed the Coronation
of the Virgin between two prophets. 3 A fragment showing
the Meeting of Joachim and Anna (Carpentras, Musee
Duplessis) known to come from St. Siffrein was related by
Sterling to the commission of 1499.4 Some indication of
the original format of the Carpentras altar may be found
in fifteenth-century Provencral and Spanish retables in
which the central fixed panel is very slightly broader than
those flanking it and where the five predella panels do not
conform in breadth to the three large vertical panels above.
For a partial reconstruction of the altar see p. 246. Three
of the five panels retain clear indications of ogival tops:
(a) The Adoration oj the Shepherds (K 1821, I I ! X I 8i in.);
(b) The Crucijixion (Detroit, Institute of Arts, Text Fig. 56,
II% XI7l in.)5; the third, The Adoration oJthe Magi (Zurich,
private collection, Text Fig. 57, I I XI8! in.) has the arch
filled in at the upper left and right to make the panel
appear rectangular. The other two, now rectangular in
format, The Marriage oj the Virgin (KI996, Fig. 233,
10% XI3! in.) and The Presentation oj the Virgin in the
Temple (Paris, private collection, Text Fig. 58, 12! X
19ft in.), were probably topped originally Witll an ogival
arch as well.

References: (I) Reproduced by Charles Sterling, 'Two
XV Century Provencral Painters Revived: 1 Nicolas Dipre',
Gazette des Beaux-Arts, 6th ser., XXII, Oct. 1942, pp. 9-16,
esp. p. 13, fig.!. (2) The commission of 1499 has been
published by H. Chobaut, 'Documents inedits sur les
Peintres et Peintres-Verriers d' Avignon, du Com tat et
de la Provence Occidentale, de la fin du XIve au premier
tiers du XVIe siccle', Mcmoires de l'Acadcmie de Vallcluse, IV,
1939, Avignon, 1940, p. 83. A translation of Chobaut's
resume (op. cit., p. 101) is given by Sterling (op. cit., pp.
13-14). Grete Ring (A Celltury oj French Painting, London,
1949, p. 233) expressed reservations concerning Dipre's
authorship of the predella panels which stem in part from
her misreading of the contract of 1499. She did not fully
accept Sterling's identification of the master of the
Carpentras Meeting at the GoldCII Gate with Dipre. She
called the former 'The Master of the Altarpiece of the Life
of the Virgin'. (3) The superciel probably resembled that of
the Mirailhet Retable de la Vierge de Misericorde (Nice,
Musee Massena) reproduced by Louis Dimier, 'Les
Primitifs Francrais: IV Deuxicme Production Provencrale',
Gazette des Beaux-Arts, 6th ser., XIX, Apr. 1938, pp. 223-32,
p. 25, fig. I. See Chandler Rathfon Post, A History oj
Spanish Painting, VIII, Part I, Cambridge, 1941, p. 18, fig. 3
(The Siresa Master, Retable oJthe Trinity, San Pedro, Siresa).
For the organization of the large central panels see Post,
op. cit., VIII, Part 2, p. 712, fig. 338 (The School ofJacomart
and Rexach, Retable, Demandolx-Dedons Collection,
Marseilles). In the Carpentras panel tlle Virgin was probably
shown standing rather than seated as in the Spanish altar.
(4) Sterling, op. cit. Note I, p. 16. (5) Usually accepted as
belonging with K1996, it was described by Paul L. Grigaut
('A Crucifixion From Provence', Bulletin oj the Detroit

Institute oj Arts, XXIX, no. 4, 1949-50, pp. 90-3, esp. pp.
92-3) as a decade earlier in date than any works associated
with Nicolas Dipre (the Master of the Altar of the Life of
the Virgin), active c. 1490-1500. He found the difference
in measurements and the more northern feeling of the
CTIICijiXiOIl to separate it from the other panels, but seemed
to ascribe it to the same hand.

K 1821 :

Figure

232

THE ADORATION OF THE SHEPHERDS. San Francisco,
California, M. H. De Young Memorial Museum (61-4429), since 1955. Mixed technique on cradled walnut. II! X
I8t in. (29'2 X47'9 cm.). The panel appears to have been
removed from an engaged frame; losses at lower right and
elsewhere. Extremely thinly painted; the preliminary
underdrawing can be seen below the drapery of the man
pointing to the Infant. The painted border is largely a later
addition.
San Francisco, p. 74.
The Virgin is seated on a low stool at the left of a stable,
looking down at a large book held in her lap, her left hand
placed on the open pages. She wears a simple blue robe and
has a golden halo. Joseph is seated on a taller stool behind
her and to the left. The Holy Infant, surrounded by golden
rays, is in swaddling cloilies in the manger at the center of
the composition. The ass is to the left and the ox to the
right behind the manger. A shepherd in a brown hooded
cloak stands to the right pointing to the Infant with his
right hand while turning to the right and gesturing with
his left hand toward two additional shepherds entering at
the extreme right. One of them leans on a staff and touches
his hat brim.
The group to the left refers to the Nativity (Luke 2:7);
however, the depiction of Mary reading a holy book at this
time appears to be unprecedented. Her grave demeanor
suggests that she is reading a prophetic account of the fate
of her son whose entombment may be indicated by the
sarcophagus-shaped manger and shroud-like swaddling.
The Adoration of the Shepherds (Luke 2: 15-20) is interpreted as the first appearance of Christ to the Jews.1
Longhi recognized KI82I as belonging with the works
associated by Sterling with Nicolas Dipre, suggesting that
it may have formed part of the Carpentras predella of
1499.2 According to Suida (San Francisco, p. 74) the panel
is by a French painter of the School of Provence active
c. 1500 and closely related to Dipre's oeuvre. The differences
in size among the four predella panels to which KI82I is
linked led Suida to suggest that the Adoration ojthe Shepherds
belonged with the CTllcijixion and the Adoration oj the Magi
with the remaining two (now rectangular in appearance)
coming from another altarpiece.
For a reconstruction of the altar to which K1821 probably
belonged see the artist's biography above. This panel was'
probably placed to the immediate right of the CTHCijiXiOIl
(Detroit Institute of Arts), the central panel of a five-part
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predella. The Infant's radiance is encountered in Northern
art in the Netherlandish master Robert Campin's Nativity
(Dijon, Musce de la Ville): the realistic treatment of the
dilapidated wooden stable also stems from that master's
innovative realism, followed by Dipre about seventy years
later in tIlls strongly conservative pane}.3
Provellallcc: Probably part of the predella of the Altarpiece
oj thc Lifo oj the Virgin painted by Dipre for tIle Cathedral
of Carpentras in 1499. Private collection, Italy. Florence,
A. Contini Bonacossi. Kress acquisition 1950.
Refercllccs: (I) For tIle iconography of the Nativity and
Adoration of the Shepherds, see Reau, II, 2, pp. 218-31,
231-6. See also !sa Ragusa and Rosalie B. Green, Mcditatioll
on thc Lifo oj Christ, Princeton, 1961, pp. 46-7. (2) Transcription of document of 20/m/50, Kress Archive. He
observed the links between Dipre's art and that of Italian
painters of Piedmont, such as Giovanni Martino Spanzotti.
(3) As Campin appears to have been active in Provence,
Dipre may have drawn upon works seen in that region.

NICOLAS DIPRE
KI996 : Figure 233
THE MARRIAGE OF THE VIRGIN. Denver, Colorado,
Denver Art Museum (E-953), since 1954. Mixed technique
on walnut panel. IO~ X131 in. (27 X35 cm.). Considerable
losses around sides, probably caused by removal of engaged
frame. The figure at the extreme right has extensive
damages in head, along shoulder and back. Transferred
from wood to masonite backed with oak veneer, probably
c. 1953. Some restoration by Modestini after acquisition in
1954·
DCllver, p. 66, Cat. No. 29. Reproduced in color by Louis
Gillet, Lcs Primitijs Frall(ais, Marseilles, 1941, pI. 6.
Six full-lengtIl figures on a chequered floor are shown in an
enclosure before an entrance flanked by Corinthian
pilasters. A bearded figure in priestly garb stands at tIle
center, grasping Mary's right hand with his right and
Joseph's right hand with his left. The Virgin has a gold
halo and long flowing hair and wears a cloak over a long
dress. The old Joseph, wearing a grayish skull cap with a
dark brown and red hood mantle, seems to hide the flowering rod (signifying his selection as the Virgin's bridegroom)
under his mantle. A man in oriental garb between the
priest and Joseph holds a rod, identifying him as an unsuccessful suitor. Two agitated women face one anoIDer to
the extreme left.
The Marriage of the Virg:n is not a Biblical subject. 1 The
panel was recorded by Jonvine in 19142 and exhibited as
an anonymous work from the chapel of the Trinitarian
monastery at Marseilles, painted c. 1490 by an artist of
foreign origin active in Provence.3 German influence was
seen in tlle Marriagc oj thc Virgill by Dimier who wrote
that the panel came from Avignon to Marseilles.' Sterling

noted IDe correspondence between KI996 and a fragmentarily preserved panel of Thc Mectillg of Joachim and
Alllla (Carpentras, Musce Duplessis) which he identified as
from an altar commission given to Nicolas Dipre in 1499.
He viewed K1996 as a predella panel from the same altarpiece. The Italianate architecture of the Kress panel led
Sterling to date it in the last year of the fifteenth century.
According to him 'the similarity with Dipre in types, folds
and hands is such that one is tempted to attribute it to him;
or at least to believe it was from his workshop.' He reserved
judgment as to a definite attribution pending study of its
presumed pendant known to Rene Huyghe (The Adoratioll
oj the Shepherds, K1821).5 Suida (Denver, 1954, p. 66, Cat.
No. 29) entered KI996 as 'French, School of Provence ...
probably the work of Nicolas Dipre'. KI996 and the
Preselltation oj the Virgill, due to their present rectangular
format, are described as from one altar, while the other
panels with their arched tops (Adoratioll of thc Shepherds,
Adoratioll of thc Magi, CTlicifixioll) are considered to be
from another.
The panel has been considerably cut-down and, at some
point, incorrectly restored. In all likelihood the priest
would have been placed nearer the center of the composition, in an enclosure whose side walls were far more
clearly indicated than they now appear. The drapery of the
figure at the extreme left and the paving at the lower left
corner originally extended all tlle way to the left but are
now obscured by a strip of paint along the entire left edge.
The column base at the lower right corner was clearly
larger in the original composition which was probably
terminated at that side by a column in similar fashion to
that shown in the same artist's Preselltatioll oj the Virgin
(Paris, private collection, Text Fig. 58). Joseph's garb is
almost identical to that found in the Adoration of the
Shepherds (KI821). The art of Conrad Witz is manifested
especially strongly in this scene whose block-like, powerful
figures recall the Swiss master.
Provenancc: Probably part of the predella of the Altarpiecc
oj the Life oj the Virgin painted by Dipre for the Cathedral
of Carpentras in 1499. Secularized Monastery of the
Trinitarians of Marseilles. 6 Comte Demandolx-Dedons,
Marseilles, exhibited - Paris, Palais National des Arts,
Exposition Internationale, Chejs-d'(Ellvrcs de l'Art Frall(ais,
1937. New York, Newhouse Gallery.? New York,
Fred'erick Mont. Kress acquisition 1954.
Refercllccs: (I) The Apocryphal New Tcstamellt, translated
by M. R. James, Oxford, 1924, 'The Gospel of PseudoMatthew', p. 73. For the iconography of the Marriage of
the Virgin see Reali, II, 2, pp. 170-3; for the flowering rod
see Jacqucs de Voragillc, La Legelldc Dorec, translated by
Teodor de Wyzewa, Paris, 1925, pp. 496-7, 'The Birth of
the Blessed Virgin'. (2) According to the Supplemcllt au
Cataloglle for the exhibition Chejs-d'oeuvre de I'art jrall(ais,
Paris, 1937, p. 6, the painting was published by Alexandre
Jonvine (Promenade arc/tt!ologiqllc Marseilles, Marseilles,
1914, p. 46, repro p. 46). (3) Ibid. (4) Louis Dimier, 'Les
PrimitifS Fran~ais: IV Deuxicme Production Proven~ale',

a
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Gazette des Beaux-Arts, 6th ser., XIX, 1938, pp. 223-32,
csp. p. 231. (5) Charles Sterling, 'Two XV-Century
Provenrral Painters Revived: I Nicolas Dipre', Gazette des
Beaux-Arts, 6th ser., XXII, 1942, pp. 9-16, esp. p. 16. A
similar vjew is given in his La peinture franfaise, peintres dll
Moyen-Age (Paris, 1942), p. 50, Cat. No. 29, where KI996
is listed as Provenrral School, c. 1490. It is included by Louis
Gillet, op. cit., pI. VI as French School of the xv century.
Grete Ring (A Centllry oj French Painting 1400-1500,
London, 1949, p. 233, Cat. No. 267) listed the work as by
'the Master of the Altarpiece of the Life of the Virgin'.
She thought that it, together with the Adoration oj the Magi,
the Presentation oj the Virgin, and the Crucifixion, was part
of the predella of the same altarpiece. She does not appcar
to have known of the Adoration oj the Shepherds (K 1821).
Ring noted that the Presentation might perhaps stem from
the series devoted to the life of St. Anne rather than that of
the Virgin while the Adoration oJthe Magi and the Crucifixion
could only pertain to a life of the Virgin. Misreading the
contract of 1499, she assumed that the predella subjects
were based upon 'scenes from the life of Anne' and therefore did not accept the identification of the master of the
predella panels as Nicolas Dipre. (6) According to Dimier
(op. cit. Note 4 above, p. 231), Adletc d'flIle Cl?uvre de
bieujaisance installce aI/x Trinitaires sCClllarisces de Marseille,
qlli tenaiellt Ie tableau d'Avigllon. (7) Advertisement in the
Connoisseur, CXXXII, Nov. 1953, p. lviii.

THE MASTER OF THE DE LATOUR
D'AUVERGNE TRIPTYCH
The anonymous master of K2157 was active in the
Auvergne in the last decade of the fifteenth century.
Sterling noted that the roots of his art are centered in the
environs of the Auvergne from Languedoc to the south
and the Berri to the north with very considerable influence
from Burgundy to the northwest. The artist may first have
been active in Burgundy with its emphasis upon Flemish
art and then received more southern influences when he
resided in the Auvergne. Sterling found him to be a
contemporary of the Maitre de Moulins and Jean Perreal,
both major French painters at the end of the fifteenth
century. The diaphanous coloring and meticulous rendering of detail found in the Latour d' Auvergne triptych led
Sterling to propose that the painter was also active as a
manuscript illuminator and designer of stained glass.l

K2IS7 :

Figure 234

THE ANNUNCIATION WITH SAINTS AND DONORS.
Raleigh, North Carolina, North Carolina Museum of Art
(GL.60.17.61), since 1960. Mixed technique (?) on oak.
Central panel 281 X 191:r.r in. (73 X49·4 cm.); wings 26! X
9i in. (67·3 X23·8 cm.). Central panel cradled by Modestini
in 1958. The triptych was cleaned and restored by him in
1959-60 and is well preserved. Pentimenti indicate change
in placement of the head of the Virgin and the left hand of
the angel, which was moved further up. In original
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engaged frame. On the back of the central panel are two
horizontal battens with a lengthy French genealogical
inscription glued between them. 2 (Text Fig. 59).
Raleigh, p. 124. Reproduced in color by Sterling, pp. 6-7.
Inscribed on angel's speech scroll: AVE GRA[TIA] PLENA
DOMINUS TECUM ('Hail [Mary] full of grace, the Lord is
with you', Luke 1 :28).
The scroll above St. John the Baptist in the left wing is
inscribed: Sacra ire saint Vierge lIIere pucelle/hietl te 1110[11 ]stras
a ton seigneur ancelle/quand ton aigllel ell ce lIIo[u]de apportas/

dOllt Gabriel t'a1/l1[tI]ca la tlollvelle/qui des 11Illllaitls la joie
retlollVelle/p"is pour sa 1Il0rt greifve do II Ie [ur] port as/etl tOil
allle dOllt beall te deportas/ce bOil seigtle[tlr] ell to[l/s] ses Jais
sl/pporte/priant celui dOllt sOl/verain portas/qui lui oevere [sic]
de paradis la porte. ('Sanctuary, holy Virgin, maiden Mother,
well did you show yourself the handmaid of the Lord
when you brought forth into the world your Lamb, news
of Whom Gabriel announced to you, Who renews the joy
of humankind; then you bore bitter grief in your soul for
His death, in Whose beauty you rejoiced; support this
good lord [the donor] in all his deeds, praying for him
whose Sovereign you bore, Who opens to him the gate of
paradise.').
The scroll above St. John the Evangelist in the right wing
reads: Royne regnante en iubilacion/de to [us] 11Illllaitle la

cOllsolacioll/je presente devant toy cette dame/qui dema[n ]de
p[ar] supplicatioll/Jaire tousjours juste operacion/par ton moyell
celle 011 jamez Ilel/st blasme/et pO[lZr] ta saincte all/lIl[n]ciacioll/
je te prie q[ue] gelleracioll/avoir puisse all sallZt de SOil atlle. 3
('Queen, reigning injubilation, consolation ofall humanity,
I present to you this lady who asks you in prayer always to
have fair dealing [with her] through your instrumentality.
o dwelling where you never have had blame, and [for the
sake of] your holy Annunciation I pray you that bearing
offspring will be effective for the salvation of her soul.')
The backs of the wings are inscribed in gold on a blue
ground with an eighteenth-century French genealogical
text (see Text Fig. 60).4
The arms of the donors are depicted twice: in color, as
though embroidered on the prie-dieu covers, and in
grisaille on shields borne on straps across the fronts of littIe
angels under tIle top arch to the central panel. The arms of
the donor, Jean, comte de la Tour d'Auvergne are:
quarterly 1 and 4 azure, semc of fleurs de lis or, overall a
tower argent masoned sable (for de la Tour); 2 and 3 a
gonfalon gules fringed sable (but should be vert) (for
d' Auvergne); on an inescutcheon, or three balls gules (for
Boulogne). The arms of the donatrix, Jeanne de BourbonVendome (widow ofJean II, duc de Bourbon) are as above
dimidiating azure, three fleurs-de-lis or overall a cotise
gules (for Bourbon).5
The Annunciation takes place in a French Renaissance
loggia-like interior, c. 1500 in style, with a mountainous
landscape seen through the piers at the left and right and
continued in the wings. Mary kneels on a red cushion at
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the right foreground (in front of a pric-dieu with an open
book on it), her hands folded in prayer. She wears blue
and gold jeweled robes and a jeweled circlet in her long
hair. She faces the kneeling Archangel Gabriel, who is in
liturgical garb and jeweled dalmatic. He holds a baton
crested with fleurs de lis in his left hand, while pointing
to the Holy Ghost in the form of a dove flying above with
his right. God the Father is shown in half-length in a small
window above, wearing red regal garb and holding an orb
with his left hand, his right raised in benediction. A pot of
lilies is seen below. The uppermost arched section of the
exterior, a lunette painted in grisaille, shows two putti
grasping stilt-like staffs, each bearing the donor's arms. A
frieze of putti on dragons, putti, and a mascarOIl, with two
cornucopias is seen below. Similar figures arc shown in the
capitals and friezes of the chamber below. The figures in
the wings arc much larger in scale than those of the central
panel. The kneeling donatrix in rich garb is before a pricdieu hung with her arms; her patron saint John the
Evangelist behind her is in the right wing. Her second
husband, Jean de la Tour d' Auvergne, comte d' Auvergne
et de Boulogne, kneels in the left wing before a prie-dieu
hung with his arms; his patron saint John the Baptist stands
behind him and grasps his right shoulder. The donor is in a
fur-lined red cloak. The Baptist wears a brown reticulated
hair shirt under a purple robe. A river runs from left to
right with snow-capped mountains in the distance seen
against a low horizon. The donors arc Jeanne de BourbonVendome (the second daughter of Jean II, comte de
Vendome, and widow ofJean II, duc de Bourbon) and her
second husband, Jean de la Tour d'Auvergne de Boulogne.
The couple's second daughter, Madeleine de la Tour, would
marry Lorenzo dc' Medici, Duke ofUrbino(theirdaughter,
Catherine, married Henri II of France). Two years after her
husband's death in Isol,Jeanne took a third, Franc;ois de la
Pauze, baron de la Garde.
The donors arc shown shortly after their marriage on
2 January 149S. The speech scrolls of their patron saints
reflect the newly-weds' desire for progeny. In the fifteenth
century, young couples often had themselves shown
flanking the Annunciation to associate their wish for
children with the Incarnation.
A late sixteenth-century copy after the central panel of
K21S7 was included in a sale at the Galerie Fischer (Lucerne),
II-IS November 19S8, Cat. No. 230S, pI. 33, listed as
Northern French. The panel measures 67·S X48·S cm. 6
The triptych was first published by Baluze, who reproduced it in 1709 in his genealogy of the house of
Auvergne (Text fig. 60). 7 Fournier-Sarlovcze studied the
style and established the date c. 149S-98, noting tllat the
omission of the Order of St. Michael from the donor's
portrait meant that it was painted prior to 1498 (when he
received the Order) and shortly after his marriage to the
Countess Jeanne in 149S. He suggested that the same artist
also painted the Retable de MOIlt/Ufoll (Montluc;on Cathedral)
of c. 1490.8 In 1938, Sterling characterized the master of
K21S7 as a faithful follower of the Maitre de Moulins,

dating the triptych 1494-ISOO.9 Wescher (Raleigh, pp.
IS-16) described the work as 'a monument of paramount
importance in the history of early French painting', also
noting 'a certain relationship to the frescoes representing
the seven Liberal Arts [Le Puy-en-Velay, Cathedral] ...
located not too far from where this altar once stood.'lo
Shapley (Raleigll, p. 124) listed K21S7 as 'French School,
late fifteenth century' and further stated: 'Remarkable
features of the painting are the strong modeling of the
figures and the convincing realism of the donor portraits.
Special care has been given to the shadows cast on the wall
by the dove and the scroll bearing the message of the
Annunciate Angel, and very charming and unusual is the
way the patron saints spread their mantles protectingly
round their namesakes. A complete triptych from a
fifteen til-century French atelier is rare. Small and provincial as this one is, it serves to recall that masterpiece of
our painter's great Flemish predecessor, the triptych of the
Nativity by Hugo van der Goes [Portinari Altar] in the
Uffizi, Florence.' The model for the angels' wings was,
according to Friedmann, the mallard duck. He also studied
the medieval symbolic association of the putto riding on an
elephant in the right-hand cornice and those on dragons
above.l1 Sterling identified the landscape of all three panels
as the valley of Allier with tile snow-covered mountains of
the Auvergne in the background (Puy de Sancy in the left
wing and Puy de Dome in the right), depicted in the early
spring, the season of the Annunciation (2S Marcll). He
related the landscape to that by Benedetto Ghirlandaio in
tile background of the Adoratioll of the Shepherds executed
c. 148S-93 (Aigueperse, Parish Church),12 not far from
Vic-le-Comte. He also found a stylistic correspondence
between the rendering of St. John the Evangelist in K21S7
and the same figure painted on the stalls of the church at
Saint-Chamant which he saw as influenced by Spanish art
and typical of tile Languedoc, the region to the south of the
Auvergne. He dated K21S7 c. 1497.J3

PrOVe1lallce: Jean and Jeanne de la Tour, Vic-le-Comte
(Auvergne), commissioned K21S7 c. 1497. Bequeathed by
her to the Cordeliers de Vic-lc-Comte, probably installed
in their church at the time of her death in ISI2 and placed
ncar her tomb.14 It was presented by tile Cordeliers to
Emmanuel Theodosius de Latour d' Auvergne, Cardinal de
Bouillon, the Grand Almoner of France, in 1703. Unknown
public sale between 1872 and 1874. Prince de Latour
d'Auvergne. New York, M. Knoedler and Co., Inc. Kress
acquisition 19S7, exhibited - Washington, D.C., National
Gallery of Art, Exhibitioll of Art Treasures for America from
the Samuel H. Kress Collectioll, 10 Dec. 1961 - 4 Feb. 1962,
Cat. No. 30.
Referellces: (I) Charles Sterling, 'Pour la pcinture en
Auvergne au XVe siccle', L'CEiI, No. 136, 1966, pp. 4-17.
hereafter referred to as Sterlillg. (2) 'The Princess Jehanne
de Bourbon-Vendome, paternal great-aunt of Henry Ie
Grand, widow by her first marriage ofJehan de Bourbon.
duc de Bourbonnais, and by her second marriage (widow)
of Jehan de la Tour d' Auvergne, comte de Boulogne.
whose portrait as well as that of her second husband arc
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painted from life in this painting, was seized with love,
after his death, for a young gentleman, a page in her
household, named Franl10is de la Pause, she married him
publicly, but she never took the name of this third husband,
always calling herself up to her death and even after his
death, the comtesse de Boulogne, the name of her second
husband. The marriage contract inscribed here below is of
the XVII day of March in the year MDIII: To all those who
will sec or hear these present letters, we, Jacques Du Puy,
Equerry, Knight-Bachelor, Keeper and Holder of the
Royal Seal, established at Montferrand in Auvergne, make
known that we, by our power personally established, have
commissioned our well-beloved and faithful Benoist
Boyrier, notary sworn by our court and chancery of the
said Montferrand, to sec, hear, and receive the contents of
these letters, that the noble Anne de la Pause, Seigneur of
the said place, for himself and his [heirs], on the one part,
and Franl10is de la Pause, his son, also free and heir of the
late Demoiselle Catherine de la Ribe, his late mother, for
himself and his [heirs], on the other part, and the very high
and mighty Madame Jehanne de Bourbon, Dowager de
Bourbonnais, comtesse de Boulogne et d' Auvergne, she
who was married to the very high and mighty prince,
Monseigneur the ducJehan de Bourbonnais et d'Auvergne
and who afterwards married the very high and powerful
Prince Monseigneur Jehan comte de Boulogne et
d' Auvergne, lady of her estate and not being in the power
of any man, thus affirmed by her oath for her estate in
perpetuity, on the other part: - these parties of their own
will, of sound mind, of free and liberal decision, and of
their desire and agreement, have spoken and treated of
entering into marriage, in the name of God, between the
said Franl10is de la Pause on the one part, and the said lady,
Jehanne de Bourbon, on the other part, do so and
accomplish it in the presence of our Holy Mother the
Church, as is good custom and fitting. The said Franl10is
de la Pause has promised to take and takes the said lady
Jehanne de Bourbon as his wife and spouse, and the said
lady Jellanne de Bourbon has promised to take and takes
the said Franl10is de la Pause as her husband and spouse,
and in favor the said marriage, etc.' (3) As transcribed by
Sterling, pp. 10, 16. The word cella is open to several
interpretations. See Sterling, note 16. (4) 'This painting,
painted at the earliest in the year MCCCCXCIV and at the
latest in the year MDI, was given by the Peres Cordeliers
de Vic-Ie-Comte on 27 July 1703, to Monseigneur
Emmanuel de la Tour d' Auvergne, Cardinal de Bouillon,
Dean of the Sacred College, Grand Almoner of France,
which painting, painted on wood, closing with wings,
represents at the bottom the Annunciation; and in the
vaulted arch above the cornice of an edifice finely built are
painted two angels, the one on the right holding an
escutcheon with the coat of arms of the husband, and the
one on the left holding an escutcheon with the coat of arms
of the wife. On the wing of the right side, representing
Prince Jean de la Tour d'Auvergne, comte d'Auvergne et
de Bologne, painted fro111 life, kneeling at his prie-dieu,
on which is painted his coat of arms, and being presented
to God by a Saint John the Baptist; and on the wing of the
left side, representing the princess, his wife, Jeanne de
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Bourbon-Vendome, first married to Prince Jean de Bourbon, duc de Bourbonnais et d' Auvergne, High Constable
of France, which princess is also painted from life, kneeling
at a pric-dieu on which is painted her coat of arms, and
being similarly presented to God by a Saint John the
Evangelist; and it is this painting which this princess,
interred in the church of the Cordeliers de Vic-Ie-Comte,
founded and built by the father and mother of her second
husband, had on her prie-dieu.' This inscription may have
been painted c. 1708 when Baluze prepared the genealogy
of the house of Auvergne (Etienne Baluze, Histoire
gellealogiqlle de la Maisoll d'Allverglle, Paris, 1709, I, p. 351.).
(5) See Etat present de la noblesse jrallfaise, 5th ed., Paris,
1883-87, p. 1722, 'Tour d' Auvergne'; also Gralld armorial
de Frallce, Paris, 1949, VI, p. 330, 'Dc la Tour d'Auvergne';
J. B. Rietstap, Armoiries des families contenues dans l'Armorial
Gell/fral, Paris, 1903, pIs. 287-8, arms of duke of BourbonVendome and dukes of Bourbon. The arms of the wife,
Jeanne de Bourbon-Vendome, do not show the three lions
passant argent on the cotise, which distinguishes the house
of Bourbon-Vendome from the senior house of Bourbon.
The omission of the brisure denoting the cadet family
although infrequent, was permitted to daughters. (6)
Sterling, pp. II, 16, n. 21. A recent cleaning has shown this
copy to include details (God the Father, Holy Ghost, and
speech scroll) which had been overpainted. (7) Baluze,
loc. cit. Note 4. The Baluze engraving illustrated by
Sterling, p. 16, fig. 16. (8) Raymond Fournier-Sarloveze,
'Quelques primitifs du centre de la France', Revue de l'art
allcien et modeme, xxv, 1909, pp. 180-91, III: pp. 184-91.
The Montlul1on painting is reproduced by Sterling, p. 14,
fig. 12. (9) Charles Sterling, La peilltllre jrallfaise: Les
Prilllitijs, Paris, 1938, p. 124, n. 120. K2157 is Cat. No. 37
in Charles Sterling, La peillture jranfaise: les peitltres du
moyen age, Paris, 1942, p. 23. (IO) See also Paul Wescher,
'Die Kress-Stiftung fur Raleigh', Pantheoll, XXI, 1963, p. 12.
(II) Herbert Friedmann, 'A Fifteenth-Century French
Triptych in the North Carolina Museum of Art', North
Carolina Museum ofArt Bulletin, VI, nos. 2-3, 1966, pp. 3-15.
(12) Reproduced in Sterlillg, p. 14, fig. 13. (I3) Ibid., p. 15,
fig. 14. (14) According to Baluze, loco cit. Note 4, who also
illustrated the tomb.

FRENCH MASTER Active first third of
the Sixteenth Century
KI873 : Figure 235
THE MAN OF SORROWS, WITH SAINTS AND DONORS.
Tucson, Arizona, The University of Arizona Museum of
Art (KR61,22), since 1957. Oil on oak. 18i X21i- in.
(46.7 X55 cm.). Cut at bottom and probably at sides and
top; two vertical joins. X-rays and pentimenti show
extensive changes in composition. Minor losses throughout;
sky at upper left and right may perhaps have been added at
a later date. Cradled, cleaned and restored by Modestini in
1953·
Tucson, 1957, Cat. No. 12.
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Christ is shown as though at the time of the Mocking,
hands tied, wearing the crown of thorns and royal purple
mantIe. His body is covered with streams of blood from
the Flagellation. l His mock scepter, a bullrush held in his
right hand, with the crown and mantle refer to Christ as
King of the Jews. A yellow nimbus surrounds his head, and
another is placed around his body.2 A kneeling donor and
his wife are shown at the lower left and right; the donor's
patron saint, John the Baptist, stands at the left wearing a
red mantle over a hair shirt. The donor's dark robes and
white collar may be official attire. The Lamb, symbol of
Christ's sacrifice and also the attribute of St. John the
Baptist, is in the left foreground. The donatrix, wearing a
dark hood, the back flap folded forward in cap-like
fashion, kneels at the lower right. She wears a crimson
velvet dress witII broad fur cuffs and a jeweled girdle. Her
holy book is on the lower step of Christ's pedestal. Her
patron, St. George, stands at the extreme right, his attribute,
the dragon, in the lower right corner. St. George is shown
in full armor of late fifteenth-century style; his sallet is
raised, and a mantle is draped over his shoulders. He grasps
a halberd in his right hand; his left is on the donatrix's left
shoulder. Pansies, primroses, and other plants carpet the
ground on which the donors kneel. The figures are seen
against a white sky with blue areas at the upper corners.
Sterling placed the panel in the Rhone School, painted
c. 1510, including it with the 'Ecoles Provenryales'. Despite
the rather weak draftsmanship, Sterling found 'the painting
of interest for its spiritual force and light quality' which he
thought differed from Flemish or Italian work. 3
The panel was probably executed in northeastern France.
The St. George is so close to Hans Holbein's St. Ursus in
tIle Altarpiece of Johallll Gerster, of Basle, dated 1522
(Solo thurn, Kunstmuseum), that it is probably based upon
the latter and executed in the later I520S.4 The Man of
Sorrows is related to local devotional types in NortIl East
France, the Christ aux liells. 5 The Italianate quality of the
Christ also argues for placement in the third decade of the
sixteenth century. The curious yellow nimbi combined
with a white and blue sky are first found in Netherlandish
art at the end of the fifteenth century in the circle of
Quentin Massys and in Bruges. This devotional subject,
presenting a mystical, timeless image of the Suffering
Christ, may have been placed in a chapel or on a domestic
altar subsidized by tIle kneeling donors, whose names
were probably Jean and Georgette. It is a provincial
painting, executed by a master rooted in me northern
French and Netherlandish style of the later fifteenth century
with a slight admixture of Renaissance and newer northern
currents, as seen in the style of the Christ, the nimbi, and the
rendering of me saint at the right.

Provellance: Larrieu-Estellc, Toulouse. 6 Private collection,
Switzerland.? New York, Frederick Mont. Kress acquisition 1952.
References: (I) For tIlis subject see Erwin Panofsky, 'Jean
Hey's "Ecce Homo": Speculations about Its Aumor, Its

Donor, and Its Iconography', Brllssels, Musles Royaux des
Beallx-Arts, BlIlletill, v, 1956, pp. 95-132. See also Emile
Male, L'art religiellx de la fill dll Moyett Age ett Frallce, Paris,
1925, pp. 85 ff. (2) The figure of Christ may be derived
from prints close in style to those of the Monogrammist
S. See F. W. H. Hollstein, Dlltch alld Flemish Etchillgs,
Ellgravings, and Woodcuts, Amsterdam, 1956, XIII, pp. 17880. (3) Charles Jacques, La peintllre frallfaise: les peintres dll
//loyen-age, Paris, 1942, pp. 56-7. (4) Paul Ganz, The Pailltillgs of Hans Holbein, London, 1956, pI. 47. (5) See Nicole
Reynaud, 'Jean Hay peintre de Moulins et son client Jean
Cueillette', ReVile de l'Art, 1-2, 1968, pp. 34-7, 36-7. (6)
According to Frederick Mont. A sale of this collection on
16 Mar. 1885, contained only nineteenth-century paintings.
(7) Ibid.

FRENCH MASTER active 1561
KI67 : Figure 238
PORTRAIT OF A MEMBER OF THE QUARATESI FAMILY.
New York, New York, Collection of Mrs. Rush H. Kress.
Oil on pine. 391 X33! in. (101 X85·2 cm.). Inscribed:
ANNO lETATIS SVE. 34 . ET DE
ANNO
1561. Arms
at the upper right: Or, on a chief azure, an eagle argent,
were overpainted at least once; only the helm is original
and indicates that the gentleman is not of exalted rank. l
The letters A and M appear to the left and right of the arms
and on the sitter's handkerchie£2 Three vertical joins or
splits; butterfly joins or splits running through left shoulder.
Pentimenti surrounding tIle contours show a change in the
placement of the figure. Re-cradled and considerably
restored by Pichetto in 1932.
Ttventy-five Pailltings from the Collectioll of the Samuel H.
Kress FOllndation, The University of Arizona, Tucson, 1951,
no. 13.

+

+

The sitter is seen to me knees, turned slightly to the left,
against an olive background. He rests his hand on a table
at the lower left WitII a round watch lying on it. His right
hand is on his hip, holding a handkerchief with a monogram. The nobleman wears a dark cap and an overtunic
with wing-like pieces attached to tIle shoulders, sometimes
known as a picadels. A sword is attached to a belt, the
pommel seen at me left. A twisted blue and white girdle
encircles the waist.
The painting was described by Longhi as one of the best
examples of Antonio Mor's portraiture. He noted its
emphasis upon contour rather man upon elaborately
illusionistic effects. Longhi related the painting to one
formerly in the Clemens Collection, Cologne.3 The portrait
was viewed as Dutch by Suida who suggested tllat Pieter
Pietersz. (1540-1603) may have been the artist. He believed
that the monogram on the handkerchief was the sitter's
not the painter's.4 Venturi and Mason Perkins stressed the
elegance and vigorous contours of the portrait but were,
with Friedlander, not certain of Mor's autIlOrship.5 The
portrait was published in the Tucson catalogue (no. 13) as
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by Mor showing 'Count Adolf of Nassau-WeilburgSaarbruecken' (1527-93) on the basis of the arms. This
identification is erroneous. Similar attire is found in a
portrait dated 1564 ascribed to Frans Pourbus (art market
c. 1958).6 It also resembles that worn by Pierre Quthe in
the portrait by Franc;ois Clouet dated 1562 (Paris, Louvre).
The abstract quality of this mannered portrait with its
emphasis upon elegantly defined contours and its austere
use of color suggest a French origin. The painter may
perhaps have been active in the environs of Alsace and
Lorraine, his approach somewhat broader tllan tllat
favored by the French court. The unidentified artist is a
painter of considerable character and originality. The sitter
belonged to a prominent Florentine family of merchants
and diplomats. He may have had himself painted on a
mission to France where so many of his fellow Florentines
were attached to the court of Catllerine dc' Medici.

Provellallce: Florence, A. Contini Bonacossi. Kress acquisition 1931.
Referellces: (I) The arms were identified by Hilda Prucher,
who noted iliat iliey arc in the original form, before later
modification by ilie family. Letter of 16/XII70, Kress
Archive. The later arms are recorded by Vittorio Spreti,
Ellciclopedia Storico Nobiliare Italialla, Milan, 1928-32,
p. 556. See also J. B. Rietstap, Armorial Gell/fral, Paris,
1903, II, p. 505. (2) Alan Burroughs, c. 1935, suggested ilie
initials AM to ilie left and right of the arms could be a later
addition. The possibility of tlle portrait's being by a Dutch
artist (follower of Heemskerck) of a Spanish sitter was
raised. (3) Transcription and translation of statement of
1932 by Roberto Longhi in Kress Archive. Boili G. Fiocco
and Raimond van Marle accepted Mor's auiliorship for
K167 in notes in tlle Kress Archive. (4) William Suida,
statement of 1936, Kress Archive. (5) Notes and transcription by Adolfo Venturi and F. F. Mason Perkins in Kress
Archive. (6) Marie C. Keith, 'The Early Development of
Anilionis Mor 1544-52', Dissertation, New York University, 1958, fig. 166.

FRAN90IS CLOUET
Franc;ois Clouet, known as J ellannet or Janet, was first active
c. 1536. He died in Paris in 1572.1 He was the son and
grandson of Neilierlandish painters; his father Jean, also
frequently referred to as Janet, was ilie leading portraitist
at the court of Franc;ois I. After Jean's death (c. 1541)
Franc;ois succeeded him as painter to Franc;ois I, Henri II,
and Charles IX. He also depicted myiliological subjects and
was active as pageant master, probably supervising manuscript illuminations and ilie execution of many projects in
the decorative arts. Only iliree signed paintings are known:
Pierre Qllthe (Paris, Louvre) of 1562, depicting his friend
ilie apotllecary; Cllarles IX (Vienna, Kunsthistorisches
Museum) from the 1560s; and K2125. The fashionable
portraitist had many assistants and followers, making it
hard to isolate tlle autograph oeuvre wiili certainty. He was
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a splendid draftsman, and many of his drawings have
survived. Clouet's art, like that of his contemporary
Antonio Mor, belongs to ilie international portrait style
seen throughout Western Europe in the second half of the
sixteenth century.
K2125 :

Figures
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LADY BATHING WITH CHILDREN AND ATTENDANTS,
probably Mary Stuart. Washington, D.C., National
Gallery of Art (1370), since 1956. Oil on cradled panel
(oak?). 36! X32 in. (92.1 X81·3 cm.). Inscribed on edge of
bath ncar centre: FR. lANE TIl OPVS (not accepted as
autograph until 1907).2 Cradled while in Cook Collection.
Three vertical splits or joins: near center of lady's head,
down her right shoulder, and to left of nurse's face.
Pentimenti along right side of woman's face, shoulder, and
elbow, indicating changes in position; other pcntimenti in
infant's swaddling cloilies and right hand and mouili of
child. The pitcher in ilie background was extended to the
left. The initial circular line suggests that the mirror may
originally have been intended to be round. s Considerable
restoration in heads of nurse and servant. Blistering in breast
of foreground figure set down by SOOr, c. 1944-45. Cleaned
and restored by Modestini in 1955.
Suida-Shapley, pp. 52-4, Cat. No. 17. Head and right hand
reproducedincolor by Walker, p. 197andSeymollr, pIs. 106-7.
A nude woman in half-length is shown seated in her baili.4
The lowermost part of the composition is cut off along ilie
side of ilie rectangular tub, which is lined wiili a white
sheet and hung on boili sides with regal crimson silk
curtains. These are drawn back, framing the composition
at ilie top and partially enclosing ilie tub at the back.
Across ilie tub to the left is a covered board on which are a
shallow footed bowl of silver with gold border, full of
fruit, and scattered fruits and flowers. The bather wears a
cap witll white gold-edged rumes and a pendant jewel at
the center. Her coiffure has a central part, waved to the
left and right. She wears pearl drop earrings and a pair of
gold and enamel bracelets. Her left hand, with a ring on the
little finger, rests upon ilie side of the tub and draws back
the batll sheet, revealing the artist's name below. She rests
her right hand, holding a carnation, on ilie covered board.
A little boy at her side grasps ilie edge of the tub wiili his
left hand, reaclung for grapes wiili his right. He is in
courtly garb. A smiling wet-nurse wearing a hood and an
orange-sleeved dress is seen in half-length at the left,
suckling a baby whose swaddling is fastened by crossed
black bands. In the background, to ilie left of a table wiili
a green covering, a maid is seen holding a metal pitcher of
bath water; more water is probably being heated on ilie fire
at her side. Over ilie fireplace is a painting, its landscape
partially visible, framed within tlle Italianate mantelpiece.
An embroidered chairback (or fire screen) to ilie left of ilie
fireplace shows a unicorn lying below a tree against an
orange background. A rectangular mirror in Italian style
hangs immediately above. Windows wiili leaded panels
and a shutter are further left; the window at ilie extreme
left is open, showing a leafy tree.
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Several copies of ,K2125 are extant: Musee Conde,
Chantilly;5 Musee des Beaux-Arts, Bordeaux;6 Musee de
Versailles. The left half OfK2125 was copied in a sixteenthcentury canvas listed as 'School of Fontainebleau'. 7 The
composition OfK2125 or a similar work was freely adapted
near the end of the sixteenth century in a painting showing
two female bathers identified as Gabrielle d'Estrees and her
sister the Duchesse de Villars. S In the late nineteenth
century the sitter was described as Dia/le de Poitiers, painted
by Franc;ois Clouet. 9 This identification was probably
based upon Guiffrey's discussion of the Chantilly copy
after K2125, in which he listed the bather as the mistress of
Henri II, shown with the queen's children, who were often
placed in her care. He suggested that the inclusion of the
unicorn in the background referred to the 'powdered
unicorn hom' long believed to have great healing powers,
purchased by Diane for the royal children's health,
mentioned in her letters to dleir nurse.IO Bouchot thought
the sitter might be Gabrielle d'Estrees, mistress of Henri IV,
her head painted over an earlier depiction of Diane de
Poitiers. He proposed Franc;ois Quesnel as the artist. l l
However, X-rays do not reveal another head below.
Bouchot's view was rejected by Dimier in 1904, when he
said, on the basis of the sitter's coiffure, that she must have
been painted c. 1571, when Gabrielle was very young. He
did not attempt to identify the subject.12 La Fenestre
recognized the influence of Pieter Aertsen in the realistic
treatment of detail in the Kress panel.13 Franc;ois Clouct's
authorship of the panel was accepted by Durand-Greville.14
In his 1912 Thieme-Becker entry, Dimier dated the Kress
painting c. 1562, nine years earlier than he had thought in
1904. He now described the work as 'a remarkable painting
by Franc;ois Clouet of a bathing woman, one of Clouet's
two signed works.'15 Phillips detected Italian influence in
dIe panel's design. IG Brockwell catalogued the Kress painting as showing Diane de Poitiers, by a French artist (not
Clouet) under strong Italian influenceP A work from the
School of Leonardo da Vinci, popularly known as the Nllde
Gioconda (Text Fig. 61), was viewed by Berenson and
Herbert Cook as a source for the Kress composition.Is
Rcinach supported the traditional identification of the
subject as Diane de Poi tiers, in a beautifying badl, accompanied by the children of Henri II. He accepted Clouet's
authorship, relating the painting to later sixteendl-century
copies. IO In 1924 Dimier again listed the Kress panel as by
Clouet, of an unknown woman, but he now speculated
dIat, if she were a royal favorite, she might possibly be
Marie Touchet.20 The chief scholar of Clouet's oeuvre,
Moreau-Nelaton, found K2125 undoubtedly by Clouet
and the inscription entirely authentic.21 Venetian influence
(from Titian's Venlls oj Urbino, Florence, Uffizi) was
detected by Adler in the motif of dIe servant in the background; she also noted dlat dIe treatment of the nude
recalled Bronzino and suggested dlat the subject might be
Marie Touchet, mistress of Charles IX, widl her two
children.22 Jamot described dIe nude bust as 'partly veiled
in a light and impalpable gauze', also commenting upon
the 'incorporation of lovely elements from Venetian
paintings translated into French. This painting, of which
there are several replicas, is the starting point of a whole

series of variations on the theme of a lady dressing or in her
bath, variations which persist into the early years of the
seventeenth century. '23 The figures at dIe left were regarded
by Wilenski as shown reflected in a mirror.24 The portrait
was listed by du Colombier as 'Femme au bain', painted by
Franc;ois Clouet c. 1571, a rare inscribed work by the
master.25 Blunt suggested that Clouet's composition came
from Leonardesque motifs as adapted by the circle ofJoos
van Cleve. This hypothesis is 'perhaps supported by the
somewhat Flemish flavor of the painting and by the
resemblance of the composition as a whole to certain
paintings by Joos van Cleve representing half-length
groups, usually of the Holy Family, behind parapets on
which are depicted a dish of fruit and other objects.'2G
Sterling dated the work c. 1555-60, noting some analogies
with the style of such painters as Hemessen and Jan Massys.
He placed the panel in Clouet's third period in which the
Netherlandish genre tradition is combined widl influence
from Fontainebleau.27 Sterling also suggested that Clouet
may have painted a pendant (lost) to K2125 showing a
woman looking in a mirror, as known from a copy now in
the Worcester Art Museum and a similar canvas at the
Musee de Dijon. He found the Louvre Gabrielle d'Estrees
at/d the Dllchesse de Villars to represent the combination of
K2125 and its presumed, lost pendant.2s

SlIida-Shapley(pp. 52-4, Cat. No. 17) recorded the painting
as 'Diane de Poitiers'. They noted Leonardesque elements
in K2125 and the Bernardino Luini Vet/lis (Washington,
National Gallery of Art). 'There are harbingers of the
future also: the still life of fruit and flowers anticipates
Caravaggio by fifty years; the maid with her jug has the
charm of seventeenth-century genre.' Beguin dated the
painting c. 1570, tentatively favoring Marie Touchet as
the subject, noting the similarity of curtains to dlOse shown
by Clouet in the Pierre Qllthe Louvre portrait of 1562 and
proposing a possible source for the half-length format in
Italian art. 29 A date close to 1550 was given the painting by
Seymollr (p. II4), too late, in his view, for the subject to be
Diane de Poitiers; he suggested that the panel is an allegory
referring to a general topic rather than to a specific person.30
Chatelet and Thuillier, although listing K2125 as 'A lady
in her bath, about 1550', seem to accept the sitter as Diane
de Poitiers, finding the theme a transposition of Venus
rising from the sea, and dating the work before 1559, if
Diane is the subject.31 On the basis of the drapery style of
the Kress canvas, Sterling revised his dating to c. 1570 in
1967.32
Symbolic references in the composition argue against the
sitter's being Diane de Poitiers, according to Mirimonde.
He found the unicorn an emblem of chastity and the
carnation held in the lady's hand a symbol of betrothal,
neither of which was appropriate to dIe middle-aged
Diane.33 The contrast between the specific portraiture of
dIe head and the generalized treatment of the torso was
commented upon by du Colombier.34 Both Ehrmann and
Trinquet found the Kress panel a satire on Mary Stuart
(1542-87). She was engaged to the Dauphin, and was sent
to France in 1548, to be educated. In 1559 she married
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Frans:ois II. After his death in 1560 she returned to Scotland
and claimed the right of succession to Elizabeth, intriguing
against her and proposing the conquest of England. Tried
and convicted for conspiracy, Mary Stuart was imprisoned
for twenty years before her execution. According to
Trinquet, K2125 was painted by Clouet for a prominent
Huguenot patron of pro-English sentiments, possibly
Frans:ois, Marcchal de Montmorency, c. 1570-71. He noted
that Mary Stuart, the only child ofJames V of Scotland and
Marie de Guise, was a symbol of corrupt Catholicism to
French Protestants. He cited the drawing ascribed to
Frans:ois Clouet showing Mary Stuart in white mourning
attire (see Text Fig. 62) and another portrait of her at the
Scottish National Portrait Gallery as showing tlle closest
resemblance to K2125.35 Ehrmann related the nurse's garb
in the painting to the red and white Scottish peasant dress
which Mary Stuart adopted for her prison escape.36 Both
Ehrmann and Trinquet identified the infant as Mary's only
child, the future James VI of Scotland and James I of
England, born in 1566. They believed the crossed black
bands on the infant's swaddling alluded to the cross of St.
Andrew and to the death in 1567 of the infant's father,
Mary Stuart's second husband, Henry Stuart, Lord
Darnley. The older boy is also referred to as James VI by
Trinquet. Trinquet claimed that Diane de Poi tiers could
not have been shown in the Kress panel because of its style,
the lady's age, and her sense of propriety. He also found
Marie Touchet to bear no resemblance to the bather in
K2125. According to him, Clouet based his composition
on moralizing allegories by Jan Massys. The author stated
that after c. 1560 references to tlle bath indicated the sitter's
easy virtue. 37 Trinquet felt the Kress panel burlesqued the
unicorn, the bath and the carnation - all traditional
symbols of purity and chastity. He showed that the unicorn,
as well as the grapes in We foreground, figured in emblematic devices of Mary Stuart (her Great Seal and a medal
of 1557) and interpreted the gesture of the boy reaching
for the grapes as the young king grasping the throne of
Scotland.3s
Many scholars have suggested an allegorical content in
K2125, usually associating the sumptuous setting and its
royal crimson drapery Witll identification of the sitter as a
royal mistress - Diane de Poitiers, Marie Touchet, or
Gabrielle d'Estrces. That tlle painting has hidden references
seems likely, as French sixteenth-century portraiture is
often distinguished by such complex allusions. 39 The
traditional identification of the bather as Diane de Poitiers
(1499-1566) has lost critical favor as tlle painting has
generally been dated within the seventh decade of the
sixteenth century; Diane retired from court in 1559, the
year of Henri II's death, when she was sixty years old. The
clearly idealized, almost mask-like symmetry of the
bather's head makes exact identification difficult. Her
regular features, long straight nose, and small mouth
conform to the aristocratic canon of beauty on which most
sixteenth-century portraits were based, making Diane de
Poi tiers, Mary Stuart, and other prominent French figures
resemble one another closely.40 In addition to Flemish and
Leonardesque sources, Clouet may have drawn upon a

255

canvas of VetlllS with Erotes (private collection, Ponte San
Pietro) from the ScllOol ofPrimaticcio for his composition.
Bronzino and Salviati, both associated with the French
court, could also have contributed to the genesis of the
panel's design. 41 Figures of wet-nurses were popular in
sixteenth-century France, and were even found in
ceramics.4Z Clouet was the master of an extremely large
atelier. For the bulk of his portraits, he probably only
executed the head and the hands, leaving the painting of the
rest to studio assistants. However, in the Kress painting the
alteration in shape of the mirror argues for Clouet's singlehanded execution of the painting, since such a change
would hardly have been made by an assistant. Glacially
finished, this approximately life-size bathing scene may
have been executed for installation in a trompe I'reil
setting within a lavish bathing chamber. French Renaissance
patrons emulated Classical baths, decorating their own
with works of art inserted in the walls of the appartemellt
des baitls.43 Ehrmann's and Trinquet's identification of the
Kress sitter as Mary Stuart has much to recommend it. As
other writers have also noted, the bather's cap is late in
style, postdating Diane de Poitiers. It is closer to English
than to French fashions, another possible argument for the
sitter's being Mary Stuart.44 The seemingly deliberate
awkwardness in tlle relationship of head to bust may
perhaps be satirical in intent; such a 'stuck on' quality is
often encountered in the Massys burlesques of the 1560s.
The latter, usually horizontal in format, nonetheless relate
to the composition of K2125.
Sixteenth-century Northern artists included the visual pun
(reblls) as a sign of their authorship. The bather's pink, held
in pen-like fashion, may have this function since it combines two references to its painter. The flower is known as
Nagelbloelll or nail-flower in Clouet's ancestral Netllerlands
while dOli signifies nail in France. The bather's left hand
has revealed his name, inscribed on the edge of her tub,
immediately below the bathing sheet. Its location lends
the inscription an emblematic aspect, as though the artist
quite literally placed his notorious subject 'in hot water'
in a batll of his own devising, recalling expressions still
current in France that if one is compromised or implicated
it is 'to be in the tub'.
Bringing together the newly Italianate, classical rendering
of his Venus-like bather with the Netherlandish heritage
of the trompe-l'reil curtain and other details, Clouet's
smoothly finished masterpiece shows the still novel union
of Flemish, French and Italian elements with the same sense
of the discovery of different styles that illuminates and
enlivens French painting from Fouquet to Ingres.

Provellatlce: Sir Richard Frederick, Burwood Park (sold,
London, Christie's, 6-7 Feb. 1874). Bought by Thibaudeau,
presumably acting for Sir John Charles Robinson. Sir John
Charles Robinson, London (as agent for Sir Frederick
Cook?). Sir Frederick Cook, Doughty House, Richmond,
Surrey. Catalogued by Brockwell as 'Diane de Poi tiers by
a French artist'.45 Exhibited, Grafton Galleries, London,
Slimmer Exhibition, 1894 - 'Fair TVomen', p. 7, Cat. No. 20,

FRENCH SCHOOL:

as Diane de Poitiers, lent by Sir Francis Cook, Bart.;
Bibliotheque Nationale, Paris, Exposition des primitifs
fianrais all paTais dll LOllvre (Pavilion de Marsan) et Ta
Bibliotheque NationaTe, Apr. 1904, p. 88, Cat. No. 226, as
'Frantrois Quesnel?, vcrs 1550, Portrait d'une dame au
bain'; Grafton Galleries, London, Exhibition of OTd Masters
ill Aid 4' the National Art-Collectiolls Fund [Fair Children],
4 Oct.-28 Dec. 19II, pp. 86-9, Cat. No. 85, as Diane de
Poi tiers, attributed to Frantrois Clouet. Sir Herbert Cook,
Doughty House, Richmond, Surrey - exhibited, Exhibitioll
of French Art, Royal Academy of Art, London, 1932, and
Commemorative Catalogue of the ExhibitiotJ of Frellch Art
1200-1900, Royal Academy of Art, London, 4lan.-12 Mar.
1932, p. 29, Cat. No. 53, as 'Dame au bain: "Diane de
Poitiers", c. 1550'; Toledo, Ohio, Toledo Museum of Art,
Masterpiecesfiom the Cook Collection, 1944-45, Cat. No. 426.
New York, Rosenberg & Stiebel. Kress acquisition 1955.
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References: (I) For the life and works of Frantrois Clouet,
see E. Moreau-Nelaton, Les Clotlet et leurs ellluTes, 3 vols.,
Paris, 1924; Irene Adler, 'Die Clouets', Jahrbuch der
Kllllsthistorischw Samllllungel1 ill Wiell, n.s. III, 1929,
pp. 201 ff. (2) Before cradling, 'Fr.Janetii opus' was written
on the back of the panel according to Claude Phillips in
an article in the Daily Telegrapll, 23 May 1908, quoted in
Grafton Galleries, London, Catalogue of an Exhibition of
Old Masters i1l Aid of the Natiollal Art-Collectiolls Hlt/d (Fair
Children), 4 Oct.-28 Dec. 19II, p. 88, Cat. No. 85. Henri
Bouchot (Exposition des prilllitifs fianrais all palais dll LOllvre
[Pavilion de Marsan] et la Bibliotheque NatiollaTe, Paris,
Apr. 1904, p. 88, Cat. No. 226) did not accept the inscription as authentic, nor did L. Dimier (French Painting ill the
Sixteenth Century, New York, 1904, p. 24). This suspicion
was probably due to the panel's being owned by A. W.
Thibaudeau, who was known to forge collectors' marks.
The elaborately inscribed Clouet Pierre Quthe (signed and
dated 1562) was not known widely until 1907, and following that date, the inscription on K2125 was generally
accepted as authentic. See Louis Dimier, 'Clouet', ThiemeBecker, VII, 1912, p. II7; though the Cook catalogue of
1915 does not accept the inscription, rejecting Clouet's
authorship. Perhaps it was in the Thibaudeau sale at
Christie's on 5 Aug. 1879. (3) Observed by A. Contini
Bonacossi, letter of 4/u/63. Kress Archive. (4) For the
bathing practices of sixteenth-century France see Jules
Guiffrey, Lettres inCdites de Dialle de Poitiers, Paris, 1886,
p. 239; Salomon Reinacll, 'Les portraits de Diane de
Poitiers et de Gabrielle d'Estrees', Gazette des Beallx-Arts,
5th ser., II, 1920, pp. 173-4; Raimond van Marle, [conograplzie de ['art profalle, The Hague, 1931, I, p. 506; and the
references given by Roger Trinquet, 'L'allegorie politique
au XVIe siecle: La dame au bain de Frantrois Clouet
(Washington)', Blllletin de la Societe de l'histoire de I'art
fiallrais, 1966, p. 101. See also Julius S. Held, 'Artis pictoriae
amator, an Antwerp Art Patron', Gazette des Beaux-Arts,
6th ser., L, 1957, pp. 74-83, for the tradition of such subjects. (5) F. A. Gruyer, Chantilly, notice des peilltllres, Paris,
1900, pp. 92 ff., Cat. No. 36. He identified the subjects as
Gabrielle d'Estrees with her son Cesar, c. 1597. The bather
wears pearls in her hair and around her neck and wrists.

a

XV-XIX CENTURY
Flowers seem to fall from the curtains. The fireplace is in
the style of Primaticcio. Other copies of the Chantilly
painting are mentioned in R. H. Wilenski, French Paintillg,
Boston, 1936, p. 30; Reinach, op. cit. Note 4, pp. 167-8.
(6) According to Jules Guiffrey (op. cit. Note 4, p. 239), this
copy was made c. 1865 by Henri Lehmann after a painting
at Chenonceaux. The latter was also referred to by Louis
Dimier, Le portrait dll XVIe siecle au prilllitifs fianrais ••. ,
Paris, 1904, p. 24; Reinach, op. cit. Note 4, p. 168.
(7) London, Christie's Sale, 31 Mar. 1922, Cat. No. 40.
(8) See Charles Sterling and Helene Adhemar, Mllsee du
LOllvre: Peilltures: Ecole fiallraise, Xlve, xve, et XVIe siecles,
Paris, 1965, p. 33, Cat. No. 104. Several examples of the
Louvre composition survive; see Reinacll, op. cit. Note 4,
p. 168; Reinach's Repertoire des peilltures, Paris, 1922, v,
p. 25, provides a confusing listing of other examples. (9)
It was presumably listed as such while in the collection of
Sir Richard Frederick and later listed as 'Diane de Poitiers
in a milk bath' in an undated album of photographs of
works in the Cook Collection, published by W. A.
Mansfeld, text by John Charles Robinson. This publication
is cited by Reinach, op. cit. Note 4, p. 174. (10) Jules
Guiffrey, op. cit. Note 4, pp. 239-40. (II) Henri Bouchot,
Exposition des primitifs fianrais all paTais du LOllvre (Pavilloll
de Marsatl) et Ta Bibliotheque NatiollaTe, Paris, Apr. 1904,
p. 88, Cat. No. 226. (12) Dimier, op. cit. Note 6, p. 23.
(13) Georges La Fenestre, 'L'Exposition des primitifs
frantrais', Gazette des Beallx-Arts, 3rd ser., XXXII, 1904,
p. 138. (14) E. Durand-Greville, 'The Sixteenth Century
at the Exhibition of French Primitives', Burlingtoll
Magazille, VI, 1904, p. 148. (IS) Louis Dimier, 'Frantrois
Clouct', Thieme-Becker, cited Note 2 above. (16) Phillips,
op. cit. Note 2 above. (17) Maurice W. Brockwell, A
Catalogue of the Paintillgs at DOllghty HOllse, Richmond, and
Elsewhere in the Collection of Sir F. Cook, London, 1915,
III, p. 44, Cat. No. 425. (18) Noted by Reinach, op. cit.
Note 4, p. 168. Leonardo's influence on other French halflength paintings of nudes was studied by Andre de Hevesy,
'L'histoire veridique de laJoconde', Gazette des Beallx-Arts,
6th ser., XL, 1952, pp. 5-26. (19) Reinach, op. cit. Note 4,
pp. 164, 168. (20) Louis Dimier, Histoire de la peinture de
portraits en France all XVIe siecle, Paris-Brussels, 1924, I, p. 95;
II, p. 127. (21) E. Moreau-Nelaton, op. cit. Note I, I, pp.
74-5. (22) Adler, op. cit. Note I, p. 227. (23) Paul Jamot,
'Frencll Painting -II', Burlingtoll Magazille, LX, 1932, p. 3.
The painting is reproduced in color as the frontispiece of
'French Painting - I' in the preceding issue (ux, 1931,
p. 257). (24) R. H. Wilenski, Frellch Painting, Boston, 1936,
p. 30, n. I. (25) Pierre du Colombier, L' art renaissance ell
France~ Paris, 1950, fig. lIS. (26) Anthony Blunt, Art alld
Architecture i1l France 1500-1700, Baltimore, 1957, pp. 64,
246, notes 98-101. He cites theJoos van Cleve Holy Family
(now New York, Metropolitan Museum of Art) reproduced by M. J. Friedlander, Die altlliederliilldische
Malerei, IX, Leyden, 1931, pI. 65. (27) Charles Sterling, A
Catalogue of Frellch Pailltings, Vol. 3, XV-XVIII Centuries,
New York, Metropolitan Museum of Art, Cambridge,
Mass., 1955, p. 53, listed as 'The Lady in Her Bath', and
p. 54. (28) Charles Sterling, Le triomphe dll lIIalliCrisllle
ellropcell de Michel-Allge all Greco, Amsterdam, Rijks-
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museum, I JulY-IS Oct. 1955, pp. 57-8, Cat. No. 44. For
these paintings, see also Francis Henry Taylor, 'La Belle
Diane: Two Portraits of the French Renaissance',
Worcester Art Museum Allllual, III, 1937-40, pp. 45-6.
(29) Sylvie Beguin, L' ecole de FOlltainebleau, Paris, 1960,
p. 95. R. Guilly, 'Clouet', Kindlers, I, p. 759, follows her
views. (30) Marcel Brion, Lumiere de la rellaissallce, Paris,
1948, p. 198, also noted the symbolic character of K2125.
(31) Albert Chatelet and Jacques Thuillier, Frellch Pailltillg
from Fouquet to POUSSill, Geneva, 1963, pp. 129-30. (32)
Charles Sterling, 'Un portrait inconnu par Jean Clouet',
Studies ill Rellaissallce alld Baroque Art Presellted to Anthotly
Blullt, London, 1967, p. 89. He found the still life very close
to that of a Flemish Merry Compally tvith a Vietv of NotreDame, known in versions in the Musce Carnavalet and in
Budapest, of c. 1535-40. Reproduced in Le siecle de Bruegel,
Brussels, 1963, p. 175, Cat. No. 134 and there attributed to
the Brunswick Monogrammist. (33) A. P. de Mirimonde,
review of Albert Chatclet and Jacques Thuillier's La
peillture frallfaise de Fouquet POUSSill, Geneva, 1963, in
Gazette des Beaux-Arts, 6th ser., LXIII, 1964, p. 370. Hevesy,
op. cit. Note 18, p. 19, had been puzzled by the presence
of the unicorn. For the symbolism of the carnation see
Ingvar Bergstrom, Dell sYlllboliska lIejlikall, Malmo, 1961.
(34) Pierre du Colombier, 'Dames et dcesses de la renaissance', Plaisir de Frallce, Nov. 1965, p. 38. (35) Trinquet,
op. cit. Note 4, pp. II3, II5 ££ (36) Communications to the
writer from Ehrmann. (37) Trinquet, op. cit. Note 4,
p. 102. For such paintings, see A. P. de Mirimonde, Jan
Massys dans les musees de province', Gazette des Beaux-Arts,
6th ser., LX, 1967, pp. 543-62. (38) Trinquet, op. cit.,
pp. 106 ££, II5-17. The Great Seal is shown as his fig. 7
and the medal as fig. 8. (39) See Edgar Wind, 'Studies in
Allegorical Portraiture', Joumal of the Warburg Illstitute, I,
1937/38, pp. 138-62. (40) For contemporary dress, see
Andre Blum, The Last Valois, 1515-90, London, 1951. For
portraits of Diane de Poitiers, see Reinach, op. cit. Note 4.
Several of those included have subsequently been shown to
represent other sitters. See also Louis Dimier, 'An Idealized
Portrait of Diane de Poitiers', Burlingtoll Magazine, XXIV,
1913/14, pp. 89-93; Framroise Bardon, Dialle de Poitiers et
Ie mythe de Dialle, Paris, 1963; Philippe Erlanger, 'Diane de
Poitiers: The Myth', COlllloisseur, Am. ed., Oct. 1966,
pp. 83-7. (41) Bronzino's Veil us, Cupid, Time, and Folly
(London, National Gallery) was given to Franc;:ois I by
Cosimo I, Grand Duke of Tuscany, and Salviati was
briefly active in France. The royal collection may also have
provided Clouet with the motif for tlle servant in the
background, found in the School of Raphael Johaulla of
Aragoll (Paris, Louvre). For some of the Italian paintings
available to Clouet, see Jean Adhcmar, 'The Collection of
Paintings of Francis 1', Gazette des Beaux-Arts, 6th ser.,
XXX, 1946, pp. 5-16. (42) Serge Grandjean and Germaine
de Rotllschild, Bemard Palissy et SOli ecole (Collection Edouard
de RothscJzild), Paris, 1952, Cat. No. 39, pI. 37. (43) See
Adhemar, op. cit. Note 41, pp. 14-15. (<<) A similar headdress is worn by Queen Elizabeth in the print by Remigius
Hogenberg of c.1570. Reproduced by Roy Strong,
Portraits of Quem Elizabeth, Oxford, 1963, I, p. 108, fig. E7.
For other portraits of Mary Stuart see Stefan Zweig, The
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Queen of Scots, London, 1936: frontispiece, Mary Stuart in
1559, drawn by Franc;:ois Clouet; facing p. 32, Mary Stuart
and Franc;:ois II from the HOllrs of Catherine de' Medici;
Mary Stuart in white mourning, 1560, all in Paris, Bibliothe que Nationale. (45) Maurice W. Brockwell, lac. cit.
Note 17.

FRENCH MASTER
KI527 :

Figure

240

PRINCE HERCULE-FRAN<;OIS, Duc D'ALEN<;oN.
Washington, D.C., National Gallery of Art (1607), since
1956. Oil on canvas. 741 X40! in. (188.6 X 102'2 cm.).
Inscribed at upper left comer: .FRANCOIS.DVC.DALENCON./ .EAGE. DE.xviii.ANS LE.xix.E !.iONR.DE.MARS.
AN.I.5 .7.2!.FILS.DE.HENRY.llE .DECE.!NOM.ROy.DE.
FRANCE. ('Franc;:ois, Duke of Alenc;:on, at the age of
eighteen years on the nineteentll day of March in the year
1572, son of Henry II of this name King of France.') Considerable abrasion and repainting, especially in face. X-rays
show that originally the physiognomy was less swollen
and pugnacious. Extensive losses throughout left side of
face and nose. Right side of face also abraded. The canvas
was relined and restored c. 1945; slight restoration and
varnishing by Modestini in 1955. Some very small holes.
Thinly painted; the technique, according to Charles
Sterling (1970) is close to French followers of Niccolo
dell' Abbate rather than to Flemish masters.
The eighteen-year-old duke is shown in white, standing in
full length against a neutral background. He wears a velvet
hat with a pearl band with five jeweled rosettes around it;
a white plume at the left is fastened by a brooch with a
portrait medal of Roman Imperial type in profile. A
snow-leopard cape is over his shoulder. He wears a high
ruffled lace collar and a doublet in a finely quilted pattern
with self-covered buttons, the waist cut in a castellated
design. The trunk hose is quilted and cut into open 'panes'
mounted over a base of the same material. He wears white
stockings and slipper-like shoes. His right hand holds
gauntlets close to the hip and his left grasps a gadrooned
sword suspended from his gadrooned belt. The gadrooned
handle of a short sword is seen at his right hip. A long
jeweled cllain m suite with the one around his hat supports
the Order of St. Michael (the standing Archangel vanqqishing Satan underfoot) which Hercule-Franc;:ois received
in 1566.1 Hercule-Franc;:ois, the fourth son of Henri II and
Catllerine de Medicis, was born in 1554 and known as the
duc d' Alenc;:on until the accession of his elder brother, the
duc d'Anjou, to the throne as Henri III. At that time the
king conceded the duchy and title of Anjou to HerculeFranc;:ois at the Treaty of Beaulieu, 6 May 1576. The new
duc d' Anjou headed the Flemish revolt against Philip II of
Spain, proclaiming himself duc de Brabant and comte de
Flandres in 1582 at the time of his triumphal Antwerp
entry. For tllat occasion the great Valois tapestries, showing
members of the family in allegorical compositions, were
woven. 2 Negotiations for tl1C homely prince's marriage to
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Queen Elizabeth (twelve years his senior) began in 1572
and went on for about twelve years; the protracted courtship of the small, pock-marked duke was the subject of
popular humor. Many portraits of him were prepared in
conjunction with the proposals for marriage. Catherine de'
Medici ordered two portrait drawings from Fran'rois
Clouet c. 1572 to be sent to Queen Elizabeth, but the
French queen did not find them satisfactory. The duke's
older brother, who had also been Elizabeth's suitor, was the
subject of a large portrait sent to her. No doubt this procedure was followed when Fran'rois became her suitor.3
A portrait was sent c. 1572 as noted in a letter of Dr. V.
Dale to Burghley: 'For his (Alen'r0n's) parsonage, me
thinketh, the portraiture doth express hym very well; and
when I saw hym at my last audience, he seemed to growe
dayly more hansom than other' (February 1573). Several
years later when Alen'ron was fighting in Flanders he sent
Elizabeth a new portrait (in exchange for one she had sent
him) accompanied by a note expressing his regrets that his
portrait was not as beautiful as Adonis or Cupid. 4 With the
victorious revolt of his Flemish subjects the duke fled to
France, dying there in 1584.5
When Waagen saw the portrait at Cobham Hall he
attributed it to Fran'rois Clouet. 6 The painting was
tentatively ascribed to Clouet by Errera. 7 The canvas is
described as a Pourbus and a most flattering presentation
of the sitter by Kelly.a Douglas ascribed KI527 to Fran'rois
Clouet. 9 The portrait was at one time given to Jean
Decourt, Fran'rois Clouet's successor, who was a painter
at the court from 1572 onward.10 Sterling noted that the
manner in which KI527 is painted 'has absolutely nothing
to do with the tight modeling of Clouet and his imitators,
a manner 10 which one can still feel the tradition of
Flemish training. On the contrary, the picture is painted in
a rich and rather loose texture in which the training of the
School of Fontainebleau is perceptible ... although temporarily anonymous, it is one of the masterpieces of French
portraiture of the Renaissance.' He described it as the
finest likeness of the due d' Alen'ron, by an artist of the
French School, several indications suggesting that he might
perhaps be Jean Decourt.l l

Provellallce: The Kress portrait was long thought to be
identical with the one listed as by Pourbus, dated 1574,
showing the due d'Alen'ron (London, Christie's, Catalogue
of a Capital alld Valuable Collection ofPictures late the property
of the Graave Lichtervelde, of Ghent, I June 1801, Cat. No.
65).12 However, the different date suggests that the
Lichtervelde portrait is the one now in the Wallace
Collection (London) by Pourbus the Elder, signed and
dated 1574, inscribed in red (in a later hand) 'D: of Alen'ron
1574'. The portrait docs not in fact represent the duke and
is listed in the Wallace Collection catalogue as 'A Gentleman'P John Stuart Bligh, Sixth Earl of Darnley (1827-96),
Cobham Hall, Kent. Edward Henry Stuart Bligh, seventh
Earl of Darnley (1851-1900). Ivo Francis Walter Bligh,
Eightll Earl of Darnley (1859-1927), (sold, London,
Christie's, Catalogue of Importallt Pictures by Old Masters-

The Property of the Right Honourable the [Eighth] Earl of
Damley removedjrom Cobham Hall, Kellt, I May 1925, p. 20,
Cat. No. 57 as by Fran'rois Pourbus. New York, Duveen
and Co., 'Exhibit of Old Masters', 1946, no. 6, as by Pieter
Pourbus the cider. Kress acquisition 1947, exhibitedPittsburg, Carnegie Institute, Frellch Pailltillg 1100-1900,
18 Oct.-2 Dec. 1951, Cat. No. 45, fig. 45, listed as French
School, quoting Sterling.
Referellces: (I) See 'L'Ordre royal de Saint Michel',
Millellaire dll MOllt Saillt-Michel, 966-1966, Exhibition
Catalogue, Paris, 1966, pp. 181-97. (2) Frances A. Yates,
The Valois Tapestries, London, 1959. (3) H. de la Ferriere,
Les Projets de Mariage de la reine Elisabeth, Paris, 1882, pp.
104, 105. (4) Historical Manuscripts Commission, Calendar
of the Mallllscripts of the Most HOllourable the Marqllis of
Salisbllry at Hatfield House, II, London, 1888, pp. 475-6, no.
1116, cited by Langton Douglas in a study OfKI527, made
in 1946, p. 3 (Kress Archive). (5) For other portraits of the
due d' Alen'ron see Charles Sterling and Helene Adhemar,
Musee dll LOllvre: Peilltllres: Ecole jralzfaise, XIve, xve, et
XVle siecles, Paris, 1965, pI. 179, p. 26, Cat. No. 67; E.
Moreau-Nelaton, Les Clouets et leurs emllles, Paris, 1924,
III, p. 256, Cat. No. 30; Louis Dimier, Histoire de la peilltllre
de portrait ell France all XVle siecle, Paris/Brussels, 1926, II,
p. 283, N. II69; Paul Andre Lemoisne, La Peintllre all
Musee du LOllvre, ecole jralzfaise XIve, xve, XVle siecles, Paris,
1925, p. 57, pI. 61. Other portraits of d' Alen'ron as a young
man painted prior to his growing a moustache are at
Chantilly (Musee Conde), reproduced by Moreau-Nelaton,
op. cit., II, fig. 462, attributed to Fran'rois Clouet, and a
drawing in the Bibliotheque Ste.-Genevieve (from the
School of Clouet). (6) Gustav Friedrich Waagen, TreaSllres
of Art ill Great Britain, London, 1854, III, p. 25. (7) Isabelle
Errera, Repertoire des Peilztures Datees, I, Brussels/Paris, 1920,
p. 134. (8) F. M. Kelly, 'On a Miniature in the Jones
Collection at South Kensington', Apollo, XIII, 1931, pp.
15-19, esp. p. 17. See also the same author's 'Foreign
Suitors of Queen Elizabeth and Their Portraits', Apollo,
XVII, 1933, pp. 145-9, esp. p. 147. KI527 is listed by that
writer as 'Pourbus Junior' ('Caveat some pitfalls in
portraiture', The COlIl/oissellr, ex, 1942, pp. 28-30, esp.
p. 28). (9) Douglas, op. cit. Note 4, passim. (10) This name
seems first to have been brought up by Bouchot, Dimier,
and Moreau-Nelaton. Letter of 22/XI/55 to John Walker,
Director of the National Gallery, from Charles Sterling.
(II) Charles Sterling, Great Frellch Paintillgs ilz the Hermitage,
New York, 1958, p. 232. Sterling also noted a stylistic
correspondence between KI527 and Portrait of a Noblemall
of the Valois COllrt (Detroit, Institute of Arts) by a follower
of Fran'rois Clouet (p. 232, n. 22). Like the Kress canvas,
the Detroit portrait is thinly painted. Its rendering of detail
is less fine than K1527. (12) According to Ralph N. James
(Paillters alld Their Works, II, London, 1897, p. 422) the
painting was listed as by Frans Pourbus the Elder and sold
for £26. George Redford (Art Sales, London, 1888, II,
p. 315) wrote that it was purchased by the Earl of Warwick
(George, the second carl, died 1816) for £26. (13) F. J. B.
Watson, Pictllres alld Drawillgs, London, 1968, p. 244, Inv.
No. P 26, as 'A Gentleman'.
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FRENCH (?) ARTIST, ACTIVE XVII
CENTURY (?)
KIS96 : Figure 239
HENRI II AS DA UPHlN. Lincoln, Nebraska, The University
of Nebraska (U-357-K), since 1962. Tempera (gouache) on
vellum. 9! x6i in. (25·2 X16·9 cm.) painted area; the
support measures 13i- XII in. (34·9 X 27·9 cm.). Inscribed
on eared tablet at lower left: HENRICvS/DELPHl-FRI
AET. [S]VAE.XXl/ANN-MDXXXlX ('Henry, Dauphin of
France, aged 21, in the year 1539'). Several tears and
repairs; the vellum seems to have been restretched after
wrinkling.
Henri II (1519-59), son of Fran'Yois I, married Catherine de'
Medici in 1533, was crowned in 1547, and was accidentally
killed in a tournament in 1559. He is shown full-length, his
head in left profile, grasping his gauntlets with his right
hand and a sword Witll his left. The dauphin wears a
curious jacket and white hose, and a plumed beret with a
brooch. He is seen against a background diapered with a
fleur-de-lis moti£ A long curtain and chair are partially
shown at the right, an Italianate pilaster at the left. He
stands upon an inlaid marble floor.
The entirely misunderstood costume, together with tlle
impossibly proportioned figure and the very coarse technique, indicate that this work was probably painted in the
seventeenth century when there was considerable interest
in making copies after portraits of the preceding century.
Once attributed to Jean Clouet, it is based upon such works
as two French portraits on vellum now in the Louvre dated
c. 1575-78.1
The portrait was probably bound, together with a series
showing the kings of France, in a historical text of the
seventeenth (?) century.

Provellallce: Paris, Arnold Seligmann (according to Paul
Drey Gallery). New York, Kobler (according to Paul Drey
Gallery). New York, Paul Drey Gallery. Kress acquisition
1948.
Referellce: (1) Charles Sterling and Helene Adhemar,
Musee du Louvre: Peilltllres: Ecole fral1faise: Xlve, xVe, et
XVIe siecles, Paris, 1965: Charles de Balzac d'Etltraglles (Cat.
No. 121, pI. 243) and Paul Stller de Callssade, marquis de
Saillt-Megrill (Cat. No. 122, pI. 243); both measure
22 XIS cm. and come from the collection Gaignieres
(Sauvageot gift). Sterling and Adhemar attribute them to a
French follower of Hilliard.

SIMON VOUET
Simon Vouet was born in Paris in 1590 and died there in
1649.1 The son of Laurent Vouet, a prosperous peilltredecorateur from whom Vouet received his first training, the
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young artist's talents seem to have been recognized early:
he was sent to England at tlle age of fourteen to execute a
portrait commission. In 16II he went to Istanbul and then
spent a year in Venice before settling in Rome (c. 1614),
where he remained on a pension from Louis XIII for the
next fourteen years. He married a Roman painter, Virginia
di Vezzi, who is often assumed to have been his model for
many works. First painting in a Caravaggesque manner,
Vouet subsequently incorporated aspects of Guercino,
Lanfranco, Reni, and others' art, uniting these in a
brilliantly eclectic style. 2 He was soon extremely popular,
winning the patronage of the discerning collectorantiquarian Cassiano da) Pozzo and of Maffeo Barberini
(Pope Urban VIII). He was appointed head of the Roman
Guild of St. Luke in 1624 and was active in Genoa and
Venice before his recall to Paris by Richelieu in 1627.
Vouet's strong sculptural art, distinguished by its silvery
coloring, broke away from the late mannerism of the
second School of Fontainebleau and made him the outstanding French master in the reign of Louis XIII. Employed at the court during a period of great French
prosperity, Vouet received many commissions for largescale painting cycles; very few of these survive ill situ.
Vouet dominated French art until Poussin's Parisian
residence of 1641-42 and the death of Louis XIII in 1643.
Although Vouet's career still seemed in the ascendancy
Witll his appointment to tlle directorship of the Academie
de Saint-Luc and his role as co-founder of the Academie
Royale, his decorative classicism slowly lost patronage to
Poussin's more profoundly beautiful and erudite art.
Vouet, with Rubens, brought the Baroque grand manner to
French seventeenth-century art; his approach was continued by his students Lebrun, Le Sueur and Mignard. His
works were well known through the excellent reproductive
prints made by his son-in-law Michel Dorigny.

Referellces: (1) William R. Crelly, The Paintillg oj Simon
VOllet, New Haven-London, 1962; Yves Pi cart, La vie et
l'reuvre de Simotl VOllet, Paris [1962]. (2) Hermann Voss,
'Die Caravaggeske Friihzeit von Simon Vouet', Zeitschr!ft
flir hi/dellde KIlIISt, LVIII, 1924/25, pp. 56-67; Georgette
Dargent and Jacques Thuillier, 'Simon Vouet en Italie,
essai de catalogue critique', Saggi e memorie di storia dell' arte,
IV, 1965, pp. 27-63.

KI891 : Figure 244
SAINT JEROME AND THE ANGEL. Washington, D.C.,
National Gallery of Art (1415), since 1956. Oil on coarse
canvas. 57 x70i in. (144·8 X 179·8 cm.). Inscribed at lower
left: 25, an inventory number {Barberini?).1 Relined in
Italy. Pentimento near Jerome's elbow. Slight restoration
on left of saint's chest and elsewhere; angel's face somewhat
darkened; slightly abraded; generally well-preserved.
Cleaned and restored by Modestini in 1955.
Suida-Shapley, p. 202, Cat. No. 80.
The elderly, bearded Church Father is seated at his desk,
nude but for a red drapery across his arm and lower torso.
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He gestures to the right, turning to the left, toward a
white-winged curly-haired, brunette angel in yellow
drapery worn over a white robe. The angel grasps a
trumpet with his left hand and points to the left with the
right. The figures are seen in half-length against a monochromatic background, the composition cut off in the
foreground by the table's edge. A half-burnt candle stands
on books in an arched niche at the right. Another book is
at the lower right on the desk, next to an hourglass. The
saint holds a quill pen in his right hand above an open
book, with a scroll placed upon it. A second quill, an inkwell and eyeglasses are to the left with a skull. The skull
faces the saint, and is placed on a book and a cloth on the
left corner of the desk.
A replica OfK1891 is at Chambery (Musee Denoit-Molin}.2
The subject is usually identified with a passage from an
apocryphal letter of St. Jerome in which he writes of
constantly hearing the terrible trumpet of the Last Judgment.3 It is also linked with the saint's famous vision,
described in his epistle to Eustochium, in which an angel
berated him for a consuming interest in Classical rather
than Christian subjects.' Zucker noted that 'the angel does
not actually blow the trumpet, it is perhaps only a moment
of divine inspiration tllat is intended.... The angel seems
to be instructing rather than admonishing or frightening
the saint.... At any rate, the event is clearly not, as is
usually stated, the famous vision or dream of St. Jerome,
described by the saint in his epistle to Eustochium ... .'5
K1891 combines two themes - that of the nude, penitent
St. Jerome in the wilderness, sometimes accompanied by a
trumpeting angel, with the presentation of St. Jerome in
cardinal's attire, seated at his desk preparing the Vulgate.
These scenes were combined in Italy following the CounterReformation. 6 The skull, hourglass, eyeglasses and candle
arc all emblems of mortality, the memct/to mori (popular
elements in Vallitas still-lifes of the seventeenth century7
and often associated witll St. Jerome). The red drapery
may refer to Jerome's role as cardinal. The canvas, still in
the Darberini Collection, was first attributed to Vouet by
Longhi in 1935; seventeenth-century Darberini inventories
listing tlle canvas as a Vouet were first examined in 1965. 8
Longhi placed it in Vouet's Roman, Caravaggesque period
(1613-27), possibly before 1620. 0 This attribution was
accepted by Zeri and all subsequent writers with the
exception of Pauwels, who believed K1891 to be by
Terbrugghen. Io Nicolson rejected Pauwels's view, noting
that 'This beautiful picture follows on from the late
Dorgianni; in my opinion it has nothing to do with
Terbrugghen. It fits well in style with Vouet of about
1620-24.'11 Picart placed the canvas near the end ofVouet's
first Roman period (1614-20), painted ninth of the eleven
works which he viewed as executed within this time span.12
Manning foIlowed Longhi's dating, noting that a certain
elegance in K1891 separated it from tlle art of Caravaggio.13
According to Seymour (p. 142), 'the presence of the models
comes through insistently; but the magical quality of the
brushwork transforms what might have seemed a literal
view into a compelling artistic vision. The delicate yet
logical effects of the light alone make of this picture a
telling example of the double quality that tlle seventeenth-

century emulator of Vasari, Filippo Daldinucci, praised as
the "sensitive and the true".' The work is described as 'one
of the most impressive and masterful of all the paintings
attributed to Vouet in his Italian period •. .' by Crelly who
suggested that Caravaggio's St. jerome (Rome, Galleria
Dorghese) as well as the same artist's St. Matthew alld the
Angel (Rome, San Luigi dci Francesi, ContareIli Chapel)
influenced Vouet's interpretation. Crelly found it characteristic ofVouet to make an 'elegant transformation of a
stolid Caravaggesque formula through tlle use of richly
painted draperies and refined rhetorical gestures', and
suggested that the canvas dates from the middle or later
1620S, judging by 'its perfect ease of execution and the
stylistic parallels between the figure of the saint and a
Saturn figure in one of the last Italian paintings [SelfPortrait, Lyons, Musee des Deaux-Arts'].14 The canvas is
dated c. 1620 in the Summary Cataloguc of the National
Gallery.15
A date in the later 1620S seems correct for KI891, painted
shortly before Vouet's leaving Rome for Paris in 1628. The
canvas is an inspired restatement of Caravaggio's St.
jerome Writillg (Rome, Galleria Dorghese) of 1605-6. The
all too human angel is also derived from those characteristic of tlle Italian master's art. Zucker's emphasis
upon tlle benevolent rather than admonitory relationship
between the figures is acceptable - the figures appear in
dialogue, each making a rhetorical gesture. Jerome is
depicted preparing a text, possibly a translation from the
scroll to the open book before him. The canvas is among
the most forceful and eloquent ofVouet's works, retaining
a dramatic quality that was to be jettisoned in his later,
more blandly classical works. It may perhaps have been
commissioned by Maffeo Darberini (1568-1644) who became Urban VIII in 1623. In that year Vouet painted the
newly elected Pope's portrait known only from a MeHan
print. 16 The artist's major Italian commission, given him
in the following year, an altar for St. Peter's Chapel of the
Canons, may also have been ordered by the PopeP Vouet
was also patronized by the Pope's secretary Marcello
Sacchetti, and by his nephew Cardinal Francesco Darberini,
either of whom could have ordered the Washington canvas.
Exciting without vulgarity, realistic Witllout cliche, Vouet's
vast, splendid canvas unites the sacred and profane in a
brilliant work of baroque beauty.

Provenallce: Palazzo Darberini, Rome, as early as 1689 (?)18
and probably until 1952. Two canvases of St. Jerome and
the Angel by Vouet are mentioned in seventeenth-century
inventories of the Darberini Palace Collection. In the 16921707 inventory of Cardinal Carlo Darberini, Rome, arc:
No. 123, 'UII S. Girolamo al[to] plmi 7: l[argo] 7: Cornicc
marmorata e oro di 1II01lS/1 Olivet Leg [a] to di mot/sigllore
Felicaia • • .' No. 337, 'UII S. Girolamo COli l'allgelo COli
Tromba ill mallo al[to] p[alm]i 7 l[argo] 9: Comicc do rata
illtagliata di mOllsu Ovuct.'IO No. 123 seems also to have been
included in the 1671 inventory of Cardinal Antonio
Darberini, made at the Palazzo Giubbonari, No. 330, 'UII
quadro di gralldezza di p.mi 6! p[er] ogni verso COli la figure
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de S. Girolamo e I'AlIgelo, Mallo di MOIm) O.vett COli
Cornice d'orata iutagliata 110. 1 - 100 - [sclldi].' No. 337
measures about 20 cm. more in height and width than
KI891, but the inventory measurements note probably
includes the original frame. This presumably is the Kress
canvas.20 New York, Gabriel Sonnino. Kress acquisition
1952.

Referellces: (I) Rosemarie Garipoli suggested it may refer
to the date 1625. Kress Archive, 1971. (2) Benedict
Nicolson, Hendrick TerbTIIgghell, The Hague, 1958, p. 130.
(3) See Reali, III, 2, pp. 747 ff. KI891 is included by the
author as an example of this theme. See also E. Male, L'Art
religieux apres Ie Coucile de Trellt, Paris, 1932, pp. 501-3;
A. Pigler, Barockthemell, Berlin-Budapest, 1956, I, p. 430.
Robert L. Manning, 'Some Important Paintings by Simon
Vouet in America', Stlldies ill the History oj Art Dedicated to
William E. SlIida 011 his Eightieth Birthday, London, 1959,
pp. 294-303, p. 294. For the iconography of St. Jerome,
see Bibliotheca Sallctorum, VI, Rome, 1965, cols. II 09-37.
(4) For a discussion of the letter to Eustochium, see Anna
Jameson, Sacred alld Legelldary Art, Boston and New York,
1896, I, p. 281. (S) MarkJ. Zucker, MS. catalogue entry for
KI891, National Gallery of Art, Washington, D.C. (6) A
St. jerome ill His Study by Caravaggio (Rome, Galleria
Borghese) depicts the almost nude saint in an interior, his
attributes similar to those shown in KI891 but without the
angel. An early Guercino (Rome, Palazzo Patrizi) shows an
almost nude Jerome at a desk in the wilderness working on
his translation. A late work by the same artist (1641,
Rimini, S. Gerolamo) represents the nude saint in the
wilderness, at a desk, partially wrapped in a red drapery,
with a trumpeting angel overhead. In France the subjects
remained distinct, as seen in two depictions of St. Jerome
by Georges de la Tour, one in cardinal's robe, at his desk
(Paris, Louvre) and the other nude, penitent, in the wilderness (Stockholm, Nationalmuseum). (7) Ingvar Bergstrom,
Dutch Still-Life Pailltillg, London, 1956, pp. 155-8. (8)
Roberto Longhi, 'I Pittori della realtl in Francia ovvero:
Caravaggeschi francesi del seicento', L'Italia Letteraria,
1935, p. 6. (9) Longhi, 'Ultimi studi suI Caravaggio e la
sua cerchia', Proporziolli, I, 1943, p. 56, n. 76 and p. 32.
(10) Federico Zeri, La Galleria e la Colleziolle Barberilli,
Catalogo del Gabilletto Fotografico Naziollale, Rome, 1954,
p. 7, Cat. No. 89; H. Pauwels, 'Nieuwe toeschrijvengen
bij het oeuvre van Hendrick TerBrugghen', Gelltsclte
Bijdrageu tot de Ktlllstgescltiedellis, XIII, 1951, pp. 153-67,
esp. pp. 161-2. (II) Nicolson, op. cit. Note 2, p. 130,
Cat. No. E.Il8. (12) Yves Picart, La Vie et l'cruvre de Simon
Votlet, Paris, 1958, Part I, p. 25, Cat. NO.9. (I3) Manning,
op. cit. Note 3, p. 295. (14) William R. Crelly, The Pabttillg
of Simoll VOllet, New Haven and London, 1962, pp. 43-4,
47, and 222, Cat. No. 153. He observed that Nicholas
Renieri, a Northern painter whom Vouet probably knew
in Rome, painted the same subject (Berlin, Staatliche
Museen) in a manner comparable to Vouet's. It is reproduced by H. Voss, Die Malerei des Barock ill Rom,
Berlin, 1925, pI. 145. (IS) Washington, D.C., National
Gallery of Art, Stlmmary Catalogue oJPailltillgs aud Sclllptllre,
1965, p. 138, no. 1415. (I6) Anatole de Montaiglon,
IS

Cataloglle Raisollue de l'crllvre de Clallde Mellau, Abbeville,
1856, p. 469, Cat. No. 257. (I7) Oskar Pollak, Die
KtIIlstta'tigkeit tlllter Urball VIII, Vienna, 1927, pp. 230-4.
(I8) C. 1689, one of the two (?) Vouet St. jeromes was
presumably seen in the 'appartemellt bas dll Cardillal • .. 2'
cltambre ... St. Matlzietl de Mr. vOllet' and recorded in the
de Cotte Memoires. See the Papiers de Cotte, Paris, B.N.
MS. fro 9447, fols. 210-13, under the heading 'Memoires du
Palais Palestrill' a Barberini residence, and published in
Nicolas Poussiu, edited by Andre Chastel, Paris, 1960. The
Memoires are first mentioned by Georgette Dargent and
Jacques Thuillier, 'Simon Vouet en Italie, Essai de catalogue
critique', Saggi e Memorie di Storia dell'Arte, IV, 1965, p. 43.
Elsewhere in the de Cotte Memoires the writer referred to
a 'pallais Palestrill proche la place Barberilli' (p. 203). At the
time, Cardinal Carlo Barberini, Taddeo's son, lived on the
ground floor of the Barberini Palace in Rome. This
identification of K1891 as St. Matthew may have been
based upon tlle fact tllat a St. Luke of 163 1 by Guercino in
the Barberini Collection is rather close in format and style
and the French writer (supposedly the architect Robert de
Cotte, who was in Italy 1689-90) may have thought it part
of an Evangelist series along with Guercino's Ltlke. The
latter could have been painted eu suite with jerome. The
Luke is reproduced by Nefta Grimaldi, II Guercino,
Bologna, n.d., pI. 96. (I9) Inventory still at the Palazzo
Barberini. (20) I am indebted to Marilyn Aronberg Lavin
for finding and transcribing these entries from the
Barberini inventories.

SIMON VOUET
K2177 : Figure 245
TIlE MUSES URANIA AND CALLIOPE. Washington,
D.C., National Gallery of Art (1613), since 1960. Oil on
oak. 311 X49i in. (79.8 X 125 cm.). Inscribed on fore-edge
of book held in lap of woman to the right: odiss ['Odyssey'].
Cradled in 1957 by Modestini; cleaned and restored by him
in 1960 Witll some in-painting; very well preserved.
Reproduced in color by Seymour, pI. 132.
Two allegorical female figures recline before a Classical
portico. The one at the left, Urania, the Muse of
Astronomy, is dressed in white with a blue mantle, and
wears a diadem with six stars; she leans upon a large astral
globe. She places her left hand upon the shoulder of
Calliope, the Muse of Epic Poetry, who is attired in
orange-yellow with a pink robe; she holds a book, Homer's
Odyssey, in her lap and wears a gold diadem. To the right
are three putti, each holding a laurel wreath, which,
according to Ripa, are the rewards of poetry.1 White and
pink roses bloom at the left. The sandaled foot of a statue
is at the upper left comer; the bases of two fluted columns
are near the center.
K2177 is one of a series of perhaps nine panels, of which
four others are extant:2 I. Apollo alld tlte Niue Muses
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(Budapest, Szcpmiiveszeti Muzeum). 80 X125·7 cm. on
pine. Text Fig. 63. 2. Ellterpe, Muse of Lyric Poetry (Paris,
private collection). 82 X64 cm. on oak. Text Fig. 64. 3.
Clio, Muse of History (Karlsruhe, Kunsthalle). 84X62 cm.
on oak. Text Fig. 65. 4. Polyhymnia, Muse of Oratory,
Sacred Music and Song (Paris, Louvre). 81 XIOO cm. on
oak. Text Fig. 66. 5. Thalia, Muse of Comedy (Paris, Art
Market, Before World War II}.-Additional lost panels
showed Erato (Erotic Poetry); Melpomene (Tragedy); and
Terpsichore (Choral Song and Dance).
Manning grouped the Kress panels with nos. 1-3 noting
that, as all are on panel, largely based on the Ripa Icollologia
of 16II, in the same scale and from the same period in
Vouet's art, 'it seems justified to assume that they at one
time formed part of the decorations of a room in which all
of the various Muses were used as the decorating theme'.
He related the series to Vouet's Pamasslls for Wideville
(1636) and his decorations for the Hotel de Boullion begun
in 1634, implying a date of the mid-1630s for the Kress
paneJ.3 These views were accepted by Picart, who placed
the series in Vouet's most productive period, 1634-38, and
juxtaposed the Polyhymnia, belonging in the same series as
K2177, to Vouet's Dia/la (dated 1637}.4 The panel was
found by Seymollr (p. 141) to illustrate Vouet's 'courtstyle' : the 'wreath-bearing Italian amorini ... have ..•
begun the transition to French alllOllrs. The clear, fullyrounded shapes of the figures are not so much broken up
by intricate effects of light and shade as in the classicism of
Poussin or of his Italian forerunner Annibale Carracci.
Instead outlines are kept unbroken and foreground and
deep distance carefully differentiated. This style is clearer,
more logical, if anything, more "classic" in the French
sense than anything we have seen up to this point.' The
possibility of a royal decorative commission for the Muse
series was raised by Crelly, who found the group somewhat
repetitious in conception and execution, and regarded the
best of the series to show Vouet's 'meticulous elegance in
the drawing of the forms and in the restrained richness of
the colors.' He stressed the aesthetic importance of the
rich architectural interior design for which the Muses were
intended.1S An additional Muse, Clio, was added to the
series by Lauts, who suggested that the cycle was seen as a
frieze above eye-level in the upper section of a chamber
somewhat like Le Sueur's Cabinet des Muses for the Hotel
Lambert of c. 1645-50 (now Paris, Louvre). G As the
Budapest panel is on pine rather than oak, the support for
the others, Pigler did not view it as ell suite. 7
Rooms including the Muses in their decor so as to form a
Mllsaion or Temple of the Muses first appeared in Italy in
the late fifteenth century, where elaborate humanistic
programs for decorative cycles alluding to knowledge
were adopted for chambers housing books or used for
literary pursuits. Diane de Poitiers's Chateau (Anet) had a
room decorated with Muses. Another sixteenth-century
chamber at Ancy-Ie-Franc has a series of recumbent oval
depictions of the Muses, together with personifications of
Logic, Rhetoric, Geometry, Arithmetic, Grammar, and
Astronomy. 8 A Muse cycle by Giovanni Baglione was

ordered and sent to France by the Duke of Mantua,
Ferdinando Gonzaga, to his aunt Catherine de' Medici
(another Vouet patron) in 1624. The ten paintings (now in
tllC Louvre) were installed in the Palais de Luxembourg in
the Cabinet des Muses, located just before the gallery
housing Rubens's Marie de' Medici cycle. 0 Artemisia
Gentileschi painted a cycle including the Muses for the
Queen's House at Greenwich in the late 1630s.10 The
Muses were often shown both individually as well as
collectively with Apollo in seventeenth-century interiors
such as the Cabinet des Mllses by Vouet's pupil Le Sueur
and Vouet's associate Franc;ois Perrier.l l The subject of
Apollo and the Muses, included by Vouet in at least three
of the pictorial cycles painted for members of the court of
Louis XIII, flattered the patron's command of the arts and
sciences.12 The Muses were' also the guarantors of terrestrial
immortality'.13 The Kress panel exemplifies Vouet's art at
the peak of his career as painter to the court of Louis XIII.
It was probably executed c. 1637, as suggested by Picart.
Four of the Muses are missing from the series, so that a
reconstruction cannot be attempted. The panels must have
been destined for a room of very considerable size. Vouet's
Muses are among the major works in the classical manner
to have been painted in France c. 1637 and his only cycle
known to have been done on panel.

Provenallce: M. de Maumejan (sold, Paris, Rue St.-Honore
294,29 June-2 July 1825, p. 13, Cat. No. 47, as'S. VouetUranie et la Muse de la poesie epique').14 Sold London,
Christie's, I July 1955 (Different Properties), 'S. Vouet,
Two Muses', p. 19, Cat. No. 154. New York, David M.
Koetser Gallery. Kress acquisition 1957, exhibitedWashington, D.C., National Gallery of Art, Art Treasllres
for America, 10 Dec. 1961 - 4 Feb. 1962, Cat. No. 101.
References: (I) For the Muses in relation to poetry, see
Cesare Ripa, Iconologia • •. , Rome, 1593, pp. 215-17; and
for a fuller treatment, the Venice 1645 edition, p. 493. For
Muse cycles, see Anton Pigler, Barocktlzemell, Budapest and
Berlin, 1956, II, pp. 34-6, 'Apollo and the Muses', and
pp. 174-5, 'The Muses'. K2177 was possibly based on
Ripa's descriptions of the Muses. Ripa specifies the following: Ura/lia is dressed in blue, crowned with stars and holds
a great globe in her hands. Calliope holds many laurel
garlands in her left hand; in her right, she holds three books:
the Odyssey, Iliad and Aeneid. She is crowned with gold
bec~use, according to Hesiod, she was the worthiest and
principal Muse. Garlands are the symbol and reward of
poetry, while the three volumes are works of the greatest
poets who have written in heroic verse. (2) See Robert L.
Manning, 'Some Important Paintings by Simon Vouet in
America', Stlldies in the History of Art Dedicated to William
E. SIIMa, London, 1959, pp. 294-303, esp. pp. 297-300;
Yves Picart, La Vie et l' CEllvre de Simon VOllet, Paris, [1962],
Part 2, p. 28. (3) Manning, op. cit., pp. 297-300. (4) Picart,
op. cit. Note 2, pp. 28-9. The Le Sueur paintings of the
Muses, now in the Louvre, were originally in alcoves (for
the appearance of this chamber after some eighteenthcentury modifications, see the reproductive print c. 1740
by B. Picart). (5) William R. Crelly, The Painting of Simon
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VOllet, New Haven and London, 1962. K2177 is his Cat.
No. 83, p. 186. The Muse series is discussed, pp. 89, 155,
202, 204. (6) Jan Lauts, Katalog alte Meister bis 1800,
St.1atliche Kunsthalle Karlsruhe, Karlsruhe, 1966, p. 308,
Cat. No. 2486. Clio, ex colI. William Niven, sold Christie's
24 Mar. 1961, Cat. No. 50. See also the Karlsruhe Kunsthalle
Katalogfranzosisc!te Meister, 1963, Cat. No.6. First published
as 'Allegory of Fame' by Crelly (op. cit., Cat. No. 53A),
who dated it c. 1640. For the Le Sueur Cabinet des Mllses
see G. Rouches, Ellstache Le SlIellr, Paris, 1923, pp. 33 ff.
(7) According to Pigler, Museum der bildenden Kiinste,
Katalog der Galerie alter Meister, Budapest, 1967, I, p. 762.
(8) See Frances Yates, The Frenc!t Academies oj tlte Sixteenth
Celttllry, London, 1947, p. 138. The celebrated stlldiolo of
Isabella d'Este was brought to France by Vouet's patron
Cardinal Richelieu shortly before 1630 and may have
again stimulated interest in complex intellectual scllemes.
(9) See E. Baudson, 'Apollon et les Neuf Muses du Palais
du Luxembourg', Bulletin de la Societe de I'Histoire de I'Art
Frau(ais, 1941-44, pp. 28-33. A 'Chambre des Muses' for
tlle Chateau de La Motte Ternant (executed before 1628)
included a Polyhymltia by Philippe Quantin (now collection
Comtesse de Durfort at Thoisy la-Berchere), Crelly, op.
cit., p. 202. Muses were also included in French sixteenthcentury royal funerary sculpture and by Primaticcio at the
Salle de Bal (Fontainebleau). See Victoria L. Goldberg,
'Graces, Muses, and Arts: The Urns of Henry II and
Francis I', jOllmal oj tlte Warburg alld Courtauld Illstittltes,
XXIX, 1966, pp. 206-18. (10) SeeR. Ward Bissell, 'Artemisia
Gentileschi - a Documented Chronology', Art BlIlletill, L,
1968, p. 169, n. 69; fig. 17. (II) Pigler, op. cit. Note 7,
p. 762. (12) Crelly, op. cit. Note 5, pp. 108-10, II8, 225.
(13) Goldberg, op. cit. Note 9, p. 217. (14) Catalogue abrege
des tableallx, Dessins et Estampes Jorlllant Ie Cabinet de Jell M.
de Mallmt!jtlll, Par Ie ministere de M. Lacoste, CommissairePriseur, rue Therese, no. 2. The inclusion of K2177 in this
sale was first noted by Georges !sarlo, Caravage et Ie
caravagisllle etlropeen, Aix-en-Provence, 1941, p. 263. As
the Apollo aud tlte Mllses entered the Esterhazy Collection
by 1812, tlle cycle to which K2177 belonged must have
been broken up prior to that date, probably in the very late
eighteenth or first years of the nineteenth century.

NICOLAS REGNIER
Known as Niccolo Renieri, the painter was born in
Maubeuge (Flemish territory until 1678) c. 1590 and
worked under AbrahamJanssens in Antwerp before going
to Italy c. 1615. Regnier resided in Rome, possibly influenced by Bartolommeo Manfredi's adaptation of
Caravaggio's 'black manner', and enjoying the patronage
of the great collector Vincenzo Giustiniani.1 He left for
Venice c.1625 and guided Joachim von Sandrart around
that city in 1629.2 He is recorded in Venetian guild lists
between 1626-41. According to Boschini, Regnier's
studio was frequented by the Venetian aristocracy and he
was in considerable demand as a portrait painter.3 He
owned a splendid collection of paintings and was the
father of four beautiful daughters who were also artists.

FRANCO-FLEMISH MASTER
ACTIVE IN ITALY (Nicolas Regnier?)
KI823 : Figure 237
PORTRAIT OF A MAN WITH A FEATHERED HAT.
Claremont, California, Pomona College, Kress Study
Collection, since 1961. Oil on canvas. 251 X 191 in.
(64.8 X48·9 cm.). Very considerable losses - only left eye,
left forehead, feathers, drapery at upper left and a few
other areas are reasonably well-preserved.
A young man is shown in bust-length, turned slightly to
the right, in a somewhat languid, introspective pose. He
wears white plumes in a black cap and has long, tousled
hair. A cape is thrown over the left shoulder. According to
Longhi, the canvas was painted by Regnier in Rome in the
I 620S when he was 'under the evident influence ofManfredi,
who inspired almost all the Northern followers of
Caravaggio who were living in Rome .. .'.4
Regnier's oeuvre is hard to isolate from that of other
Nortllern Caravaggio followers such as Nicolas Tournier
(who was also associated with Manfredi) and Valentin
Boullogne. The portrait's state of preservation together
with its possibly fragmentary nature further complicate its
attribution. The rather heavy modeling recalls that of
Regnier's Self-Portrait (Florence, Uffizi) and the St.
Sebastian (Dresden, Gemaldegalerie). The sitter may have
been shown with a musical instrument in somewhat the
same fashion as Tournier's Fillte Player (Brescia, Pinacoteca).5 A Gllitarist ascribed by Voss to Regnier may also
indicate the painting's original format. G

Provmance: Florence, A. Contini Bonacossi. Kress acquisition 1950.
References: (I) For French followers of Caravaggio see
Caravage et les Peintres Fraufais dll xvn e Siec1e, Galerie Heim,
Paris, 1955; see also Arthur von Schneider, Caravaggio tltld
die Niederliinder, Kunstgeschichtliches Seminar, Marburg/
Lalm, 1933. Reprinted Amsterdam, 1967. Hermann Voss,
'Die Caravaggeske Friihzeit von Simon Vouet und Nicolas
Regnier', Part 3, Zeitsc!triftfiir Bildende Kunst, LVIII, 1924,
pp. 121-8. (2) Joachim von Sandrart, Academie der Ball-,
Bild- tllld Maltlerey-Kiiuste von 1675, Munich, 1925, pp. 25,
186, 368, 425. (3) Marco Boschini, La carta del ttavegar
pittoresco, Venice, 1660, pp. 532-3; ed. Anna Pallucchini,
Venice, 1966, pp. 569-70. (4) Translation of transcription
in Kress Archive, 20/m/50. (5) The Flllte Player reproduced
by Robert Mesurer, 'L' a:uvre peint de Nicolas Tournier',
Gazette des Beaux-Arts, L, 1957, pp. 327-45; the Sebastian
by Voss, op. cit. Note I, p. 123. (6) Caravage et les Peintres
Fralt(ais, op. cit. Note I, Cat. No. 12.

FRAN<;OIS PERRIER
Fran~ois Perrier was born at Salins in 1590 and died in Paris
in 1650. After early studies in Lyons, he resided in Rome
from 1625 to 1629, where he worked in L'mfranco's studio.
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The young artist was especially drawn to the art of
Annibale Carracci and Pietro da Cortona. Perrier's first
known project was a series of paintings for the Villa d'Este
at Tivoli. He returned to France in 1629, and he executed
a fresco cycle of scenes from the life of Saint Bruno for the
Chartreuse of Lyons. He worked together with Simon
Vouet on the chapel for the Chateau de Chilly and in the
first half of the 1630S was employed in Paris. After another
long Italian sojourn, from 1635 to 1645, Perrier returned to
France and was commissioned by Louis XIV to depict
Acis and Galatea (Versailles). Some of his best-known works
were also done about this time in Paris: the Gallery for the
Hotel de la Vrilliere (c. 1645) and the ceiling of the Cabinet
des Mllses at the Hotel de Lambert. Perrier was a leading
French master of his day; he received many commissions
from Louis XIV. In addition to painting frescoes and
canvases, he was also active as an etcher and engraver. A
founding member of the Academic, Perrier was a teacher
of Charles Lebrun.l

The canvas is probably the one first published by Waagen
as a work of Annibale Carracci, showing 'Polyphemus
and the Sea Nymphs'.3 It is described as differing from the
representation of the same subject by Annibale at the
Farnese Palace, and 'of great energy of drawing and
expression, and capitally executed in a powerful brown
tone'. Ifidentical with K1636, it was then obscured by discolored varnish. It was recorded as by Annibale Carracci
in the Cook Collection catalogues of 1915 and 1932.4
Longhi attributed the canvas to Fran~ois Perrier, listing it as
'Polyphemus on the cliffs with Galatea and other figures of
nymphs and tritons'. He noted the influence of Lanfranco's
Polyphemlls alld Galatea (Rome, Galleria Doria-Pamphili) as
well as that of Pietro da Cortona, finding this fusion of
Bolognese and Cortona-like elements characteristic of
Perrier, seen in the French artist's Bacchallal (Rome, Galleria
Capitolina). Longhi dated the canvas c. 1645 when Perrier
was in Rome.s According to Manning the canvas stems
from Perrier's second Roman residence of c. 1645, close in
date to a Bacchus alld Ariadlle in the Manning Collection. G

FRANGOIS PERRIER
KI636 : Figure 248

The group at the left is freely adapted from a Classical
Nereid sarcophagus such as the one which was at San
Francesco a Ripa (Rome), moved to the Capitoline in the
eighteenth century and taken to the Louvre in 1797. 7
Perrier was especially drawn to mythological subjects with
aquatic references as were his colleagues in Rome, Vouet
and Poussin. 8 He painted a Ntptulle alld Aeolus (Rome, art
market), a Tril/mph of Amphitrite (Carcassonne, Musee de
Beaux-Arts) and a VellllS Implorillg Neptulle (Epinal, Musee
Dcpartemental des Vosges}. 9 An early record of Perrier's
works states that he often repeated the subject of Polyphemus and Galatea with great variety in composition.
Another version of this subject by Perrier in the Louvre
reverses the composition of K1636; Polyphemus is far
smaller in scale, and the canvas is more Poussinesque. As
in K1636, Acis is hidden by drapery, and the sea-borne
chariot is much the same.IO The male figure at the lower
right OfK1636 is adapted from Raphael's Galatea of 1513
(Rome, Villa Farnesina); the composition in general
relates to Annibale Carracci (Rome, Galleria Farnese).
Perrier was deeply concerned with the art of the Carracci,
his familiarity with the Farnese Gallery being such that he
made drawings after rejected as well as executed subjects
for the fresco cycle. l1 The group at the lower left is taken
from Lanfranco's depiction of the same subject (Rome,
Galleria Doria-Pamphili).12 The same subject by Poussin
(Dublin, Natiop.al Gallery of Ireland), variously dated
between the mid-1620s and 1631, like K1636, depends
upon Carracci and Lanfranco and may have been painted
at about the same time as the Kress canvas. I3 The figures in
the Kress canvas resemble those in Perrier's fresco ofJUliO
and Aeoills (Rome, Palazzo Peretti-Almagia), painted between 1624 and 1629. K1636 may date from a Lanfrancoinfluenced phase of the later 1620S or from the 1640s, when
Perrier was again following that Italian master and the new
classical style of Poussin (which was itself partially determined by Lanfranco). The earlier dating will probably
prove to be correCt; it is also indicated by the execution of
the Kress painting on Italian canvas.

POL YPHEMUS AND THE SEA NYMPHS. Lewisburg,
Pennsylvania, Bucknell University, since 1961. Oil on
coarse Italian canvas. 59 X68i in. (149·9 X174·7 em.). Label
formerly on back stated that K1636 was lent to the
Mancllester Art Treasures Exhibition (1857) by Mr. A.
Darby, Cat. No. 916 as 'Polyphemlls and Galatea by A.
Carracci'. Relined and restored by Modestini in 1967-68.
Long vertical tear on right side from sky to swimming
figure at bottom. Several pentimenti in arm of figure at
lower right.
Blanchard Gummo, A study collectioll of Rellaissance art,
gift of the Samllel H. Kress Collectioll, Bucknell University,
Lewisburg, Pa., 1961, p. 44.
A nude one-eyed giant - Polyphemus, son of Neptune
and the nymph Thoosa - is seated on a cliff at the water's
edge; he holds pipes of Pan (syrinx) and is turned toward
a young female nude, his beloved Galatea, who stands at
the right surrounded by billowing drapery. A putto holds
drapery above her; another is at her side. Galatea seems to
hide Acis, the young man crouched at her side, by partially
covering him with her veil. Acis was later killed by
Polyphemus. Galatea stands upon a shell-vessel with a
dolphin at the side and a merman and two nereids at the
front and back. Two men on seahorses, one blowing a
conch, arc to the right of Polyphemus. A nereid swims in
the right foreground; another nereid riding on a goat is in
the left foreground. At her right is a sea god with a concll
who points toward Polyphemus, and at her left is a marine
figure with leaves in his hair, who grasps the goat's beard
with his left hand and holds its rope in his right. The painting shows Polyphemus wooing Galatea. The artist, like
Annibale Carracci, whose Palazzo Farnese fresco he has
partially followed in the canvas, also drew upon the text of
Philostratus (Imagines, II, 18}.2 The purple color of
Galatea's scarf follows the latter.
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Provenance: Possibly identical with a canvas listed by
Waagen as Annibale Carracci, Polyphemlls and the Sea
Nymphs. If so, it appeared in the Lord Northwick sale,
N9rthwick Park, 1859, Cat. No. II9, p. 13, 'A. Carracci,

Polyphemus alld the Sea Nymphs', purchased by A. J.

illgs, 1964, II, pp. 40-4. (12) A Galatea from the School of
Vouet is discussed by William R. Crelly, The Paillting of
Simoll VOllet, New Haven and London, 1962, pp. 202-3,
no. II4. (13) For the Poussin, see Anthony Blunt, The
Pailltillgs of Nicolas POl/ssiu, London, 1966, p. 89, Cat. No.

Abrahams for five guineas. Abraham Darby, exhibitedLondon, Art Treasures of tIlt. United Killgdom Collected at
Mallchester, 1857, p. 35, Cat. No. 333 as Annibale Carracci,
Polyphemus alld Galatea. Art dealer, Richmond, Surrey.
Purchased by Herbert Cook, 1941. Listed by him as
Annibale Carracci, Polyphemus and the Sea Nymphs.14
Florence, A. Contini Bonacossi. Kress acquisition 1949.

128. For the relationship between Perrier and Poussin, see
Thuillier, 'Poussin et ses premiers compagnons fran.yais a
Rome', Actes, I, 1960, pp. 71-II6, esp. pp. 83-4. (14) See
catalogues of 1915 and 1932 (see Note 4 above). Herbert
Cook recorded the conflicting provenance as given, expressing uncertainty as to its accuracy, p. 82.

Referellces: (I) Comte de Caylus and P. J. Mariette, Vie de
Frallfois Perrier Pcintre (MS. Bibliothcque Nationale, Paris).
Jean Laran, 'Une Vie inedite de Fran.yois Perrier', Archives
de l'art Frallfais, 1913, pp. 198 ff. Thieme-Becker, XXVI, 1932,
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pp. 437-8. Walter Vitzthum, 'Zuschreibungen an Fran.yois
Perrier', Walter Friedliillder ZUlli 90. Gebllrtstag, Berlin, 1965,
pp. 21 I ff. Walter Vitzhum, 'L' Album Perrier du Louvre',
L'CEil, no. 125, May 1965, pp. 20-4. Idem, 'La Galerie de
l'Hotel de la Vrillicre', L'CEil, Dec. 1966, pp. 24-31. Erich
Schleier, 'Affreschi di Fran.yois Perrier aRoma', Paragolle,
n.s., 37, no. 217, Mar. 1968, pp. 42-54. (2) See the edition
translated by Blaise de Vigencre, Paris, 1637, pp. 436 ff.
The illustration opposite page 436 shows a Galatea similar
to that of Perrier. The latter may have had access to the
print, since the Vigencre illustrations were prepared long
before Vigencre's edition was published in 1637. See John
Rupert Martin, The Famese Gallery, Princeton, 1965, p. 109,
for a discussion of the Carracci frescoes' iconography. For
the iconographical background of K1636 and related
subjects see Jan Bialostocki, 'The Sea-Thiasos in Renaissance
Sepulchral Art', Stlldies ill Rellaissallce al/d Baroqlle Art
presellted to AllthollY Blullt 011 his 60th Birthday, London and
New York, 1967, pp. 69-74. (3) Gustav Friedrich Waagen,
Treasllres of Art ill Great Britaill, London, 1854, III, p. 200.
As in the Collection of Lord Northwick, Cheltenham.
(4) Herbert Cook, Cataloglle of tile Pail/tillgs at DOllghty
House, Richmolld . •. , London, 1915, p. 182, Cat. No. 540.
Also Maurice Brockwell, Abridged Cataloglle .•• , London,
1932, p. 82, Cat. No. 540. (5) Transcription of certificate
by Roberto Longhi of Dec. 1948 in Kress Archive. This
view is repeated by Longhi in a note appended to the
Schleier article, op. cit. Note I, p. 54. (6) Robert L. Manning,
A Loall Exhibitioll, VOllet to Rigaud, Fincll College, New
York, 1967, Cat. No. II. (7) See Andreas Rumpf, Die
Meertvesell
dell alltikeu SarkophagrelieJs, Berlin, 1939,
no. 132. Reference courtesy of Phyllis Bober. (8) Reproduced in France. Celltre Natiollal de la Recherche

ary

Scielttljiqlle, Colloql/es Illtematioltallx. Sciellces HI/mailles,
1958: Nicolas POllssilt, ed. Andre Chastel, Paris, 1960, II,
fig. 245. (9) The first painting is reproduced by Schleier,
op. cit. Note I, fig. 23. The Galatea in the Carcassonne
canvas is close to that in KI636. (IO) Caylus-Mariette, op.
cit. Note I, passim. The Louvre painting is reproduced in
color by Jacques Thuillier and Albert Chatelet, Freltcl,
Pailltillg from Le Naill to Fragollard, Geneva, 1964, p. 67.
(II) Roseline Bacou, 'Two unpublished Drawings by
Annibale Carracci for the Palazzo Farnese', Master DralV-

Louis Le Nain was born in 1593 in Laon, the son of a
sergent royal; he died in Paris in 1648. There is little documentation concerning him or his two painter brothers,
Antoine (1588-1648) and Mathieu (1607-77) Le Nain, with
whom he was closely associated throughout his life. The
brothers studied painting in Laon under a 'foreign'
instructor (presumably Netherlandish).l According to
Isarlo, the young Louis was influenced by the works of
Pieter Aertsen, Bruegel and Bassano while he lived in
Laon; later, on an Italian journey, he further concerned
himself with the art of Caravaggesque and Bassanesque
masters. An association with Pieter van Laer in Paris c. 1626
or in Italy, possibly between 1626 and 1630, was proposed
by Blunt in view of the fact that Louis was referred to in
early sources as a painter of bambocllades - festive, rustic
Italian scenes. Another possible indication of an Italian
journey is Louis's identification as 'Le Romain' by
eighteenth-century writers. His brother Antoine is recorded as a master painter at St.-Germain-des-Pres in 1629
and 1630, with Louis and Mathieu listed as fellow artists.
By 1633 Mathieu was known as a master painter of the city
of Paris. The three brothers shared a studio, and their works,
according to P. J. Mariette, 'were so similar that it was
practically impossible to distinguish what each had done on
a particular painting, inasmuch as they all worked together'.2 Fifteen canvases are signed 'Le Nain', none with a
first name, of which ten are dated 1641-48. The three Le
Nain brothers joined the Paris Academie Royale in 1648;
Louis and Antoine died that same year. Louis Le Nain's
scenes of peasant life present his subjects in dignified fashion
unlike the more anecdotal burlesque of his Northern
contemporaries. These austere peasants parallel Poussin's
classicism in their almost stoical restraint and anticipate
Chardin's serenely virtuous subjects of the next century.
At the end of the eighteenth century, the work of Louis
and his brothers fell into relative obscurity, to be revived
in the middle of the nineteenth century by Champfleury,
also a native of Laon, as harbingers of his friend Courbet's
new realism.

References: (I) Paul Jamot, Les Le Naill, Paris, 1929. Paul
Fierens, Les Le Naill, Paris, 1933. Georges Isarlo, 'Les Trois
Le Nain et leur Suite', La Rellaissallce, XXI, 1938, no. I,
pp. I ff. Anthony Blunt, Art alld Architecture ill Frallce,
1500-1700, Harmondsworth, 1957, pp. 155-7. Jacques
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Thuillier, 'Le Nain Studies', Burlingtou Magazine, c, 1958,
pp. 55 ff., 91 ff. Bernard de Montgolfier, 'Nouveaux
Documents sur Les Freres Le Nain', Gazette des Beal/x-Arts,
6th ser., LII, 1958, pp. 267 ff. J. Thuillier, 'Documents pour
servir a I'ctude des freres Le Nain', BIIlleti" de la Societe de
I'Histoirc de fArt Franfais, 1963 (pub!. 1964), pp. 155-284.
(2) Pierre Jean Mariette, Abeccdario, quoted by Fran~ois
Georges Pariset in his excellent biographical survey, 'Le
Nain', Encyclopcdia of World Art, cols. 200-5.

LOUIS LE NAIN
KI392 : Figure 246
LANDSCAPE WITH PEASANTS. Washington, D.C.,
National Gallery of Art (783), since 1946. Oil on canvas.
18i X22! in. (46'5 X57 cm.). Relined, cleaned and restored
by Pichetto in 1945. Considerable abrasion and restoration
especially along lower edge and left side.
Paintiugs alld Sculptl/re from the Kress Collection, Washington,
D.C., National Gallery of Art, 1945, p. 153. Reproduced
in color in Caims alld Walker, p. II I; Broadley, p. 18.
A Northern (?) French landscape, with a church and houses
in the background, is shown beneath a grayish sky and a
low horizon. A seated old peasant woman is at the left,
placed in front of a wall with a ruined postern gate. A little
girl is in the center foreground, a piping boy to the right
with another boy playing a hurdy-gurdy. These figures are
shown on a slight rise; a youth holding a stick walks along
the road below. Peasants with sheep and cattle grazing on
a communal pasture are in the middle distance.1 An old
copy of K1392 is in the collection of the Duke of Westminster, Saighton Grange, at least since 1821.2
In 1829 the Kress Landscape was described as by 'Lenain, a
favorite of Gains borough, and was twice in his collection.'a
It was listed by Waagen as by Le Nain, showing children
in a landscape with 'his usual truth, and also of transparent
colouring and delicate effect'.4 Champfleury included
K1392 in the brothers' work. s Witt linked K1392 to a
painting owned by Basil Ionides showing La Haltc dll
Cavalier (now in the Victoria and Albert Museum). He
described the Westminster painting as having a finer
surface and assumed the collaboration of at least two of tlle
Le Naill brothers on tllese landscapes. 6 The canvas was
grouped by Jamot with the Charrctte dated 1641 (Paris,
Louvre), and the Paysans devant title Maison (Duke of
Rutland), Repas ell Pleiu Air d:tted 1642 (Lille, Musee de
Beaux-Arts) and the Benedicite (Leningrad, The Hermitage)
as scenes of peasant life showing a profoundly moving
simplicity and humble, penetrating poetry.Jamot attributed
all of tllese to Louis Le Nain. 7 According to Dezarrois, all
the genius of the Le Nain brothers is expressed in Louis's
Paysans dans tltl Paysage {K 1392).8 Fierens characterized the
canvas as an eclogue, stressing the close study of nature and
observation of the sun's rays over the fields. D K1392 was
placed in Louis Le Nain's first period (1620-30) by Isarlo
who described it as poorly preserved. He related the
composition to Netherlandish masters of the early seven-

teenth century such as Esais van de Velde.1o Frankfurter
found this landscape to resolve both Italian and Netherlandish influences, he placed it in Le Nain's early works,
finding it less sentimental than Netherlandish scenes of
peasant life.11 The canvas was found by Walker to fulfill 'a
demand among middle-class patrons for glimpses of rural
life, a demand which the three brothers helped satisfy with
the canvases they exhibited and sold at popular fairs, such
as those at Saint-Germain-des-Prcs.'12 The model at the left
is also shown in Louis Le Nain's Le Retollr dll Baptfme
{formerly Paris, Collection Paul Jamot).l3
The Kress canvas is one of the very few by Louis Le Nain
to include a sweeping landscape. It is his only known
painting in which the landscape is clearly of primary and
the figures of secondary importance. Its beautiful, reserved
coloring and almost classical fusion of Netherlandish and
Italianate characteristics explain the painting's attraction
for Thomas Gainsborough, whose own landscape paintings
were to exhibit many of the same characteristics. The work
points to the early works of Corot. It is a subdued version
of compositions by Netherlandish artists active in Italy
known as the Bambocciallti.

Provellallce: Listed in A Cataloguc oJtlze Pictllrcs alld Drawillgs
of the Late Mr. Gaillsborough, exhibited after his death by
his widow and his nephew, Gainsborough Dupont, at
Schomberg House, in the spring of 1789 and offered for
sale by private treaty. Lot No. 10 is listed as 'Le Nain,
Travelling Mllsiciaus', measuring 22 X 17 in. It was purchased
for fifty guineas.14 In the George Hibbard Sale (Christie's,
13 June 1829, p. 5, Cat. No. 36), the painting was listed
as 'Le Nain, peasant children piping in a landscape, tlIeir
mother sitting by and looking on near a gateway ... this
picture is recorded to have been a favourite of Gainsborough and was twice in his collection.' Possibly owned
by Dr. Dibdin. Collection sold in 1829. Joseph Neeld,
London. Sir Audley Neeld, Chippenham, Wiltshire,
exhibited - Picturcs by the Brotlzcrs Lc Nain, Burlington
Fine Arts Club, London, 1910, p. 32. Lent to the Royal
Academy of Arts, Exhibition oj Frellch Art 1200-1900,
London, 1932, p. 57, Cat. No. 109, listed as 'Paysans dalls
tltl Paysagc, attributed to Louis Le Nain'. It is stated that
K1392 once belonged to Dr. Dibdin. Lent to Petit Palais,
Le Naill: Peilltllrcs, Dessitls, Paris, 1934, Cat. No. 27. Sold,
Christie's, 9 June 1944, The Property ofL. W. Neeld, p. 7,
Cat. No. 18, listed as 'Le Nain, Peasants in a Landscape'.
New York, Wildenstein and Co. Kress acquisition 1946.
References: (I) According to Cooke, p. 18, such common
grazing grounds were only to be found in France. (2) See
John Young, A Cataloglle of the Pictllres ofGrosvellor HOllse,
London, p. 39, Cat. No. II9, listed as 'an Italian scene,
with figures, Le Nain'. (3) George Hibbert Sale, Christie's,
13 June 1829, p. 5, Cat. No. 36. (4) G. F. Waagen, Treasures
ofArt in Great Britain, London, 1854, II, p. 245. Collection
of Mr. Ooseph} Neeld. {S} Champfleury, Les Peilltres de 10
realite SOliS LOllis XIII. Les Frercs Le Naiu, Paris, 1862.
Quoted by Gustave Geffroy, 'Les Freres Le Nain', L'art et
les artistes, Dec. 1905, p. 64. {6} Robert C. Witt, Au
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Illllstrated Cataloglle C?f Pictures by tlte Brotlzers Lc Naill,
Burlington Fine Arts Club, London, 1910, p. 32. (7) Paul
Jamot, 'Sur les Freres Le Nain', Gazette des Beallx-Arts, 6th
ser., v, 1922, p. 232. Similar information given by him in
'Essai de chronologie des oeuvres des freres Le Nain',
Gazette des Beaux-Arts, 5th ser., VII, Mar. 1923, pp. 158-60,
and in Les Le Naill, Paris, 1929, pp. 44, 48. The canvas is
reproduced on p. 31 ofJamot's 'Autour du Probleme des
Le Nain', ReVile de l'art, Jan. 1934, p. 31. The Hermitage
painting is not by Louis Le Nain - it is published by Paul
Fierens, Les Le Naill, Paris, 1933, pI. IX, as Antoine (?) Le
N ain. (8) Andre Dczarrois, 'L' Art Francrais a Londres',
ReVile de l'art, LXI, 1932, p. 73. (9) Paul Fierens, op. cit.
Note 7, p. 61, Cat. No. 19. (IO) Georg Isarlo, 'Le probleme
des freres Le Nain; les deux Le Nain', La ReVile de l'art
allciell et lIIodeme, Dec. 1934, LXVI, no. 357, pp. 169-84,
p. 170. He included KI392 in his 'Les Trois Le Nain et leur
Suite', La Rellaissallce, Mar. 1932, p. 42, Cat. No. 70.
(II) Alfred M. Frankfurter, SlIpplemellt, op. cit., p. 58.
(1;2) Jolm Walker, The Natiollal Gallery C?f Art, Washillgtoll,
D.C., New York, n.d., p. 202. (13) Reproduced by Fierens,
op. cit. Note 7, pI. XLIV. She is also shown in Gralldmother's
Birthday attributed to Louis Le Nain (Leningrad, The
Hermitage), reproduced by Fierens, pI. XXXIX. (I4) Ellis
Waterhouse, Letter to the Editor - 'The Sale at Schomberg
House, 1789', Burlillgtoll Magazille, 1945, pp. 76-8, p. 77.

K

1418 : Figure 247

FRENCH PEASANTS IN AN INTERIOR. Washington,
D.C., National Gallery of Art (II03), since 1950. Oil on
canvas. 211 X 25l-fJ in. (55.6 X64'7 em.). Several deep
scratclles. Stretcher marks along the top; some discolored
old restoration in tabletop. The painting is well-preserved. l

SlIida, p. 212, Cat. No. 94. Reproduced in color by E.
Tcriade, Masterpieces C?fFrellch Pailltillg, Sevellteellth Celltllry,
London, 1935, pI. XXI, as 'Repas de Paysans.'
Three seated figures in tattered garb are symmetrically
placed around a table in the foreground of a peasant
kitchen. A pensive old man, white-haired and bearded, is
at the left, wearing a cape over rustic attire. A wooden
dish is in his lap (probably a begging bowl), his hat held
over his knees; a staff with a pointed end is between his
legs, his head illuminated by fire in the hearth at the upper
left and by light whicll seems to come from the front. A
middle-aged woman at the center gazes thoughtfully at the
viewer. Her hands are clasped on the table; she holds a
distaff and spindle under her arm. A boy at the right holds
a jug in his right hand and a wine glass in his left. Their
table is a low barrel covered by a white cloth set with a
laden pewter plate and a spoon. An open door is in the
background with another table with kitchen utensils. A
little girl stands at the hearth at the left looking downward
as though watching the cooking.
The canvas was first known to Champ fleury, Blanc and
Valabregue through a reproductive print in reverse by
Elisabeth Cousinet entitled Le BellMicite Flamalld. Champ-

fleury referred to it as 'Repas de famille.'2 KI418 was cited
by Blanc as possibly indicating the artist's visit to the
Netherlands; the scholar found the costumes Northern
rather than French in character.3 The figure at the left is
described by Valabrcgue as a beggar reciting a prayer in a
peasant home with the farmer's wife murmuring the
benediction.' The canvas reappeared in 1910 in the Le Nain
exhibition, lent by the Duke of Leeds, as 'A Flemish
Interior'. According to Witt, it shows a French interior.
He noted the same still-life details in Matthieu Le Nain's
Peasallts' Meal dated 1642 (Paris, Louvre).5 The Kress scene
was again entitled Flemish Illterior by Vollmer who regarded
it as typical of Louis Le Nain's oeuvre, characterized by
broad, vigorous, painterly execution with a preference for
gray and brown tones. G The work is included in Fierens's
monograph as a masterpiece of Louis Le Nain. 7 The painting was singled out by Waterhouse as the only canvas by
Louis Le Nain of that genre 'which is both clean and in good
condition.' 8 J amot felt the title Flemish Illterior to be incorrect. He described the canvas as showing an old peasant
and his wife waiting for their son or grandson to pour them
a glass of wine. He placed the painting a few years after The
Peasallt's Meal (Paris, Louvre), dated 1642, with the old
man the same model as the one at the center of the Louvre
work. The little girl at the left in KI418 is similarly placed in
the Louvre canvas. 9 The canvas was assigned to the first
period of Louis Le Nain's activity, c. 1630, by Isarlo, who
argued against the tendency to date all of Louis Le Nain's
fine works around 1641-42, the dates inscribed upon The
Wagoll and The Peasallt's Meal (both Paris, Louvre).lo
The composition may perhaps have been freely inspired
by a sixteenth-century depiction of the Slipper at Emmalls this is suggested by the extreme frontality and symmetry of
the composition, not often encountered in Louis Le Nain's
oeuvre.l l The effect of almost miraculous illumination of
the beggar's head by light from the fireplace also points to
a religious image as a possible source for K1418, such as
DUrer's Supper at Emmalls in the Small Woodctlt Passioll
(n.48). A canvas of the Supper at Emmalls by Mathieu and
Louis Le Nain (Paris, Louvre) is related in composition to
the Kress canvas. The old man may represent a pilgrim; the
staff, begging bowl and large hat point to such an identification. Some writers have thought him to be blind; perhaps
Le Nain wished to contrast that state with the illumination
of the fire in the background. Depictions of beggars (Les
Gllellx), often blind, Witll the attributes of a pilgrim,
appeared often in early seventeenth-century Northern
French art (especially that of Bellange and Callot) as
political allegories. This canvas is among Louis Le Nain's
most brilliant works, combining an almost classical
austerity with a baroque sensitivity to mood and interaction. It was probably painted a few years after The
Peasallts' Meal (Paris, Louvre) of 1642 as the model for the
old man looks younger in the Louvre canvas.

Provellallce: Duke of Leeds,l2 London, exhibited - London,
Burlington Fine Arts Club, Illllstrated Cataloglle oj Pictllres
by the Brothers Le Naill, 1910, p. 32, Cat. No. 13, listed as
Flemish Illterior. l3 Paris, Petit Palais, Exhibitioll Les Le Naill,
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1934, p. 34, Cat. No. 15. London, Royal Academy of Arts,
Sevetlteetlth Cetltllry Art ill Europe, 1938, p. 135, Cat. No.
338, as Flemish Itlterior. New York, Wildenstein and Co.
Kress acquisition 1946, exhibited - New York, Wildenstein
and Co., Jubilee Loall Exhibitioll, Masterpieces from Musellms
alld Private CoIIections, 1951, Cat. No. 14 as French Illterior.

References: (I) Possibly very slightly cut down all around.
A copy after K141 8 in a private collection near Strasbourg.
Cited by G. Isarlov, 'Les trois Le Nain et leur suite', La
Renaissallce de 1'Art, XXI, Mar. 1938, p. 42. K1418 is listed
by him on p. 42, Cat. No. 57. (2) Champ fleury, Catalogue
des Tableaux des Le Nain qui Ollt passes dans les velltes
publiqlles de l'a1l11ee 1755 a 1853, Brussels, 1861, p. 44· (3)
Charles Blanc, Histoire des Peilltres de tOlltes les ecoles,
Ecolefrallfaise, I, Paris, 1862, p. 6. (4) Antony Valabrcgue,
Les Freres Le Naill, Paris, 1904, pp. 86, 87, 173. The print
after K1418 was also cited by Gustave Geffroy, 'Les Frcres
Le Nain', L'Art et les Artistes, Dec. 1905, p. 64. (5) Robert
Witt, Illllstrated Catalogue of the Brothers Le Naill, London,
1910, p. 32. (6) Hans Vollmer, 'Le Nain', Thieme-Becker,
XXIII, 1929, pp. 41-2. (7) Paul Fierens, Les Le Naill, Paris,
1933, p. 61, Cat. No. 20. See also pp. 36--7. (8) Ellis K.
\Vaterhouse, 'Le Nain Exhibition in Paris', Bllrlillgtoll
Magazille, LXV, 1934, p. 132. (9) Paul Jamot, Les Le Nailt,
Paris, 1939, p. 40. (10) George Isarlo, 'Le problcme des
frcres Le Nain: les deux Le Nain', Revile de l' art, LXVI,
1934, pp. 173-4. Included in Seymollr, p. 154. (II) Rubens's
depiction of this subject may have provided Le Nain witll
a source for his composition. The Pilgrims at Emlllaus was
reproduced by Swanenburg in 16II (published by Rudolf
Oldenbourg, Peter Pall I Rllbells, Munich-Berlin, 1922,
p. 78, fig. 37). The painting may have come to Paris in the
seventeenth century. It is at St-Eustache (reproduced in
Caravaggio etl de Nederlaltdell, Utrecht-Antwerp, 1952,
pI. 79, Cat. No. 112). (12) Historical aud Descriptive Cataloglle
0fPictl/res BelOllgillg to . .. the Dllke ofLeeds, London, 1902,
p. 70, Cat. No. 201, 'Flemish Interior ... Le Nain'. (13)
K1418 is here and henceforth listed as from the Orleans
Gallery, but no painting by Le Nain is included in records
of that collection. It may have been included as by a
Flemish master. See Casimir Stryienski, La galerie dll
Regellt Philippe d'OrIealls, Paris, 1913.

NICOLAS POUSSIN
Poussin was born in 1594 at Les Andelys near Paris and
died in Rome in 1665.1 He was the son of a framer; his
mother had previously been married to an attorney. The
painter Quentin Varin, active at Les Andelys in 1612,
encouraged the youth to become an artist. Poussin first
worked for Varin, then painted in Rouen, and later under
Ferdinand Elle and probably with Lallemant in Paris.
Destined to be the greatest master of the classical style in
mid-seventeenth-century Europe, Poussin may have made
his first acquaintance with this approach through the art of
the High Renaissance and works of the First and Second
Schools of Fontainebleau, often seen in prints. He must

have known the art of Toussaint Dubreuil and Frans
Pourbus the Younger. In the 1620S he received an important commission for an altar piece for Notre-Dame de
Paris. He became a protege of the celebrated Italian poet
Marino who was at the court of the Queen Mother, Marie
de' Medici, in 1624, where Poussin was working wi til
Philippe de Champagne. After two unsuccessful attempts
to reach Rome (in 1620-21 he got as far as Florence) the
artist finally arrived there in 1623 and worked in the studio
of Domenichino. He studied the works of the great
Venetian and Roman masters of the High Renaissanceespecially Titian and Raphael- as well as contemporary .
masters like Lanfranco and Albani. After five impoverished
years, Poussin received a major commission in 1628 for
The Martyrdom of St. Eraslllus {Rome, Pinacoteca Vaticana}
from Cardinal Francesco Barberini, nephew of Urban VIII.
The Cardinal's secretary, Cassiano dal Pozzo, became a
great patron of Poussin. His paintings of the 1620S and
early 1630S were influenced by the lush color, fluid brushstroke and romantic treatment of the Venetian School. In
1630 he married tile sister of the landscape master Jacques
Dughet. After this date Poussin no longer competed for
large-scale commissions, restricting himself to the painting
of cabinet-sized canvases for a growing circle of coglloscellti sympathetic to his uniquely sophisticated, often
austere art with its complex allusions to Classical and
Christian thought. Despite Poussin's preference for independence, he found the proposed title of First Painter at
the court of Louis XIII irresistible and returned to Paris in
1640. He soon found court intrigue and the obligation to
prepare large-scale decorative cycles (such as tllat for the
Louvre's Grande Galerie) onerous and returned to Rome
two years later. While in Paris he had acquired an important new circle of patrons led by Paul Freart de
Chantelou. As noted by Blunt, 'For these Paris intellectuals
Poussin produced during the ten years after his return to
Rome the paintings which were regarded in his own time
as his most perfect, and which are now considered to be
among the purest embodiments of French classicism'.2 In
his later years, the artist concentrated on New Testament
subjects. In both those and the Classical subjects he continued to paint, he emphasized stoical themes.

Referetlces: (I) Otto Grautoff, POllssill, seill Werk zlIId sei"
Lebell, 2 vols., Munich, 1914: Anthony Blunt, Art alld
Architecture ilt Frallce, 1500-1700, Harmondsworth, 1957,
pp. 158-71; Jacques Thuillier, 'Poussin', Ellcyclopedia of
World Art, XI, cols. 549-60. Idem, 'Poussin et ses premiers
compagnons fran~ais aRome', France, Celltre Natiollal de la
Recherche Scielttljiqlle, Colloqlles Illtematiollallx, Sciences
Humaiues, Nicolas POllssill, Paris, 1960, I, pp. 72-II4; Paris,
Louvre, Exposition Nicolas POllssill, 1960; Denis Mahon,
'Nicolas Poussin (1594-1665)', L'Ideale classico del seiceuto
ill Italia, Bologna, 1962, pp. 150-65. Walter Friedlander,
Nicolas POllssill, A New Approach, New York, n.d. Blunt,
The Pailltillgs of Nicolas POllssill: A Critical Catalogue,
London, 1966. Idem, Nicolas POUSSill, The A. tv. Melloll
Lectllres ill the Fille Arts, 1958, Washington, D.C., 1967.
{2} Blunt, Art and Arcllitecture ill France, op. cit., p. 165.
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KI876 : Figure 249
ISRAELITES WORSHIPPING THE GOLDEN CALF. San
Francisco, California, M. H. De Young Memorial Museum
(61-44-30), since 1955. Oil on very fine canvas. 391 X
50g. in. (99'4 X 128·6 cm.). The initials N.P. and the date
1626 or 1629, more likely the former, are inscribed at the
extreme right on the tree trunk, just above the top of the
vertical altar garland.1 Many small losses throughout; head
at top (third from left) considerably damaged, as is sky
area. Relined and restored by Modestini in 1953-54; 1959.
Sail Frallcisco, p. 76.
The Golden Calf is placed upon an altar at the right, both
calf and altar with garlands. Burnt offerings are on a lower
altar at the front end of the main one. Flaming candelabra
with rams' heads are at the sides. A youth in classical garb
pours oil into the candelabrum in the foreground. 2 Seven
kneeling Israelite men and women perhaps led by the
bearded figure (Aaron?) just behind the altar, worship the
Golden Calf(Exodus 32:5-19).3 Included in this group are
a woman in the left foreground pointing out the Calf to
her infant son whose hands are joined in prayer, and a man
at the center prostrate in prayer. Four standing men just
behind the kneeling worshippers in the foreground gesture
toward the Calf as though in surprise or dispute. Moses is
in the middle distance holding the Tablets of the Law
(Exodus 32:15), with the Israelite encampment in the
background. The altar has three large trees behind it,
mountains are seen in the distance and a large expanse of
sky is at the upper left.
Poussin painted two versions of the Israelites with the
Golden Calf about a decade before executing the National
Gallery (London) canvas of c. 1637. One of these was
partially destroyed in the Neapolitan revolt, c. 1647, and
the surviving section taken to Rome by a collector, where
it was seen by Felibien c. 1648.4 According to Blunt, the
latter was painted c. 1629; he placed the Kress canvas close
to it in date.5 A reproductive print after K1876 was
engraved in reverse by Jean Baptiste de Poilly (1669-1728)
with the caption Peuple JOII et il/sel/se csce la cc que ttl rCllds
all Seiglleur tOil Dictl (Deuteronomy 32: 6), Text Fig. 67. 6
A print based on Poilly's was included in Landon's Poussin
survey in the early nineteenth century, by which time the
location of the canvas was unknown. 7 A preparatory
drawing for K1876 (Windsor Castle, Royal Library,
Windsor, II884 verso, Text Fig. 68) in black chalk
measuring 13'OXI8'3 cm. was first cited by Friedlander.s
The group at the left is placed considerably higher in the
drawing than it is in the canvas; and the upper section is
more compressed. The drawing is fleetingly rendered, very
hard to see, disfigured by large spots and much abraded.
Friedlander noted that K1876 and this preparatory sketch
must be dated in the second half of tlle 1620S. The Kress
canvas may perhaps be identical with a painting of
Poussin's recorded by Von Sandrart9 and was seen by
Richardson in the Flinck Collection in Amsterdam before
1722.10 K1876 was rediscovered by Johnstone in 1919. He
read the date as 1629 and described the teclooque as that

used by Poussin in his early Roman years: 'The paint is in
general very thickly laid on over a red bole ground which
shows through in places. The influence of Titian in the
colouring is evident ... there is a harmony ••• that suggests
.•. Venetian painting.' The more severe discipline of the
tradition of Raphael, the Carracci and Domenichino was
also noted. The source of the composition in Roman basreliefs was suggested.l1 Friedlander described the canvas as
'one of the very few fully signed and dated paintings' by
Poussin painted in Rome in the second half of the twenties,
a good example of his style of the period, executed in 1628,
the year the artist received his first Vatican commission, the
Martyrdolll oj Saillt Eraslllus. He stressed the influence on
Poussin of the Bolognese School, especially Guido Reni
and Domenichino.12 (On the basis of the reproductive
print, Friedlander in 1914 had dated K1876 contemporary
with Poussin's second Sacramellt series, c. 1644-48.)13 BertinMourot added the Kress canvas to the corpus of Poussin
work by Grautoff.14 According to Davies, the date on
K1876 should be read as 1626 rather than 1629.15 The
painting was characterized by Blunt as 'typical of the
mixed influences which affected Poussin at the end of the
twenties. The composition is taken directly from Raphael's
painting in the Loggia, in which Poussin has altered little
except to eliminate the group of worshippers on the right,
and to move Moses into a more central position. On the
other hand the types are quite un-Raphaelesque, and remind
us rather of the bearded figures which appear on Etruscan
vases. The landscape and the lighting, moreover, show that
Poussin was already beginning to come under the
dominance of Titian, and the stormy sky with silvery
leaves and dark trunks of trees standing out in emphatic
silhouette against it reminds us that for the next few years
his most frequent source of inspiration was to be [Titian's]
series of Aldobrandini Bacchanals.' Blunt maintained a
reading of 1629. He noted tlle doubts raised by Sheila
Somers Rinehart and Charles Sterling as to the authenticity
of the canvas, but found K1876 an original in very bad
condition without entirely excluding the possibility of its
being an old copy.16 Mahon found Davies's reading of the
date as 1626, rather than 1629, correct, believing the later
date to be totally unacceptable. According to Mahon, 'The
Goldctl Calf is the picture of an artist who is as yet unsure
of himself, the co-ordination of the figures and their
gestures is awkward and unsatisfactory, Poussin has got
himself into difficulties over problems of scale and perspective, and there are some passages which are strikingly
inept. Such a state of affairs is far more plausible at the
earlier date than the later one.... 1626 was the year when,
as Bellori tells us, Poussin and Duquesnoy began to study
Titian's so-called Bacchallals, adding that they also paid
attention to the antique, and that Poussin tackled problems
of scale and perspective; in addition it seems probable that
Poussin's visits to Domenichino's studio for life drawing
also began about this time. A picture such as the Goldetl
Calf seems to reflect some of these labours: the Titianesque
landscape, the Domenichinesque interest in the expression
of the emotions, the presence of antiquarian accessories
after the fashion of Cortona, no less than the comparative
failure to master the subtleties of drawing in the classical
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sense or to develop the fluent intricacies of composition in
that of the nascent full baroque.'17 Mahon retained his 1626
placement of the canvas, listing it with the rather awkward
works of Poussin's early period, such as the Entry into
Jerusalem (Nancy, Musce des Beaux-Arts) of 1626.18 In 1966
Blunt accepted a 1626 date for the canvas, finding it more
in keeping with Poussin's early chronology.19 Badt placed
the canvas with Poussin's first works, just after the Battle
series of 1625.20
As Poussin rarely signed or dated his works, the monogram
and date on KI876 may have been added by another hand.
(An exception was the Adoration oj the Magi, Staatliche
Gemaldegalerie, Dresden, signed and dated 1633, probably
a reception piece for tlle Academy of St. Luke. The
Martyrdom oj St. Erasmus (Vatican, Pinacoteca) of 1628-29
is signed in full Nicolaus PllsitJ jecit.) The 1626 reading first
advanced by Davies and Mahon seems correct for the
canvas. Mahon also noted tllat an additional argument for
an early dating was the presence on the recto of the Windsor
Castle drawing for KI876 of an Old Testament battle scene
such as those in Russia and the Vatican which also appear
to date from c. 1625.21 The Kress painting is close in size to
the battle pieces and may itselfhave been pendant to another
Old Testament subject. Poussin's Worship oj the Goldw
Calf (London, National Gallery) was the companion piece
to The Crossing oJthe Red Sea (Melbourne, National Gallery
of Victoria) and the same subject may have been painted in
conjunction with K1876, probably for a patron in the
circle of Cassiano dal POZZO.22
The composition OfKI876 is, as has been noted, dependent
upon the School of Raphael fresco of the same subject in
the Vatican Loggia, which may have been of special
interest to Poussin since reproductive prints were made by
Lanfranco (B.XVIII, p. 347, Cat. No. 20) and another contemporary artist active in Rome. Two Poussin Biblical
subjects close in style and date to tlle Kress canvas are
Moses Sweetening the Waters oj Marah (Baltimore, Museum
of Art) and The Flight into Egypt (Lambourn, Lawrence
Gowing).23 Although it has been suggested that the canvas
is an old copy after an early work by Poussin, his authorship seems likely; the doubts as to its autograph quality
probably arose because, like many works from Poussin's
first period, it is poorly preserved, and the inscription is
uncharacteristic in form. The somewhat Caravaggesque
male figure in KI876 is shown in reverse in Poussin's
Virgin Appearing to St. James (Paris, Louvre) of c. 1629-30.24
Poussin's Lamentation (Paris, Louvre) extends the expressive
figure style of KI876 a few years later.25 The Israelites
Worshipping the Golden Calf, dependent upon Raphael and
his followers, as well as Venetian, Bolognese and Roman
art of the sixteentll and early seventeenth centuries, is an
important document for a critical phase in the formation
of Poussin's authoritative classicism, achieved within two
or so years after its completion.

Provenance: Probably Quirijn van Biesum Sale, Rotterdam,
18 Oct. 1719, lot 12.26 Flinck family, Amsterdam, before
1722 sale.27 Sale, Rotterdam, 4 Nov. 1754, no. 14.28 Said

to have been in the collection of the Earl of Harewood and
the Estate of Rudolph Bottenweiser.29 Sackville Gallery,
London, 1919.30 Ernest May, Paris.31 New York,
Durlacher Brothers, exhibited - New York, Durlacher,
Paintings by Nicolas POllssin, 1940, Cat. No. I. New York,
Rudolph Heinemann. New York, Frederick Mont. Kress
acquisition 1952.

ReJerences: (I) According to Anthony Blunt ('La premiere
pcriode romaine de Poussin', in France. Centre National de
la Recherche Scientifiqlle, Colloqlles Intemationallx. Sciences
HI/maines, 1958: Nicolas POllssin, ed. by Andre Chastel, I,
Paris, 1960, pp. 163 fE, esp. p. 163) the last digit of the date
was removed recently during a somewhat harsh cleaning.
(2) See Edmond Saglio, 'Candelabrum', pp. 869-75 in
Charles Victor Daremberg and E. Saglio, Dictiollllaire des
Antiqllites, I, 2, Sect. C, Paris, 1908, for comparable examples. (3) For depictions of this subject see Reali, II, I,
pp. 205-6. It was current as an independent subject in
Western painting from the first quarter of the sixteenth
century onward. Poussin did many Moses scenes; see
Anthony Blunt, The Pailltillgs oj Nicolas POl/ssitJ, London,
1966, pp. 11-23, Cat. Nos. 10-27 (hereafter cited as
Bll/tIt); Walter Friedlander, Nicolas POlIssitJ: a New Approach,
New York, 1966, p. 53; Roger Armand Weigert, 'Poussin
et l'art de la tapisserie: Les Sacrements et l'Histoire de
Moise', Bulletin de la Societe Poussin, I-III, 1947-50, pI. 71.
Smith (VIII, p. 19) called the kneeling figure Aaron, and the
robe before the altar an ephod, a Jewish liturgical garment.
(4) For this fragment see Andre Fclibien, Elltretiens sllr les
Vies et les Ollvrages des Plus Excellens Peintres Ancicns et
Modemes, 1666-88, ed. of 1725, IV, p. 24; Smith, VIII, 1837,
pp. 19-20, Cat. No. 34 gave the dimensions of the Naples
canvas as 5 ft. 8 ins. X4 ft. 5 ins. Anthony Blunt, Exposition
Nicolas Poussin, Paris, 1960 (2nd ed.), p. 53, Cat. No. 13.
(5) Blunt, 'Poussin Studies II: Three Early Works',
BurlitJgto/1 Magazine, LXXIX, 1947, pp.266 fE, esp. p. 269.
Blllnt, p. 22, Cat. No. 27. (6) A. Andresen, Nicolalls
POllssin, Verzeielllliss der nach sei/len Gemiilden geJertigten •••
Kllpjerstiche, Leipzig, 1863, p. 23, no. 74. (7) C. P. Landon,
Vies et /ruvres des peintrcs les plus celebres • .. , Paris, 1813, IV,
pp. 2-3; VI, pI. XXV. (8) Walter Friedlander, AntllOny
Blunt, and Rudolf Wittkower, The Drawings oj Nicolas
POlIssin, London, I, Part I, 1939, p. 12, Cat. No. 22, pI. 13.
Friedlander, 'Poussin', Thieme-Becker, XXVII, 1933, p. 324,
,mistakenly listed two drawings for KI876 at Windsor.
Actually the recto of Windsor II884 shows an Old
Testament battle scene. See Anthony Blunt, French
Drawings • •• at Windsor Castle, London, 1945, Cat. No.
180, pI. 34. Blunt (Blllnt, Cat. Nos. 29-3 I) related the
drawing on the recto to POllssin's Biblical battle scenes. It
seems to show the victory of the Israelites over the
Midianites. (9) Joachim von Sandrart, Telltsel,e Academie
der edlen Bau-, Bild- I/nd Malzlerey-Kiinste von 1675, ed. by
A. R. Peltzer, Munich, 1925, p. 258. Peltzer, p. 4II, n. II24,
linked the description to the canvas now in the National
Gallery, London. (10) Jonathan Richardson, AtJ account of
the statlles, bas-relieft, drawings alld pictllres in Italy, France,
etc., London, 1722, p. I, cited in BI'lllt, p. 21 and Martin
Davies, The National Gallery Catalogues, The French School,
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London, 1957, p. 178. (II) J. H. Johnstone, 'An Early
Picture by Nicolas Poussin', Bt/r1itlgtoll Magazille, xxxv,
1919, p. 91. (12) Friedlander, 'America's First Poussin
Show', Art News, XXXVIII, 9 Mar. 1940, pp. 7 ff., esp. p. 10.
(13) Walter Friedlander, Nicolas Pot/ssill. Die Etltwicklt/tlg
seiner Kllllst, Munich, 1914, pp. II4-15. Friedlander
mistakenly suggested that the canvas largely destroyed in
Naples was identical with the print by Poilly (A 74). In
1933, he corrected his previous dating as too late, accepting
the 1629 reading of the inscription given by Johnstone
(Tllieme-Becker, XXVII, 1933, p. 324). The same views are
given in Nicolas POllssill, a New Approach, New York, 1966,
p. 138. (14) Therese Bertin-Mourot, 'Addenda au Catalogue
de Grautoff, depuis 1914', Bt/lletill de la Societe POt/SSill, 2eme
Cahier, Dec. 1948, pp. 43-87, Cat. No. v, pp. 45-6. (IS)
Martin Davies, loco cit. Note 10, p. 178. (16) Blunt, 1960,
op. cit. Note I, pp. 163, 174. KI876 and the Loggia fresco
arejuxtaposed by Friedlander (1966, op. cit. Note 3, p. 104,
figs. 104-5). (I7) Denis Mahon, 'Poussin's early development: an alternative hypothesis', Burlillgtoll Magazille, CII,
1960, pp. 288 ff., esp. pp. 290-1. (18) Denis Mahon,
'Poussiniana. Afterthoughts arising from the exhibition',
Gazette des Beat/x-Arts, 6th ser., 1962, pp. I ff., pp. ix and 38.
(19) BIt/lit, p. 21, Cat. No. 25. He listed as a copy after
K1876 a canvas (Dresden, Gemaldegalerie, No. 724)
described as cut at the top, recorded in a 1765 catalogue
as an original Poussin. However, the latter canvas (0.715 X
1·39 m.) was always a horizontal composition and is not
cut at the top. It shows the sacrifice of Noah with the ark
in the background. Only the general outlines of the altar
complex at the right and the figure group at the left of
K1876 have been followed in the Dresden Noah composition. (20) Kurt Badt, Die Kllllst des Nicolas POllssill,
Cologne, 1969, p. 293. (21) For the battle pieces see BIt/lit,
pp. 23-4, Cat. Nos. 29-31. (22) Ibid., p. 17, Cat. No. 20.
(23) Ibid., Cat. Nos. 28 and 60. (24) Ibid., Cat. No. 102.
(25) Ibid., Cat. No. 82. (26) Gerard Hoet, Cataloglls of
Naamlyst vall Schilderyell met derzelvetl Pryzell, The Hague,
175 2-'10, I, p. 227. Size given as 'h. 3 v. 3 d., br. 4 v. 2 do'
(39 X50 in.). Blullt, p. 21, gives it as Lot II. According to
Blunt (ibid.), a Poussin of the same subject as KI876 was in
the Dufresne Sale, Amsterdam, 22 Aug. 1770, Lot 101,
measuring 41 x68 in., but the Dufresne painting is described as 'Israelites dancing around the Golden Calf'.
(27) Ibid., p. 21. (28) Hoet, op. cit. Note 26, II, p. 102.
(29) Friedlander, 1940, op. cit. Note 12, p. 10. (30) J. H.
Johnstone, loco cit. Note II. (31) The references to E. May
and R. Heinemann arc taken from BIt/lit, p. 21.

NICOLAS POUSSIN
K 1391 : Figure 250
THE BAPTISM OF CHRIST. Washington, D.C., National
Gallery of Art (786), since 1946. Oil on canvas. 37ft X
47ft in. (95·5 X121·0 em.). Pentimenti in drapery. Small
tear in drapery on ground in center; diagonal scratch
across sky at left; white stains in sky at right; considerable
loss of final glazes and darkening of colors throughout.
An early reproductive print (Text Fig. 69) shows water to

27 1

have been far more dominant than it now appears; many
of tlle darkened areas in the lowermost section may
originally have shown the river. In the print the Jordan is
uninterrupted by patches of dry land such as the area now
between Christ and the Baptist and also extending to their
left and right. Lined and restored in London by Biondi in
1786-87.1 Stretcher marks all around. Cleaned c. 1937. 2
Relined, cleaned and restored by Pichetto in 1945.
WasllillgtOIl, D.C., 1945, p. 154. Reproduced in color in
Caims alld Walker, p. II3.
The Baptism3 (Matthew 3: 13-17) takes place on a very
shallow tributary of the Jordan, which meanders across the
painting in the middle distance. Thirteen figures are shown
in the foreground and six small figures in the middle and far
distance in the river valley.4 At the extreme right riverbank
(the side of Paradise) are two figures-probably angels,
though wingless - the one in the foreground kneeling to
keep Christ's blue robe out of the water, the one behind
holding a voluminous pink mantle, possibly also that of
Christ, who stands enveloped in a blue robe, arms crossed
on his bare chest in a gesture of humility. All Wee are
reflected in the water below. To the left, on the earthly side
ofthe Jordan, stands St. John, draped in red, holding a small
vessel over Christ's head. The Holy Ghost - a dove - is in
the sky above. This is the moment when the voice of the
Lord is heard proclaiming 'This is my beloved son; in
whom I am well pleased.' (Matthew 3: 17, Luke 3: 22).
The source of the voice is indicated by the central, Zeuslike figure who points upward. Alarmed reactions to the
voice arc shown by the boy embracing tile praying elder,
the kneeling figure who seems to shield his eyes from the
light and another man behind this group. A standing youth
in a pink mantle, seen in right profile, points to the
Baptism. Three men at the left - neophytes - strip preparatory to baptism; one, in the lower left foreground, a
yellow mantle over his shoulder, is reflected in the water.
The figure behind him is in red and blue, the one to his
right strips off a white robe. Bright orange and white
drapery lies in the center foreground.
A preparatory drawing, in pen and wash (Text Fig. 70,
Chantilly, Musce Conde), 15 X18·5 em., has the large
group of trees at the right, and tile angel at the right is
winged.5 The figure at the extreme left is standing, not
bent over, holding his boot. A second Baptism drawing also
in pen and bistre wash (Paris, Ecole des Beaux-Arts)
reverses the composition; the placement of the trees is
close to tllOse in the Chantilly drawing. Although often
listed as preparatory to KI391, there are very many
differences in figure type, placement and gesture; some of
the KI391 figures do not appear. According to Friedlander
and Blunt, 'this drawing seems to represent a development
from tile first version which Poussin did not follow'. 6
Another drawing at Chantilly is a copy after the completed
canvas. A reproductive print was prepared by Jean Dughet
(1614-76) and dedicated to Poussin's patron Cassia no dal
Pozzo (Text Fig. 69).7 A copy of KI391 was prepared
c. 1785 for the Boccapaduli family, to replace the original which was sold at that time. 8 Poussin planned the
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composition of the Baptism by using figurines against a
scenic backdrop in a miniature theater. o His first series of the
Sevetl Sacraments, to whicll K1391 belongs, was commissioned by his great Roman patron, Cassiano dal
POZZO,IO and executed between c. 1636 or more probably
1638 and 1642, the date of completion of the Kress canvas
by the artist in Paris.l l A larger series of the same subject
(46i x70i in., Edinburgh, National Gallery of Scotland,
lent by the Duke of Sutherland), commissioned by Paul
Frcart de Chantelou, was painted between 1644 and 1648.12
With the exception of the first and third paintings of
Cassiano's series - the Kress Baptism and a depiction of
Pellallce (destroyed, formerl) Belvoir Castle) - the remaining canvases - Confirmation, Eucharist, Ordination, Marriage,
and Extreme Ullction - are in the collection of the Duke of
Rutland (Belvoir Castle, Grantham). The then unfinished,
probably only summarily indicated Baptism was taken by
Poussin from Rome to Paris where it was completed in
1642 and returned to Rome.13 The other six canvases had
been delivered to Cassiano dal Pozzo between c. 1637 and
1 640.
Poussin's biographer, Bellori, noted that his most beautiful
inventions were first created under tlle benevolent
patronage of Cassiano, as a student in the latter's museum
and in his home: 'The most famous of the works painted
for Cassiano are the Seven Sacraments, expressing with the
greatest excellence and with the most perfect idea of
painting figures in the apostolic garb of the Early Christian
churcll.' Bellori stressed the dramatic significance of the
moment shown in the Baptism, in whidt one of the figures
points toward heaven and another toward Christ, recognizing him as the son of God. He wrote that Christ's
crossed arms indicated humility, using the term affetti to
describe the appropriately-dtosen gestures and physiognomies for the depiction of the participants.14 Christ's
baptism initiates the most important of the Seven Sacraments - the instruments of divine grace on earth. It was at
this moment that he was first acknowledged by the Godhead, when the Trinity was manifest. Only through the
invocation of the Trinity in baptism may sins be washed
away and their punishment remitted. The iconographical
sources for Poussin's Sacraments were studied by Von
Lolmeysen, who stressed the importance of publications
by tlle Jesuit Louis Richeome and their accompanying
illustrations. Von Lolmeysen found that these provided a
prototype and point of departure for Poussin's cycle. He
dtaracterized the canvases as a rationalized version of
Riclleome's work, whidt reflected the revival of the
significance of Early Christianity following the Council of
Trent. Ridteome's writings were published in French.
Poussin, who worked in Paris on K1391 {the last canvas in
the cycle} was receiving Jesuit commissions and possibly
knew Ridteome's works.15 According to Friedlander,
'Poussin removed the whole subject from the strictly
liturgical sphere and depicted each Sacrament in a
historical form that is both precise and idealized. He based
his representation of four Sacraments on the New Testament: the Baptism of Christ (Baptism), the Giving of the
Keys to St. Peter (Ordination), Mary Magdalene Washing
tIle Feet of Christ (Penance), The Last Supper (Eudtarist).

The other three, Confirmation, Marriage, and Extreme
Unction have a more general dtaracter but they, too,
conform to Poussin's ideas of ancient Christian custom.'
Friedlander also observed that 'as a pictorial subject, the
Seven Sacraments had more appeal in the North than
South rItaly] ; and it is not impossible that the source of this
subject was in Piedmont, Cassiano's home province and the
nortllernmost in Italy.'16 The Kress canvas, like Poussin's
later Baptism of Christ {New York, Wildenstein and CO.),17
emphasizes Christ the King by showing him waited upon
by two angels.1S
The style of the Sevetl Sacraments series was discussed by
Friedlander, who singled out the Baptism as especially
beautifuJ.19 Grautoff stressed the Baroque elements predominating in the Kress canvas. He noted that the neophyte
pulling off his shirt (third figure from the left) had been
found in baptisms since the time of Masolino {Castiglione
d'Olona, Baptistry, fresco of c. 1435).20 The development
of Po us sin's landscape treatment in K1391 was emphasized
by Blunt, who found a more complex figure-landscape
integration and spatial treatment than had previously been
evident in the master's works. 21 According to Mahon, the
Sevetl Sacrameltts evidence Poussin's new convictions
concerning the use of specially appropriate treatment
(modes) reserved for suitable subjects.22 Friedlander found
a source for the Kress composition in the School of
Raphael fresco of the same subject {Rome, Vatican
Loggia).23 According to him, K1391 shows Poussin's new,
grandiose conception of art {malliera magnifica} differing
from the first six canvases of the cycle 'he ... enlarged the
figures in proportion to the height of the painting, thereby
giving them greater monumentality and representational
power. The influence of Titian's art ... is completely
obliterated by the example of Raphael. This composition
marks the hesitant beginning of Poussin's grand, mature
style.'24 The difference in manner of the Baptislll from the
rest of the series was also stressed by Blunt who considered
it closer to Poussin's Holy Family (Detroit Institute of Arts,
ex colI. Roccatagliata).25 He found the figure of Christ
recalled that of Jacopino del Conte's Baptism (Rome,
Oratory of S. Giovanni Decollato), and several otllers to
have possibly been freely inspired by copies after Michelangelo's Cascilla cartoon. Poussin's canvas is filled with
stylistic references to the art of tlle Roman High Renaissance, especially to Raphael and Michelangelo. The
asymmetrical placement of Christ and the Baptist, together
with the large central rocky mass, points to reminiscences
of North Italian and Northern European art. Baptisms in
which Christ is shown much to the right or left of center
are most frequently seen in Northern Italy and Northern
Europe, beginning in the late fourteenth century. Prominent
sixteenth-century examples are found in the work of Jan
van Scorel, Tintoretto and Wtewael. Rubens in his
Baptism of c. 1604-6 (Antwerp, Musce des Beaux-Arts),
like Poussin, drew upon both the Raphael School Vatican
Loggia fresco and Michelangelo's Battle of Cascilla. Painted
for Duke Vincenzo Gonzaga (Mantua, S. Triniu), Rubens's
great canvas may have been seen in situ by Poussin on his
early travels in Northern Italy (c. 1620-21). Christ's
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voluminous drapery at the moment of baptism conforms
to the dictates of the Council of Trent. The slight increase in scale of the figures at the right may be due to
their having been executed in Paris when Poussin formulated a new monumental style - the remaining figures were
probably previously sketched in Rome, where the other
six canvases of the cycle had already been painted. In
addition to Poussin's interest in the art of the early sixteenth century and antiquity, it is tempting to see indications of his admiration for Quattrocento classicism in
Baptisms by such artists as Masolino, Piero della Francesca
and Verrocchio with Leonardo. 26 The figure at the far left
may combine two Roman references - the Belvedere
Torso and Mantegna's much admired man (from the altar
wall Baptism fresco for the Belvedere Chapel of Innocent
VIII) who removed his sweat-clinging tights with great
difficulty. The chapel was destroyed in 1780 to build the
Museo Pio Clementino. The figure could also be derived
from copies of Michelangelo's Cascilla project. Others
are somewhat in the style of Domenichino, whose art
Poussin placed on the same level as Raphael's.

Provellallce: Commissioned in Rome by the Cavaliere
Cassiano dal Pozzo in the late 1630s, as part of Seven
Sacraments pictorial cycle, KI39I was brought by Poussin
to Paris in unfinished state early in I642 and completed there
by May and then returned to his Roman patron to join
other canvases in the cycle. The paintings were inherited by
Cosimo Antonio dal Pozzo, grandson of Cassiano's
younger brother, Carlo Antonio. In Dec. I7I5 the cycle
was exhibited at the church of S. Salvatore in Lauro, lent
by Cosimo Antonio dal POZZO.27 By 1725 the series was
pledged to the Marchese del Buffalo for a debt by Cosimo
Antonio. In I729 Buffalo offered the Sacramcllts for sale to
Louis XV, who did not buy them. 28 By Feb. 1730, Pozzo
redeemed his debt and recovered the paintings.29 The cycle
was in the Palazzo Doria-Pamphili, Rome, in I733 and
1739.30 The canvases were inherited, probably in I739, by
Carlo Antonio dal Pozzo's daughter, Maria Laura, who
married a member of the Boccapaduli family in I727.31
The series was sold to Sir Robert Walpole at an unknown
date, but no export licence was given. 32 The Sacramellts
were offered to Charles, fourth Duke of Rutland by James
Byres, who arranged to have copies substituted for the
originals in Rome so as to smuggle them out of Italy.33
Bought by the duke in I786 upon the recommendation of
Sir Joshua Reynolds. 34 The cycle was kept in the latter's
house at Leicester Fields.35 The paintings were exhibited in
the Council Room at tlle Royal Academy in 1787.36 The
9th Duke of Rutland, exhibited - London, Royal Academy,
Sevellteellth-Celltury Art ill Europe, 1938, Cat. No. 318
(Catalogue by Ellis K. Waterhouse). New York, Wildenstein and Co. Kress acquisition I944.
ReJerellces: (I) Sir Joshua Reynolds (Frederick Whiley
Hilles, ed., Letters oj Sir Joshua ReYllolds, Cambridge, 1929,
p. 163, letter of 4 Oct. I786) named a Neapolitan restorer,
Biondi, as having cleaned and relined the Sacramcllt series
for him. Reynolds wrote that Gavin Hamilton had
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described the paintings as in bad condition and he noted
that it was 'extraordinary that [that painter] ... should not
distinguish between mere dirtyness and what is defaced or
damaged'. Well bore Ellis Agar declined purchase of the
series a few years earlier due to Hamilton's views, and
upon seeing the recently cleaned paintings was 'mortified
and down at the mouth on seeing their good condition'
(Ibid., pp. I63-4 and p. I75). According to Eller Irvin, The
History oj Belvoir Castle, London, I841, pp. 29I-2, 'The
picture is injured by cleaning and the canvas appears in
various places'. (2) According to Tancred Borenius ('The
French School at Burlington House', Bllrlillgton Magazille,
LXXII, I938, pp. 54 ff.), the series was 'recently cleaned ..•
allowing us fully to appreciate the brilliantly luminous
scheme of the Baptism'. Otto Grautoff (Nicolas POllssin: sein
Werk tlIId sein Leben, Munich, I9I4, p. I62, Cat. No. 99)
had earlier considered the painting well preserved. (3) For
other Baptisms by Poussin see Anthony Blunt, The Paintillgs oj Nicolas Poussin: A Critical Cataloglle, London, 1966,
p. 51, Cat. Nos. 7I-2 (hereafter referred to as Blllllt). (4)
For the iconography of Baptism, see Reali, II, 2, pp. 300-1.
See also Emile Male, L'Art Religiellx apres Ie COllcile de
Trente, Paris, I932, pp. 261-2. (5) Walter Friedlander with
Anthony Blunt and Rudolf Wittkower, The Drawings oj
Nicolas POllssin, London, 1939, I, Part I, pp. 40-I, Cat. No.
75 (hereafter cited as Friedlaiider-Blllllt). (6) Ibid. (7) Also
Georges Wildenstein, 'Les Graveurs de Poussin au xvne
siecle', Gazette des Beallx-Arts, 6th ser., XLVI, I955 [I958],
p. 224, pI. 90; A. Andresen, Nicolas POUSSill, Verzeiclmiss
der lIac], seillen GemMden geJertigtelt gleic],zeitigclI tllld spa"tem
Ktlp.{ersticl,e, Leipzig, I863, no. 246. (8) See Provenance
above. According to Blullt, p. 74, a copy was sold at
Ritter van Klarwill Sale, Berlin, I7/IV/28, Lot 50, ex colI.
Lassus, Paris. (9) Anthony Blunt, Nicolas POlIssill, The
A. W. MeIIoll Lcctllres, Washington, 1967, Text, pp. 243-5.
For a reconstruction by Lawrence Gowing of Poussin's
stage see p. 243, figs. 200, 201. (10) Sheila Somers Rinehart,
'Poussin et la famille dal Pozzo', Frallce. Celltre Natiollal
de la Recherche Scielltljiquc, COIIoques IlltematiollallX. Sciences
Hllmailles, 1958: Nicolas POUSSill, ed. by Andre Chastel,
Paris, I960 (hereafter referred to as CoIIoque Nicolas
POlIssill), I, pp. I 8-29, in her Appendix lists forty-one
Poussin paintings owned by Cassiano. For Cassiano as
patron, archaeologist, naturalist and collector see Francis
Haskell, Patrolls alld Paillters, New York, I963, pp. 44-6.
(II) Charles Jouanny, Correspolldallce de Nicolas POlIssin,
Paris, I9II. (12) The first Sacramellt series is surveyed by
Blunt, Exposition Nicolas POUSSill, Paris, Louvre, 1960, pp.
94-5. For its early documentation see also Blullt, p. 74. The
first series is discussed on pp. 73-6; the second series on
pp. 76--9. The Baptism from tlle second Seven Sacraments
series is BI//Ilt, p. 78, Cat. No. II2. (13) The following
extracts from Poussin's letters written in Paris to his
Roman patron are taken from the edition by Charles
Jouanny, op. cit. Note II. On 7 Jan. I64I (No. 22, p. 47),
Poussin wrote he would not fail to start work on the little
painting of Cassiano's Baptism. On I8 Apr. (No. 29, pp.
56-67) he wrote again ofintending to work on the canvas.
On 6 Sept. (No. 45, pp. 93-4) he had not yet had a chance
to work on the canvas. On 20 Sept. (No. 46, p. 97) and
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25 Oct. (No. 49, p. 103) the project seems to be referred
to. On 17 Jan. 1642 (No. 53, p. III) he enquires as to how
the painting could be sent to Cassiano dal Pozzo. On
14 Mar. (No. 55, p. 119) Poussin has not been able to
complete the Baptism due to a severe cold. By 27 Mar.
(No. 57, pp. 124-5) Cassiano had sent him instructions as
to how to send the canvas to Rome, but 'the Christ and
two small angels remain unfinished, but I hope that in this
coming week I will give it the final touches'. On 4 Apr.
(No. 58, p. 127) it was agreed to send the canvas by a
courier from Lyons to Rome to avoid the danger of a sea
trip. 'I ..• assure you that tomorrow it will be completely
finished. I will not fail to give it a look from time to time
to see if! can improve it.' On 18 Apr. (No. 60, pp. 137-8)
Poussin wrote about the picture's transport. On 22 May
(No. 64, pp. 153-5) the painting (with another by Poussin)
was given to a M. Carlo, head of Cardinal Mazarin's
household. On 30 May (No. 66, pp. 159-(0), changes in
transportation are discussed. In letters of 13 June (No. 68,
p. 163) and 27 June (No. 69, p. 165), transport was discussed
further. Judging by the letter of 25 July (No. 70, p. 169),
the painting was en route since 18 July. Letters of 5 Sept.
(No. 73, pp. 175-6) and 18 Sept. (No. 74, p. 177) further
discuss transporting the picture. According to Felibien, the
Baptism was only sketched out when Poussin brought the
canvas to Paris. Andre Felibien, Etltretietls sllr les Vies et sllr

res ollvrages des pillS excelletls Peiutres Anciens et Moder/zes,
Paris, 1688, London, 1705, IV, p. 207. (14) G. B. Bellori,
Vite de'Pittori, SCI/Itori e Architetti Modemi, Rome, 1672,
pp. 416-17: Nel Battesimo espresse Iltl bellissimo cottcetto,
mentre San Giovauni versando l'acqlla sopra il capo di Christo
nella spottda del Giordano, all' udirsi ill alto la voce del Padre
Etemo verso il SilO jigliuolo diletto, volgonsi aleflni a quel sllono
dIe scende dalle IIl1bbi, & WIO di loro addita iI cielo, I' altro
accell1/Q Cizristo, ricolloscendolo per jiglil/olo di Dio. Risplettde
sopra il SilO capo 10 Spirito Santo ill forma di Colomba, e
piegando egli Ie mani al petto humilmente, viell servito da gli
Angeli dIe gli reggotlo ilmanto. Vi sono altri clle si spogliano, e
si ril/estono, & aspettano l'acqlla, COil varia despositione d'ignlldi,
e d'affetti. (IS) Hans Wolfgang von L6hneysen, 'Die
ikonographischen und geistesgeschichdichen Voraussetzungen der "Sieben Sakramente" des Nicolas Poussin',
ZeitschriJt flir Religiolls- tltld Geistesgeschichte, IV, 2, 1952,
pp. 133-50. (16) Walter Friedlander, Nicolas POUSSill, New
York, n.d., pp. 56-7. For the genesis of the theme in
Poussin's first and second Sacrament series see also Blunt,
1967, op. cit. Note 9 above, pp. 186-g0. (17) Blllnt, Cat.
NO.7!. (18) For this conception see Reali, II, 2, p. 301.
{19} Walter Friedlander, Nicolas POllssin, die Entwicklllllg
seiner Kunst, Munich, 1914, p. 76. See also Emile Magne,
Nicolas Poussin, premier peitttre dll roi, 1594-1665, Brussels
and Paris, 1914, pp. 122, 133. (20) Grautoff, op. cit. Note 2,
1, pp. 172-4. KI391 is his Cat. No. 99, p. 162. The Louvre
Baptism and KI391 seem confused in his discussion and
similarly by Friedlander ('Poussin', Thieme-Becker, XXVll,
Leipzig, 1933, p. 325). (21) Anthony Blunt, 'The Heroic
and the Ideal Landscape in the Work of Nicolas Poussin',
JOl/mal of tlze Warburg and Courtauld Institutes, Vil, 1944,
p. 154. Fred Stephen Licht (Die Etttlvicklung der LamIsclzaft
itl dell Werketl VOII Nicolas POUSSill, Basel and Stuttgart,

1954, p. 130) also stressed Poussin's new concern with
landscape unification. (22) Denis Mahon, 'Poussin au
carrefour des annees trente', Colloqlle Nicolas POUSSill, I,
pp. 262-3, 237-64. (23) Friedlander, n.d., op. cit. Note 16,
p. 56. KI391 and a reproductive print of the fresco are
juxtaposed by him on p. 57. In the preparatory drawing
(Chantilly), Poussin included the angel's wings from the
fresco; these were omitted in the canvas. (24) Ibid., pp. 62-3.
(25) BIll/It, pp. 74-5, Cat. No. 105. (26) The unusual wingless angels OfKI391 are also found in the Leonardo section
of dle Verrocchio Baptism (Florence, Uffizi) and in a Van
Scorel Baptism (Paris, private collection). Poussin's trompel'reil drapery details in the foreground and emphasis upon
reflections may relate to the concept of the Paragone and to
Leonardo's theoretical writings widl which he was much
concerned just before completing the Baptism. For Leonardo
and Poussin see Jan Bialostocki, 'Poussin et Ie "Traite de la
Peinture" de Leonard', in Colloql/e Nicolas PouSSitl, I,
pp. 133-40. See also Blunt, 1967, I, op. cit. Note 9 above,
pp. 155, 364. (27) Francis Haskell and Sheila Rinellart, 'The
dal Pozzo Collection, some new evidence', Burlington
Magazine (special issue), CII, 1960, pp. 318 ff. (28) HaskellRinellart, ibid., p. 319. See Anatole de Montaiglon and
Jules Guiffrey, Correspondance des Directeurs de France a
Rome avec les SlIrilltendatlts des Batimellts, 1666-1793, Paris,
1887-1912, I-XVIII, VIII, pp. 40, 70,87. (29) Montaiglon and
Guiffrey, op. cit., p. 87. (30) The paintings were seen there by
the Hon.-. Sempill (Diaries. Manuscript in dle possession
of Lord Sempill, Craigievar Castle, Aberdeen), who was
in Rome in 1733 (cited by Blllttt, p. 73) and by Charles de
Brosses (Lettres familieres sllr l'Italie, ed. Yvonne Bezard,
Paris, 1931, II, p. 456, letters dated 1739-40). (31) Blutlt,
p. 73. The date of Cosimo Antonio's deatll is not known.
{32} William T. Whitley, Artists alld their Friends ill England
1700-1799, London, 1928, II, p. 75. Sir Robert Walpole
died in 1745. (33) Ibid., pp. 75-7. (34) Ibid., p. 76, and
Reynolds, op. cit. Note I above, p. 160. (35) Whidey, op.
cit. Note 32 above, p. 77. According to a contemporary
newspaper, The World, King George II's favorites were,
in ascending order: Extreme Unctioll, COlifirlllation, and
K1391. (36) Joshua Reynolds, op. cit. Note I above, pp.
125-6, 160, 163-4, 175, 177.

NICOLAS POUSSIN
K1642 : Figure 251
THE HOLY FAMILY ON THE STEPS. Washington, D.C.,
National Gallery of Art (1128), since 1950. Oil on canvas.
27 x381 in. (68·6 X97·8 em.). Unidentified stamped collector's mark and wax seal Witll shield and crown attached
to stretcher. Agnew number 13077. Old French printed
label from catalogue entry with number 150 and the
measurements 32p. 56p. 1938 Royal Academy label. Some
discolored areas of old restoration along bottom of
canvas.1 Generally well preserved. The infant St. John's
loincloth may be a later addition. Last relined by Pichetto
in 1949; restored by Modcstini in 1950 and 1955.
Suida, p. 218, Cat. No. 97. Reproduced in color Seymour,
p. 139, pI. 130.
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The Holy Family, with the nude infant St.John the Baptist
and an old woman, probably St. Elizabeth (John's mother
and Mary's cousin), are on the steps of a great Classical
sanctuary, probably the Temple of Jerusalem, all seen
against a brilliant blue and white sky. Joseph, in shadows,
wearing a blue cape and leggings, is in right profile, holding
a compass in his right hand and a tablet with the other. He
sits upright with his right leg stretched out on the step, his
left bent to support the tablet. His T -square leans against
the balustrade at the right. Mary, with white headcloth, red
dress and blue mantle, is seated on a raised platform at the
center, her head turned slightly to the left. Her left foot
rests upon an urn, elevating the knee upon which the
infant is seated. She holds Jesus with both hands, keeping
a white cloth around his buttocks. He is turned to the left,
reaching with his right hand toward an apple extended by
St. John. St. Elizabeth, wearing a white headcloth and
yellow drapery, is seated at the extreme left; she seems to
be wringing her hands. On the lowermost step, across the
foreground, are a basket ofapples, an urn, and a rectangular
footed casket, probably an incense burner.2 A fountain with
water streaming over the footed basin is at the left. Immediately behind the basin is seen the upper part of an
orange tree beyond which rises a pair of huge Tuscan
columns. To the rear of Mary and Christ is a portico with
Corinthian columns.
A fragment of a preparatory drawing for K1642, in pen,
shows the lower part ofJoseph (Paris, Louvre, Cabinet des
Dessins, Inv. No. 758 v.) (Text Fig. 71). It is probably the
earliest surviving study, dated by Kauffmann c. 1645.3 A
second drawing in pen and wash is also at the Louvre (Text
Fig. 72). It includes an arbor-like covering and an arcade
at the upper left. Instead of the columns at the left, there
is a wall with an aperture. This drawing is usually regarded as a preparatory study but may represent a plan for
a related composition, using that of K1642 as a point of
departure. The arcade and the other architectural elements
differing from K1642 seem to be laid over a completed
rendering of the latter. 4 A drawing (New York, Pierpont
Morgan Library) in pen and wash, shows the figure group
in tile same £'\shion as K1642, but the setting, excepting the
steps and vessels, is different (Text Fig. 73). Joseph's compass
and a T-square arc on the lower steps; an angel behind St.
Elizabeth scatters petals.s A sheet showing the Holy Family
with three additional small figures (Dijon, Musee des
Beaux-Arts) is also generally viewed as a preparatory study
for K1642 (Text Fig. 74).6 A reproductive print was made
by Claudine Bouzonnet-Stella c. 1668, inscribed: 'Vere tu
es Deus absconditus' (Isaiah 45: IS) ('Verily thou art a God
that hidest thyself). A coat of arms, placed in the foreground between the basket and the urn, is that of Amelot
du Qaillou, Marquis de Mauregard. 7 Another reproductive
print in reverse, inscribed 'L. st. F.' [La Saillte Famille] was
made by Jean-Baptiste de Poilly (1669-1728) without the
arms shown in tile example above. S A print based upon
the one by Poilly was included by Charles Paul Landon in
his Vies et rellvres des peintres ••• 0 A contemporary example
of the sati1e composition as K1642 is in the collection of
Therese Bertin-Mourot, Paris (72'0 XI0l·0 em.), formerly
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owned by Henry Lerolle.10 An eighteenth-century copy is
at Chaumont (Musee d'Art et d'Histoire), there wrongly
ascribed to Sebastien Bourdon.ll A drawing after K1642
is in Dijon (Musee Magnin), IS X12 cm.1:!
In 1914, when the Bertin-Mourot canvas was first known
to Poussin scholars, K1642 was owned by the Duke of
Sutherland and had been identified with the Poussin canvas
described by Felibien in 1688 as 'Une Vierge assise sur des
degrez' sent by Poussin from Rome in 1648 to a Parisian
patron, Nicolas Hennequin de Fresne.13 In 1914 Grautoff
accepted K1642 as the 1648 canvas, describing the BertinMourot canvas as 'an old copy, in heavy, cold coloring.'14
Friedlander, in the same year, found the latter to be the
original painting of 1648, his view followed by Magne.15
In 1933 and again in 1964, Friedlander described K1642 and
the Bertin-Mourot canvas as of equal quality, making it
hard to determine which was the original.16 Waterhouse
found the Bertin-Mourot example to be an old copy after
K1642.17 Blunt noted that a comparison OfKI642 'with the
version belonging to M. Lerolle has recently shown that
the latter is a contemporary seventeenth-century copy.'lS
Friedlander and Blunt listed the Kress canvas as the original
and the ex coIl. Lerolle example as a contemporary copy.l0
Sutton, sharing the same view, described tile latter as 'an
old copy'.20 Both K1642 and the Bertin-Mourot painting
were listed by Bertin-Mourot as two examples ofPoussin's
Madolle sllr I'escalier, her Catalogue No. x, in the 'Addenda
to Grautoff'.21 Wildenstein suggested that the BertinMourot painting was by Jacques Stella, identifying it with
a canvas recorded in the Bouzonnet-Stella inventory.:!:!
However, the latter's dimensions are far too small. According to Bertin-Mourot 'Une Vierge assise sur de degrez'
(with which the Madolllla oj the Steps is usually identified)
is a now lost painting showing the Virgin actually sitting
on the steps, rather tllan placed upon an elevation on the
steps, as seen in K1642. She thought the 'lost' work to be
reflected in a reproductive print ascribed to Gantrel.23 It is
hard to accept the print as after Poussin for it shows a
rather confused composition which is a pastiche probably
freely based upon several works by Poussin (Duke of
Devonshire, Chatsworth, Holy Family lVith Eleve/J Figllres;
Cambridge, Fogg Art Museum, Holy Family tvith a
Bathtub). There is a remote possibility of the print's being
based upon a very late Poussin. According to BertinMourot, K1642 or an example of the same composition in
her own collection was probably owned by Amelot du
Qaillou, Marquis de Mauregard. She found the composition
of K1642 to be identical with the one described in the
inventory of Claudine Bouzonnet-Stella as ' ... Une Vierge
qlli a Ie pied stir tilt Vase, Saillt Joseph tiell till compas .• .' and
inaccurately described by Florent Le Comte. On the basis
of the arms on the Bouzonnet-Stella reproductive print
after the Holy Family 011 the Steps, she concluded that the
canvas in her collection was the original painting owned by
Amelot du Qaillou.2-l Thuillier did not include K1642 in
his list of documented works by Poussin; he tentatively
suggested that the Holy Family described by Felibien as
painted in 1648 may be the canvas in a Parisian private
collection - presumably the Bertin-Mourot canvas.25
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Mahon found the Kress painting a fine, original work by
Poussin, far superior to the other example.2G Blunt
accepted KI642 as the Hennequin de Fresne canvas, calling
the other 'a version'.27 The Kress canvas is the original and
the Bertin-Mourot example a copy, according to Von
Einem. 28 Sterling considered the Washington canvas more
convincing as an original work by Poussin than the other.29
Rosenberg regarded both as equal in quality.3D Huyghe
described the Kress canvas as a very good copy of the
Lerolle canvas, which he felt to be the origina1.31
The identification of the figure at the far left as St.
Elizabeth was first made by Smith (VIII, p. 41, Cat. No. 78)
and has always been accepted. Blunt found Joseph's
mathematical attributes - the compass in the painting and
the T -square included in the preliminary drawings - to be
based on Isidor Isolanus's Summa de DOllis S. Joseph (Pavia,
1522) in which the saint is described as possessed of the
most profound knowledge in all branches of philosophy
and theology. As lsolanus specifically mentions philosophy,
Blunt concluded' ... the compass and ruler ... have their
currency as the symbols of philosophical and particularly of
mathematical knowledge' .32 Blunt noted that 'this obvious
emphasis on the mathematical structure of the space composition reminds one that Descartes was a contemporary of
Poussin, and that he conceives of the physical universe as
being subject to the laws of mathematics'.a3 Aspects of the
mathematical construction OfKI642 were also explored by
Kauffmann, who suggested a link between Poussin and the
geometer Abraham Bosse.3-l Kauffmann related the canvas
to nco-Platonic concepts of Misura and Idea, and thought
Poussin anticipated some ofBellori's writings.35 The author
noted Elizabeth's role as prophetess, her headband a
symbol of prophecy, and her gesture (described as a
wringing of hands) foretold the Passion. He remarked that
the relationship between Christ and St. John is based upon
Franciscan meditations in which the latter proclaims Christ
as llllmallitas Salvatoris 1I0stri, and that Christ's acceptance of
the apple, symbol of sin, shows his role as Redeemer. He
viewed the setting as that of the Temple ofJerusalem, and
related the steps to the scale of Marian virtue and the
fountain and the column to other Marian emblems. 3G
According to Seymour (p. 139) 'The precisely shaped stone
forms of an idealized architecture, also based on the
remains of Antiquity, provide a harmonious environment.
Behind the darkened profile of Saint Joseph, who is shown
here as a geometer or mathematical philosopher, a second
flight of steps continues to the suggestion of a high, broad
platform. This we feel, but cannot see, as a climax of pure
space and intellect - an imagined acropolis. Beyond it, as
in Raphael's architecture of the School oj Atllells in the
Vatican, there is only the clear ether of the heavens and
the purity of a light-filled cloud.' Several of Kauffmann's
views on nco-Platonic references in K1642 were rejected
by Bialostocki, who found 'the general meaning of the
picture is still first of all religious: the monumental
architecture is a Civitas Dei, a simple carpenter at the
construction of which was St. Joseph, covered by the
shadow of the Virgin. The steps to the kingdom of God
are "unhumanly high, hard to climb - the only possible

way leads to Christ and His Passion, symbolized by the
fruit given by St. John to the Holy Child" '.37 Michelangelo's Madonlla oj the Steps (Florence, Casa Buonarroti)
was linked to the theme of K1642 by von Einem in his
study of the symbolism of the Kress canvas; he also
provided text sources for the role of Joseph.38 Blunt
accepted Kauffmann's suggestion that the Holy Family is
shown on the steps of the Temple, noting that Poussin's
other compositions show the Temple in similar form. He
found the T-square and compass to be associated with the
Temple as it was built according to the measurements
divinely revealed to Solomon. He proposed that the two
vessels at the right held the gifts of the Magi, frankincense
and myrrh. 39 The architecture in the background was
found by Blunt to be based upon a woodcut of the side
portico of the Temple at Trevi, as shown in Andrea
Palladio's I Qllattro Libri dell' Arcllitettllra.4D Badt suggested
the Kress canvas contained allusions to Classical masques
and Byzantine art. 41 The extensive use of yellow in K1642
led him to surmise that Poussin was working in the ancient
Greek Hypolydian mode, in which that color is used to
depict sacred subjects. Van Helsdingen noted that several
elements of KI642 and associated drawings related to
symbols of the Immaculate Conception, and to Mary as the
scala caelestis, the stair to Heaven.42 The column and the
orange tree are also Marian symbols.43
Although the various scholars concerned with the symbolism of K1642 often disagree with one another's interpretations, almost all the suggested sources were current
in mid-seventeenth-century Rome at the time Poussin
painted the Holy Family 011 the Steps. The architectural
setting probably refers to both the Temple of Solomon
and the City of God; the steps may indicate Platonic
concepts of measurement, Marian virtue and the steep
ascent to Heaven. The seated, melancholic, saturnine
Joseph and his mathematical attributes relate to his role as
builder and wise man. The reflection in KI642 of the
popular concern with the Immaculate Conception, as
suggested by van Helsdingen, is a most reasonable
assumption.u The text from Isaiah on the reproductive
print may have been chosen as all the participants in the
Madonna oj the Steps seem to have recognized or are about
to recognize Christ as the Savior. This might be indicated
by Mary's stoical gaze; John's offering the apple to Christ
the New Adam, Elizabeth's prophetic grief and Joseph's
philosophical investigation. The triangular format of the
holy group suggests a New Testament pediment to crown
the temple of the Old, rising in the background.
KI642 was included by Smith (VIII, p. 41, Cat. No. 78) in
Poussin's oeuvre. Waagen characterized the Kress canvas
as Poussin's 'Holy Family, uncommonly powerful, clear
and brilliant in the colouring.'45 In 1914, Friedlander
related the figure of Mary in the composition of the
Madonna oJthe Steps to Poussin's depiction of Rebecca, also
painted in 1648 {Louvre, Eliezer and Rebecca}· Bil/llt, Cat.
No. 8).46 Sources for the classical style and pyramidal
composition of the Holy Family 011 the Steps have been
found by many writers in works of the High Renaissance,
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especially those of Raphael: the setting and figures in the
School ofAthells fresco (Vatican, Stanza della Segnatura) and
several of the same artist's depictions of the Holy Family
especially the Holy Family lVith the Fish (Madrid, Prado).47
Blunt noted that the Andrea del Sarto fresco of the
Madolllla del Sacco (Florence, SS. Annunziata) was also an
important source for the composition and found that
Michelangelo's Naasoll (lunette fresco, Sistine Chapel) was
a prototype for the figure ofJoseph. 48 He linked Poussin's
new style of the 1640S as seen in the Kress canvas to the
master's recent Parisian residence, where he came into
contact with the new French patrons 'from the class of
merchants and financiers who were about to make the
Fronde and were in an aggressive and vital state of
excitement... .'49 Blunt noted that, despite the High
Renaissance sources, the essential features of the composition are Poussin's own.50 The influence of Venetian art
and of Caravaggio for the still-life elements in the foreground and other aspects of the canvas was proposed by
Friedlander.51 QUOt:ltiOns from the Antique were stressed
by Seymollr (p. 139) and Friedlander, who both thought
the Roman fresco known as the Aldobralldini Weddillg
(Rome, Vatican Museum) may have been a source for the
composition. The latter found that 'the first of the later
series of Holy Families was painted in the late 1640s, the
splendid Madolllla 011 the Steps, a particularly fine example
of an ancient scheme utilized for Poussin's new plastic and
intellectual ideal. The composition of the work is thoughtfully planned to make every plane parallel as exactly as
possible to the surface of tile picture, in the manner of an
ancient relie£ The broad triangular composition extends
across the entire width of the canvas.
The planimetric scheme of tile Madolllla 011 the Steps is
combined with a severe, tightly controlled arrangement of
figures which anticipates the more vertical compositions of
Poussin's later Holy Families.'52 Blunt observed 'This is
one of Po us sin's most compellingly beautiful pictures, one
in which he has attained the aim of the classical artist that
nothing could be added to it or taken away from it but
for the worse. It has a finality rare even in classical art.'53
During a twenty-year period prior to 1655, Poussin is
known to have painted approximately twenty depictions
of tile Holy Family. Several of his drawings, although
related in composition to K1642, need not necessarily have
been preparatory to tile Kress Holy Family 011 the Steps, but
may represent variations on its theme for similar projects
tllat were executed shortly before or after the Washington
canvas. Among Poussin's most monumental works, the
Washington canvas is fully expressive of the master's
malliera magllifica. The symmetry and authority of the
Holy Family 011 the Steps, as often noted, go back to
Antiquity and to the art of the High Renaissance; most
notably to the Vatican frescoes of tile School of Atllells and
Strellgth, Tmth alld Moderatioll in the Stanza della Segnatura.
The characterization of St. Elizabetll and St. John may
also originate with Raphael. The unusually low pedimental
confines of the figure group recall those established by
Michelangelo for the Ancestor of Christ compositions of
19
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the Sistine Chapel ceiling. A Fontainebleau print in the
manner of Giulio Romano may also have been partially
adapted by Poussin.54 Genre elements of the painting may
stem from Venetian sources such as Titian's Preselltatioll of
the Virgill (Venice, Accademia) and Tintoretto's Last Supper
(Venice, Scuola di San Rocco). Although several critics
have expressed a preference for the Bertin-Mourot painting, the Kress canvas seems superior; it is more accomplished in handling and articulation, especially in
Mary's neck and head. Bertin-Mourot's argument that the
presence of a loincloth on KI642's St. John points to that
canvas's inferiority to her version (where this is absent)
seems doubly irrelevant since this feature is shown in
several of Poussin's preparatory studies and it may have
been added to the Washington painting.

Provellal/ce: Questions raised by Bertin-Mourot concerning
the exact identification of this composition with 17thand 18th-century descriptions of the Vierge assise sllr des
degrez and the Madolle sllr l' escalier and by the provenance
of the Kress canvas prior to its ownership by the Marquis
de Lassay in 1775, seem, in her words, 'salis fm'.55 The
Washington canvas is probably the one sent by Poussin to
Nicolas Hennequin de Fresne, Master of the Royal Hunt,56
in 1648, described by Felibien in his publication of 1688 as
'Ulle Vierge assise sur de degrez', then at the Hotel de
Guise. 57 The arms ofJacques Amelot du Qaillou, Marquis
de Mauregard, later Marquis de Goumay, on the reproductive print by Bouzonnet-Stella suggest that he may
have owned tile Holy Family 011 the Steps;58 it is otherwise
hard to explain the presence of his arms on the reproductive
print. Could he have owned the painting after the death of
Hennequin de Fresne? Probably the same work as the
canvas in the Marquis de Lassay Sale (Lugt no. 2413),
Joullain fils, Paris, 22 May 1775, Lot 43, 25 X36 in., listed
as 'N. POlIssill - Saillte Fami/le 0/1 la Vierge est representee
assise; cUe tiellt l'Blifallt jesus qui avallce la maill pOllr recevoir
I/lle pomme que St. jean llli pn!seute. Ste Amle et St joseph Its
accompagl/ellt. Cc demier ticllt 1111 compas. Ulle Iloble architectllre
ou pril/cipalemcllt sc voit 1111 escalier cllric1lissellt ce tableall. all
ell cOlmait l' estampe par j. Peslle, d' apres N. POlIssill. II porte
deux picds 1111 pOlice dc hallt sllr trois pieds de large. Toile.'59
Abbe Le Blanc Sale, Le Brun, Paris, 14 Feb. 1781, Lot 39
(as 'Un Repos en Egypte', 27X38in.; as engraved by
Poilly). Cabinet de M.:a:x [Comte de Vaudreuil] Sale, Le
Brun, Paris, 26 Nov. 1787, Lot 29 (as 'Repos de la Sainte
Famille en Egypte' from Le Blanc Sale). La Reyniere Sale,
Le Brun, Paris, 3 Apr. 1793, Lot 2 (originally announced
for Nov. 1792; Lugt nos. 4965, 5025), as 'Repos de la sainte
Famille en Egypte' from Vaudreuil Sale. John Trumbull
Sale, Christie's, London, 17-18 Feb. 1797, Lot 81 (as 'A
Holy Family' from La Reyniere Sale; bought by Smith).
Described as 'A capital and classic composition, in highest
preservation, well known by print engraved by Poilly;
from choice collection ofM. De La Reyniere.' Anonymous
Sale, Christie's, London, 7 Mar. 1801, Lot 85 (as 'Holy
Family' from La Reynicre Sale). Erroneously listed by
Smith (p. 41, Cat. No. 78) to have been in tile Walsh
Porter Sale, Christie's, 14 Apr. 1810, Cat. No. 32.60 Duke
of Sutherland, Stafford House, probably acquired between
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1833 and 1837. Placed at auction, Christie's, I I July 1913,
Cat. No. 34, exhibited - London, Royal Academy of Arts,
SevflltecutlI-Celltllry Art in Europc, 1938, Cat. No. 337.
New York, Wildenstein and Co., French Pailltillg oj the
xVIItII CClltllry, 1947, Cat. No. 33. 61 London, Agnew &
Son, 1947. Kress acquisition 1949.
R~fcrfllces: (I) In 1914, Otto Grautoff described the condition of KI642 as discolored and dry. (Nicolalls POllssill:
seill Wcrk IIlId sein Lebell, Munich, 1914.) (2) This is derived
from a Roman relief at the Capitoline Museum (Rome),
the subject of a sixteenth-century reproductive print by
N. Beatrizet. Also reproduced by G. Du Choul as Petit
coffre, 011 telloyent lellrs ellCfllS les sacrijicateurs (Discollrs de la
Religion des anciells romaills, Lyons, 1581, p. 325). A drawing
after the Beatrizet print was made by Poussin (Paris, Ecole
des Beaux-Arts). Reproduced by Dlunt, Nicolas POllssill,
The A. W. Mcllon Lectllres, Washington, D.C., 1967, Text,
p. 141 and p. 143, fig. 133. See also his 'Poussin et les
ceremonies religieuses antiques', ReVile des Arts, 1960, II,
pp. 57-66, fig. 8. (3) See Georg Kauffmann, ' "La Sainte
Famille a I'Escalier" et Ie probleme des proportions dans
l' a:uvre de Poussin', France. Centre National de la Recherche
Scietttijiqlle, Colloques Internationallx. Sciellces Hllmailles,
1958: Nicolas POllssitt, ed. by Andre Chastel, Paris, 1960, !,
pp. 141-50, fig. II7 (hereafter referred to as Colloqlle
Nicolas Poussin). See also his POllssill StlldiclI, Berlin, 1960,
pp. 42-3. (4) See Walter Friedlander, with Anthony Blunt
and RudolfWittkower, The Drawittgs oJNicolas POllssill, A
Cataloglle Raisotllle, London, 1939, I, Cat. No. 47, referred
to hereafter as Friedliillder-Blullt. An old copy after the
Kress composition, also in the Louvre (Inv. No. 32557) is
recorded on p. 26. Another copy drawn by Poussin for
Chantelou is at the Musee Bonnat (No. 257), Bayonne.
(5) Ibid., Cat. No. 46, described as 'possibly a clever
imitation'. (6) Ibid., Cat. No. 45. For studies of the
sequence and significance of drawings preparatory to
K1642, see ibid., Cat. Nos. 45-51; Kauffmann, Colloqlle
Nicolas POllssill, op. cit. Note 3 above, pp. 141-50, and
POllssin-Studifll, op. cit. Note 3 above, pp. 42-8; Friedlander,
Nicolas POllssill: a New Approach, New York, 1964, p. 160;
Herbert von Einem, 'Poussins "Madonna an der Treppe" "
WallraJ-Ricllartz-Jahrbllcll, XXVIII, 1966, pp. 31-48, esp.
pp. 37 ff.; Kurt Badt, Die KUllst des Nicolas Po ussill ,
Cologne, 1969, pp. 232 ff. (7) See Therese Bertin-Mourot,
'Poussin Inconnu II', Bulletill de la Societe POllssill, Jan. 1959,
pp. i-viii, csp. p. vii. There are many inaccuracies in the
entry for this print prepared by Georges Wildenstein, 'Les
Graveurs des Poussin au XVIle siccle', Gazette des Beaux-Arts,
1955, 6th ser., XLVI, pp. 169, 1-70, Cat. No. 52. For this
print see also Roger Armand Weigert, Itlventaire dll Fonds
Frallfais, Gravwrs dll XVIle siecle, Dibliothcque Nationale,
Paris, 1939, Cat. No. II. (8) A. Andresen, Nicolalls POllssitl,
Verzeiclmiss der ttach seittell GemiildclI gifertigtell, gleicllzeitigell
IIlId spiitem Kllpferstiche, Leipzig, 1863, p. 39, Cat. No. 136,
hereafter referred to as Alldresell. (9) C. P. Landon, Vies et
a?lIvrcs des peilltrcs . .. , Paris, II, 1803-17, p. 30, cited in
Bertin-Mourot, 1959, op. cit. Note 7 above, p. vii, n. 3.
(10) According to Rouart, it was formerly in the collection
of Lord Ashburton and appeared in an anonymous sale at

Christie's (17 June 1908, Lot 150), purchased by Quinto,
then acquired by Henry Lerolle. It was bought by BertinMourot at an anonymous Lerolle sale (Paris, Hotel Drouot,
10 May 1944, Cat. NO.6). See Louis Rouart, 'Un tableau
de Poussin', BIIlletill de la Societe de l' Histoire de I'Art
Frallfais, 1909, pp. 92-3. The canvas is reproduced in
color by Paul Jamot, C01l1laissallce de POllssill, Paris, 1948,
pI. 139, and Jean Alazard, Nicolas POllssill, 1594-1665,
Milan, 1957, Cat. No. 39, with the erroneous caption
'Washington, CoIl. Priv.'. For an extensive study of this
I'Addellda all
canvas see Bertin-Mourot, SlIpplemellt
Cataloglle de GrautoJf pam dalls Ie secolld Calzier (Decembre,
1948) dll Bulletill de la Societe POUSsitl, 'Pollssill IIICo/lIlll',
Paris, 1957, pp. 1-8. A lost copy (12 X24! in.) made by
Poussin's friend Jacques Stella, the uncle of the engraver
Claudine Bouzonnet-Stella, is listed in the 'Testament et
Inventaire ... de Claudine Bouzonnet-Stella Rediges et
Ecrits par elle-meme. 1693-1697.', ed. by Jules Guiffrey,
NOllvelles Archives de I'Art Fratlfais, 1877, pp. 1-113, p. 30,
Inv. No. 40. (II) Reproduced by Bertin-Mourot, 1957,
op. cit., second unnumbered plate, following p. 6. Three
additional copies are listed by Anthony Blunt, Thc Pailltillgs oj Nicolas POllssitt, a Critical Catalogllc, London, 1966,
p. 40, Cat. No. 53 (hereafter referred to as BIlIllt): John
Bryson, Oxford; Earl ofCaledon Sale (Christie's, London,
9 June 1939, Lot 62); Anonymous Sale (Christie's, 21 Dec.
1950, painted by N. Verendaal, the figures surrounded by
a wreath of flowers, Lot 78). (12) Reproduced by Jeanne
Magnin, Peilltllres et dcssills de I'Ecole jrallfaisc, Mllsee Magttitt,
Dijon, 1938, p. 176. According to her also reproduced
Cabillet d'lIIl alllatellr parisiell ell 1922, Paris, 1922, II, p.
41; Cat. No. 262, p. 40. (13) Andre Felibien, ElltretietlS sllr
les vies ct sur les ollvrages des pillS excelletts peilltres .•• 1688,
Paris, 1725. (14) Grautoff, op. cit. Note I above, I, pp. 269-70.
(IS) W. Friedlander, Nicolas POllssill: die Elltlvickltlllg seiller
KUIlSt, Munich, 1914, pp. 92, 119; Emile Magne, Nicolas
POI/SSill, Brussels and Paris, 1914, p. 213, Cat. No. 241.
(16) W. Friedlander, 'Nicolas Poussin', Thieme-Becker,
XXVII, pp. 321 ff.; idem, 1964, op. cit. Note 6 above, p. 160.
(17) Ellis K. Waterhouse, Cataloglle oj the Exhibition oj
Sevellteenth-Celltl/ry Art ill EI/rope, London, Royal Academy
of Art, 1938, pp. 134-5, Cat. No. 337. (18) Blunt, 'Blake's
"Ancient of Days" " jOl/mal oj the Warbllrg Illstitllte, II,
1938-39, p. 55, n. 1. (19) Friedliinder-Bllmt, I, p. 22. (20)
Denys Sutton, Frellch Pailltillg itt the Sevellteellth Celltllry,
London, 1947, p. 19, Cat. No. 33. (21) T. Bertin-Mourot,
'Supplement a l' Addenda ... , 1948, art. cit., pp. 43-87.
'(22) Wildenstein & Co., London, Artists ill SevellteellthCelltllry Romc. Catalogue, 1955, p. 170. (23) She believed
(Pollssill IIICOIl/III, Paris, 1959, p. I, 11. 3) the 'lost' Madolle sllr
I'malier to be the canvas listed by Jacques de Cambry
(Essai sllr la vie et sllr les tableallx de POllssill, Paris, 1783,
p. 53) as "/lle Sainte Famille, tall tot stir Ie parvis d'/III temple
magllijiqlle, talltot S01lS I/lle cllallmiere qlle, par 1/11 cOlltraste
poetiql/e, il appllie sllr les milles d'llIt allciell temple rellverse.'
She reproduced the print on an unnumbered plate. The
print is comparable in style to Bourdon's Holy Family
(Saltwood, Lord Clark, reproduced by Blunt, Art alld A rcll itectllre ill Frallce, 1500-1700, p. 146, fig. A). Bertin-Mourot,
1959, op. cit. Note 7 above, p. vii. (24) Ibid., pp. vii-viii.
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See Florent Le Comte, Cabillet des sillgularitez d' architecture,
peilltllre, sculptllre et gravllre, Paris, 1669, II, p. 132. The
description is of a print, not of a painting. (25) Jacques
Thuillier, 'Poussin', Ellcyclopedia oj World Art, XI, 1959,
col. 557. Kauffmann (PolIssill-Stlldiell, op. cit. Note 3 above,
p. 36, n. 2) considered the Lerolle canvas an old copy of
K1642. (26) Denis Mahon, Transcription of comments
made at the National Gallery, Washington, D.C., 28/x/64.
(27) Billllt, p. 39, Cat. No. 53. (28) Von Einem, op. cit.
Note 6 above, p. 46, n. 1. (29) Charles Sterling, Kress
Archive, 1968. (30) Pierre Rosenberg, Letter of 14/VI/68 in
the Kress Archive. (31) Rene Huyghe, National Gallery
Archive, Washington, D.C., 16/x/68. (32) Blunt, 1938-39,
op. cit. Note 18 above, pp. 55-6, and n. 3, p. 55, for further
notes on the iconography of Joseph. See also von Einem,
op. cit. Note 6 above, p. 48 and n. 62. (33) Blunt, Art alld
Architecture ill Frallce 1500-1700, Harmondsworth, 1957,
p. 168. (34) Kauffmann, Colloque Nicolas POUSSill, pp. 141 ff.,
and POlIssill-Studiell, op. cit. Note 3 above, pp. 50-3. (35)
Kauffmann, POlIssill-Studiell, op. cit., pp. 53-65. (36) Ibid.,
pp. 38-9, n. 8-9. (37) Jan Bialostocki, Review of
Kauffmann's POIISSill-StlldielJ in Art BlIlletill, XLIII, 1961,
pp. 68-72. Leopold Ettlinger ('Georg Kauffmann, PoussinStudien', KUlIstcllrollik, XIV, pp. 196-201, p. 198) also
discounted Kauffmann's view that Poussin was concerned
with neo-Platonic Misura. (38) Von Einem, op. cit. Note 6
above, pp. 41-2, p. 47, n. 25, and for Joseph see pp. 45 and
48, n. 62. For symbolism of the steps see W. Menzel,
Christliclle Symbolik, Regensburg, 1856, II, p. 507· (39)
Blunt, 1967, op. cit. Note 2 above, pp. 181-4. I Qllattro
Libri dell'Architettura, IV, Venice, 1570, chap. 25. (40) The
Palladio illustration is reproduced by Blunt, 1967, op. cit.
Note 2 above, p. 236, fig. 188. (41) Badt, op. cit. Note 6
above, p. 361; pp. 232-4, 498-501. For Poussin's use of the
modes, see Paul Alfassa, 'L'origine de la lettre de Poussin
sur les modes d'apres un travail recent', Bulletill de la Societe
de I'Histoire de l'Art Frallfais, 1933, pp. 125 ff. See also Blunt,
'Poussin's notes on painting', JOllmal oj the Warburg
IlJstitute, I, 1937-38, pp. 349 ff.; and Kauffmann, POlIssillStudiell, op. cit. Note 3 above, pp. 63-4. (42) H. W. van
Helsdingen, 'Aantekeningen bij de ikonografie van
Poussin', Simiolus, III, 1968-69, pp. 153-79; p. 174-6, and
his nn. 94-6. (43) For tlle significance of the column in
Marian subjects see Giinter Bandmann, 'Hohle und Saule
auf Darstellungen Mariens mit dem Kinde', Festschrift Jiir
Gert VOII der Ostell, Cologne, 1970, pp. 130-48 passim. It is
linked to the birth of Christ, Flagellation and the prophecy
ofIsaiah. The latter's words are inscribed on the print after
tlle Holy Family 011 the Steps. According to Mirella Levi
d' Ancona (25/VI/70), the orange tree is a symbol of purity
and chastity, the Trees of Knowledge, Life, and Paradise.
The orange tree is an attribute of the Virgin Mary and of
her Assumption, mentioned by Armando de Villovisu from
Bologna (1296-1323) in De B. Virgille Maria Collatiolle sllper
Psalmos (in P.rde Alva y Astorga Bibliotheca Virgillalis, III,
Madrid, 1648, p. 181, col. ID). A sixteenth-century poem on
the Assumption states: 'Fu/cite jloribus/ Fessalll lallguoriblls; /
Stipate citreisfEt malis allreis.' (R. Zoosman, Lalldate
Domillftm •.. , Munich, 1928, p. 674, poem XXXI, strophe 2).
In a fourteenth-century prayer in tlle Prague City Library,
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Mary is hailed as follows: 'Gaude, wius e1oquia/SllIlt SiCHt
mala allrea.' (in Dreves, Allalecta Hylllllica Medii Aevi, XXX,
p. 129, Horae Beatae Mariae V. strophe 10). (<<) The placing
of Mary's foot on a vessel may be emblematic, possibly
referring to the sealed font of Marian purity or to Psyche
or the New Pandora - the latter's 'vase of classical shape is
filled exclusively with all the fortunate gifts of the heavenly
powers'. (The quotation is from Erwin and Dora Panofsky,
Palldora's Box, New York, 1956, pp. 60-1.) (45) Gustav
Friedrich Waagen, Treasures oj Art ill Great Britaill, 1854,
II, p. 66, Cat. No. I, seen at the Duke of Sutherland's
residence at Stafford House. (46) Friedlander, 1914, op. cit.
Note 15 above, p. 92. In Friedliinder-Bhmt, p. 22, the canvas
is placed first on a list of the Holy Family Type c (late
forties and fifties). (47) See Grautoff, op. cit. Note I above,
pp. 269-70; Tancred Borenius, 'The French School at
Burlington House', Bllrlillgtoll Magazille, LXXII, 1938,
pp. 54 ff., p. 63; Alfred M. Frankfurter ('Interpreting
Masterpieces: Twenty-four Paintings from the Kress
Collection', Art News Allllllal, XXI, 1951, pp. II 6-1 7)
thought the figure ofJoseph derived from the soldier on
tlle steps in Raphael's Deliverallce oj St. Peter (Vatican,
Stanza d'Eliodoro). Suida (p. 218) suggested Poussin's
adaptation of the Sibyls in Raphael's frescoes for the Chigi
Chapel (Rome, Sta. Maria della Pace). A print by
Marcantonio after Raphael, Martha alld tlte MagdalelJ
Goillg to the Temple (n.45) may have been used by Poussin.
He may also have been interested in a print of the Holy
Family (n.19) after Rosso. (48) Blunt, 1938-39, op. cit.
Note 18 above, p. 56, n. 1 and 2. The NaasolJ was also
copied by Rubens. For Michelangelo and Poussin, see Von
Einem, op. cit. Note 6 above, pp. 35 ff. Von Einem (ibid.,
pp. 32 and 35) related the composition to Andrea del Sarto's
Madollna della Scala (Prado, Madrid). (49) Blunt, 'The
Royal Academy Exhibition of Seventeenth-Century Art',
Apollo, XXVII, 1938, pp. 3 ff., p. 9. (50) Blunt, 1957, op. cit.
Note 33 above, pp. 167-8. (51) Friedlander, 1964, op. cit.
Note 6 above, pp. 29, 67. For the still-life areas of KI642,
see also Franr;:ois-Georges Pariset, 'Les "Natures Mortes"
chez Poussin', Colloque Nicolas PoussilJ, pp. 215-24, esp.
p. 221. (52) Friedlander, 1964, op. cit. Note 6 above,
pp. 67-8, 160 ff. (53) Blunt, 1967, op. cit. Note 2 above,
I, pp. 263-4. (54) By Jean Mignon (no. 5). Henri Zerner,
The School oj FOlltaillebleau, New York, 1969. Another
possible print source is Marcantonio, D.45, Christ Ellterillg
the Temple, after Raphael. {55} Bertin-Mourot, 1959,
op. cit. Note 7 above, p. vii. (56) Blunt, 1967, op. cit.
Note 2 above, p. 215. (57) Andre Fclibien, Elltretiells slIr
les vies et slIr les ouvrages des pIllS excellelJs peintres .•. ,
IV, edition of 1725, p. 59. SlIida (p. 218) implied that
KI642 was in the collection of Roger de Gaignicres
since his collection was installed in the Hotel de Guise,
but Blllllt {pp. 39-40} found no case for its ownership
by Gaignieres. (58) Bertin-Mourot, 1959, op. cit. Note 7
above, p. vii. (59) See L. Clement de Ris, Les Amatellrs
d'Autrejois, Paris, 1877, 'Leon de MadailIan, Comte de
Lassay, 1683-1750', pp. 229-52. The lover of the Duchesse
de Bourbon, Lassay started his fine collection of paintings
after the completion of the Hotel de Lassay (begun 1724),
adjacent to the Palais de Bourbon. Clement de Ris (pp.
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243-4) referred to a study by [Alexis] Paulin Paris, 'Le
Marquis de Lassay et I'Hotcl Lassay', Blllletill a" Bibliophile,
1847, as his source of information, but this is incorrect.
De Lassay, supposedly keeping copies he had made of
the original works owned by the Duchesse, kept the
originals instead and had the copies installed in her palace.
(See the Mclltoires et Allecdotes pOllr servir 1'I1istoire de
Perse, quoted by Clement de Ris, op. cit., pp. 244-5). He
inherited her paintings as well as many from the Comtesse
de Verrue. It is tempting to think of both K1642 and the
Lerolle canvas as from the Lassay collection. For Poussins
linked to Lassay's collection, see Blllllt, pp. 84, 88, Cat.
Nos. 124, 126. Lassay's estate was divided into two parts,
half going to the descendants of his father's third marriage,
the other to his wife, many of the paintings going to the
Comte de la Guiche. As no work of Poussin is among the
list of fifteen paintings lent by the Marquise de Lassay to
la Guiche in 1755, the Poussins must have remained at her
Hotel, but the Holy Family on the Steps is not included
among the four Poussins recorded by Antoine Nicolas
Dezaillier d' Argenville (Voyage Pittoresqlle de Paris, 3rd ed.,
Paris, 1757, p. 414). She died in 1763. The cataloguer of the
1775 sale may have confused Pesne with Poilly who prepared a reproductive print after the Holy Family on the
Steps. No print by Pesne of the subject OfKI642 survives;
his work after the Holy Family with a Bathtllb (Cambridge,
Fogg Art Museum) {Blullt, p. 40, Cat. No. 54, and Andresell,
Print Cat. No. 137, Wildenstcin, op. cit. Note 22 above,
Cat. No. 53} could have been mistakenly referred to as
after the Kress canvas. (6o) The Porter painting is the Holy
Fal/lily with St. John Holding a Cross, sometimes known as
the Pearsall Madonna, now at the Staatliche Kunsthalle,
Karlsruhe (Blutlt, Cat. No. 48). (61) Erroneously listed in
both as in the Marquis de Veri Sale, Paris, 12 Dec. 1785,
Cat. No. I, as noted by Bertin-Mourot, 1948, op. cit.
Note 21 above, p. 47, n. I. The Veri canvas is now in the
o. Reinllart Collection, Winterthur, Switzerland.
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Attributed to NICOLAS POUSSIN
K I440 : Figure 252
NURTURE OF JUPITER. Washington, D.C., National
Gallery of Art (1104), since 1950. Oil on Italian spiltata
canvas with an irregular surface providing a poor support
for pigments.l 46~ x611 in. (117·4 X 155·3 em.). Slight
losses in area of man with staff at left. Relined in the
eighteenth century; cleaned and restored by Pichetto in
1947-48; very well preserved.
SuMa, p. 216, Cat. No. 96.
TUE

The infant Jupiter, hidden by his mother Ops on the
island of Crete from his murderous father Saturn, is
nurtured on goat's milk and honey by two naiads,
Amalthea and Melissa. Amalthea, seated on the ground,
her upper drapery blue, the lower golden yellow, pours
milk into the infant's mouth from a goat's hom while
Melissa, whose upper drapery is gray-green and lower
drapery pinkish, stands over him at the right. To the left
of JupIter and Amalthea is a kneeling, bearded man in

brownish-gold drapery milking a goat; he reaches for the
hom so that he may fill it with more milk. A second
seated, wreathed goatherd, holding a crook draped in blue
is at the far left. Behind the central group of Jupiter and
Amalthea is a grotto with a rocky outcropping above, on
which wreathed, nude nymphs recline before a bank of
rushes. Water issues from the jar on which the nymph at
the left rests her arm. Vine entwined, gnarled trees
(probably ash) are at the left and at the right. A mountainous landscape vista is in the distance, with Mt. Ida at
the left.
A drawing of the subject by or after Poussin is in Stockholm
(National museum, Text Fig. 75). Two nymphs are at the
extreme right, Melissa stands at the center foreground with
the reclining Amalthea slightly to the right. A figure is
shown in the sky at the upper right. The composition is
more fluid and harmonious than that OfK1440. Unlike the
other painted versions of the subject (Dulwich, Berlin)
which show only one shepherd, the drawing includes
two, very close in pose and placement to K1440.2 A copy
of K1440 is in the collection of George Tait (Malibu,
California) 38ix52iin. (97XI33 cm.). Another canvas,
inferior to tlle above copy, is in a private Argentinian
collection.3 The two paintings by Poussin of tlle same
subject (both usually placed in the second half of the 1630s)
are in the Dulwich College Picture Gallery, London, and in
Berlin (Staatliche Museen). In the Dulwich canvas Jupiter
is suckled by the goat, whose horns are held by a kneeling
goatherd and hindleg by Amalthea. Melissa stands behind
Amalthea. Only one nymph with an urn is shown, at the
right. In the Berlin canvas, Jupiter drinks from a metal
vessel held by Amalthea. Melissa tends beehives which are
at the extreme left. Only one goatherd is shown, milking
at the right.' No known Classical source or later my thographer provides a specific text for all the elements of
KI440. This canvas may well prove to be based upon a
sixteenth- or early seventeenth-century depiction of the
unusual subject, which then enjoyed considerable popularity. The precise humanistic raison d' etre for the representation of the Nurture subject is not certain, but may be due
to Zodiacal associations, since the episode is sometimes
linked to the constellation Capricorn, the beginning of the
winter solstice in the tenth month, making it an allegory
of the month October. The Nurture, according to Blunt,
was also a sign of fertility and resurrection. 5 The tree at
the left of K1440 resembles an ash and suggests that
Poussin may have consulted Callimachus, where the
maidens nurturing Jupiter are described as the ash tree
nymphs: however, the background indicates Virgil's 'low
cave of Crete'. 6
The canvas was praised by Triqueti for its beauty when
owned by Sir John Easthope. He compared it favorably
with Poussin's Et in Arcadia Ego (Paris, Louvre), perhaps on
the basis of the similarity of the male figures. 7 Friedlander
viewed KI440 as executed by Poussin in Rome, c.1640
Uust before his Parisian residence), between the Dulwich
and Berlin canvases. 8 The painting was first published by
Blunt as showing a Poussin composition which, with the
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Tait canvas, was based upon the Stockholm drawing. 9
According to Friedlander and Blunt, the composition is
one of three devoted by Poussin to the same pastoral myth,
all dating from the second half of the 1630s. They described
both KI440 and the Tait canvas as examples of one of the
three Nurture compositions.10 The Kress painting was
associated by Thuillier with two mythological subjects in
the Brunswick Landesmuseum (Psyche and her Father
Consulting the Oracle of Apollo; Apollo and Diana Hunting).
He suggested that all three are the work of a completely
distinct, less skillful painter than Poussin. This artist may
have executed the canvases during early years ofapprenticeship, combining Poussinesque grace with his own naive
style.l l The Nurture was attributed by Blunt to a French
follower of Poussin working in Paris or Italy whom he
named the Hovingham Master after a Toilet of Venus and
Leda and tile Swan (both owned by Sir William Worsley,
Hovingham Hall, Yorkshire). He placed KI440 among the
later, more consciously neo-Classical works of this master,
possibly dating, along with the Brunswick canvases, after
1650. Blunt doubted that the Stockholm drawing of the
Nurture ofJupiter was done by Poussin, suggesting that it
too might be the work of the Hovingham Master.1:!
According to Mongan, the Kress canvas is 'a slighdy
different and rather cold replica' of the Tait painting which
she viewed as an original work by Poussin.13 In 1966 Blunt
ascribed both KI440 and the Tait copy as well as the
Stockholm drawing to the Hovingham Master. 14 The
attribution of the Kress canvas to the Hovingham Master
was disputed by Wild, who described it as a charming and
intelligent painting, probably an original work by Poussin
or a copy. According to her, one of the goatherds in
KI440 was reproduced by Jean Pesne in the Livre pour
apprelldre designer (pI. 13) as 'Le berger avec sa houlette',
such an adaptation supporting the authorship of the
Nurture of Jupiter composition by Poussin. 15 Rosenberg
noted dlat the canvas was by an artist of the first rank,
superior to the Hovingham Master, possibly Poussin himsel£1G Mahon accepted the Nurture as by Poussin, noting
its beautiful use of greens in the foliage, datable between
the Worship of the Golden Calf (London, National Gallery)
of c. 1637 and the Finding ofMoses (Paris, Louvre) of1638,17
Huyghe was struck by the unevenness in execution of
K1440, especially in the dry, weak rendering of dIe men at
the left in contrast to dIe excellent quality of the underdrawing seen in X-rays. He suggested that the canvas
might have been begun by Poussin; then, pressed for time,
the artist may have employed an assistant, adding the
finishing touches himscl£ 18

a

The restrained, beautiful color in the Nurture is used with
great finesse. The canvas is not entirely characteristic of
Poussin's oeuvre, a~ sudden shifts in scale and sharp contrasts between the highly idealized and dle extremely
realistic contribute to a somewhat awkward effect, but it
must be noted that the same idiosyncratic elements are
found in Poussin's Veuus Arming Aeneas (Rouen, Musce des
Beaux-Arts), painted in 1639.19 The latter's landscape
setting is closer to K1440 dIan the corresponding elements
in Poussin's depictions of the Nurture in Dulwich and
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Berlin. The Kress canvas is superior in quality and more
sensitive and individualistic in treatment than those
grouped by Blunt as by the Hovingham Master. The
striking correspondences between the nymphs in the
middle distance of K1440 and those in the Hovingham
Master's Birth of Bacchus may be explained by that artist's
adaptation of these figures from K1440 or a similar work.
Blunt's rejection of Po ussin's authorship of the Stockholm
drawing is not entirely convincing. It may stem from a
later phase ofPoussin's art than the composition OfKI440,
representing a return to dle theme in his old age, comparable
to the Apollo and Daphne of 1665 (Paris, Louvre). The
Kress canvas seems considerably earlier dIan the Brunswick
paintings (placed by Blunt in the 1650s). Friedlander's
dating of c. 1640 appears correct, as that is close in time to
the Rouen canvas. Blunt's characterization of the latter
might well be applied to K1440. He noted that' during the
last years of the 1630S Poussin seems to be moving toward
a colder and more classical manner. The color becomes
first blond in the paintings of 1636-37, and then almost
gray in 1638-39. The forms become more monumental,
as in the Berlin Jupiter, and finally almost frozen in their
movements, as in the Rouen Venus, in which the goddess
is a statue floating in the air almost without movement.'20
If the Rouen painting is by Poussin, as believed by most
critics, then the Kress canvas must also be accepted as such.

Provenance: Sir Robert Walpole, Houghton Hall. 21 Horace
Walpole, Strawberry Hill22 {sale, London, 18 May 1842,
Cat. No. 46, purchased by SirJohnEasthope,Bart., M.P.).23
Mrs. Doyle. Major Uvedale Corbett, Bridgnorth, Salop.
Major Cecil Corbett, Stableford Hall, Salop.24 C. Marshall
Spink, sold to New York, Wildenstein and Co. 1947.
Kress acquisition 1947.
ReJeretlces: (I) According to Madeleine Hours, X-rays
reveal that K1440'S canvas and technique are close to the
Finding oj Moses (Paris, Louvre) (AndlOny Blunt, The
Paintings of Nicolas Poussin: A Critical Cataloglle, London,
1966 [hereafter referred to as Blllllt], Cat. No. II or 12)
and are also fairly close to the Savillg of the Infant Pyrrhlls
(Paris, Louvre) (Blllnt, p. 127, Cat. No. 178). Letter in
National Gallery of Art Archive, Washington, 30/VI/58.
(2) Walter Friedlander and Anthony Blunt, The Drawillgs
oj Nicolas POllssin, London, 1953, III, pp. 13-14, hereafter
referred to as Friedlililder-Blllllt. The Stockholm drawing is
Cat. No. 165 reproduced on p. 136. Blllllt (p. 175, Cat. No.
R80) rejects Poussin's authorship of the drawing. He
attributed it to dle Hovingham Master. See also Per
Bjurstrom, Drawings from Stockholm, A loall exl,ibitioll from
the Nationalmllseum, New York, 1969, p. 43, Cat. No. 89.
(3) photo in Kress Archive. (4) Friedlcinder-Blunt, pp. 13-14.
Blullt, p. 117, Cat. Nos. 161 (Dulwich) and 162 (Berlin).
(5) Blunt, Nicolas Poussin, The A. W. Mellon Lectures ill the
Fine Arts, 1958, National Gallery of Art, Washington,
D.C., 1967, Text, pp. 151-2. For the varying accounts of
the Nurture ofJupiter see Ovid, Fasti, v, 1. 111-28; Virgil,
Georgics, IV, I. 149 ff.; Callimachus, 'Hy1II1l I' (to Zeus), 1.
45-50. Callimachus and Lactantius describe Jupiter as
suckled by dle goat who is called Amalthea; see also
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Diodorus, v. 70; Apollodorus, BookI.I, I. 5-7; Aratus, 161.
Later retellings of the legend are given by Boccaccio, De
Genealogia Deonll1l, libri xv; Natalis Comes, My thologiae, Venice, 155 I; Lilio Gregorio Giraldi, De Deis
gentiuIII varia et multiplex historia, BasIc, 1548; Vincenzo
Cartari, Le imagini. COil la Spositione de ; de; degli anticlli,
Lyons, 1581, pp. 125-7. For depictions of the theme in
Antiquity see C. Daremberg and E. Saglio, Dictiotlltaire
des Atttiquites Grecques et Romailtes, Paris, 1877, I, pp. 219-20.
A Roman reliefin the Capitoline Museum shows the infant
suckled by a goat; another Roman relief at the Lateran
portrays Jupiter drinking from a horn held by a nymph;
the tree and rocks resemble those of the Kress canvas.
Renaissance and later depictions of the subject are listed by
Anton Pigler, Barockthelllen, Berlin and Budapest, 1956, II,
pp. 131-2. According to Blullt (p. II7, Cat. No. 161) the
Dulwich canvas is probably derived from CallimacllUs and
the one in Berlin (Paris, Louvre, Expositioll Poussin, 1960,
pp. 93-4, Cat. No. 60) from Virgil. (6) Blunt, 1967, op. cit.
Note 5 above, pp. 151-2, discussed the theme and related
the ash tree in the Dulwich canvas to the Callimachus text.
(7) Quoted from Baron Henri ~riqueti's manuscript
Catalogue de l' a?uvre de Poussill (Paris, Ecole des Beaux-Arts,
c. 1850) by Walter Friedlander, in his 1947 unpublished
study of K1440. (8) Ibid. (9) Blunt, 'Poussin Studies III:
The Poussins at Dulwich', Burlingtoll Magazille, xc, 1948,
pp. 4-8. Therese Bertin-Mourot viewed the Tait canvas as
earlier in date than those in Berlin and Dulwicll but does
not seem to have been aware of the existence of KI440
when she expressed this view in 'Addenda au Catalogue de
Grautoff depuis 1914', Bulletill de la Societe POUSsill, II, 1948,
pp. 44-54, esp. p. 51, n. 4. The same volume on p. 92
describes and illustrates the front and back of the Tait
canvas. (10) Friedliillder-Blullt, pp. 13-14. (II) Jacques
Thuillier, 'Tableaux attribues a Poussin dans les archives
revolutionnaires', Fraltce, Centre Natiollal de la Recherche
Scielttijique, Colloques [lIteTl/ationaux. Sciences HUlllaines,
1958: Nicolas Poussitt, cd. Andre ChasteI, Paris, 1960, II,
pp. 27-44, esp. p. 42. (12) Blunt, 'Poussin Studies XII: The
Hovingham Master', Burlingtolt Magazine, CIII, 1961, pp.
454-61. The Brunswick canvases are reproduced on p. 459,
figs, 22-3. Fig. 24 shows a Birtlt oj Bacchus (London art
market) in which two nymphs resemble those of K1440.
(13) Agnes Mongan, Great Drawings oj All Time, III, New
York, 1962, text for pI. 660. (14) Blunt, p. 175, Cat. No.
R80. (IS) Doris Wild, 'Charles Mellin ou Nicolas Poussin',
Gazette des Beat/x-Arts, 6th ser., LXIX, 1967, pp. 3-44, esp.
pp. 3 and 43, n. 33. (16) Letter of 2/VIII/68 in Kress Archive.
(17) From notes made by David Rust of the National
Gallery of Art, Washington, D.C., 28/x/64, National
Gallery Archive. (18) Rene Huyghe, written comment in
National Gallery Archive, Washington, 16/VIII/68. (19)
The Rouen painting is illustrated on pI. 59, Exposition
Nicolas POtlSSill, op. cit., pp. 92-3, Cat. No. 59. Bluttt, pp.
133-4, Cat. No. 191. (20) Blunt, 1967, op. cit. Note 5 above,
p. 151. (21) Catalogue oj Picttlres at Houghton Hall, 1736,
p. 15. Listed by Horace Walpole as The Educatioll ojJupiter
by Nicolas Poussin (3 ft. 81 in. X5 ft. 2 in.). (22) A Descriptiolt oj tile Villa oj Mr. Horace Walpole at Strawberry Hill.
Education oJJtlpiter in the round drawing room, 1764, p. 75.

Reprinted in 1798 in The Works oJHoratio Walpole, II, 1798,
p. 470. (23) Information courtesy of Wilmarth S. Lewis.
(24) The three preceding names were provided by C.
Marshall Spink.

CLAUDE LORRAIN
Claude Lorrain, whose real name was Claude Gellee, was
born in the Champagne in 1600 and died in Rome in 1682.
By 1613, he was in Rome and subsequently with the
painter Agostino Tassi first possibly as a servant and then
as an assistant. It is assumed that he helped Tassi on the
decorations for the Casino at Bagnaia (now destroyed)
in 1619. During these early years, Claude familiarized
himself witl! the newly created type of Italian landscape
painting practised by the group of Northern artists in
Rome led by Paul Bril and Adam Elshcimer. In 1626,
Claude went to the Lorraine for one year, returning to
Rome as a painter exclusively oflandscapes. By the end of
the 1630s, he had established an international reputation
and was patronized by the French Ambassador, Pope
Urban VIII, and Cardinal Richelieu. His vast success led
him to prepare theLiber Veritatis(London, British Museum),
a record book of drawings after his original paintings,
made between c. 1630-78, designed to distinguish genuine
works from the many imitations and forgeries of the time.
Claude re-affirmed the role of landscape painting, which
he gave new independence and aumority. He specialized
in depicting the effects of light on landscape. The direct
influence of his mastery of luminism continued well into
tile nineteenth century, where it is clearly visible in tile
works of Turner and Corot.1

Referellce: (I) Marcel RotlUisberger, Clatlde Lorraitt: The
Paintings, I-II, New Haven, 1961. Idelll, 'Lcs Fresques de
Claude Lorrain', Paragolte, IX, 109, 1959, pp. 41-50. Idem,
'Claude Lorrain and the Liber Veritatis', Burlingtoll Magazine,
CL, 1959, pp. 14, 328, 381.

KI438 : Figure 253
LADING VESSELS ON THE Po. Washington, D.C.,
National Gallery of Art (II23), since 1950. Oil on imperial
canvas.1 381 X56i in. (97.2 X143·6 em.). Inscribed on edge
of the barge on the left: CLAVDIO ••. LO . ... Some
restoration stains show; some overpainting in trees at left.2
Restored by Pichetto in 1947/48. Generally well preserved.
Suida, Cat. No. 98. Reproduced in color in Cooke, p. 17.
In the foreground of a panoramic landscape is me bank of a
winding river wim three vessels at anchor, tile one at the
right being loaded wim cargo. Several mercllants, one in
Near Eastern (Turkish) garb, and their assistants conduct
business surrounded by their wares, which include potted
plants,a casks, full sacks, furniture, and musical instruments
(a tlleorbo and viola). The trees at the left, some of which
extend to tile top of the canvas, are silhouetted against an
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early-morning sky of pale blue and yellow. In the middle
distance a rowboat with several passengers approaches the
bank on the left where animals graze. On the opposite
bank is a water mill and a bridge which two figures are
about to cross. On a wooded hill rising to the right of the
mill is a turret with small outbuildings. The hill slopes
down toward a city beyond which mountains can be
dimly seen.

Claudes] should be regarded as Claude's earliest known
phase.... Likewise into this context belong the river scene
in Washington, signed and dated apparently 16-2 (for
1632)..•. These works thus form a consistent group of
broadly executed paintings in the tradition of Tassi.'12
Relating K143 8 to a recently discovered large landscape of
c. 1630, Rothlisberger in 1969 accepted tlle Kress canvas as
by Claude, executed at about the same date. 13

A reproductive print entitled View of tIle River Po ill Italy,
la Soiree d' ete was made by James Mason in 1769 [before
inscription] and 1771, copied by Lemaitre in 1822.4 In 1837,
Smith listed KI438 as a work by Claude.5 Cooke (p. 16)
cited Ladillg Vessels 011 the Po as 'an example of Claude's
picturesque type of imaginary classical landscape', noting
that Claude occasionally hired assistants to paint the figures.
Rothlisberger grouped K1438 Witll two other landscapesA Pastoral Lalldscape (Philadelphia, Museum of Art) and
Lalldscape with Rural Dance (St. Louis, City Art Museum) which he viewed as by an early imitator of Claude active
c. 1635. G He suggested that the artist who painted the
figures in the Washington canvas also executed those for
the one in St. Louis. 7 In his discussion of Claude's early
works, Rotlllisberger included the Kress painting with
'borderline cases'. He considered these works coarser in
execution than the secure works after 1636. He acknowledged that this lack of refinement may be explained by the
early date of these paintings and that is was impossible to
draw firm conclusions as to their authenticity. 8 Knab
accepted the canvas as an early work by Claude, grouping
it Witll a Lalldscape with Shepherds (Copenhagen, Statens
Museum for Kunst) and A Pastoral Lalldscape (Philadelphia,
Museum of Art), dating all of these paintings in tlle early
1630s. He stressed the influence ofClaude's teacher Agostino
Tassi in the representation of the foreground figures, pointing out that similar Oriental types are found in a drawing
by Tassi (British Museum) and a fresco by the same master
(Rome, Quirinale, Sala de' Corazzieri). The stress upon
depth in K1438 was influenced by Bril or Breenbergh.
Knab also found early drawings and etchings by Claude
(especially a landscape study of the Gianicolo in the British
Museum) close to the Washington landscape. 9 Rothlisberger included KI438 in his section 'The Most Notable
Imitations'. He stated that 'the inferior, broad handling ...
makes me question the authenticity of the work'. He also
viewed the still life motifs in the foreground as foreign to
Claude and concluded 'The picture may be by Claude
around 1629/31; or one of the numerous fakes of the 1630S
of which Baldinucci speaks; ... or from the circle of Tassi,
i.e. earlier than the above-mentioned works by Claude of
the late 1630s. It is unlikely that in 1638 Claude would
imitate so closely a work of a predecessor. Until more is
known about tlle circle of Tassi and the beginnings of
Claude, the problem seems insoluble.'lo A review of
Rothlisberger's monograph strongly suggested that K1438
be accepted as an autograph Claude and noted that it, with
the Pastoral Laudscape (Philadelphia Museum of Art) are 'the
nearest of all Claude's easel paintings, genuine or otllerwise,
to works of Master Tassi'.ll In 1968 Rothlisberger stated
firmly that the ' ... whole group [of questionable early

This sharply defined, unusually animated canvas is entirely
acceptable as a work painted by the young Claude in Rome
in the early 1630s, much in the manner of Tassi. The earliest
description given this work View of the River Po, 011 la
Soin!e d'ete, has been revived in the present title, since the
presence of Near Eastern figures supports the designation,
the Po being accessible to Eastern trade. The tight-knit,
almost miniature aspect of this scene recalls works by
Claude's great Northern predecessor active in Rome,
Adam Elsheimer. As is true for many other Claude
canvases, tlle figures may be by another hand, possibly, as
suggested by Rothlisberger, by the painter who executed
those in the Philadelphia canvas.

011

Provenallce: Robert Hampden Trevor (created Viscount
Hampden in 1776), as stated on reproductive print of 1771.
Viscountess Hampden Collection (sale, London, Christie's,
19 Apr. 1834, Cat. No. 85, bought by Mr. Brown).
Anonymous sale, Hotel Drouot, Paris, 18 Dec. 1920, no.
38, catalogued as Vile d'tm Port, attribw!e Claude. Paris,
Galerie Jean Charpentier, 1926.14 New York, Wildenstein
and Co. Kress acquisition 1947.

a

Referellces: (1) According to Marcel Rothlisberger, Claude
Lorraill: The Pailltings, 2 vols., New Haven, 1961 (hereafter
referred to as Pailltillgs), I, pp. 300, 379, 'tela d'imperatore'
measures 134 cm. in width as described by Baldinucci.
(2) Noted by Rotlliisberger, ibid., p. 535. (3) According to
Eckhart Knab ('Die AnHinge des Claude Lorrain',Jahrbuc11
der Kllnsthistorisc1lell Salllmlllugell ill Wiell (n.F. xx) LVI,
1960, pp. 63-164, esp. p. 142), the pots contain orange
trees. (4) Charles Le Blanc, Manuel de l'amatellr d' estampes,
II, Paris, 1856-88, p. 613, Cat. No. 58. (5) John Smith,
Catalogue raiSOlllle of the works of the most emillellt Dutch,
Flemish, and Frellch paiuters, London, 1837, VIII, p. 374,
Cat. No. 4000. (6) Rothlisberger, 'Les fresques de Claude
Lorrain', Paragone, IX, 1959, pp. 41-50, esp. p. 50, n. 21.
Idem, Claude Lorrain: The Drawings, Los AngelesBerkeley, 1968, hereafter referred to as Drawings, I, p. 531.
(7) Ibid. (8) Pailltillgs, I, pp. 14-15, and II, figs. 340-5· (9)
Knab, op. cit., pp. 141-2. (10) Paintillgs, I, p. 534, Cat. No.
279. (II) The Times Literary Sllpplement, 3I May 1963,
p. 382. The Philadelphia painting is in Paintillgs, I, p. 528,
Cat. No. 266. (12) Rothlisberger, 'Additions to Claude',
Bllrlillgtoll Magazille, ex, 1968, pp. II5-19, esp. p. II6;
also his Drawillgs, p. 75. (13) Idelll, 'Claude Lorrain in the
National Gallery of Art', Report alld Studies ill tlze History
of Art, 1969, Washington, 1970, pp. 35-57, pp. 36-7. See
also Rothlisberger, 1968, art. cit., p. II5. (14) According to
Paintings, I, p. 535.
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CLAUDE LORRAIN
KI894 : Figure 254
CLASSICAL LANDSCAPE WITH FIGURES AT SUNSET.

San Francisco, California, M. H. de Young Memorial
Museum (61-44-31), since 1955. Oil on imperial canvas.
381 X52 in. (96.8 X132'1 cm.). Cleaned and restored by
Suhr about 1950. Relined by Modestini in 1954; minor
conservation by him in 1959. Generally well preserved.1
Sail Frallcisco, 1955, p. 24 (reproduced in color).

In the foreground three peasants (two men and a woman),
accompanied by a dog, follow a herd of cattIe and goats
fording a placid stream. The woman gathers her skirts
preparatory to crossing the stream; tIle man in the rear
drives the cattIe with a staff in his right hand. Trees on each
bank frame the central group. In the middle distance on
higher ground, tIle stream cascades over rocks and seems
to flow to tIle right around a finger ofland. A stone bridge
crosses the stream above the falls, and to the right of the
bridge on a rocky promontory arc the ruins of the Roman
circular Temple of tIle Sibyl (so-called) at Tivoli. Beyond
is a fortified city. The city, the far distant hills at the left,
and the plain extending to more distant hills at the right,
arc illuminated by a sunset, which tints the sky yellow and
orange at the horizon, with pale violet clouds above.
A preparatory drawing in black chalk witIl gray wash for
tIle three figures is in London (British Museum) (Text
Fig. 77) 18 X26 cm. The man is almost identical to the one
beside the woman in K1894. The woman is shown frontally
rather than in profile, as is the YOUtIl who holds two dogs
on a leash; there is only one dog in tIle painting.:! Two
drawings in the Liber Veritatis have many elements in
common with the Kress canvas, although neither reproduces the entire composition precisely: Lalldscape with
Tobias alld the Allgel (Liber Veritatis no. 65) is very close to
K1894 in the landscape and architecture. In tIle center
foreground, Tobias and the angel are shown walking
toward the right, away from the stream. Just behind them
a cowherd, following his cattIe, is about to climb onto the
left bank. The foreground is overgrown with foliage; the
stream forks both left and right (Text Fig. 78).3 Pastoral
Landscape (Liber Veritatis no. 81, Text Fig. 79) depicts a
more limited space than either K1894 or Liber Veritatis, no.
65. There arc several differences between this drawing and
the Kress canvas: the fortified city is closer, the mountains
at the left are omitted, the bridge has two arches instead of
one, tIle temple is seen from a different angle, the stream is
wider in tIle foreground and less of tIle right bank is shown.
Crossing the stream are, from left to right, a herd of cattle,
a peasant carrying a woman on his back, and another
peasant accompanied by a swimming dog. On the right
bank are two more peasants.' Of Liber Veritatis no. 81,
Rothlisberger stated in 1968, 'This is supposedly a record
of the San Francisco painting, with different figures.' He
explained tile compositional differences between K1894
and the drawing as 'the kind of deviation in proportion
often found in the Liber.'s The Kress canvas is mentioned

in the Cook Cataloglle of 1915 as having many points of
contact with Claude's Liber Veritatis no. 65. 6 KI894 was
identified in 1902 with Liber Veritatis no. 81 'with a
different arrangement of the figures'.? Suida (Sail Frallcisco,
p. 24) dated it c. 1640. Rothlisberger placed the Kress
canvas in his 'variant' category, painted in 1644 by Claude
in a slightly different version of the composition recorded
by the master in his Liber Veritatis no. 8I of a now unknown
painting which Claude inscribed as executed pOllr Paris. 8
Rothlisberger noted tIlat it is hard to tell whether K1894
is closer to the Liber Veritatis no. 65 (which includes Tobias
and the Angel) or no. 81. 'It differs from both and has
elements in common wim both. From me version listed
above, it differs in more tIlan just the figures (e.g. the
horizon is somewhat higher in the present work). The
handling leaves no doubt mat it belongs to tIle mid-1640s.
I have no explanation why the picture is not recorded in
me Liber, while no originals of the two similar Liber
drawings exist. A priori it seems unlikely mat Claude made
mree nearly identical pictures in me same years. A record
in me Liber of a genuine variant is likely to differ from the
picture: mis is me "rule" for three cases of the same years
where bom the original and the autograph repetition exist
and are recorded (c£ nos. 61, 86, 88). We have no reason
to distrust the accuracy of LV 65, altIlOugh the picture which
corresponded to the drawing has been unknown since
1785. On me otller hand, drawing 81 might record me
present original, wim the deviations found in cases of
repetitions. The obstacle to tlUs interpretation is me version
listed above, which corresponds to me drawing - unless
one assumes mat it was copied from the present original,
but with figures taken from Eadom. This may well be the
solution of me problem; bom pictures first appear in
England in me late 19m century.'o The Kress canvas was
later described by Rothlisberger as 'an original wim
different [from Liber Veritatis no. 81], but still pastoral,
figures ... in San Francisco. Since me setting [of Liber
Veritatis no. 81] repeats LV 65, Claude may have taken
liberties in recording the painting [KI894?], as he did in
otIler similar instances. As to the prototype, LV 65, the
painting was last mentioned in 1785. It is tlms, at present,
impossible to gain clarity in mis matter.'10
The Classical Lalldscape is typical of Claude's masterful
theatrical assemblage of elements from me Italian landscape,
which me artist drew upon throughout his career. Almost
every aspect of me canvas can be found in omers by Claude,
depicted wim very slight variation. The painter was
especially attracted to me picturesque ruins at Tivoli with
their romantic combination of medieval and Classical
buildings; many of his drawings and paintings are partially
based on mis beautiful site in tile vicinity of Rome.
RotlIlisberger's dating OfK1894 in 1644 is acceptable; me
precise relationship between tIle canvas and the Liber
Veritatis remains unclear.

Provenance: 12m Duke of Somerset (sale, London,
Christie's, 28 June 1890, p. 12, Cat. No. 50, purchased by
Agnew). Sir Frederick Cook, Doughty House, Richmond,
Surrey,l1 exhibited - London, Royal Academy of Arts,
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Works by the Old Masters, 1902, p. 17, Cat. No. 57. Sir
Herbert Cook, Doughty House, Richmond, Surrey.12 M.
Knoedler and Co., Inc., New York, exhibited - Baltimore,
Museum of Art, Themes alld Variatiolls in Paintings and
Sculpture, 1948, Cat. No. 101. Dallas, Museum of Fine
Arts, FOllr Centuries oJEuropean Paillting, 1951, Cat. No. 49.
Pomona, Los Angeles County Fair, One World oj Art,
14-30 Sept. 1951, no. 62. Pittsburgh, Carnegie Institute,
French Paillting 11 00-1900, 18 Oct.-2 Dec. 1951, fig. 62.
Kress acquisition 1952, exhibited - Washington, D.C.,
National Gallery of Art, Art Treasures Jor America • •. , 10
Dec. 1961 - 4 Feb. 1962, Cat. No. 18.
References: (I) The brushwork in the lower half of the
canvas may have lost some of its modeling in an old
relining. Marcel Rothlisberger in Claude Lorrain: The
Paintings, New Haven, 1961 (hereafter referred to as
Paintings), I, p. 23 I, stated that the woman's right arm is
overpainted. (2) See Rothlisberger, Clallde Lorrain: The
Drawings, Los Angeles and Berkeley, 1968 (hereafter
referred to as Drawings), I, p. 224, Cat. No. 555. (3)
According to Rothlisberger (Paintings, I, pp. 231-2), the
painting after which Claude drew this record was probably
executed in 1642 and was last known in 1785. A picture
corresponding to LV 65 in the Collection of the Countess
de Verrue was sold in 1737, and sold again in 1776 from
the Collection of M. Blondel de Gagny, according to John
Smith, A cataloglle raisolllu! oj the Ivorks oj the 11I0st eminent
Dutch, Flemish, alld French painters, London, 1837, VIIJ, p.
226, Cat. No. 65. (4) Rothlisberger suggested the date 1644
for Liber Veritatis no. 81. See Paintings, I, pp. 230-1, and
Drawings, I, p. 224, Cat. No. 556. (5) Drawings, I, p. 224,
Cat. No. 556. (6) Herbert Cook, A Catalogue oJthe Pailltings
at Doughty House, Richmond ... in the Collectioll oj Sir
Frederick Cook, London, 1915, III, p. 61, Cat. No. 443.
Repeated in the Abridged Catalogue of 1932, p. 8, Cat. No.
443. (7) London, Royal Academy of Arts, Exhibitioll oj
Works by the Old Masters, winter, 1902, p. 17, Cat. No. 57.
(8) Pailltings, I, p. 231. What seems to be a copy based on
the Liber Veritatis no. 81 drawing was formerly in the
collection at Harewood House. Reproduced in Paintings,
II, fig. 393. The canvas measures 37 X50 in. In 1968
Rothlisberger (Drawings, I, p. 224) called the canvas a 'later
imitation'. (9) Pailltings, I, pp. 231-2. (10) Drawings, I,
p. 224, entry for his Cat. Nos. 555-6; No. 556 is the Liber
Veritatis no. 81, Pastoral Landscape. (II) Cook, Catalogue,
op. cit. Note 6, III, p. 61, Cat. No. 443. (12) Idelll, Abridged
Cataloglle, op. cit., p. 8, Cat. No. 443.

CLAUDE LORRAIN
KI406 :

Figure 255

LANDSCAPE WITH HERDSMAN. Washington, D.C.,
National Gallery of Art (784), since 1946. Oil on canvas.
471 x 631 in. (121·5 X 160·5 cm.). Inscribed at lower right:
CLAVDIO RO ... at a later date, on substituted strip.
Canvas cut down all around at unknown date losing outermost area (18 cm. on left, cutting through the herdsman's
hands, 6 cm. along top and right, 9 cm. along bottom).
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This loss was probably due to theft or damage. The canvas
was then set into a larger one, painting in the lost borders
prior to 1825.1 See reconstruction, below. 2 Cleaned and
restored by Modestini in 1968.
Washingtoll, D.C., 1945, p. 155. Reproduced in color
Caims and Walker, p. II4.

A herdsman, shown in right profile in a semi-recumbent
pose in the lower left comer, watches over his herd of
sheep, goats and cattle. The animals graze in the fore- and
middle ground beyond which the level falls away to a
winding gray river obscured by mist. At the right is a
bridge with two muleteers and pack animals crossing it.
Barely discernible through the mist are distant buildings
and a high mountain range. The sky is yellow with white
clouds partly visible, and the sun can be seen under a low
branch of a tree at the left. Although usually regarded as a
sunset scene, it may represent a sunrise.
Smith included K1406 in his catalogue, entitling it A
Sllepherd tending his Flock. 3 In a review of the Frellc1,
Landscape Exhibition, Bodkin wrote that the Kress Claude
was unsurpassed by any of his works in France.4 According
to the Royal Academy of Arts catalogue of 1932, K1406
was painted for Giulio Rospigliosi on the basis of the
presumed resemblance between the canvas and the Liber
Veritatis drawing no. 15, which is inscribed 'faict por mOIlSre
Roispiose ROllla/Claudio Jecit ill V.R.'5 Friedlander described
K1406 as depicting a remote spot in the Roman campaglla,
in Claude's monumental style of the 1650S or the early
1660s. 6 In 1951, Frankfurter dated the Kress canvas c. 165060. 7 The Herdsman was dated c. 1655/60 by Shapley and
also by Gombrich. 8 Rothlisberger first regarded K1406 as
'a good imitation, intimately related to Claude's early
works, possibly by an artist from the circle of Both.
Composition, handling, and coloring differ from Claude,
all of whose early pastorals are considerably smaller.'9 He
found 'the herdsman and sheep in the foreground far
larger than they ever are in Claude' noting that large
herdsmen are only found in a few early drawings by
Claude such as tlle one in the British Museum View oj the
Aventine of 1656 and in Haarlem (Teyler Foundation).
Rosenberg placed KI406 among Claude's works most
highly influenced by Dutch landscape masters.10 Upon
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seeing KI406 after cleaning in 1968, Rothlisberger accepted
the canvas as an early work by Claude, datable 1635. He
noted that 'Claude's natural sense for the solidity of the
forms rarely led him to create views as vaporous as this
one. Among the manifold possibilities which he explored
in his younger years, the closest parallels to The Herdsmall
are three smaller landscapes at the Newhouse Galleries,
Holkham, and Detroit, ... the latter dated apparently 1637
and recorded in the Liber Veritatis as number 12. All tllis
points to a date of about 1635 for The Herdslllatt. Compared
with the Landscape with Merclzallts, its composition is not
only more complex - which is partly accounted for by the
size - and widened into a scenery with unmistakable
allusions to the Tiber valley above Rome; Tassian formulas
have now been refined by the study of nature, and the
atmosphere captures a specific hour. These qualities are
new indeed and represent an artistic breaktllrough which
opens up possibilities exploited from Both, Cuyp, de La
Hire, to Zuccarelli, Wilson, and Turner.'ll
This early Roman landscape view by Claude probably
dates from tile later 1630s, the golden coloring relating
closely to Dutch landscape masters of the period. The
canvas includes one of his largest figures. An early etching,
The Goats, is related in composition but does not show a
river.12

Provellance: Lapeyriere, Paris, sold 19 Apr. 1825, pp. 59-61,
Cat. No. 72, as 'Paysage vue ell automlle, au cOIlCher du soleiI',
44P X59P (approximately the same as the canvas is today),
the shepherd is described as old. Chevalier Erard, La
Muette, sold 7 Aug. 1832, Cat. No. 183, purchased by
Henry for W. Williams Hope. Hope, sold Paris, second
sale, I I May 1858, p. I, Cat. No. I, purchased for Baron
de Rothschild.13 Baron Gustave de Rothschild, Paris, by
1864.14. Marquess of Cholmondeley, Houghton Hall,
exhibited - Paris, Petit Palais, Le Paysage de Poussill Carat,
1925, Cat. No. 121; Frellch Art 1200-1900, London, Royal
Academy. 1932, Cat. No. 161. New York, Wildenstein
and Co. Kress acquisition 1945.

a

Referellces: (I) Revealed after tile recent cleaning. Virtually
the same dimensions were given in the Lapeyriere Sale
catalogue of 1825: 44P X59P (II9 X159 em.). According
to Rothlisberger ('Claude Lorrain in the National Gallery
of Art', Natiollal Gallery oj Art, Report and Studies ill the
History ofArt, 1969), tile original borders became damaged
and were replaced by a restorer, based upon the original
areas. (2) First noted by Theodore Lejeune: 'Ce tableau a ete
agralldi de plusieurs centimetres • . .' (Guide tlu!orique et pratique
de l' amateur de tableaux, Paris, 1864. I, p. 152). Marcel
Rothlisberger, Claude Lorraill, The Pailltillgs, New Haven,
1961 (hereafter referred to as Paintillgs), I, p. 536, first
ascribed the line around the sides to the canvas's having
been in a smaller frame, which left its mark on the surface.
(3) Jolm Smith, A catalogue raisO/llle oj the works oj the most
emillellt Dutch, Flemish alld Frellch paillters, London, VIII, 1837,
Cat. No. 402. As noted in Pailltillgs, p. 536, n. 4, Smith
erroneously described tllC shepherd as seated at the right.

gave the wrong measurements and mistakenly listed the
canvas as purchased by 'Mr. Douglas, an American
gentleman'. (4) Thomas Bodkin, 'Exhibition of French
Landscapes in Paris: I. From Poussin to Corot', Burlillgtoll
Magazille, XLVII, 1925, pp. 3-9, esp. p. 4. In reviewing the
same exhibition, Louis Hourticq referred to KI406 as an
incomparable masterpiece ('L'Exposition de paysages
frant;ais de Poussin aCorot', Revue de I' art allciell et modeme,
XLVIII, 1925, p. 14). (5) Frellch Art 1200-1900, London,
Royal Academy of Arts, 1932, Cat. No. 161. This
erroneous identification was followed by Alfred M.
Frankfurter, Supplement to the Kress Collection ill the
Natiollal Gallery, 1946, p. 56. For LV 15 see Pailltings, I, pp.
127-31. (6) Letter of 7fr146, Walter Friedlander, Wildenstein and Co., New York. (7) Alfred Frankfurter, 'Interpreting Masterpieces: Twenty-four Paintings from the
Samuel H. Kress Collection', Art News Anllual, XXI, 1951,
pp. 82-129, esp. 117-18. (8) Fern Rusk Shapley, Comparisolls
ill Art, New York, 1957, p. 142. E. H. Gombrich, Art alld
IIIUSiOIl, New York and London, 1960, p. 46. (Illustrated
in color, fig. 21.) (9) Pailltillgs, I, pp. 535-6, Cat. No. 380.
(10) Pierre Rosenberg, Notes of 1967 in Kress Archive.
(II) Marcel Rothlisberger, 'Claude Lorrain in the National
Gallery of Art', Natiollal Gallery oj Art, Report alld Studies
it' the Hiltory oj Art, 1970, pp. 34-57, pp. 41-4. (12) The
etching is reproduced by Andre Blum, Les Eaux-fortes de
Claude Lorrain, Paris, 1923, pIs. XXVI-XXVII, and dated by
him c. 1630-33. For the drawings see Rothlisberger, Claude
Lorraitt: The Drawings, Los Angeles and Berkeley, 1968,
nos. 795, 796, 808 and others. (13) Theodore Lejeune, op.
cit., Note 2, p. 152. (14) Ibid.

CLAUDE LORRAIN
K599 : Figure 25 6
LANDSCAPE WITH COWHERD PIPING. New York, Mrs.
Rush H. Kress. Oil on imperial canvas. 39 X53~ in.
(99'0 X 135'9 em.). Inscribed on tree stump at bottom
centre: CLAVDIO G. IVF 16. Canvas slightly rubbed in
area of central cluster of trees. Cleaned at Museum of Fine
Arts, Boston, in 1946.1 Relined and restored by Modestini
in 1955; cleaned and restored by Modestini in 1967.
This pastoral landscape has two figures in the left foreground - a cowherd with staff sitting on a rock piping to a
girt witlla staffina bright blue dress who stands before him,
her left arm outstretched. A herd of cattle, scattered behind
the figures, graze or drink from teal-blue pools of water in
which tlley are reflected. In the central middle ground is a
dense grove of trees with foraging cattle beneath, and to its
left a small waterfall. Beyond tile grove to the left is a high
road with agitated figures running to the left and right. A
cliff is above and behind the road. Framed by tile central
trees and tall trees in the right foreground, a vast plain
with a fortified city stretches to distant pink and blue
mountains. The blue sky is streaked with gray and white
clouds, but the pink glow of sunset tints the horizon, the
mountains and the city. The composition of K599 was
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reproduced by Claude in his Liber Veritatis (London,
British Museum), no. 121 (Text Fig. 76). The drawing is
inscribed: 'Claudio iv. f 1instradam [for Amsterdam] 1Claudio
l.fecit.'2
An enlarged copy of KS99 (Rome, Galleria DoriaPamphili), measuring 172 X22S cm., shows the Flight into
Egypt at the lower left. According to Rothlisberger the
copy (by an unidentified artist) was probably prepared for
Claude's patrons, the Pamphili, in 1650, prior to the shipment of KS99 to Amsterdam.3 Rothlisberger suggested a
date of 1649150 for KS99. In discussing the drawing Liber
Veritatis no. 121, he noted that 'The combination of such
noble motifs as the tall framing tree, the rocks, the town,
and the wide expanse of the foreground plain goes beyond
Claude's earlier, more idyllic pastorals." When KS99 was
exhibited in 1967, it was dated 1649-50, as an example of
'the landscapes of the late 1640S [which] betray a totally
idealized vision of an Arcadian world'.5
Unfounded doubts as to the authenticity of the inscription
led the Springfield Museum to sell the canvas in 1946. The
landscape is an extremely fine example of Claude's oeuvre
at mid-century.

Provenance: According to the Liber Veritatis no. 121 drawn
by Claude after KS99, the painting was made for a
Dutchman. G London, A. Arnold Hannay. Weybridge,
Surrey, Walter Howard. New York, Dowdeswell and
Dowdeswell (Sale, New York, American Art Galleries,
7-8 Apr. 1904, with the above mentioned provenances).
W. Sturgis, New York (given in Springfield Cat. itifra).
New York, Julius Weitzner, untilJuly 1933. The Springfield Museum of Fine Arts, Springfield, Mass., exhibitedSpringfield, Mass., the Museum of Fine Arts, Opening
Exhibition, 1933, Cat. No. 69. San Francisco, California,
Palace of the Legion of Honor, French Paintings from the
15th Century to the Present Day, 1934, Cat. No. 17. New
York, Durlacher Brothers, Paintings and Drawings by Claude
Lorrain, 1938, Cat. No. s. Sold at New York, Tobias
Fischer, 26 Nov. 1946; bought by Duveen, New York.
Rush H. Kress acquisition 1947, exhibited - New York,
Finch College Museum of Art, French Landscape Painters
from Four Centuries, Oct. 196s-Jan. 1966, Cat. NO.1;
Bordeaux, Musee des Beaux-Arts, La Peillture jrallfaise dans
les collections amcricailles du xvneme siecie a Picasso, May
1966, Cat. No.8; New York, Wildenstcin and Co., The
Italian Heritage, 1967, Cat. No. 73.
Referellces: (I) Inscription discovered at this time. (2)
Marcel Rothlisberger, Claude Lorrain: The Drawings, Los
Angeles - Berkeley, 1968, I, p. 266, Cat. No. 688. Claude
mistakenly inscribed tIus drawing with the titIe of the
preceding entry in his Liber Ve1.'tatis (no. 120). A sheet
of figure studies for KS99 is in the British Museum,
London, noted by Rothlisberger, Drawings, op. cit., I,
p. 265; II, no. 687. According to him the composition of
KS99 is anticipated by Claude's landscape drawing at
Chatsworth (ibid., II, fig. 463). (3) Rothlisberger, Drawings,
op. cit., I, p. 266. (4) Idem, Claude Lorrain: The Paintillgs, I,

New Haven, 1961, pp. 299-300. (5) New York, Wildenstein and Co., The Italian Heritage, 17 MaY-29 Aug. 1967,
Cat. No. 73. (6) For paintings by Claude in Holland in the
seventeenth century see Rothlisberger, Paintings, op. cit.,
I, p. 209, n. 1.

PHILIPPE DE CHAMPAIGNE
Philippe de Champaigne was born in Brussels in 1602 and
died in Paris in 1674. At first the pupil of Jean Bouillon
and Michel de Bordeaux in Brussels, Champaigne also
studied landscape painting under Jacques Fouquicres. He
came to Paris in 1621 and entered the studio of Georges
Lallemand. At the Jesuit College de Laon he soon became
a friend of the young Poussin with whom he collaborated;
he also worked under the court painter Nicholas Duchesne
on decorations for the Luxembourg Palace. After 1630,
Champaigne succeeded Duchesne and became famous as a
portraitist and painter of religious subjects, receiving the
patronage ofLouis XIII, Marie de' Medici, Anne d' Autriche
and Cardinal Richelieu, whose gallery he decorated in 1635.
He was a founder of the Academie Royale in 1648. A
young widower, Champaigne had his daughters educated
at the Jansenist convent of Port Royal; they later joined
that Order, whose austerity influenced the artist's approach
to religious subject matter. A master of brilliant technique,
Champaigne tempered Netherlandish realism with French
rationalism and was a major exponent of the monumental,
restrained, classical style in France.1

KI837 : Figure 258
OMER TALON. Washington, D.C., National Gallery of
Art (UI4), since 1951. Oil on canvas. 88! X63i in.
(22S·0XI61.6 cm.). Trompe l'ccil 'carved' inscription at
lower left on base of column: p. champagne. F.A? 1649.
l£TA~ 54. [Talon's age).2 Patched 3 in. hole on lower
part of column; old tear on left knee. Vertical join in
canvas about one-tlllrd from the right. Restored along
bottom and left side. Relined c. 1943; cleaned and restored
by Modestini in 1950151.
Suida, p. 210, Cat. No. 93. Reproduced in color by
Thuillier and Chatelet,3 and detail in Seymour, pI. 142.
In tIus official portrait, the Avocat General, Omer Talon, is
shown full length, about life-size, in tIuee-quarter view,
seated in a chair covered in fringed plum purple velvet.
The cllair is set upon a marble elevation framed by classical
arcllltectural elements: tIle lower half of a marble column
on a pedestal on the left and a niche containing a partly
visible statue ofJustice on tIle right (with its attribute, the
fasces).' A curtain of pale reddish satin falls in deep folds
across the upper half, behind the sitter. Talon wears a
black cap and official robes: a brilliant orange-red mantle
with broad black velvet cuffs.5 Beneath his gown he wears
black contemporary garb with a broad white collar. In his
right hand Talon holds a folded sheet of paper; his left
hand rests on a book on the table to his left. The table is
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covered with a contemporary Turkish carpet, on which are
set a quill pen and a single hand, bronze gilt, striking table
clock. Orner Talon was born in Paris in 1595 and died
there in 1652. He was the son of Orner Talon, a distinguished Avocat at the Parlement de Paris. By 1613 the
young Talon also was Avocat and became Avocat General
all Parlement de Paris in 1631. Ten years later he was
appointed Premier Avocat General. Held in high esteem,
Talon successfully reconciled his duties as a magistrate and
protector of the people's private and political interests with
maintaining the respect and loyalty owed the monarchy.
He was a firm believer in the importance of the Parlement,
advancing its authority to prevent the excesses of absolute
power by the king or his ministers. Voltaire described
Talon's memoirs as 'useful, worthy of a good magistrate
and a good citizen'.G In his funerary oration, Talon was
praised as 'circumspect and prudent in his counsel, quick
to lmderstand, ingenious in discussion, lively and urgent
in his arguments, resourceful in dispute, eloquent in
speech, as well as vchement in attack, energetic and
powerful in defence; he knew how to unite prudence to
genius, clarity of reasoning to vigorous method, eloquence
to erudition.'7 A reproductive bust-length print in an
octagonal frame on a rectangular sheet after K1837 was
prepared by Jean Morin, inscribed 'Audomams Talaeus, i1l
Sllpremo Senatu Aduocatlls Catholiclls, Christianissimo Regi
Secretioriblls Consiliis'. 8 Another portrait of Orner Talon
(160·0 X 104.0 cm.) is in Bologna, Palazzo Sampieri,
Collection of the Marchese Sampieri.

a

The seated judge is shown as though about to hand down
a brief{held in his right hand) formulated with the help of
the book in his left hand and written with the quill pen and
ink on the table. The qualities of Temperance (indicated
by the clock on the table), Fortitude (the column at the
upper left) and Justice (the statue partially shown at the
upper right) are all indicative of Talon's virtues as judge.
He may himself epitomize Prudence, as Temperance,
Fortitude, Justice and Prudence are the four cardinal
virtues. 9
Thuillier and Chatelet noted that Champaigne's 'feeling
for lyrical effect is always tempered by a certain restraint;
the human face is never submerged by the ornate setting;
even in his most elaborate show-pieces such as the Omer
Talon the personality of the sitter is analyzed with that
shrewdness and serenity, but without a trace of malice or
censoriousness, which is peculiar to [him].'lo KI837 was
described by Sllida (loco cit.) as 'one of Philippe de Champagne's monumental portraits, a harmony in reds, dramatic
in color as well as size. The main elements of the composition, with the sitter in an armchair, can also be found
in the portraits of the two cardinals, Richelieu and
Mazarin •. .'.ll According to Frankfurter, 'The King's
counsel sits here, secure in the logic of his oWll mind and
prestige of his office'.12 Seymour (p. 150) found the canvas
'worthy of a royal portrait. The style is uncompromising
in every detail: from the chipped stone of the pavement
to the time of day marked by the meticulously-rendered
dock ••. Two discordant reds harmonized by black,

white, and gray, form its startIing and bold color combination. It is a superb psychological study of an intelligent
and not untroubled man.'
The portrait formula used in KI837 stems from Italian
works of tIle High Renaissance, its usc continued into the
seventeentIl century (e.g. Domenichino's Gregory XV of
1621). Champaigne, who never went to Italy, probably
adapted a work by his compatriot Anthony van Dyck
(who came to Paris in 1641) such as the Cardinal Belltivoglio
(Florence, Palazzo Pitti), c. 1623-25.l3 For all its smootImess
of handling the canvas communicates excitement in its
dramatic color contrasts and textural variety, bringing
togetIler Normern realism and Italian classicism. TIllS
major portrait by Pllllippe de Champaigne was ordered in
1649, possibly commemorating an important accord
reached in that year between the Parlement de Paris and
the court of Louis XIV.

Provenance: Joly de Fleury, son-in-law of Orner Talon.
Later a Joly de Fleury married a member of the De Buttet
family. RecentIy the De Buttet family sold the painting
which had been at their castIe at Bourget du Lac, Savoie.14
New York, Rosenberg & Stiebe!' Kress acquisition 1950.
References: (I) A. Mabille de PonchevilIe, Philippe de
Champaigne, Paris, 1938; Bernard Dorival, Philippe de
Champaiglle, Paris, 1952 (Cat.); Idem, Philippe de Clzalllpaigne et Port Royal, Paris, Musce National des Granges de
Port Royal, Paris, 1957 (Cat.). (2) The omission of the 'i'
in the artist's signature on KI837 is highly unusual. (3)
Jacques Thuillier and Albert Chatelet, French Pailltingjrolll
Le Naill to Fragonard, Geneva, 1964, pp. 33, 34. (4) Noted
by Cooke, p. 14, see Bartsch, XXI, I 13, 57, for a reproductive
print of Justice by Cesio after Carracci. The other, raised
hand ofJustice in KI837 probably held scales. (5) The attire
follows that illustrated by Abraham de Bruyn, Omnil/III
pelle EI/ropae, Asiae, Aphricae atql/e AlIlericallae gelltium
habitus, Antwerp, 1581, under 'Avocatus Parisiensis'.
(6) Eugene Asse, 'Orner Talon', Nouvelle biographie generale,
ed. by Hoefer, Paris, 1898, XLIV, cols. 850-3. (7) The oration
was given by Pierre Lallemant. Oeuvres d'Omer et Dellis
Taloll, avocats au Parlement de Paris, publie par B. D. River;
Paris, 1821, I, p. xxvii ff. See also A. Petitot et Monmergue,
Collectioll de Mel/lOires relatifs l'histoire de Frallce, 2nd ser.,
Paris, 1827, LX-XI, Mel1loires d'Olller Taloll. (8) Another
print after the Morin print, in an oval frame on a rectangular sheet, was made by B. Moncornet. His arms are
illustrated at tIle upper left comer of tIle sheet; and the
inscription below the frame gives Talon's rank and position.
(9) Cesare Ripa's Icollologia listed tIle fasces as one of tIle
emblems of Justice (Rome, 1593, p. 108, 'Giustitia
Essecutiva' , Venice, 1645, p. 246, 'Giustitia'), tIle timepiece of Temperance (1593, p. 269; 1645, p. 619; both as
'Temperanza'), and tIle column of Fortitude (not mentioned in 1593; 1645, p. 226, 'Fortezza'). (10) Thuillier and
Chatelet, op. cit. Note 3 above, p. 35. (II) For the Richelieu
portrait, see Tony Sauvel, 'Deux oeuvres peu connues de
Philippe de Champaigne', Gazette des Beaux-Arts, 6tIl ser.,
LVII, 1961, .pp. 181-7. (12) He related the background to the
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design for an altar for the Parisian church of Saint Nicolas
des Champs. Alfred M. Frankfurter, 'Interpreting Masterpieces: Twenty-four Paintings from the Kress Collection',
Art News Allllual, XXI, 1951, pp. 127-8. (13) Noted by
Rosemarie Garipoli. (14) According to Suida, loc. cit., from
dealer's brochure.

SEBASTIEN BOURDON
Bourdon, a painter and etcher, was born in Montpellier in
1616 and died in Paris in 1671.1 His father was a Calvinist
artist. Pupil of Jean Barthelemy in Paris from 1623-30,
Bourdon visited Italy from 1634-37, where he was influenced by the Bamboccianti, Castiglione and Poussin.
Known among the Roman art dealers for his facile imitations, Bourdon was sometimes hired to produce forgeries.
Returning to Paris in 1637, Bourdon's works were wellreceived and by 1643 he was commissioned to paint the
Martyrdom of Sail1t Peter for Notre-Dame and became one
of the twelve founding members of the Academie in 1648.
In 1652 he was made portrait painter to the Swedish court,
where he remained until Queen Christina's abdication in
1654, when he returned to Paris. His last years were
dominated by the influence ofPoussin; Bourdon may have
contributed to the popularization of that master's austere
oeuvre through his more decorative adaptations. He was
an accomplished master in his own right, distinguished for
the great beauty of his silvery landscapes.

Reference: (I) See Charles Ponsonailhe, Sebastien Bourdoll,
Sa Vie ct SOli Oeuvre, Paris, 1883. Charles Sterling, Les
Peilltres de la Realit! ell Frallce XVlI6 Siecle, Paris, Musee de
l'Orangerie, 1934, pp. 10 f£ (Cat.). Anthony Blunt, Art
alld Architecture ill Frallce 1500-1700, London, 1953, p. 203·
Jacques Thuillier and Albert Chatelet, Frellch Paintillg from
Le Naill to Fragollard, Geneva, 1964, pp. 75-8.

KI598 : Figure 257
THE FINDING OF MOSES. Washington, D.C., National
Gallery of Art (1617), since 1956. Oil on canvas. 47 x68 in.
(II9·6 X172·8 cm.). Very thinly painted and slightly
rubbed; old stretcher mark running horizontally through
middle of canvas and around sides. An X-ray shows the
lady-in-waiting in three-quarter view was originally
painted in profile. Pentimenti in feet oflady-in-waiting in
blue and white. Probably original frame. Relined and
restored by Pichetto in 1948; cleaned and restored by
Modestini in 1955.
Suida-Shapley, 1956, p. 40, Cat. No. II. Reproduced in
color by Thuillier and Chatelet.1
Pharaoh's daughter, in left profile, points toward the baby
Moses (Exodus 2:5). She wears a diadem and chrome
yellow drapery, standing in tlle foreground with her
ladies-in-waiting and two young girls (the one at the
extreme right with a nosegay and flower basket) on the
Nile bank. All the women are in Classical garb; from left

to right the colors of the drapery of the standing
attendants are: rose, pale yellow, blue and white, chrome
yellow. Two additional female attendants, to the left, take
the smiling infant in his rush basket from the arms of a
young man standing amid the bu1lrushes at the water's
edge. The attendant in the foreground, seen from the back,
in orange and whit<! draperies, supports the basket with
her left arm, uncovering the infant with her right; the
other, seen to the waist in left profile, is in pale green. A
second youth, to the left, emerges from the water, reaching
for an ochre mantle on tlle masonry blocks at the extreme
left. A fisherman in a shallow boat draws in his net;
masonry blocks are in the water at the left of the middleground. On the far bank of the river two men stand in
conversation by a pyramidal structure at the extreme left.
Two women stand by a fountain at the river's edge further
to the right. A classical, 'Egyptian' city is seen in the
background with a statue of a charioteer at the upper right,
and palm trees against a mountainous background with a
turbulent, predominantly lavender sky. A copy of K1598
is in the collection of Mrs. Judy Gendel, Rome.:!

Suida-Shapley (p. 40, Cat. No. II) dated the pamtmg
1650. They noted that 'while the chief source ofinfluence
seems to be Poussin's version of the same subject painted
in 1638 [Louvre], some details and especially the general
composition, with tlle landscape given greater importance,
would presuppose acquaintance with Poussin's version of
1645-47. The group of Pharaoh's daughter and her littIe
maidservant, as well as tile man with the child Moses, are
taken faithfully from Poussin's earlier version. But
Bourdon shows the figures turned in the opposite direction,
which would suggest tllat he may have used an engraving
as his model. His figures are softer and more graceful titan
Poussin's. But it is in the idyllic, decorative setting that he
has shown his own personality most clearly. Here,
especially in the delicate coloring, he anticipates the
French painters of the late seventeenth century and the
early eighteenth century.'3 Commenting upon Poussin's
influence on K1598, Thuillier and Chatelet found that
Bourdon studied that master's works in the great Parisian
collections as well as those which he saw in Rome.' They
pointed out Bourdon's early interest in the coloring of
Sacchi and the art of Pietro da Cortona and Reni which
is reflected in the Kress canvas. The painter's adherence to
seventeentll-century rules of' decorum' was cited by Cooke
(p. 22) to make 'sure that the stage setting and the costumes
and gestures of tile persons involved are appropriate to
the time and place of the action ... [and] to the emotions
and social status of the respective actors.'
C.

Poussin's quasi-archeological re-creations of the subject
were based on ancient texts such as Philo's. This episode
from tile life of Moses - a precursor of Christ - is interpreted theologically as anticipating the waters of baptism
and the wood of the Cross, the latter indicated by the
basket.5 The extraordinarily rich yet pale coloring of
K1598 was perhaps inspired by artists such as Federigo
Barocci. A member of the French Academy, Bourdon is
known to have spoken on the subject of light on 9
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February 1669. The artist's concern with this subject is
clearly evident in KI598 with its rich luminosity and
emphasis upon reflections and c/za/lgeallt coloring. 6 Little
is known of the chronology of Bourdon's works; tile
master rarely dated his paintings and worked with extraordinary facility in many styles. The canvas would appear
to date after 1647, when Poussin's depiction of the same
subject for Pointel, one of the sources for Bourdon's
composition, was completed. 7 Suida-Shapley's dating
(ibid.) of c. 1650 is plausible, yet Bourdon's female types
may well be derived from Poussin's works of the mid
and later 'fifties.

Provenance: Possibly KI598 was the Bourdon Filldillg of
Moses included in the catalogue of paintings owned by
Mr. Bryan from Robit's Collection and others (London,
1801-2, p. 67, Cat. No. 44). It is identical with the Bourdon
Finding of Moses exhibited in New York in 1802-3 at
Edward Savage's Columbian Gallery, according to
Gottesman. 8 A. L. Nicholson, London, and Crosby, Highcliffe,D exhibited - Paris, Palais National des Arts, Chefs
d'lrllvres de l'art frallfais, 1937, p. 36, Cat. No. 65. Liege,
Retrospective d'art, 1939. New York, Paul Drey, exhibited Rochester, N.Y., Memorial Art Gallery, A Group of Old
Master Paintings, 1948. Kress acquisition 1948.
Referetlces: (I) Jacques Thuillier and Albert Chatelet,
Frellch Pailltillg from Le Naill to Fragotlard, Geneva, 1964,
p. 78. (2) A Bourdon painting of the Finding of Moses,
26! X38 in., was sold at Sotheby's (Collection Mrs. A. G.
Innes and others) 29 Jan. 1958, p. 16, Cat. No.1 19. Another
canvas by Bourdon of the same subject, measuring 58! X
71 in. wa~ in the Marquess Curzon of Kedleston (and
others) Sale, Christie's, 22 Dec. 1927, p. 4, Cat. No. 12,
the property of Sir Richard Waldie-Griffith, listed as ex
colI. Hibbert, 1830. George Hibbert's Collection was sold
at Christie's on 13 June 1829, and the Bourdon canvas is
p. II, Cat. No. 73. (3) The 1638 canvas (Paris, Louvre) is
AntllOny Blunt The Paintings of Nicolas POllssill: A Critical
Cataloglle, London, 1966, p. 13, Cat. No. 12 (illus.). The
later Poussin, also in the Louvre, is ibid., p. 13, Cat. No. 13.
No reproductive print after the 1638 canvas is known
prior to Jean Mariette's of 1692, which, like K1598, shows
the composition in reverse. Sec Georges Wildenstein, 'Les
graveurs de Poussin au XVUe siecle', Gazette des Beaux-Arts,
6th ser., XLVI, 1955, p. lIS, Cat. No. 12. A print after the
1640S Poussin was made in 1676 (ibid., p. II4, Cat. No. II).
(4) Thuillier and Chatelet, op. cit. Note I, p. 96. (5) See
Blunt, Nicolas POllssill, The A. W. Mell01l Lectures ill the
Fille Arts, 1958, New York, 1967, I, pp. 179-81, 213.
(6) See Andre Fontaine, Acadcmiciells d'Autrefois, Paris, 1914,
p. 188. (7) Wildenstein, op. cit., p. lIS, noted that a
reduced copy of the painting was in the inventory of
Claudine Bouzonnet-Stella (1693-97, no. 84); perhaps
Bourdon may have consulted this work. (8) R. S. Gottesman, 'New York's first major art show as reviewed by its
first newspaper critic in 1802 and 1803', New York
Historical Society Quarterly, XLUI, July, 1959, pp. 289-305,
p. 293; p. 305. Suida-Shapley, p. 40, lists KI598 as exhibited

at the California Palace of the Legion of Honor Museum,
San Francisco, in 1948, but tills is not correct. (9) Presumably ArtllUr L. Nicholson, Llandaff House, Weybridge,
Surrey.

SEBASTIEN BOURDON
K

1439 : Figure 259

COUNTESS EnnA SPARRE [Queen Christina of Sweden].
Washington, D.C., National Gallery of Art (III3), since
1950. oil on canvas. 41 i X3S! in. (106'1 X90'2 em.).
Extensive blistering; some modifications in face probably
made to resemble Queen Christina of Sweden (see Text
Fig. 80 for appearance OfKI439 in 1786). Poorly preserved.l
Varnished by Pichetto in 1948.
Suida, p. 222, Cat. No. 99.
The sitter is shown in three-quarter length, turned to the
left, yet looking out at tile viewer, in a blue silk dress with
white sleeves. She holds a wreath of flowers in her left
hand, her right touching some gauze drapery at her breast.
Her hair is tied at the sides with bows and she wears a
choker oflarge pearls. A tapestry or curtain is pulled back
at the left. 2 Ebba Sparre, born in 1626, married Count
Jacob Kasimir de la Gardie on 10 January 1653. She was
lady-in-waiting to Queen Christina of Sweden and one of
her favorites, found elegant, charnling and intellectual;
Christina entitled her 'la belle Comtesse'. She died in 1662.
A reproductive print based upon a drawing by Vandenberg
after KI439 was engraved by Alexandre Tardieu c. 1786
for the publication La Galerie de . .. M. Ie Duc d'Or/calls
with the inscription: 'Christine, Reine de Suede'. A small
copy on panel (21 XI7 in.) after KI439 is at tile Musce des
Beaux-Arts, Nantes. 3
The Kress canvas was included in Ponsonaillie's Bourdon
monograph as a work by that master and long nlistakenly
identified as the painter's patroness, Queen Christina of
Sweden. He found the sitter's 'exquisite features' unlike
those of the queen known from several prints. On the
basis of the sitter's attire, he believed the portrait was
painted in Sweden.' The likeness was identified as Ebba
Sparre by Carl Bildt.5 The above authors based their
arguments on the reproductive print after K1439, rather
than on the painting itsel£ Sterling maintained tllat KI439
showed the Swedish queen. 6 It was pointed out by
Steneberg that, as Christina did not take any portrait of
herself to Rome, KI439, listed in the inventory of her
collection there as 'that of a beautiful Swedish lady', could
not represent the queen. 7 He suggested that the sitter's
wreath may be a bridal one - a symbol of her maidenhood,
indicating that the portrait was executed close to the date
of her wedding (1653). The great exhibition devoted to
Christina also considered the Kress portrait to be Ebb
Sparre at the time of her marriage. 8
The Kress portrait was first described as Queen Christina
c. 1786. In the earlier Italian inventories it was called
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'portrait of a beautiful Swedish lady'. Presumably the face
was slightly re-painted to resemble the queen. The sitter's
characterization is not in accord with Christina's assertive,
somewhat masculine nature. The queen was portrayed by
Bourdon in a pose similar to that ofKI439, but she is not
in decoIletr!. Her hair in Bourdon's equestrian portrait
(Madrid, Prado) of 1653 is much longer than that of the
sitter in K1439. 9 Showing Ebba Sparre, the favorite of the
Queen, the wreath of flowers may refer to the lady-inwaiting's friendship for Christina as well as to her
marriage.10

Provenance: Queen Christina of Sweden.l l Cardinal Decio
Azzolini, inherited from Christina in 1689. Marchese
Pompeo Azzolini, the cardinal's nephew (sold in 1696 to
Livio Odescalchi). Baldassare Odescalchi Erba, Duca di
Bracciano, inherited from Livio Odescalchi12 (sold 14 June
1721, Inv. No. 171, to Louis Philippe d'Orleans).J3 Louis
Philippe, Duc d'Orleans, until 1785.14 Philippe Egalite,
Duc d'Orleans, sold 1792 to Vicomte Edouard de
Walckiers [Walkuers], Brussels; sold 1792 to Laborde de
Mercville, London.15 Jeremiah Harman, London, sold to a
consortium of the Duke of Bridgewater, Earl of Carlisle,
and Earl Gower, exhibited - London, Lyceum, 26 Dec.
1798 - end of Aug. 1799, no. 257, as 'Portrait of Queen
Christina'.16 Sold 14 Feb. 1800 (Peter Coxe, Burrell and
Foster, Catalogue of the Remaining Part of the OrIeans
Collection of Italiall Paintings ..• at Mr. Bryan's Gallery,
p. 8, Cat. No. II, as 'The Portrait of the Queen of
Sweden'). John Maitland, Woodford Hall, Essex (sold
London, Christie's, 30July 1831, Cat. No. 14). Presumably
identical to the 'Christine, Queen of Sweden' in tlle Duc
de Berri sale (Christie's, Apr. 1834, p. II, Cat. NO.2). It
was exhibited but not sold; the same painting is included
in the Duchesse de Berri Sale held in Paris, 1837. Joseph
Grittleton Neeld.17 L. W. Neeld (sold London, L. W.
Neeld Collectioll Sale Catalogue, 13 July 1945, p. 9, Cat.
No. 52). N ew York, Wildenstein and Co. Kress acquisition
1947·
References: (I) An X-ray shows a head in reverse, just below
the one now on tlle surface. (2) The portrait format is
derived from tllat known as '3. crevcs'. Georges Isarlo, Le
peintllre ell France au xvne siec1e, Paris, 1960, pp. 140-1.
(3) Reproduced in Christina, Queen of Swedell, Nationalmuseum, Stockholm, 1966, pp. 213-14, Cat. No. 454.
Another portrait, after tlle countess had smallpox, was
Cat. No. 455. (4) Charles Ponsonailhe, Sebastiell Bourdoll,
Sa Vie et SOli Oeuvre, Paris, 1886, pp. 125-7, 284, 310.
Ponsonailhe suggested that KI439 went from the Orleans
to tlle Berri Collection (see Provenance). L. Dussieux, Les
artistesjranfais l'etranger, Paris, 1876, p. 585, listed KI439
as Queen Christina. (5) Bildt studied Christina's collection
in his 'Queen Christina's Pictures', The Nilleteelltl, Celltury,
LVI, 1904, pp. 994 ff. Casimir Stryienski (La Galerie du
Regellt, Plzilippe, Duc d'Orleans, Paris, 1913, pp. 99-100, 179,
Cat. No. 358) accepted the new title, as did Karl Eric
Steneberg, 'The Portrait Collection of Queen Christina',
Connoissellr, Mar. 1935, pp. 130-4. (6) Cited by SI/ida
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(p. 222, Cat. No. 99). A study by Charles Sterling is in the
Kress Archive. (7) Steneberg, Kristinatidens maleri, Malmo,
1955, pp. 184-5. (8) Stockholm Cat., 1966, op. cit. Note 3
above, pp. 213-14. (9) Steneberg, 1935, op. cit. Note 5, p.
131. Stockholm Cat., 1966 (Christina, Queen of Sweden,
Nationalmuseum, Stockholm). (10) See Katherine K.
Gordon, 'Madame de Pompadour, Pigalle, and the
Iconography of Friendship', Art Bulletin, L, 1968, pp.
249-<>2. For the earlier symbolism of floral wreaths, see
Julius S. Held, 'Flora, Goddess and Courtesan', Essays in
Honor of Erwin Ponofsky, De Artiblls Opuscllia XL, New
York, 1961, I, pp. 201-18. (II) Almost certainly Cat. No.
157 in Christina's Roman Inventory of 1662 (un Ritratto
d'l/lla DOlllla confiori ill Mane, di palllli ql/attro sellza com ice) ,
on the basis of the description and similarity of dimension
(4 palmi = 0·89 cm.). It also seems likely that K1439 is the
work listed in the Antwerp Inventory of 1656 as ling
pourtraict de la belle Comtesse and in the Roman Inventorv
of 1689, Cat. No. 171, till altro qlladro ritratto di bella donna
Svedese, vestita d' aZZllrro, die tielle Ia mano destra al petto e
con la sillistra flna gMrlallda di fiori, ill tela i/l piedi alta pn:'
e mezzo e larga pn: i tre e mezzo, senza com ice. The 1689
inventory is given by Olof Granberg, La Galerie des
Tableaux de la Reille Christine de Suede, Stockholm, 1897,
p. lxxvi, no. 171. (12) See Bildt, op. cit. Note 5, pp. 994-6.
Probably Odescalchi Inventory ofl714, no. 1312, £ 780 v O,
agreeing in size with K1439, as Ritratto de tllla altra dallla.
(13) The inventory of Queen Christina's Collection taken
at the time of its sale by Odescalchi to the Duc d'Orleans
in 1721 is published in Granberg, op. cit. Note 10; KI439
is on p. ciii, no. 171, BOl/rdoll, Ritratto di S.[lIa] M.[aesta[
com ice d'oro /isda. (14) J. B. Couche, Galerie dll Palm's Royal
... , Paris, 1786-1808, III, as Christina, Queen of Sweden.
(IS) William Buchanan, Mellloirs '!fPaillting, London, 1824,
I, p. 17, no. II. (16) Ibid. (17) Suida, p. 222. The Joseph
Neeld Collection is described by Gustav Friedrich Waagen
(Treasllres of Art i/l Great Britain, IV, London, 1854) but this
painting is not mentioned. Waagen records KI439 (II,
p. 487) in a list of Orleans paintings but did not know its
location.

NICOLAS DE LARGILLIERRE
The artist was born in Paris in 1656 and died there in 1746.
His parents brought him to Antwerp. and there he WaS
apprenticed to Antoine Goubaud I. Largillicrre entered the
guild in 1672 and left shortly thereafter for England, where
he worked for Peter Lely over the next four years, painting
the still lifes and draperies in many of Lcly's portrait
commissions. The artist went to Paris in 1680 and in 1684
was received by the Academy, eventually becoming one of
its most prominent members. He was an extremely popular
portraitist, whose oeuvre presents an adroit fusion of
Baroque splendor and Gallic scrutiny. Despite their
considerable formality, Largillicrre's depictions maintain a
warmth reflecting his Flemish training. Although he
received important court commissions, the bulk of
Largillicrre's works represented members of the Parisian
upper bourgeoisie. A splendid colorist, Largillierrc
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maintained an influential role well into the first half of the
eighteenth century, his many works providing a bridge
from the grandiose theatricality of the later seventeenth
century to the fresh informality of the Rococo. 1

Referellce: (I) Georges Pascal, Largillierre, Paris, 1928.

,

NICOLAS DE LARGILLIERRE
K2083 :

Figure

262

A YOUNG MAN WITH HIS TUTOR. Washington, D.C.,
National Gallery of Art (1386), since 1956. Oil on canvas.
57!x451 in. (146,oXII4·8 em.). Inscribed at lower right:
N. De Largillierre F. 1685. In contemporary English or
possibly French frame. Relined, cleaned and restored by
Modestini in 1955; very well preserved.
Suida-Shapley, p. II4, Cat. No. 43. Reproduced in color:
Coltnoisscur, v, 133,June 1954, p. 233.
A youth stands to the right and his tutor to the left. Both
are bare-headed, shown to mid-calf, before a portico with
a wooded background against a blue sky. The youth,
wearing his own long curly hair, rests his left arm upon a
chipped parapet and points to the spaniel in the foreground
with his right hand. His pale grayish coat is unbuttoned
from waist to collar, revealing a gilt brocade vest. A large
orange bow is at the throat with a white lace jabot. His
white half-sleeves are extremely full, trimmed with pink
bows. A gold-colored silk drapery falls over his right arm,
partially obscuring the lower torso. The other end of the
drapery is placed over a comer of the parapet, where it is
grasped by the youth's left hand. The tutor, in black with
a white clerical or juridical collar, looks to the left. His
left hand is placed protectively on the young man's right
shoulder; the other draws a voluminous black velvet robe
to his side.
Another composition of a similar theme by an artist close
to Largillierre places the tutor to the right of his charge
(Louvre, Text Fig. 82}.1 In 1890 K2083 was entitled BosStlct
and the Gralld Dauphill ofFrallce - the Duc d' Anjou who was
the son of Louis XIV (see Provenallce). Pascal accepted the
identification and described the canvas as 'one of the most
expressive paintings of the seventeenth century', painted at
the beginning of the mature Largillierre's Parisian sojourn. 2
Roger-Miles was the first to note that the Grand Dauphin
was too old to have been portrayed in K2083.3 He suggested
that dle young man was James Fitz-James, Duke of
Berwick (1670-1734), dle illegitimate son ofJames II and
Arabella Churchill. The best known of the king's bastards,
the boy was kept in France where he was educated at
Jesuit colleges. He came to England c. 1687. His tutor was
the Abbe de Noailles, younger brother of the Duc de
Noailles, Marechal de France. While in Paris James was
educated by Irish priests and in the care of the Oratorian
Fatller Gough, who placed him at the College de Juilly.
He also attended the College du Plessis until 1684.4 In
1935 it was suggested that the young man was a Stuart,

probably the future James III {the Old Pretender}, shown
with his tutor Jeremy Bendlam. However, James Stuart
was born three years after the date inscribed on K2083. 5
The tutor was described by Virely as wearing dle habit of
an English priest, and thus definitely not Bossuet. He noted
that the Grand Dauphin was fair-haired and too old to have
been the subject of K2083. He believed the youth to be a
Stuart and found dle tutor's hand awkwardly drawn,
possibly painted by another artist. 6 Blunt felt that 'the
angular draperies of the pupil and the schematic drawing
of his face belong to the English convention, whereas the
head of the tutor is in a quite different vein of naturalism,
suggesting rather a knowledge of Dutch painting. The
pattern itself, with the two figures cut off at three-quarterlength, is a formula derived from Van Dyck and much
favored by his English followers. But the affectation of
the boy's pose and the unexpected placing of the dog in the
foreground, £acing into the composition, distinguish the
painting from English models.'? These views are followed
by Suida (p. 114, Cat. No. 43), who entitled the canvas
A YOllllg Mall !Vith llis Tutor. No identification was found
satisfactory by Eillsteill (p. 215) who thought the portrait
might have been painted in England due to the tutor's
attire. Waterhouse doubted whedler any Catholic nobleman would have been painted with his tutor as shown in
K2083; he suggested that the sitters must be 'sought in
France'.s
The garb of the older man resembles tllat of a deacon. The
year 1685 {when K2083 was painted} was in a transitional
period when deacons' bands changed from white to black
with a white edging. As the tutor is shown without a
mallteall, he is not in priest's orders but rather an abbe
COllllllClldatairc - usually the younger son of a great family
in deacon's orders, who was presented with an abbey
benefice by the court. o Dr. W. M. Hargreaves-Mawdsley
is inclined toward the identification of the youth as the
Duke ofBerwick for physiognomical reasons (a resemblance
to portraits of the Churchill family in portraits at Blenheim
Palace) and also because Berwick's tutor, the Abbe de
Noailles, was an abbe cOllllllclldataire. It is hard to see the
pensive, llesitant young man in the Washington canvas as
the Duke of Berwick, the future Marechal de France. He
may prove to be Louis Auguste de Bourbon. Duc du
Maine (1670-1736), aged fifteen (Text Fig. 81). There is no
securely identified portrait of him. 10 A shy, sickly boy,
Louis was the second of nine children of Louis XIV and
Madame de Montespan. Often severely ill as an infant, he
was crippled at the age of four when one leg remained
partly paralyzed and much shorter than the other. First
reared in obscurity, Louis was cared for by Madame de
Maintenon. He was named Bourbon in 1680 and received
the Ordre du Saint-Esprit in 1684, dle year of Madame de
Maintenon's secret marriage to his father. The subject's
curious physique - large head, short neck, narrow shoulders,
very long arms, and extremely slender torso - seem
appropriate to an adolescent after a sickly childhood. Even
the architecture seems designed to disguise the sitter's
ungainly proportions. He is placed in a puzzling recess
between dle parapet behind and the masonry on which he
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leans. The prominent swag of drapery, although appearing
in other fashionable portraits such as Van Dyck's Lord
Philip Whartoll (Washington), together with the dog,
seem also intended to conceal and distract. Louis had
several tutors, one of whom, Henri de Mornay, first
Marquis de Montchevreuil (1622-1706), was instructed by
Madame de Maintenon to 'not be afraid to be familiar with
him, and caress him as much as respect and decorum
allow.'ll Although Montchevreuil was too high in rank
to be an abbe commelldataire, the tutor may have been
Urbain Chevreau, who was appointed Louis's tutor in
1681.12 The tutor is portrayed far more freely and impressionistically than the youth, recalling the art of Van
Dyck, and by seventeenth-century standards the tree and
sky area appear somewhat incomplete. This marked
difference in handling between the left and right halves of
the Kress canvas suggest that it may perhaps have been
executed in two stages or with the help of an assistant.
Largillicrre could have started with the right half of the
canvas, not completing the left until after returning from
his English journey of 1685, when he was once again
exposed to the manner of Van Dyck and his English
followers. The somewhat disparate portrait styles may
have led Largillierre to include an uncharacteristically large
signature. Should the sitter be the Duc du Maine (Text
Fig. 81), the omission of the Ordre du Saint-Esprit, which
he received in 1684, may perhaps be explained by the
two-stage execution. Toward the end of the seventeenth
century there was a marked revival of depictions of noble
children with their tutors, which had been in the humanistic
tradition of the Renaissance.13

Provellance: Baron de Marenzi, Bruges (d. 1845).14 Dowager
de Doncquers, Bruges, inherited from Marenzi.15 Prosper
Crabbe (sold Paris, Galerie Sedelmeyer, 12 June 1890,
Cat. NO.3 8, as 'Bossuet et Ie Grand Dauphin', to Gramont).
Duc de Gramont (sold Paris, Galerie Georges Petit, 22 May
1925, Cat. No. 10, as 'Bossuet et Ie Grand Dauphin', to
Fuller Feder). Joseph Fuller Feder, New York, exhibited Paris, Bibliothcque Nationale, Troisieme Celltellaire de
I'Academie Frallfaise, 1935, p. 52, Cat. No. 266, as 'Bossuet
et Ie Grand Dauphin'. New York, French and Co. Kress
acquisition 1955.
Referellces: (I) See Philippe Erlanger, Les Peilltres de 1a
Realite, Paris, 1946, pp. 25-6, listed as 'Le Pn!cepteur et
son cleve - Claude Lefebvre, Louvre'. (2) Georges Pascal,
Largillierre, Paris, 1928, pp. 44-5, p. 58, Cat. No. 33· (3)
Leon Roger-Miles, 'Les grandes ventes pro chaines',
BlIlIetill de I'art (supplement to Revue de I'Art Anciell et
Modeme), XLVII, 1925, pp. 170-2, 174. For portraits of the
Duke of Berwick, see the Duque de Berwick y de Alba,
Mariscal de Berwick, Madrid, 1925, pI. I, print by Pierre
Drevet after Benedetto Gennari, executed after 1707; pI.
XXVI, Portrait oj tlte Duke with the Order oj the Goldell
Fleece, Madrid, Palacio de Liria. (4) For the Duke's education, see A. Petti tot et Monmergue, Collectioll des Memoires
RelatifS l'Histoire de Frallce, Paris, 1828, LXV, LXVI, pp.
3I 1-12. (5) The identification appeared in the second edition
of the Bibliothcque Nationale exhibition of 1935 (see

a

20

293

PrOVellallce). The first edition retained the BosSllet et Ie
Gralld Dallphill title. The latter was tentatively accepted by
Louis Gillet, 'L'Exposition de l' Academie Fran~aise', Revile
de Dellx Mondes, I July 1935, p. 228. (6) Andre Virely,
Bossllet: essai d'icollographie, Macon, 1938, pp. 307 ff. (7)
Anthony Blunt, Art alld Architecture ill Frallce, 1500-1700,
Harmondsworth, 1957, p. 230. (8) Washington, National
Gallery Archive, 1959. (9) Dr. W. Norman HargreavesMawdsley, letters of 21/I/71, 15/II/71, Kress Archive.
(10) The canvas by Fran~ois de Troy dated 1716 (Dresden,
Gemaldegalerie, destroyed during World War II), long
identified as the Due du Maine, is sometimes listed as
Louis XV. A print by Croisier (Text Fig. 81), presumably
after the Dresden canvas, is quite close to the youth in
K2083· (II) W. H. Lewis, The SlIlIset oj the Splelldid
Celltllry, New York, 1955, p. 64. (12) Ibid., p. 72.
(13) See the series of articles by Emile Dacier concerning
commissions for such paintings ordered by the Duchesse
de La Ferte showing her family's role as governors and
governesses (Blllletill de 1a Societe de l'Histoire de I'Art Frallfais,
1920, pp. 40 ff.; 1922, pp. 15 ff.; 1952, pp. 154 ff.).
(14) According to Crabbe Sale. (IS) Ibid.

Attributed to NICOLAS DE
LARGILLLERRE
KII6 : Figure 26r
PORTRAIT OF A MAN. EI Paso, Texas, Museum of Art
(61-1-59), since 1961. Oil on finely woven canvas. 52! X
401 in. (134 X103·5 cm.). X-rays show that this portrait
was painted over one of a woman (Text Fig. 83). Losses in
lower part of the face, some abrasion and loss of glazes.
Relined, cleaned and restored by Pichetto in 1931. Cleaned
and restored by Modestini in 1961.
El Paso. 1961, Cat. NO.5!. WashillgtOIl, D.C., 1945,
P·15 6.
The sitter, in an armchair, is shown to just below the knee,
turned to the right but gesturing to the left with his left
hand. He wears a wig, a white shirt, and a long plumcolored silk indoor gown with a long-sleeved, unbuttoned
brocade vest beneath. A curtain hangs behind him. The
portrait was probably painted c. 1717, judging by the high
placement of the wig. l
The attribution to Largillicrre was accepted by Longhi.2
According to Frankfurter, this portrait was executed Just
after the tum of the century [c. 1710] as is indicated in the
association ofits flamboyant robe, painted in such shimmering lavender texture, with the flying drapery of Bernini.'3
The portrait was dated about 1715 by Shapley (El Paso
Cataloglle, Cat. No. 51), who linked it to the artist's
portrait of his own family (Paris, Louvre). The style of
KII6led Rosenberg to place it between the art ofFran~ois
de Troy and Robert Tournieres.4
The sitter's thoughtful, rhetorical pose was a fashionable
portrait convention since the later seventeenth century and
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docs not necessarily designate him as a member of the
intelligentsia. The portrait is unusually beautiful in coloring. Rosenberg's suggestion that it may have been painted
by Jean-Fran~ois de Troy could prove correct; it is very
close to the latter's oval Portrait of a Mati in the Louvre.
The large, rather awkward voids at the top and sides and
the way the sitter's bulk now dwarfs his head and hands
suggest that these aspects of the canvas were originally
modified by an elaborate, almost oval, Louis XV frame.
This would have rounded off the corners and provided
richly gilded rococo highlights to complement the
picture's shimmering textures.

Provctlance: Rome, A. Contini Bonacossi. Kress acquisition
1930, exhibited - Cambridge, Mass., Fogg Art Museum,
1931; Goldell Gate Illternational Expositioll, San Francisco,
California, 1940, Cat. No. 209; Washington, D.C.,
National Gallery of Art, 1945 to 1961.
References: (I) Noted by Stella Mary Newton, Kress
Archive, New York. (2.) Kress Archive, New York. (3)
Alfred M. Frankfurter, 'French Masterpieces in the Kress
Collection', Art News, XLIII, 1944, p. 172. (4) Pierre
Rosenberg, Kress Archive, Letter of 8/vn/68.

HYACINTHE RIGAUD
Hyacinthe Rigaud was born of Catalan ancestry in
Perpignan in 1659 and died in Paris in 1743.1 He studied in
Montpellier with Paul Pezet and Antoine Ranc, who
introduced him to the art of Van Dyck. In 1681 Rigaud
went to Paris where he won the Prix de Rome one year
later. However, the young painter followed Le Brun's
advice to become a portrait painter and remained in Paris
where he soon became extremely successful. He was
admitted to the Academie Royale in 1684. Rigaud's
portrait of 'Monsieur', Louis XlV's brother (Philippe
d'Orlcans), in 1688 led to innumerable commissions. In
1700 he became Peintre dll Roy and had a large studio to
meet the great demand for his works painted with the
collaboration of many studio assistants. Few of Rigaud's
portraits arc exclusively autograph. The artist was
granted the Ordre de St. Michel and a royal pension in
1727. He became director of the Academic Royale in 1733.
His formal portraits arc partIy based on Flemish models for
composition and coloristic effects. The affluent artist was
also a great admirer and collector of Rembrandt's works.
At their best, Rigaud's works convey considerable individuality, permitting the sitters' personality to transcend
the heavy weight of formal accoutrements decreed by
contemporary fashion. Like his equall y gifted contemporary
LargilIicrre, Rigaud had an almost sculptural sense for form
and mastery of rich, deep color.
K

I393 : Figure 263

A MAITRE DES REQUETES (President Andre Pierre
Hebert?). EI Paso, Texas, Museum of Art (61-1-58), since
1961. Oil on canvas. 54l X41 in. (137·5 XI04 em.). Relined,

cleaned and restored by Pichetto in 1945-46. Cleaned
and restored by Modestini in 1960; generally well preserved.
EI Paso, 1961, Cat. No. 50; Wasl!itlgtotl, D.C., 1945, p. 157.
A middle-aged man wearing a wig and black and white
legal attire is seated in a gilt armchair with violet
upholstery, which is turned slightly to the left. He has a
forthright expression and ruddy complexion. He wears a
narrow black sash around his waist and a white collar
(rabat) and cuffs. His right hand points downward, his left
rests upon a book standing upright on a covered table at
his side. Additional books arc shown in a bookcase at the
upper left, partially obscured by a great velvet curtain of
violet and gold with two tassels at the left. Part of a fluted
pilaster can be seen at tlle upper right.

Einstein (p. 214) accepted Rigaud's authorship for K1393.1
Frankfurter dated the portrait c. 1700, commenting upon
its combination of grandeur with verisimilitude.2 According to Shapley (EI Paso, loco cit.), 'It is tempting to connect
this painting with the entries in Rigaud's account book
recording the portraits of M r Hebert and Made Hebert for
which the artist was paid 400 fro each in 1702.'3 The editor
of Rigaud's account book identified 'the M r Hebert
painted in 1702 with Andre-Pierre Hebert [1637-1707],
seigneur du Bee et de Villiers, conseiller au parlement de
Paris in 1659, maitre des requctes in 1675'. Hebert had
this post from 1675 to about 1707. A mattre des requetes was a
magistrate whose office it was to justify to tile Council of
State the legality of petitions made to the Supreme Court.4
The Hebert commission of 1702 was followed in 1707 (the
year of Hebert's death) by a request for a half-length copy
showing only one of his hands. 5 Rigaud is known to have
painted thirteen magistrates between 1682 and 1727 witll
the title of lIIattre des requCtes, of which only six can be ruled
out as the subject of tIlis canvas. The pose and attributes of
K1393 arc often found in Rigaud's works, in such portraits
as that of Nicolas Le Camus of 1701, engraved in 1708. G
Shapley (EI Paso, loc. cit.) noted similar props in Rigaud's
Portrait of Da/lgcall (Musee National, Versailles) painted
in the same year as the Kress canvas.
Although there is no surviving documentary evidence for
the identification of this maitre des requetes as Hebert, Rigaud
frequently signed and dated his works on the back; such
information may originally have been on the back of this
canvas and lost in relining. The sitter's sumptuous surroundings do not eclipse his shrewd visage. His elevated
position, the books at his side, the gesture of his left hand
are all associated with the French tradition of magistrate
depiction. The master of an extremely large studio, the
fashionable, popular Rigaud was a slow worker and
employed many assistants for the painting of drapery and
other still life details. Like most of the artist's oeuvre,
K1393 may well incorporate areas by such helpers.

Provenance: Marquis de Sinety, Paris, from his Chateau at
Chazeron. 7 Duchesse de Brancas, nee Chazeron, until 1859.
New York, Wildenstein and Co., exhibited - New York,

FRENCH SCHOOL: XV-XIX CENTURY

New York World's Fair, Masterpieces ofArt, European Paintings and Sculpture from 1300-1800, 1939, p. 154, Cat. No.
316, listed as 'President Hebert'; New York, Wildenstein
and Co., A Loan Exhibition oj Fashion I'll Headdress, 14501943, 1943, Cat. No. 35. Kress acquisition 1944, exhibitedWashington, D.C., National Gallery of Art, 1945 to 1961.

References: (I) Joseph Hippolyte Roman, Le Livre de Raison
du Peilltre Hyacinthe Rigaud, Paris, 1919. Louis Reau,
Histoire de la Peilltllre Frallfaise au XVIIle Siecle, I, Paris, 1925,
pp. 58 ff. Werner Weisbach, Frallzosische Malerei des
17. ]ahrlzunderts, Berlin, 1932. (2) Alfred M. Frankfurter,
Supplement to the Kress Collection ill the Natiollal Gallery,
New York, 1946, p. 61. (3) See Roman, op. cit., p. 94. (4)
George van Derveer Gallenkamp, Letter of 16/11/67, Kress
Archive. (5) Roman, op. cit., p. 133. (6) Ibid., p. 84, no. 450.
(7) According to Wildenstein and Co., New York.

JEAN-FRAN<;OIS MILLET II
Jean-Fran~ois

Millet II was born in Paris, 1666 and died
there in 1723. He was the son ofJean-Fran~ois Millet, the
painter of classical landscapes in the manner of Gaspar
Dughet. Probably first trained by his father, the young
Millet was received by the Academie in 1709 and made
court painter in the same year. Watteau added figures to
a landscape of Millet's now in the Musce de Peinture et
Sculpture, Grenoble. Another work by this master is at
the Musee des Beaux-Arts, Bordeaux.1

Attributed to JEAN-FRAN<;OIS
MILLET II
KI913 :

Figure

260

DRUNKEN HERCULES WITH NYMPHS AND SATYRS.

[The Triumph of Silenus]. Portland, Oregon, Portland Art
Museum (61.60), since 1952. Oil on finely woven (probably
Northern European) canvas. 9t X19t in. (23.6 X48'9 cm.).
Well preserved.
Halldbook of the Samuel H. Kress Collection Pailltillgs oj tlte
Rellaissallce, Portland, 1952, p. 25, Cat. No.8, as by
Giulio Romano.
Eleven figures in brown monochrome with additional
coloring at a later date2 are shown as though in high relief,
attached to a Bacchic sarcophagus or frieze. The nude
drunken Hercules,3 grapes and vine-leaves in his hair, is
supported by a satyr to the left and right. Two other
satyrs are to the right, a nude woman between them. A
nude man stands at the extreme right. To the left are four
dancing, music-making figures: a nude woman playing
cymbals, a bearded piper in Phrygian (?) garb, a dancing
woman wearing long classical attire with one breast
exposed grasping the hand of a satyr (Pan?), a serpententwined dead tree is behind tlIem. A fallen urn with wine
flowing from it is near the lower center. Sky is shown at the
right; additional architectural elements are at the left,
bottom and top.
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According to Matz, the relief does not go back to any
specific antique source, being a free invention on the
painter's part. Matz pointed out that the two figures at the
left are doing a cOlltredallse which is never found in
antiquity; he also identified the drunken figure as Hercules
and suggested that tlle dancing satyr may stem from a wellknown sarcophagus from Sta. Maria Maggiore (Rome)
now in the British Museum.4 The canvas was related by
Wilkinson to '''a little piece of a Bacchus Triumph",
many little entire figures', listed in Van der Doort's
Whitehall Palace Inventory as a chiaroscuro done in Venice
by Giulio Romano. s This seventeenth-century attribution
was challenged by Zeri who suggested that the canvas was
by the young Rubens, painted during his Italian residence
c. 1606. He related the slightly mannered, Spranger-like
figures to Rubens's ]udgmellt of Paris (Madrid, Prado)
dated by Burchard c. 1604-5. G MUller Hofstede did not
accept KI913 as by Rubens, proposing a French artist of the
late seventeenth or early eighteenth century. 7 Rosenberg
attributed the canvas to Jean-Fran~ois Millet 11. 8 In 1969
Zeri also ascribed the canvas to Jean-Fran~ois Millet II
noting its similarity to a pair of classical scenes by that
master, which include very large reliefs in the antique style
with 'real figures', small in scale, seen below. He suggested
that the Kress canvas was cut out of a similar work. 9
The painting is close to those cited by Zeri, but the figures
are rendered witlI greater sharpness and are less elongated
in proportion. While Jean-Fran~ois Millet II may have
painted K1913, other French artists of the early eighteenth
century such as Jean Le Maire might also be considered. As
suggested by Fahy, there is a specifically Venetian quality
in the Kress picture. It recalls Giovanni Ghisolfi's works
but may prove to be by a French master (such as Boyer)
influenced by Pellegrini and Ricci, who were both active
in Nortllern Europe.1o A popular Renaissance theme, the
subject of the Kress canvas was treated with increasing
gaiety, most notably and expansively by Gillot, whose
satyr series, dating early in the eighteenth century, made
fun of mankind. l l The small size OfK1913 indicates that it
was probably cut from a larger work. The Pembroke
family, renowned for its celebrated collection of antique
marbles purchased by the eighth Earl, may have been
especially drawn to the pseudo-classical subject.

Provellallce: Catherine, Countess Woronzow, second wife
of George Augustus, lIth Earl of Pembroke (married 1808,
died 1856).12 Sidney, 14th Earl of Pembroke, Wilton
House, Salisbury, 1907.13 Reginald, 15th Earl of Pembroke
(sold, 22 June 1951, Christie's, Cat. No. 49, as A Triumph
of SilellllS by Giulio Romano). New York, David M.
Koetser Gallery. Kress acquisition 1952.
References: (I) See Martin Eidelberg, 'The Painters of tlle
Grenoble "Flutist" and some other Collaborations', Art
Quarterly, XXXII, 3, 1969, pp. 282-91. (2) Observed by Dr.
Erich Schleier, letter oh/v/68, Kress Archive. (3) Identified
as such by Dr. F. Matz, letter of 30/IV/68, Kress Archive.
(4) Letter of 30/IV/68, Kress Archive. (5) Neville R.
Wilkinson, Wilton House Pictures, II, 1907. p. 249. Cat.
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No. 189. For the inventory see the transcription from the
MS. at the Ashmolean Museum by Van der Doort,
published by George Vertue, A Catalogue and Description oj
King Charles I's Capital Collection, London, 1757, p. 169,
Cat. No.8, 'Done at Venice. Item. In the Queen's bedChamber, a little piece of a Bacchus triumph, many little
intire figures, done in black and white.' (6) Federico Zeri,
'Un ritratto de Pietro Paolo Rubens a Genova', Paragolle,
LXVII, July 1955, pp. 46-52, esp. pp. 51-2. (7) Justus Miiller
Hofstede, 'Bildnisse aus Rubens' Italienjahren', jahrbuch der
Staatlicl,en Klltlstsammltltlgeu in Baden-Wurttelllberg, II, 1965,
pp. 89-154, esp. p. 146, n. 77. (8) Letter of 2/v/68, Kress
Archive. In a letter of 8/vm/68 in the Kress Archive,
Anthony Clark suggested a French origin for the painting
'This highly intelligent object can only be French .• .'
from the time of Louis XIV (1638-1715). He quoted
Everett Fahy as suggesting that the canvas might be by a
Venetian contemporary ofSebastiano Ricci. (9) Zeri, letter
of 2/III/69, Kress Archive. The pair of canvases were sold
as by Jean-Fran~ois Millet Lot 54A Uudglllellt oj Paris on
relief} and Lot 54B (Daughters oj Cecrops Filldillg Ericl,thonius), Sotheby's 6 Dec. 1967. Each measures IS! X20! in.
(10) Everett Fahy, as told to tlus writer in 1969. (II) See
Emile Dacier, 'Gillot', Les Peilltres Fratlfais du xvme siecle,
ed. Louis Dimier, I, Paris and Brussels, 1928, pp. 157-215,
esp. pp. 173-6. (12) A note on the back of tile canvas,
according to the 1907 Pembroke catalogue states:
'Catherine, Countess ofPembroke' s property'. The painting
is not mentioned in any of the early catalogues of Wilton
House. (13) Wilkinson, loco cit. Note 5.

French Master active first half of
XVIII Century
[Watteau]
K 1390 : Figure 264
PORTRAIT OF A LADY ['Sylvia']. Washington, D.C.,
National Gallery of Art (789), since 1946. Oil on canvas.
27t x231 in. (69 X59cm.). Relined, cleaned and restored by
Pichetto c. 1945; slight abrasion; generally well-preserved.
Wasllington, D.C., 1945, p. 159.
The sitter, in half-length with powdered hair, wearing a
red cape and a decollete black velvet dress over a wlute
chemise, is seen against a neutral background. Her body is
turned slightly to the left, her face and her left shoulder
parallel to the picture plane. A brooch is on her breast and
·a small covering on her head.
Since entering the Kress Collection, KI390 has been
entitled 'Sylvia', actually Jeanne {Zanetta)-Rose-Guyonne
Benozzi, of the Come die Italienne, well-known for acting
the part of Sylvia with tile troupe. Born in Toulouse,
c. 1700, she married Joseph Antoine Baletti (1701-58), an
actor in the same company, in 1720. Her portrait in later
life was reproduced in a print by Surugue Fils after La
Tour.1 She died in 1759. Frankfurter described KI390 as
one of the three portraits painted by Watteau, and accepted
the sitter as 'Sylvia',2 an authorship and identification also

followed by Einsteiu (p. 216). The identification of the
sitter as Jeanne-Rosc-Guyonne Benozzi was accepted by
Pierard, Lefrancq and Cons ten. 3 Pierard and Lefrancq
believed the portrait to have been painted over a decade
after Watteau's death, c. 1730-35. Pierard noted that
Largilliere and Toque had been suggested as possible
authors. Consten listed the portrait as painted by Watteau
c. 1720, suggesting that doubts concerning Ius hand may
be due to the great speed with which the canvas was
executed.4 Berckenhagen viewed Pierre Subleyras as a
possible master of K1390.5 Macchia and Montagni stated
that KI390 is probably later than Watteau's oeuvre. G
The canvas follows the Grand Manner of French seventeenth-century portraiture best known in the art ofRigaud
and Largillierre, here modified by a new note of intimacy
more common to painting of the early eighteenth century.
Both Rigaud and Largillierre lived into the 1740S and the
Kress portrait could be by a gifted follower whose less
formal style was influenced by Watteau's generation. It
may prove identical with a portrait listed as by Largillierre
in the Fourment sale of 1892. A depiction of unusual
sensitivity and compassion, KI390 suggests special rapport
between artist and subject. It was possibly painted in the
1730S. The young woman bears considerable resemblance
to depictions ofJeanne-Rosc-Guyonne Benozzi toward tile
end of the celebrated actress's life, and may show her in her
YOUtll. Perhaps this beautiful portrait is so difficult to place
because it may have been by a French or French-trained
artist active outside France or in the provinces, where a
less sophisticated, broader, franker art than that of Paris
prevailed.

Provellallce: Sometimes said to have been in the collections
of Abbe Thuelin (Paris), James Rothschild (Paris), and
LamoreHe (Brittany). Possibly Baron de Fourment,
Chateau de Cercamp (sold 21 Apr. 1892, p. 8, Cat. No.
50, as 'Largillierre. Bon Portrait de Femme').7 New York,
Wildenstein and Co., exhibited - New York, Wildenstein
and Co., Frellch XVIIltlz Celltury Pailltillg, 1929, Cat. No. 14
(as 'Watteau, Portrait of a Lady, presumably Mlle. Sirois'
ex colI. de Fourmount [sic]); New York, Wildenstein and
Co., The Sources oj Modem Pailltillg, 1939, Cat. No.6.
Kress acquisition 1944.
Referellces: (I) Reproduced by Albert Besnard, La TourLa Vie et I'CEl/vre de I'Artiste, Paris, 1928, fig. 160, pI. XCII,
Cat. No. 491. Jeanne Benozzi is shown in half-length in
middle age. A painting of Sylvia Benozzi (Silvia Baletti) as
by La Tour is his No. 492, described as showing her with
till 10llp dans la mai" droite, robe de soie violette avec CIIvees
aI/x mallches, corsage sati" blanc. The painting is recorded as
having been in the second Despinoy Sale, 27-8 Mar. 1851,
Cat. No. 128. For Sylvia see also Emile Dacier and Albert
Vuaflart, jeall de jt/lliell/le et les Gravellrs de Watteall all
XVIIIe siecle, I (by Jacques Herold and Albert Vuaflart),
Notices et Documellts Biographiqlles, Paris, 1929, pp. 66-8.
A print by J. M. Liotard after Watteau (Dacier-Vuaflart,
op. cit., III, 1922, pp. 21-2, Cat. No. 34) with a verse below,
the first line of which is La plus belle des jlellrs II'elldure
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qU'lIn matin is sometimes regarded as a portrait ofJeanneRose-Guyonne Benozzi. Another print by Liotard after
F. de Troy (Duke of Portland colI.) of a woman with an
aquiline nose, somewhat younger in appearance than the
above, is also occasionally viewed as a portrait of Benozzi
(reproduced by Lucien Dubech, Histoire GemIrale illllstree
dll TlzC8tre, Paris, 1931-34, IV, p. 83). A print by L. Cars
(Bocher No. 80) after Lancret, the frontispiece to Boissy's
Le je ne sfay quoi, Paris, 173 I, was described by Dacier and
Vuaflart (op. cit., I, p. 67) as showing Sylvia Oeanne
Benozzi Baletti dancing with Harlequin [Thomassin?]). It is
reproduced by Georges Wildenstein, Lancret, Paris, 1924,
fig. 210, his Cat. No. 580, p. 109. Parker and Mathey
believed a drawing by Watteau, their Cat. No. 768 (II,
p. 344) probably to represent Sylvia (K. T. Parker and
Jacques Mathey, Antoine Watteall, Catalogue Complet de
son eEllvre Dessine, Paris, 1957). (2) Alfred M. Frankfurter,
Supplement to tlze Kress CoUeetion in tlze National Gallery,
New York, 1946, pp. 62-4. (3) Gabriel Pierard and Paul
Lefrancq, 'Au Cercle Archeologique: Watteau a-t-il pu
ctre l' auteur du portrait de la Benozzi -la Silvia de
Marivaux - du musee de Washington?', in the newspaper
La Voix du Nord, Valenciennes, 3 Feb. 1966, p. 241.
(4) Eleanor von Erdberg Consten (Watteau, Berlin, n.d.,
p. 24, Cat. No. IX) dated the canvas e. 1720 and noted that
the sitter's crossed eyes correspond to other depictions of
the actress. (5) Letter of 16/XI/67, Kress Archive. (6)
Giovanni Macchia and E. C. Montagni, L' Opera Completa
di Watteau, Milan, 1968, p. 126, 3D-H. (7) The Fourment
painting measured 29 X23i in., according to the sale
catalogue.

ANTOINE WATTEAU
Watteau was born in 1684 in Valenciennes (a Flemish city
annexed by France in 1678) and died in Nogent-sur-Marne
in 1721. He was apprenticed at an early age to an obscure
local painter and went to Paris in 1702 where he first
worked as a copyist for an art dealer on the Pont NotreDame. In 1703 he entered the studio of Claude Gillot
where he was introduced to contemporary theatrical
subjects whose characters were to people Watteau's art.
After falling out with Gillot in 1708, Watteau worked
for the decorator, Claude III Audran, the conservatellr of
the Palais Luxembourg where Rubens's Marie de' lvledici
Cycle was housed. The Flemish series had a profound
influence on Watteau's art. Having failed to win the Prix
de Rome, Watteau went back to Valenciennes for a year
in 1709 where he painted several military scenes. Returning
to Paris in 1710, he lived with the art dealer Sirois (who
may have commissioned the military pictures) and was
given provisional membership of the Academie Royale in
1712. He became a member in 1717 as painter of fhes
galantes, his diploma painting being the Embarcation from
Cythera (Paris, Louvre). He then resided for three years on
the grounds of Crozat's Parisian manor. A great collector
and patron of the arts, Crozat's magnificent Venetian
paintings and drawings inspired Watteau. Plagued by
tuberculosis in his last six years, the restless artist moved
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from one residence to another. In 1720, he went to London
probably for treatment from the famous physician, Dr.
Meade, who was to own Les Comldiells Italiens. The dying
painter returned to Paris; he stayed with the picture-dealer
Gersaint (Sirois's son-in-law), for whom he painted the
Shop-Sign (Berlin, Staatliche Museen). Among the greatest
of draughtsmen and a superb colorist, Watteau created a
scintillating yet melancholy art that brought a new note of
subtlety and introspection to Western Art. 1

Reference: (I) Emile Dacier and Albert Vuaflart, jean de
jlllliell/le et les Gravellrs de Watteall au xvm6 Siecle, 4 vols.,
Paris, 1921-29. Helene Adhemar, Watteau, Paris, 1950
(many early biographical texts are reprinted here). Karl
T. Parker and Jacques Mathey, Antoille Watteall: Catalogue
Complet de Son eEuvre Dessine, 2 vols., Paris, 1957. Jean
Levy, 'Une vie inconnue d'Antoine Watteau', BuUetill de
la Societe de I'Histoire de I'Artfrallfais, 1957, pp. 175-203.

K2048 : Figure 266
ALLEGORY OF SUMMER (CERES). Washington, D.C.,
National Gallery of Art (1413), since 1956. Oil on canvas.
56! X45! in. (142'0 X II5'7 em.) oval. Large, slash-like
tears in middle of breast; others at lower center; very
considerable losses and abrasion.1 Relined and restored,
probably in Florence, by G. Marchig, c. 1952. Modestini
applied coat of varnish in 1955.
SlIida-Shapley, p. 204, Cat. No. 81. Reproduced in color
in Seymour, p. 176, pI. 166.
Ceres, blonde goddess of Summer, is shown with her
symbols - the sickle in her left hand, the wheat stalks,
poppies, and cornflowers in her crown, and the sheaf of
wheat at her side. She is seated on a white cloud bank
against a blue sky and wears a white shift and pink silk
mande. Two additional figures to the right of Ceres are
shown within the oval composition: a blonde maiden with
white drapery grasping a wheat sheaf and another fairhaired attendant to the rear also carrying wheat. They
represent Gemini, dIe astrological twins. Together with a
lion (Leo) to the lower left of Ceres, his head and one
forepaw visible, and a crayfish (Cancer) seen below, they
depict the Zodiac for the summer months. 2
The head of a model close to the one used for Ceres is,
according to Parker-Madley, portrayed on a study sheet
{Paris, Louvre, Cabinet des Dessins, No. 3368).3 The Kress
painting is dIe only known survivor of a cycle of the Four
Seasons, known as the Saisons Crozat, formerly decorating
the dining room of the Paris hotel of Watteau's great
patron Pierre Crozat.4 The building, by Jean Sylvain
Cartaud, was begun in 1704 and completed c. 1707 when
Charles de la Fosse (1636-1716) began painting its interior
decorations which were to include drawings for the
Seasons. Watteau's series was engraved in reverse, with
added trompe l'a:il masonry 'frames', by L. Desplaces
(Spring); Renard du Bos (Summer); E. Fessard {All til 11m); J.
Audran {Winter).5 (See Text Figs. 84-7). Of the other three
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paintings, Willter was last recorded in 1858 when found in
poor condition at the Chateau de Chenonceaux, 6 Sprillg
(Text Fig. 88) was burned during a robbery when owned by
Robin Grant in 19667 and Alltumll has been lost since 1772.
The series was first described by Caylus who found it
'clumsy and dry', based upon preparatory sketches by
Charles de la Fosse, whose death in 1716 prevented his
completing the project. s The latter, like Watteau, resided
in Crozat's house and was one ofWatteau's first sponsors
at the Academic Royale. Goncourt, who owned two of
Watteau's preparatory drawings for Sprillg and Atltumll,
discounted the possibility of de la Fosse having executed
preliminary sketches for the series.9 Herold and Vuaflart
dated Watteau's commission for the Seasolls c.17II.10
Both Adhemar and Levey believed Watteau to have based
his project on de la Fosse's designs, Levey noting that two
oval drawings by de la Fosse, both of Flora and Zephyr
(Paris, Louvre, Cabinet des Dessins, Nos. 27, 429), were
projects for Crozat's Seasons, closely followed by Watteau
for the Sprillg. Adhcmar dated Watteau's execution c. 1716.
Levey characterized the canvas as 'virtually Veronese but
Veronese as seen through the eyes of Rubens' and dated it
1712-16.11 According to Seilern, the 'Seasons were
executed under the fresh inspiration of the treasures which
Crozat brought back from Italy in 1715.' He dated the
commission to the same year.12 Marcel found the lion in
K2048 to be derived from the one at the left in Rubens's
Marriage of Hellri IV alld Marie de' Medici {Paris, Louvre).13
The Ceres composition is slightly reminiscent of a Gobelins
tapestry from a Seasons series designed by Claude III
Audran, engraved by his brother Jean.u Einsteiu (pp. 21718) dated Slimmer c. 1712 as did Seymour {p. 176).15 According to Cooke (p. 24): 'The canvas was painted at a time
[1713] when there was a sharp reaction against the stiff
formality of the reign of Louis XIV, and the relaxed pose
and casual dress of the model in this picture are in the spirit
of the new age.'
References to sowing, reaping, and consumption of food in
at least two of the four Seasons made tile theme popular for
the decoration of dining rooms, where one wall was often
devoted to each allegory. According to Hanfmann, the
appeal of the motiflay in its reference to 'tile existence of a
divine, rational order.' He noted 'Rococo art reveals a
widespread interest in the perpetual regularity in tile
changes of nature. Underlying this enthusiasm for the
cycle of Seasons is the feeling nature is the infinite mother
who embraces all'.16 The young Watteau executed several
Seasons cycles, some of these for reproduction in print
form; others were based upon commissions received by
him for dining room decorations,17 The bulk of these,
unlike the classical Saisolls Crozat, are in the rustic genre.
When the Willter was rediscovered by Clement de Ris, he
described the series as overdoors. However, they may have
been placed in boiserie to the upper left and right of mirrored
mantels or on carved wooden panels not necessarily with
doors below. Such paintings were enclosed by elaborately
carved frames to suggest that the subject was 'seen' through
an aperture.1S The Allegory of Slimmer is one ofWatteau's

very few surviving figure pamtmgs on a large scale,
conceived in the grand manner, reminiscent of Venetian
sixteenth-century art. The formal, conventional de la Fosse,
a now little-known, but important French painter,
initiated the SaiSOtlS design in conformity with his patron's
taste for Venetian art.1D The brilliantly blonde coloring
of K2048 is reminiscent of Veronese, wht Ise Allegory of
Vetlice betweell Hercules alld Ceres (Venice, A .:cademia) may
also have provided a model for the composltion. The same
artist's Allegory of Summer {Maser, Villa Barbaro} shows
Ceres in the clouds. Early eighteenth-century Paris
abounded with Venetian painters, whose art, together with
that of the sixteenth century and Rubens, formed the basis
of this representation of SUlIlmer. Seilern's dating of K2048
to c. 1715, on the basis ofVeronese drawings brought from
Italy by Crozat about that year, is plausible.

Provellance: One of the Four Seasons commissioned by
Pierre Crozat for the dining room of his hotel on the rue
Richelieu, probably c. 1715. Upon his death in 1740 the
hotel appears to have been left to Crozat's nephew, LouisFranr;:ois Crozat, marquis du Chatel. He left the hotel to
his eldest daughter, the duchesse de Gontaut-Biron, who
willed the hotel to her younger sister, the duchesse du
Choiseul. Slimmer was sold by the duc du Choiseul, Paris,
18 Dec. 1786, Cat. No. 3 (with Willter). Witll Willter
from the Crozat series, in the Le Brun Sale, Paris, I I Apr.
1791, Cat. No. 204. Acquired in Paris by the painter
Alphonse Roehn at unknown date [1830s?].20 Sold by
Roelm to an English collector before 1850.21 Charles
Wertlleimer, London. Possibly H. A. J. Munro of Novar.
Paris, Charles Sedelmeyer Galleries, 1895.22 Lionel Phillips,
Tylney Hall, Winchfield, as early as 1906, exhibitedLondon, Grafton Galleries, National Loau Exhibition,
1909-10, Cat. No. 95.23 Sold by Phillips, London, Christie's,
25 Apr. 1913, Cat. No. 72. H. Michel-Levy, Paris {sold
Paris, Galerie Georges Petit, 12-13 May 1919, Cat. No.
28}. Leon Michel-Levy, Paris (sold Paris, Galerie Georges
Petit, 17-18 June 1925, Cat. No. 160). Charles-Louis
Dreyfus, Paris, as early as 1928.2-1 Paris, Wildenstein and
Co., exhibited - Copenhagen, Palais de Charlottenborg,
L'A,tjratlfais au XVIII e siecle, 1935, Cat. No. 262; London,
Wildenstein and Co., Watteall and lzis COil temporaries, 1936,
Cat. No. 27; New York, Wildenstein and Co., Frellch
Pailltillg of the Eighteenth Century, 1948, Cat. No. 45. Kress
acquisition 1954, exhibited- New York, Wildenstein and
Co., Masterpieces; a Memorial Exhibitioll Jor Adele R. Levy,
Cat. No. 20.
References: {I} Extensive damage, possibly resulting from
spilled solvent, is shown in X-rays of the area between the
breast and the top of the sickle. According to Louis Gillet
{Watteau, Paris, 1921, p. 65}, the canvas has suffered but
'not enough to lose grace .. .'. Antoine Seilem (Pailltillgs
alld Drawings of Continelltal Schools other than Flemish amI
Italiall at 56 Prillces Gate, London, 1961, III, p. 79) found
'the surface ••. in such poor condition that I doubt if one
can draw any stylistic conclusions from it'. Montagni
suggested tliat K2048 was heavily restored by the painter
Roelm (1799-1864), who worked in the manner of
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Watteau, supporting this view with the steep rise in price
from Roehn's purchase to its resale (Giovanni Macchia,
E. C. Montagni, L'Opera Completa di Watteau, Milan, 1968,
p. 104, Cat. No. 107). Roehn specialized in finding works
by Watteau in France, where their price was low, to sell
in England where they were in demand (Helene Adhemar,
Watteau, sa Vie et SOli CEllvre, Paris, 1950, pp. 148-52). He
owned K2048 probably in the 1830s. Montagni also
thought that the canvas was probably reduced in size on
the basis of the larger format of the print (Text Fig. 85).
(2) All noted by Cook, p. 24; A. P. Mirimonde, 'Statues et
Emblemes dans I' CEuvre d' Antoine Watteau', Revile dll
Louvre, I, 1962, pp. II ff., esp. p. IS. (3) Karl T. Parker and
Jacques Mathey, Alltoille Watteall, Cataloglle COlllplet de SOli
CEllvre Dessinc, II, Paris, 1957, Cat. No. 720, pI. 720, p. 339
(hereafter referred to as Parher-Mathey). This or a very
similar model was often used by Watteau. See Emile
Dacier and Albert Vuaflart, jeall de jllllienne et les Gravellrs
de Watteau au xvmO Siecle, 4 vols., Paris, 1922-29 (hereafter
referred to as Dacier-Vllajlart), III, pp. 50-I, Cat. Nos.
105-8. For preparatory drawings for the lost canvases en
suite with K2048, see Parker-Mathey, I, p. 73, Cat. No. 513
(for Sprillg, a figure of Flora, Louvre No. 411I); Cat. Nos.
51I-I2 (for Alltlllllll, two Bacchus figures, Louvre No.
28980 and Musee Cognacq-Jay, No. 186). They date the
preparatory drawing 1713. (4) Copies (seemingly reduced
in size) of the Four Seasons were included in the Prince de
Carignan Sale, Paris, 18 June 1743, Cat. No. 63. A version
of the Kress canvas thought to be in a Frencl1 private
collection may stem from this source. For location and
patronage, see L. Clement de Ris, 'Pierre Crozat', Les
Amateurs d'Alltrefois, Paris, 1887, pp. 183-207; Emile
Dacier, 'Les Premiers Amateurs de Watteau en France',
ReVile de l'Art Ancien et Modeme, xv, 1921, pp. 1I5-30;
Dacier-Vllajlart, I (Notices et Documents Biograplziqlles),
pp. 45 ff. Brice's description of the hotel (1752) with a
Mariette addition, is quoted in its entirety by Clement de
Ris (op. cit., pp. 186-90). (S) Dacier-Vllajlart, III, pp. 50-I,
Cat. Nos. 105-8. (6) Clement de Ris, op. cit. Note 4, p. 190,
n. 2. (7) Michael Levey, 'A Watteau Rediscovered: Le
Pritztems [sic] for Crozat', Burlillgton Magazine, CVI, 1964,
pp. 53-8; Chroniques des Arts (supplement to Gazette des
Beaux-Arts, 6th ser., LXVIII), Oct. 1966, p. 23. (8) Comte
de Caylus, Vie de Watteall, 1748, reprinted by Helene
Adhemar (op. cit. Note I above, pp. 175-83, esp. p. 180.
According to Mariette (reprinted by Adhemar, ibid.,
p. 173), de la Fosse painted the ceiling for Crozat's Galerie
in 1707. Herold and Vuaflart (Dacier-Vuajlart, I, p. 47)
thought that Caylus confused the commission for Crozat's
hotel with one given by Crozat to de la Fosse for a cupola
at his chateau at Montmorency. The latter's lost fresco
showed Phaethon asking the Sun for the chariot; Phaethon
is introduced to the Seasons, whicl1 would probably
not have been represented again in individual ovals as
they are in the series to which K2048 belonged. A description of Crozat's chateau is in the MII/lOires InMits
slIr fa Vie et les Ouvrages des Membres de l'Acadlmie Royale,
Paris, 1854, p. 5. De la Fosse's lost painting probably
resembled Poussin's or Le Sueur's work on the same theme.
For the first, see Georges Wildenstein, 'Les Graveurs de
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Poussin au xvm e Siecle', Gazette des Beaux-Arts, 6th ser.,
XLVI, 1955, p. 282, no. 136. The Le Sueur is known from
a drawing in the Louvre, no. 597 (Cabinet des Dessins).
(9) Edmond de Goncourt, Catalogue RaiSOllll1 de l'CEllvre
Peint, Dessine et Grave d'Alltoine Watteau, Paris, 1875,
pp. 50-I. K2048 is his Cat. No. 47. Virgile Josz (Antoine
Watteall, Paris, n.d., p. 74) followed Goncourt's view as
did Paul Mantz (Antoine Watteau, Paris, 1892, pp. 65-6)
and Edmond Pilon (Watteau et SOli Ecole, Paris, 1912, pp.
I I 8-20). See Note 3 above for the sketches, ParkerMathey, nos. 51I, 513. (IO) Dacier-Vuajlart, III, pp. 50-I.
(II) Adhemar, op. cit. Note I above, pp. 85-6; Levey,
op. cit. Note 7, pp. 53-4, 57. Crozat's drawing collection
included six by the Venetian master. The Rubensian
aspect of Ceres was previously stressed in 1938 ('Notable
Works of Art now on the Art Market' ,Burlington Magazine,
LXXIII, 1938, Text for pI. XVII; see also LXIX, 1936, p. 230).
For Watteau's copies after these works, see DacierVuajlart, I, p. 50. See also Valentine Miller, 'The Borrowings ofWatteau', Bllrlington Magazine, LI, 1927, pp. 37-44,
passim. June Hargrove suggested to this writer that K2048
may be derived from a Pietro Testa drawing of Justice
owned by Crozat, Cat. No. 274 in his sale (Paris, 1740).
(I2) Seilem, op. cit., p. 79. Drawings for Watteau's Crozat
Seasons were dated 1716 in Europiiisclzes Rococo (Munich,
1958, p. 141, Cat. No. 352). (I3) Pierre Marcel, La Peintllre
Franfaise, Ie XVIIle siecle, Paris, 1921, p. 23. For Watteau
and the Rubens series, see Dacier-Vllajlart, I, p. 51. (I4) For
the tapestry, see H. Gobel, Die Wandteppiclze ... , Part I,
Section 2, Leipzig, 1928, pp. ISO ff., esp. p. ISS. Prior to
the execution of K2048, Watteau depicted a Triumph of
Ceres known from a reproductive print of L. Crepy
(Dacier-Vllajlart, IV, Cat. No. lI2) which Adhemar (op.
cit. Note I above, p. 213, Cat. No. 101) recognized as
based upon the same sources as those of K2048 - Venetian
art and Charles de la Fosse. (IS) Einstein, pp. 217-18.
(I6) George M. A. Hanfmann, 'The Cycle of Seasons in
European Art', The Season Sarcophagus ill DlIlIlbarton
Oaks, Cambridge, 1951, I, Chap. 10, pp. 262-80; II, pp.
125-6. For depictions of the Seasons, see Anton Pigler,
Barockthelllen, Budapest and Berlin, II, 1956, pp. 492-9.
For depictions of Ceres, see Leopold Ettlinger, 'Ceres',
Reallexikoll zur deutsclzell KllIlstgesclziclzte, III, 1954, cols.
397-403. (I7) See Dacier-Vllajlart, III, Cat. Nos. 68-71,
186-91, 200-3 (Les Saisons jllllielllles), 296-9 (Les Saisolls
Cossls). See also Martin P. Eidelberg, 'A Cycle of Four
Seasons by the Young Watteau', Art Quarterly, XXIX, 1966,
pp. 269-76. (I8) For an indication of the appearance of
Watteau's canvases in their original settings, see the boiscrie
of the clzalllbre de parade of the Hotel d'Evreux (or Elysees)
by Armand-Claude Mollet (reproduced by Fiske Kimball,
The Creation of the Rococo, New York, 1964, fig. 161),
c. 1720. The original format of Crozat's dining room is
unknown. Cartaud's interior was extensively changed by
Oppenord and again by Le Carpentier (from DacierVllajlart, I, p. 46). An oval Alltlll/l11 (Paris, Louvre) close in
style to the Kress canvas, probably from another Seasons
cycle is believed (Adhemar, p. 225, Cat. No. 179, pI. lOS)
to have been painted when Watteau was chez Crozat. The
Louvre work looks almost en sllite with an oval L'Amour
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Desarme (Chantilly, Musce Conde) which, like K2048, is
close to Veronese, based (according to Adhemar, op. cit.
Note I, p. 224, Cat. No. 177) upon a drawing by that
master in Crozat's Collection (Mariette Inv. No. 4645,
now in the Louvre, Cabinet des Dessins). (19) See Margret
Stuffmann, 'Charles de la Fosse et sa position dans 1a
peinture fran~aise a la fin du XVIle siecle', Gazette des
Beaux-Arts, 6th ser., LXIV, 1964, pp. 1-12I. (20) See Pierre
Hedouin, 'Catalogue de l'Oeuvre de Watteau', L'Artiste,
1845, reprinted in Hedouin's Mosaiqlle, Paris, 1856, p. 96,
Cat. No. 17 (K2048). According to Hedouin, 'Ce tableall,
aprcs al'oir etc vendll plusietlTs fois la salle des cOllllllissaires
prisellrs 10 et 12 francs, a ete adlete 200 frs par M. Roellll. Ce
cOlllzaissetlT distinglle l'a revet/dll 2000 frs pOllr tllle collectiolt
de Londres.' (21) According to Mathey, Antoine Watteall,
Peintures ReappaTlles, Paris, 1959. (22) Second Hllndred
Paintings by Old Masters, 1895, p. 84, Cat. No. 71. Listed
as from the Munro of Novar Collection. An H. A. J.
Munro of Novar Sale took place in London at Christie's,
I June 1878. The Crozat Spring was also in that sale.
(23) Included in Arundel Club Portfolio of 1906, no. 13.
(24) According to Louis Dimier, Les Peintres Franfais dll
XVlIIe siecle, Paris, 1928, p. 31, Cat. No. 26.

a

ANTOINE WATTEAU

the master. 7 The delicate draughtsmanship of this page
loses far more in reproduction than that of most Watteau
drawings.
Provenance: Charles Gasc, Paris (c. 1850). Not included in
his sale (Paris, 17 Jan. 1865). L. Tabourier, Paris, Hotel
Drouot, 20-22 June 1898, p. 99, Cat. No. 144. Richard
Owen, Paris. Kress acquisition, 1937.
Rrjerellces: (I) See Emile Dacier and Albert Vuafiart,jean de
julienlle et les gravetlTs de Watteall all XVIUe siecle, Paris, 1923,
III, p. 86, Cat. No. 177. The reproductive print by Brion
is reproduced in IV, pI. 177. Publication of the print was
announced by tIle widow of Chereau and by Surugue in
the Mercllre for July 1731, p. 1780. (2) Karl Parker and
Jacques Mathey, Antoine Watteall: Cataloglle complet de SOli
ccllvre dessine, Paris, 1957, II, p. 346, Cat. No. 781. (3)
Parker, The Drawings oj Antoine Watteall, London, 193 I,
p. 167. (4) See Marianne Roland Michel, Watteall et sa
Gelleration; Exposition organisee all profit de la Societe des
Amis dll LOllvre, Paris, 1968, color plate before introduction, Cat. No. 39. (5) Helene Adhcmar, Antoine Watteallsa vie et SOli CCtlvre, Paris, 1950, p. 221, Cat. No. 156. (6)
E. C. Montagni, L'Opera Completa di Watteatl, Milan, 1968,
p. 108, no. 131. (7) Parker-Mathey, II, pp. 345, 355, Cat.
Nos. 778, 779, 809.

dK505 : Figure 265
THREE FEMALE HEADS. Washington, D.C., National
Gallery of Art (n-22, 400) since 1963. Red and black chalk,
wash added at lower right. 7ix6 1s6 in. (18·4xI5·7cm.).
Collector's mark of Charles Gasc at lower left (Lugt 544).
Inscribed on old frame: 1525. Inscribed in pen on label on
back: Watteall/Coll. Tabotlrier .•./ 144 ••. Trois tetes de
jelllllles/Etude/Crayoll noir et sanguine/Ell bas et a gallche:
cachet de collectioll/.
Three studies of the head and shoulders of a young woman
are shown. All three could have been drawn from the same
model. Each wears a hat perched to the left side of the
head; their dresses are in rather low decollete. A study at
the left of one hand laid over another appears to belong
with the head above. The studies of the hands and the
woman at the upper left correspond to the woman seated
at the right in Watteau's La Contredallse,1 according to
Parker-Mathey, who also identified the head at the lower
right with that of the figure to the far right of the painting
(Text Fig. 107).2 Another drawing for the same painting is
in the Ashmolean. 3 The pose of the head at the upper left
is found again in a drawing in a French private collection.4
Adhemar placed La Contredallse among those paintings
executed for the Parisian dealers between 1712 and 1715,
closer to 1716,5 a view followed by Montagni. G The painting was once owned by a cousin of the artist's great friend
and patron Jean de Julienne (now collection of Clarence S.
PostIey, Long Island). By the dating of the painting, the
study is datable c. 1715. The wash covering the hair of the
head at the lower right may not be original. It has been
suggested that dK 505 may have been cut from a larger
sheet, but the mise-en-page recalls other complete pages by

Attributed to W A TTEA U
KI344 : Figures 267-9
THE ITALIAN COMEDIANS.1 Washington, D.C., National
Gallery of Art (774), since 1946. Oil on very finely woven
canvas. 25k X30 in. (64 X76 cm.). Small tears at upper
right corner, at lower left near right hip of crouching jester
and elsewhere. Considerable abrasion along left arm of
central standing figure and elsewhere. Male heads nearest
to left and right of central figure relatively unfinished.
Ultra-violet revealed small losses on brow of jester, in
child next to his shoulder; other minor losses. Restored and
last relined by Pichetto in 1943.
Washington, D.C., 1945, p. 158. Reproduced in color 10
Caims and Walker, p. III.
Fifteen figures in the guise of characters from the Comedic
Italietllle are shown on a stone stage in a garden setting,
against a curved wall with rustication. Gilles (or Pierrot)
at the center, dressed in white with a straw hat, is framed
by tIle entrance to an alMe. His arms at his sides, he is the
only completely frontal figure in tIle composition. A
curved pediment overhead encloses a satyr's head - the
garden god - possibly representing humorous drama, i.e.,
satire. A youth at the extreme right (Scapin?) raises a red
curtain. To the left is the Doctor, a bearded figure leaning
on a stick and wearing a dark red hat and dark robe. A
young man pointing toward the central figure is in an
ochre suit with a blue cape over his left shoulder (Scaramouche?). Heads of a young couple (Mario and Isabella?)
are seen to the left. A young woman (Sylvia or Flaminia)
stands to the immediate right of the central figure, wearing
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a pale blue dress with a gauze collar and rose on her breast,
a tricorne on her head. To the left of the central figure is an
unidentifiable young man, resting his left hand on the left
jamb. Further to the left, Harlequin, his face blacked, wears
a multicolored, lozenge-patterned suit and a straw hat,
the brim of which he holds with his left hand. To the left
is a seated guitarist wearing a tricorne, red cap, ochre suit,
and white stockings. At the extreme left a young man
{Mezzetin?} in right profile, wearing a striped silk suit and
cap, gazes amorously toward the young woman before
him. At the extreme lower left are a crouching boy and
girl, the former holding a garland. A jester in orange is
seated on the steps holding a marotte adorned with roses; a
garland of roses lies on the steps in the foreground.
Nine preparatory drawings by Watteau for Les Comc!diells
Italiells survive:2 1. Figure study for man at extreme right,
in three-quarter length, raising a curtain with his left hand.
London, British Museum P.43. Parker-Mathey, p. 329,
no. 682. (Text Fig. 95). 2. Study of hands for man in right
foreground, verso of above. Parker-Mathey, p. 357, no. 827.
{Text Fig. 96}. 3. Counter-proof of a study for the Doctor,
in three-quarter length, facing left. P. Bordeaux-Groult,
Paris. Parker-Mathey, p. 329, no. 683. {Text Fig. 97}. 4.
Counter-proof of three figures to the right of Pierrot. Earl
of Iveagh, Elveden Hall, Suffolk. Parker-Mathey, p. 368,
no. 877. {Text Fig. 94}. The figure who introduces Pierrot
is shown in some detail; the woman behind him is sketchily
executed and Flaminia is barely noted. 5. Two studies of
head of child at extreme lower left, with study of adult
hands in the position of that child's. Rotterdam, Museum
Boymans-van Beuningen. Parker-Mathey, p. 333, no. 702.
{Text Fig. 99}. 6. Head of the woman to the right of
Pierrot. London, British Museum, P.42. Parker-Mathey,
p. 341, no. 739. {Text Fig. 98}. 7. Head of the woman to
the left of Pierrot. Earl of Iveagh, Elveden Hall, Suffolk.
Parker-Mathey, p. 344, no. 768. {Text Fig. 100).3 8. Seated
guitarist, study for figure at left. Alenc;:on, Musee de la
Maison d'Oze. Parker-Mathey, p. 356, no. 810. {Text Fig.
92}. 9. Study for standing man at extreme left. Minneapolis,
Institute of Art. Parker-Mathey, p. 328, no. 681. (Text Fig.
91). Five other drawings have also been cited by
Parker and Mathey as resembling the corresponding figures
in Les Comcdiells Italiells, but the relationship is less specific
than in those listed above. They may represent preliminary
studies for alternative projects. a. Pierrot, in the foreground toward the right, is shown with five figures at the
left and three at the right. London, British Museum
1933-5-16-1. Parker-Mathey, p. 368, no. 876. b. Comedians
near a fountain with a naiad. Paris, Musce JacquemartAndre. Parker-Mathey, p. 367, no. 873. c. Scene from the
Italian Theatre. Hubert Chanler, Genesco, New York.
Parker-Mathey, p. 367, no. 875. d. Sheet of studies with a
Harlequin. Paris, Ecole Nationale des Beaux-Arts. ParkerMathey, p. 3Il, no. 561. Close to the same figure in K1344
and the Harlequin in many other Watteau compositions.'
e. Study of roses. Collection L. F. {Leonard Franklin?},
London, Parker-Mathey, p. 371, no. 883. Resembles the
garland in the foreground of K1344. A copy of Les
COII/c!diells Italiells, from the Groult Collection, according
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to two chalk notations on the back {Text Fig. 93, now in
the Study Collection of the National Gallery of Art,
Washington}, may be identical with the canvas first
published by Mantz in 1890 as the long lost work painted
for Dr. Mead, which had reappeared in London, a
'Watteau of the first importance'.5 Until c. 1932, when it
was first described as a replica, the Groult canvas was
generally accepted as the original painting. It was presented
by Georges Wildenstein to the National Gallery of Art.
More vertical in composition than KI344, the Groult work
has an additional area along the top which completes the
central archway, the curtain at the right and masonry at the
left. It omits the man standing at the central figure's side.
The cap of the man to the right, seen behind the tall
woman, is light in the Groult canvas and dark in KI344.
In general, the Study Collection canvas is pale in tonality,
with many color variations from KI344. Another
reduced example of Les Comc!diells Italiells was listed by
Hcdouin as in the collection of Ries, a member of the
Ministere de Commerce. 6 A tapestry, probably woven in
Wurzburg C.1740-45 employed the figures of Les
Comc!diells Italiells, but placed them in a different setting. 7
A reproductive print, almost identical in composition (in
reverse) to KI344 was etched by Bernard Baron (b. Paris,
1696, d. London, 1762) c. 1733 and entitled Les Comcdiells
Italiells (Text Fig. 90). It was announced by the 'Veuve de
F. Chereau et Surugue' in the Mercure de Frallce for March
1733 (p. 554): •.. fme estampe Ilouvellemellt gravee ell

Angleterre par Ie sieur Baroll, d'apres flit tableau defetl Watteau
qui est dalls Ie cabinet de M. Mead, I/Iedecill du Roy de la grail de
Bretaglle. II Ie fit faire a Watteau dalls Ie voyage qll'il fit a
LOlldres. Ce tableall est grave SOliS Ie titre des Comcdiens
Italiens; ce SOllt presqlle tous portraits de gells habiles dalls lellr
art qlle Watteall peignit SOliS les dijferells habits des actetlrs dll
TMatre Italiell. [' ... a print, newly engraved in England
by Mr. Baron after a painting by the deceased Watteau,
which is in the collection of Mr. Mead, physician to the
King of Great Britain. He ordered it from Watteau during
his London residence. The painting is engraved under the
title Comediells Italiells; they are almost all portraits of
people skilled in their own art, whom Watteau painted in
the different costumes of actors of the Italian Theater.']8
Under the print, to the left, is inscribed: COMEDIENS
ITALIENS Gravez d'apres Ie Tableau original peillt par
Watteau hallt de 2 pieds 1 pOlice sllr 2 pieds 6 POliceS de large.
The subject of the Kress canvas stems from 'A troupe of
Italian Comedians which was in Paris under Louis XIV,
but in 1697 tlley offended the king by their piece, La Fallsse
Prude, thought to be aimed at Mme. de Maintenon. They
were expelled from the country and their theatre closed.
Le dcpart des comediells italiellS, engraved by L. Jacob (1729)
after a picture by Watteau, commemorates this episode.
Actually, however, members of the troupe lingered behind
performing at the tMatres des foires or merely as ambulant
troupes of actors. Characters from the Comedy, such as
Arlequin, Mezzetin, Pantaloon and Sylvia, had already
passed into French popular drama. In June 1716 the
Comedians were formally re-assembled by permission of
the Regent, christened Les COII/ediells Italiells de S.A.R.
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Monseigneur Ie dlle d'Orleans, and played at the opera till
their own house, the Hotel de Bourgogne, was ready.
The origin of their characters and the precise composition
of the Italian Company are not entirely clear. The popular
Italian character-comedy is traced back to the Atellane
fables of early Roman times, in which stock characters took
part in an improvised drama. In the XVIth century this
reappears in a double form: that of the commcdia dell' arte,
with scenes written only in outline, and linked together by
the part of Arlecchino; and that of masked comedy in
written form, acted by typical figures speaking local
dialects, viz., Pantalone (a Venetian merchant), Dottore (a
Bolognese doctor), Arlecchino (a blundering servant from
Bergamo) and others, along with some women's parts,
such as Colombina. In Wattcau's time there was probably a
fluctuating company, as one actor or another developed a
par~, and to the characters above we may add Pierrot, who
becomes Gilles, Mezzetin (brought in as a sort of double of
Pierrot). Searamollclte (in a Spanish don's dress), and Scapin.
For Watteau the attraction, besides that of picturesque
costume, was the vague web of dalliance and intrigue
called up by these characters, who told half his story for
him, but allowed him to give it his own dreamy. slightly
bittersweet turn. The whole troupe is brought together in
his picture L'Amour all TMatre italien, and contrasted with
L'Amour all TMatrefranfais (both at Berlin).'9
Mantz suggested that the tall woman to the right of Gilles
was an English model, a type not hitherto seen in Watteau's
oeuvre. He noted that the artist posed friends as members
of a theatrical troupe.10 Watteau's patron, Dr. Mead, was
thought by Jamot to have been the model for the central
figure of Lcs Comedietls [taliens. ll Dacier and Vuaflart
believed the figures in Les ComCdiens [taliens to be actors
from the Comedic Franfaise who went to London on 5
March 1720, suggesting that Watteau could have drawn
their portraits at the cafe ncar tile Haymarket where they
performed.12 According to Schefer, the identification of
tile individual figures in Les COI1lCdiens Italiens is extremely
difficult. He believed Watteau to have used the same male
model for many of them.J3 KI344 shows the final curtain
with all the actors in tile court theater, according to
Frankfurter.14 Caims and Walker (p. 110) believed all the
actors to have been painted from drawings, presumably
made in France or from memory. finding the troupe to be
dIe same as that shown by Watteau in the Louvre Gilles.
The woman at the upper left ofKI344 is shown in almost
the same pose at dIe lower right of the Louvre painting.
They dated the Kress canvas 1720 and regarded the drawings now in the Musce Jacquemart-Andre and the Chanler
Collection as among the preparatory studies, following
Parker and Mathey. The scene, according to Gillet.
represented an opening parade at the entrance to the theater
before the curtain went Up.lS Pierrot (Gilles), the dominant,
central figure of KI344, is not a character in the Comedic
Italietlllc according to Panofsky, who wrote that KI344
represents no specific scene from the Italian Comedy, nor
is it an arbitrary group of actors; she followed Frankfurter
in suggesting that it shows the farewell of the entire cast
at dIe end of the play and might be entitled 'The Curtain

Call'. 'All await applause after the curtain is drawn by
Scapin - while other actors engage in music and lovemaking - an impudently elegant young fellow who may
be Scaramouche presents the white, motionless figure of
Pierrot who, stationed in the center, finds himself embarrassed yet remote in the focus of public attention.' She
stressed W atteau's usc of Dutch seventeenth-century
sources such as Rembrandt's Hundred Guilder Print and La
Petite Tombe, as well as the Ecce Homo, relating Pierrot and
the figure at the right side to the form and meaning of the
group of Christ and Pilate.1G Panofsky's interpretation was
partially accepted by Mirimonde, who suggested KI344
be entitled Le demier vaudeville de l' opcra eomiqlle. He found
that several ofWatteau's paintings depict the end of comic
operas, when, after several scenes, the major figures appear
on stage for the vaudeville - meaning a diversion in which
chanted couplets, broken by choral responses and dances,
arc given. The scene is one of adiell and Izommage. While
the Doctor at the right watches without understanding and
the Lovers at the left arc oblivious to all else, two actors at
the center present the hero - Pierrot.17 According to Nicoll,
the central figure of Les Comedietls Italiens contributed to
tile new, romantic interpretation of Gilles in the nineteenth
century.lS Huyghe (following the sequence given by
Dacier-Vllajlart) viewed Watteau's Les Comediens Frallfais
(New York, Metropolitan Museum of Art) as pendant to
the Italian ones.19 Despite slight disparity in original
size, this suggestion is probably correct.20 Watteau is
known to have painted pendants of such a nature: see
L'Alllour all TMatre Frallfais and L'Alllour all TMatre Italien
(both Berlin, Staatlichc Museen). Sec Text Figs. 89, 90 for
the appearance of the reproductive prints after Les
Comcdietls Franfais and Les COlllcdiens ItaliclIs as a pair.
Several aspects of the composition go back to a print by a
follower of Abraham Bosse of the Comcdie Italiemle at the
Hotel de Bourgogne as it appeared toward the middle of
the seventeenth century.21 As Watteau portrayed his friend,
the art dealer Sirois, in tile garb of Gilles (London, Wallace
Collection) {preparatory drawing is Parker-Mathey, II,
p. 380, no. 932} and also showed him as Mezzetin (ParkerMathey, II, p. 380, no. 931) it docs not seem necessary to
assume that actors were used as models for W atteau' s
theatrical subjects. The title of the Kress composition is
probably not ofWatteau's making. It first appeared below
the reproductive print by Baron, and many such captions
were invented by the print editors. The artist seems to
have drawn upon Jan Steen's works for the figure style of
Les COlllediells Italiens, while Frans Hals provided tile basis
for the canvas's presumed pendant - Les ComCdiens Fratlfais
(New York. Metropolitan Museum of Art}.22 The approximate date of Les COl1lediells Italiens coincides with Marivaux's play written for the Italian Comedians in 1720, but
the subject matter of the composition cannot be specifically
keyed to that of the drama. 23 Waagen was tile first scholar
to publish K1344. in 1857. describing it as 'of such vivacity
in the heads, clearness of colouring, and carefulness of
execution, that I do not hesitate to pronounce it one of the
most remarkable works of tile master I know' .24 He compared the canvas to the Watteau Gilles (Paris, Louvre).
Most critics place the Louvre painting approximately one
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to two years before Lcs ComCdiclls Italietls. Staley praised
the Kress painting as a fine work by Watteau. 25 Although
The Italiall Comedialls was exhibited in 1871 and 1902, it
was overshadowed by another example of the composition
then in the Groult Collection, Paris (now Study Collection
of the National Gallery of Art, Washington), which many
critics believed to have been the original canvas by Watteau.
In 1932, when K1344 was exhibited in London, both the
Kress and Groult examples were viewed as replicas. 2G Since
then the Kress canvas has generally been accepted as the
work painted by Watteau in England, c.1719/20 and
owned by Dr. Mead, reproduced as such in the print by
Baron of c.1773. 27 Macchia and Montagni mentioned
reservations as to Watteau's role in the execution OfK1344.
Some of these doubts were raised as a consequence of the
painting's condition, described by Macchia and Montagni
as having suffered from a very poor cleaning. They also
quoted anonymous sources which saw an additional hand
at work, if not that of a copyist.28
It is not certain that the Kress canvas is identical with the
painting reproduced by Baron c. 1733 (Text Fig. 90). Some
passages in the print (the treatment of hands, the spacecreating effect of the rose garland) seem superior to the
rendering of these areas in K1344. Neither is it sure that
Dr. Mead acquired Les Comediells Italictls directly from
Watteau, although a contemporary account by George
Vertue stated that it was painted in England (during
Watteau's residence of c. 1719-20). Vertue saw two paintings by Watteau in Mead's collection, presumably
identifiable with Les Comediells Italiclls and L'Amollr
Paisible, as tile doctor does not seem to have owned any
others by Watteau. Vertue's account was written 1724/25:
'two pictures painted by ... Watteaux Conversations.
painted in England' .29 According to Adhemar, the
celebrated physician and Francophile purcllased Watteau's
L'Amollr Paisiblc prior to the artist's coming to London.30
IfVertue is correct, Mead could have bought Les ComCdiclls
Italiclls any time between c. 1720 and 1724/25. Both
paintings were reproduced by Baron and both were in the
Mead sale of 1754, together with three Watteau drawings.
Starting witll Goncourt, nineteenth-century scholars made
much of supposed links between Watteau and Mead,
without substantial documentary evidence. Goncourt
suggested tllat the tubercular artist presented Lcs Comediclls
Italiells to Mead, and that Watteau went to London to
consult the noted physician in search of a cure.31 However,
the journey may have been motivated by the artist's need
for new patronage (in the country where his work was to
be of constant popularity) and to recoup financial losses in
tile South-Sea Bubble.32 Dr. Mead was unusually generous
in making his fine collection in Great Ormond Street open
to art students and to professional copyists.33 Perhaps the
uneven quality of the Kress canvas may be explained by
Watteau's having worked in collaboration. The large
number of preparatory drawings by Watteau for Lcs
COl1lediellS Italiells might be interpreted as facilitating the
completion of the canvas by another hand. Philippe
Mercier (1689-1760),34 Watteau's probable London host
and an adept imitator of the master's painting, is a
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likely candidate for such co-operation, but it does not
seem probable that the great artist would then have worked
in such a manner. Some of his finest canvases were completed in his last months - only at the very end did he entrust
another artist with the completion of a canvas and even
then Pater's contribution was primarily restricted to nonfigural areas. 35 If K1344 was begun by Watteau he may
have left England before its completion, which could have
been undertaken by Mercier. The latter may have gone to
London in 1716; he is first documented there in 1720,
residing in the French Quarter. He was probably working
in a Watteauesque manner in Berlin, his birthplace, where
he was trained by his father, a Huguenot tapestry maker.
Mercier occasionally passed off his canvases as works by
Watteau, 'authenticating' them as by the great master by
fabricating spurious reproductive etchings 'after Watteau'.
According to Mercier's teacher, Antoine Pesne (who himself worked in a manner based on Watteau), Watteau and
Mercier made an etching in collaboration - Watteau providing the preliminary outlines of the Mercier family group
which Mercier then completed.36 With the exception of
his earliest, most Watteau-like canvases (pre-1730), Mercier
is rather a coarse painter. The physiognomy of Gilles in
K1344 is more reminiscent of Mercier's Watteau adaptations than of Watteau's own work. Close ties existed
between Mercier and Baron, the French printmaker active
in London who reproduced the two Watteaus in Dr.
Mead's Collection and sold Mercier's prints in his shop at
Panton Square.
The rather flat, lifeless surface of K1344 is not characteristic
of Watteau; it may be due to an old, unskillful relining.
Certain areas such as Gilles's face are executed in an
extremely dry, meticulous fashion, lacking the French
master's spontaneity. Some heads, most notably that of
the man to the right of the lady with the tricorne, appear
to have been worked over, probably at a date considerably
after the painting's completion. The male heads to the left
and right of Gilles are very thinly painted and seem to
have been left in an unfinished state. Perhaps the present
condition of the surface is the result of an old, drastic
restoration necessitated by Watteau's at times extremely
poor technique. Several eighteenth-century critics commented on the master's use of potentially destructive, fastdrying media when anxious to complete a work. 37 This
was perhaps especially true toward the end of his life.
X-rays OfK1344 show the underpainting to be in a more
rigid, sharply defined manner than that usually encountered
in Watteau's art. The elongation of the central figure and
the extremely small heads of most of the actors are a-typical.
See for example, the treatment of hands in the probable
pendant to the ComCdiclls Italiem: the Comediells Frallfais.
Considering the number of problems raised by K1344, the
canvas may well prove to be an excellent, very early copy
after the COlli/diem Italiclls.
The Italian Comedians' scenario was known as a catlovaccio, a canvas, providing tile actors - whose stock
characters were well known - with the broad outlines of
the plot they were to follow, largely using improvisational
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dialogue. Watteau may well have loved this form for its
combination of stereotype and spontaneity, so intimately
allied to the painter's view of the human comedy in many
of his own frnest canovacci.

Provetzallce: Many Watteau paintings showed figures from
the Italian Comedy, and numerous entries in sales catalogues
(often without measurements) referring to pictures as the
Italialt Comedians need not necessarily refer to the same
composition as that of KI344.3S Possibly Dr. Ricllard
Mead, London (sale by Langford, 20-22 Mar. 1754, Cat.
No. 43, as 'The companion [to L'Alllollr Paisible], Italian
Comedians, same size, engraved by Baron',39 purchased by
A. Beckford).40 Possibly Alderman William Beckford,
Fonthill House. Roger Herenc?41 Duke of Grafton?42 Sir
Thomas Baring, London,43 as early as 1857,44 exhibitedLondon, Royal Academy of Arts, Works ofthe Old Masters,
1871, p. 17, Cat. No. 176, as 'Pierrot, a group, 24 X30 in.'.
Thomas George, first Earl of Northbrook (Baring's
nephew).45 Asher Wertheimer, London (sold to Thomas
Agnew and Sons, London, 1888). Edward Cecil Guinness,
First Earl ofIveagh,46 County Down, from 1888, exhibited
- London, Guildhall, Exhibition of a ••. Selection of works
by Frellch alld Ellglish Paillters of the . .. Eighteenth Cel/tllry,
1902, p. 42, Cat. No. 40. Walter Edward Guinness, son of
the Earl ofIveagh, London, from 1927.47 Wildenstein and
CO.4S Baron Thyssen-Bornemisza, Schloss Rohoncz,
Rechnitz, Hungary, exhibited - Munich, Pinakothek,
Sall/llllll11g Schloss Rohol/cz, 1930, Cat. No. 348. London,
Royal Academy of Arts, Exhibition of Frellch Art, 1200190 0 , 1932, pp. 91-2, Cat. No. 177; until c. 1936. New
York, Wildenstein and Co. c. 1936. Kress acquisition 1942.
Referellces: (I) As it is not entirely certain that K1344 was
the model for the print Les COllu!diens Italiens (Text Fig.
90), the Washington canvas will be designated by its
English tide dlroughout. (2) Their links to the composition
have been noted by Karl T. Parker and Jacques Mathey,
Watteall, SOli CEllvre Dcssiltl!, Paris, 1957, II, hereafter
referred to as Parker-Mathey. (3) Parker and Mathey
identify this character as 'Sylvia', often played by JeanneRosc-Guyonne Benozzi. For another, similar, study, see
Parker-Mathey, p. 358, no. 830 (London, British Museum
P.44). (4) See Emile Dacier and Albert Vuaflart, jean
jlllliel/ne et les Gravellrs de Watteall all xVIlIe siecle, Paris,
1922-29 (hereafter referred to as Dacier-Vtlaflart), III, Cat.
Nos. 95, lI4, 3II. (5) Paul Mantz, 'Watteau, VI', Gazette
des Beaux-Arts, 3rd ser., III, 1890, pp. 224-5. In the same
article (p. 227) Mantz published L'Hellrellse Reco/ltre, then
in the collection of Marcel Bernstein, as by Watteau, but
this has been shown to be by Philippe Mercier (see Helene
Adhemar, Watteall, sa vie et son (xtlvre, Paris, 1950, p. 233,
Cat. No. 221 (hereafter referred to as Ad/u!lIIar); see also
Philip Mercier 1689-1760, an Exhibition of Pait/tings alld
Ellgravitlgs, City Art Gallery, York, and Iveagh Bequest,
Kenwood, 1969, p. 18, Cat. NO.4). Groult owned at least
one other Watteau copy, Mezzetill (AdMlllar, p. 240, Cat.
No. 310). The following critics, who do not appear to
have seen it, accepted the Groult canvas as by Watteau:
Claude Phillips (At/toille Wattcall, London, 1895, p. 7);

Adolf Rosenberg (Alltoine Watteall, Leipzig, 1896, p. 76);
Lady Dilke (Frellch Painters of the Eighteetzth Centllry,
London, 1899, p. 87, n. 5). Virgile Josz (Watteall, Moellrs
dll xvIlIe SiMe, Paris, 1904, p. 92) referred to the Groult
canvas as 'of incomparable brilliance'. In 1921 Jamot said
dlat the original by Watteau was 'probably the example in
the Groult Collection' ('Watteau Portraitiste', Gazette des
Beallx-Arts, 5dl ser., IV, 1921, p. 268). Dacier-Vtlaflart
referred to the Groult canvas as the original (III, p. 94,
Cat. No. 204), as did Louis Reau (section on Watteau in
Louis Dimier's Les Peilltres Frallfais dll xVIlIe siec1e, Paris,
1928). In the London Exhibition Catalogue of 1932, the
Groult version is first referred to as a replica. (6) Pierre
Hedouin, 'Catalogue de l' oeuvre de Watteau', Mosaiqlle,
Paris, 1856; 'Watteau III', L'Artiste, ReVile de Paris, 4th ser.,
v, 1845. Ad/u!war (p. 231) tentatively proposed that the
Ries canvas might be the one shown in Lille in 1899 in dIe
Watteau de Lille (dIe artist's grand-nephew) exhibition,
Cat. No. III. She also suggested that it might be the
canvas owned by Leclerc which was in the Wilson Sale in
1861 (Cat. No. 76). The latter measured 20 X23 cm. A
very coarse copy of the composition is on the New York
art market (ex coIl. Mainwaring, Ottley, Salop.). (7) It
omits the children and moves the male figures at dIe left
and right of Gilles to the decorative framework. See
Dacier-Vtlaflart, III, pp. 94-5. It was formerly in the
collection of Albert Lehmann (sold Paris, 4-5 June 1925,
p. 40, Cat. No. 134, there attributed to Beauvais factory).
For comparable works, see Heinrich Gobel, Walldteppiche,
III, I, Leipzig, 1933, p. 266, pIs. 239-41. Information
courtesy of Edith Standen. The tapestry probably corresponds to the kleille italiellische KOlllodie/ifigllrell, no. 6 in
the de Vigne inventory of dIe Berlin Tapestry Works,
made in 1745. See Hans Huth, 'Zur Geschichte der
berliner Wirkteppiche', jahrbllch der prellssiscllCII Kllnstsalllllllllllgel/, LXV, 1935, pp. 8D-99, esp. p. 97. (8) Quoted
Dacifr-Vllaflart, III, p. 94, Cat. No. 204. For biographical
data onBaron, see p. 72. (9) Quoted from WaIIace CoIIection:
Cataloglle ofPictil res alld Drawings, London, 1968, pp. 355-6.
Very few of the plots involve a little boy and girl. Of dIe
fifty in Flaminio Scala's anthology, II Teatro deIIe favole
rappreselltative, only three bear any relationship to the cast
of the Comt!diells Italiells. See Scala's text, published as
Scetzarios of the COlllllledia dell'Arte, translated and edited by
Henry F. Salerno, New York, 1967, 'The Two Disguised
Gypsies' (pp. 235-41), 'The Disguised Servants' (pp. 21826), and 'The Faithful Friend' (pp. 210-17). See also
Giacomo Oreglia, The COlI/lIledia dell'Arte, New York,
1968. (10) Paul Mantz, op. cit., pp. 222-38, esp. pp. 224-5.
Parker-Mathey (p. 344, no. 768) believed her to be taking
the role of Sylvia. (II) PaulJamot, op. cit., pp. 257-78. For
contemporary portraits of Dr. Mead, see Dacier-Vuaflart,
I, pp. 98-9, figs. 34-5. (12) Ibid., p. 96. (13) Gaston Schefer,
'Le Portrait dans l' oeuvre de Watteau', Gazette des BeallxArts, 3rd ser., XVI, 1896, pp. 177-89, esp. pp. 186-8. He
suggested that Pierrot could be Corneille van Cleve,
Rector of the Academie Royale de la Sculpture. As the
latter was born in 1645, this seems highly unlikely. John
Edgcumbe Staley (Watteall alld his School, London, 1902,
p. 68) quoted a view that all the figures in the Italian
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Comedians were sculptors, probably adapted from Schefer.
(14) Alfred M. Frankfurter, The Kress Col/ectioll ill the
National Gallery, New York, 1944, p. 78. He found the
painting to indicate Watteau's saying, 'Hail and farewell to
the brilliant life of Versailles' (when the Italian Comedians
were expelled). See also his 'French Masterpieces for the
National Gallery', Art News, XLIII, Aug. 1944, pp. 8-10.
(IS) Louis Gillet, Watteau, Paris, 1921, p. 242. (16) Dora
Panofsky, 'Gilles or Pierrot? Iconographic Notes on
Watteau', Gazette des Beaux-Arts, 6th ser., XXIX, 1952,
pp. 319-40, esp. pp. 322-3. (17) A. P. Mirimonde, 'Les
sujets musicaux chez Antoine Watteau', Gazette des
Beaux-Arts, 6th ser., LVIII, 1961, pp. 249-88, esp. pp. 271-5.
Cook, p. 26, follows Mirimonde's view. (18) Allardyce
Nicoll, The World oj Harlequin, Cambridge, Mass., 1963,
pp. 92-3. (19) Rene Huyghe, 'L'Univers de Watteau', in
Adlu!mar, p. 50. Anita Brookner (Watteau, London, 1967,
p. 40) followed this interpretation. Dacier-Vllaflart (Ill,
pp. 94-5, Cat. Nos. 204, 205) implied chronological
proximity of the two compositions by listing them in
sequence as does Adhemar (p. 231, Cat. Nos. 2II-I2)
who placed K1344 as the second of two works executed by
Watteau in England, immediately followed by Les
ComCdiens Frallfais, the first of his latest works, in France.
(20) A comparison of the Metropolitan Museum painting
with its reproductive print shows that it was cut down at
the top, bottom, and right side. The print is our Text Fig.
89. Color reproductions of both paintings are shown in
juxtaposition by Anita Brookner, op. cit. Note 19 above,
pIs. 45-6. On the eighteenth-century reproductive print
the size of Les Comcdiens Frallfais is given as 'I pied 10
pouces sur 2 pieds 4 pouces' and that of Les Comedie/ls
Italiens as '2 pieds I pouce sur 2 pieds 6 pouces.' (21)
Reproduced in George R. Kernodle, From Art to Theatre,
Chicago, n.d., p. 209, fig. 62. On the basis of illustrations
of Louis Riccoboni's Histoire du TMltre Italiell (Paris, 1727),
the figure at the center of Les Comt!diens Italiens is Pierrot
(see Riccoboni, pI. 17); the costume of the man introducing
him at the right resembles that of Scapin (pI. 8); the bearded
figure may be Riccoboni's Docteur Ancien (pI. 5), but is
shown by him as beardless in somewhat more elaborate
garb; the man with a mask to the left of the central figure
is the Arlequin Moderue (pI. 2), and the seated musician has
some resemblances to both the Capitall Espagllol and the
Capitan Italien, although neither of them carries a musical
instrument. The man at the far left is Mezzetin (pI. 13).
The comediennes, the jester and children, the man in the
flame-like hat (mostly obscured by the harlequin) are not
illustrated by Riccoboni. (22) For Steen's treatment of a
similar subject, see S. J. Gudlaugsson, De Komedialltell bij
Jail Steen en zijn Tijdegenoten, The Hague, 1945, pp. 44,
51, 69. (23) See G. Larroumet, Marivaux, Paris, 1882,
p. 175 (cited by Adlzt!mar, p. 158). (24) Gustav Friedrich
Waagen, Treasures ojArt in Great Britain, IV, London, 1857,
pp. 96-7. (25) Staley, op. cit. Note 13 above, p. 68. (26)
London, Royal Academy, Exhibition oj Frellch Art 12001900, Jan.-Feb. 1932, pp. 91-2, Cat. No. 177. (27) K. T.
Parker, The Drawings oj Antoine Watteau, London, 1931,
p. 35. Hans Vollmer (Thieme-Becker, XXXV, 1942, pp.
190-6, esp. p. 190) called K1344 (then in the Thyssen
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Collection) Gilles with the Italian Comedians and dated it
1719-20 (p. 194). The following also identify the Kress
canvas with the original painted by Watteau for Dr.
Mead: Adlzt!mar (p. 231, Cat. No. 2II) and idem, in
'Watteau', Encyclopedia oj World Art, New York, n.d.,
p. 830; Eillstein, pp. 218-21. Brookner, op. cit. Note 19,
p. 40. Gilbert W. Baker (Antoine Watteau, London, 1939,
pp. 103-4) accepted both the Kress and Groult canvases as
originals, linking K1344 to the one owned by Dr. Mead.
(28) Giovanni Macchia and E. C. Montagni, L'Opera
Completa di Watteau, Milan, 1968, p. 121, Cat. No. 203.
(29) 'The Vertue Notebooks Ill', Walpole Society, XXII,
1933-34, p. 23. (30) Adlzt!mar, p. 216, Cat. No. 126. (31)
Edmond de Goncourt, Catalogue Raisollllc de l' a:llvre peint,
dessinc, et gravc de A. Watteall, Paris, 1875, pp. 66-7, Cat.
No. 68. Dacier-Vllaflart believed Watteau to have included
Mead's portrait in several works (L'Amour Paisible,
L'Accord Parfait, III, pp. II2-13, 15-16, Cat. Nos. 268, 23)~
(32) Ibid., III, p. 88. Adlzt!mar, p. 231. (33) W. T. Whitley,
Artists and their Friends in Eugland, 1700-1799, London and
Boston, 2 vols., 1928, I, p. 28. (34) For Mercier, see Robert
Rey, Quelques Satellites de Watteall, Paris, 193 I, pp. 65 ff.;
Paul Wescher, 'Philippe Mercier and the French Artist in
England', Art Quarterly, XIV, 1951, pp. 179-92; Ellis K.
Waterhouse, 'English Painting and France in the eighteenth
century', Joumal oj the Warburg and Courtauld Institutes,
XV, 1952, pp. 122-35; Robert Raines, 'Philip Mercier, a
little-known eighteenth-century painter', Proceedings of the
Huguenot Society oJLolldon, XXI, Part 2, 1967, pp. 124-237;
Mercier E;'l:ilibition Catalogue, op. cit. Note 5 above;
Frederick Antal, Hogarth and his Place ill Ellropeall Art,
London, 1962, p. 35. (3S) Goncourt, op. cit. Note 31 above,
p. 49, Cat. No. 530. (36) Information received and recorded
by Mariette when he was having his portrait painted by
Pesne. Noted in Mariette's Abecedario, Paris, Bibliothcque
Nationale, MS. fr., IX. For the problem of Mercier's
Watteauesque etchings, see Adlzt!mar, pp. 233-4, Cat. Nos.
218-26 and Dacier-Vllaflart, I, pp. 100-3. The print of
Mercier and his family is Adlzt!mar, p. 233, Cat. No. 218,
reproduced in the Mercier Exhibition Catalogue, op. cit.
Note 5 above, p. 18, Cat. NO.3, fig. 3. For Pesne and
Watteau, see Dacier-Vllaflart, I, pp. 165-7. (37) For compilation of these eighteenth-century texts, see ibid., pp.
145-6. (38) For example, the sale of Salomon Gautier
(London, 18 Jan. 1726?) lists an 'Italian Comedians' by
Watteau, together with four other works by tlle same
artist. By this time, til,! Mead canvas had been seen by
Vertue. (39) Sold for £52.10.0. No. 42 of the catalogue
reads, 'A Pastoral Conversation: L' Amour Paisible F.2 X
F.2.6 Eng. by Baron', sold for £42.0.0. (40) The Frick Art
Reference Library has a hand-written catalogue of the sale
which reads, 'Italian Comedians ... engr ... Baron, Beckford'. Adlzt!mar (p. 23 I, Cat. No. 2II) also gave A. Beckford
as tlle buyer. (41) 'A Musical Conversation [L'Amour
Paisible] and Italian Comedialls, its companion' by Watteau
were sold from the collection of Roger Herenc (Harene)
by Langford, London, 3 Mar. 1764, Cat. No. 53· (42)
According to a copy of the Harene sale catalogue in the
Netherlands Institute at The Hague, tllese paintings were
bought by the Duke of Grafton for £8.18.6. This drop in
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price suggests that the Mead (-Beckford) and Harene
paintings are not identical, unless the Mead Italiall
Comedians and Pastoral COllversation were among those
works damaged in the Fonthill House fire of 1755. If they
then entered the Harene Collection, their condition would
explain the low price. The Harene canvases may have been
among the many copies made in the eighteenth century
after Watteau. If the canvas in the W. Balbach sale (Sullllller
Pleasures, New York, 19II, Cat. No. 30) is indeed identical
with the Mead one then on the basis of the reproduction in
the sale catalogue, it has undergone considerable damage.
(43) Waagen, op. cit., pp. 96-7: 'Pierrot, in his white dress,
surrounded by ladies and cavaliers, the background a
garden. This picture •.. about 2 feet high by 3 feet wide.
It recalls the picture of ..• Lacaze ... in Paris' [Gilles, now
Paris, Louvre]. (<<) Christie's Bi-Centenary Review oj the
Years 1766/1966 mistakenly listed K1344 (p. 272) as 'The
Italian Comedians by Watteau sold on 2 June 1848 from
the Collection of Sir Thomas Baring'. The Italian Comedians
was no doubt confused with another of the several Watteau
paintings from the Baring Collection (Adlll!lIIar, Cat. Nos.
94, IIO, 120, 130, 163), perhaps L'Accord Parfait, whose later
provenance is close to K1344, or L'Amour au Tlziatre Italien.
(45) Ronald Gower, 'The Northbrook Gallery', The Great
Historic Galleries of England, v, 1885, p. 25. (46) Created
Earl of Iveagh in 1919; died 1927. (47) Listed in Munich
Exhibition Catalogue, 1930, see Provenance. (48) The canvas
was shown to Rene Gimpel at Nathan Wildenstein's
suggestion on 13 Oct. 1924. See Rene Gimpel, Diary oj all
Art Dealer (transi. John Rosenberg), New York, 1966,
p.275·

JEAN BAPTISTE PATER
Pater was born in Valenciennes in 1695 and died in Paris
in 1736.1 The son of a sculptor, Pater came from Watteau's
native town, first studying under the littIe known painter,
J.-B. Guide. Whether Pater worked with Watteau during
the latter's brief visit to Valenciennes in 1710 is not known.
In 1713, he entered Watteau's Paris studio, but this association was short-lived, no doubt due to Watteau's quixotic
temperament. Eight years later, when Watteau lay dying
of tuberculosis, he regretted the rupture with his colleague
and summoned Pater to his bedside for a final month of
instruction. This proved crucial to Pater's career, since he
inherited many of Watteau's patrons, including Jean de
Jullienne and the Comtesse de Verrue. In 1728, Pater was
elected to the Academie Royale. A prolific master, Pater's
decorative, speedily executed works are often highly
repetitive.

K1408 : Figures 271, 274
FETE CUAMPETRE. Washington, D.C., National Gallery
of Art (883), since 1946. Oil on canvas. 291 X36! in.
(74'5 X92'5 em.). Stretcher line has worked through along
top of canvas; restoration along right border and upper left
edge. Relined, cleaned and restored by Pichetto in 1945/46.
Reproduced in color Caims and Walker, p. 121, and detail
in Seymour, p. 181, pI. 171.

Amorous couples are shown in a rustic setting, a statue of a
nereid and dolphin with cupid at the upper left (above a
fountain). Tn front of the statuary group, which symbolizes
the swift passage oflove, a page places a wreath on the head
of a lady turning to the left.2 She wears a shell-pink gown
under a beige mantIe. Another lady holds an apron filled
with flowers to the left. A pair of dancers is to the right, a
couple conversing is further to the right. Two girls, one
dressed in rose, the other in blue, play with a dog in front
of them. Smaller figures are in the background; buildings
are seen in tile distance. In the foreground a couple stands
at the extreme right, the woman in black, the man in
crimson; another couple, both attired in rust-colored
garb, is seated at the extreme left. The sky, a deep blue
turning to pink at the horizon, indicates that the setting is
late afternoon; the sun is seen at the left.
K1408 was first published in 1932, when it was dated
C.1730-33. 3 According to Frankfurter, the sources for
Pater's composition were Rubens's scenes of country
dances, tIlC Kermesses. 4 Seymour (pp. 175, 180) noted that
' .•. Jean-Baptiste Pater, of Watteau's own generation,
was best known for his figure compositions in the jete
galante genre, placing fashionable ladies and their amorous
admirers in the setting of a park. In tIlis genre, which
Watteau seems to have initiated, memories of Rubens and
Giorgione were fused in the subtlest possible way with the
gracefully erotic tendencies of the French Regency. Such
paintings recreate a new kind of Arcadia. Seldom did such
attractive ladies receive more daintily attentive homage.'
Caims and Walker (p. 120) related K1408 to Pater's painting
of the same subject in the Wallace Collection (p 460).
The couple at tile far left is particularly reminiscent of
Watteau. Several of the costumes do not appear to be
contemporary - the figure at the extreme right is seventeenth-century Flemish in style. The statuary group and
patterns made by the swirling trees recall the contemporary
craze for the rocaille, with its intricately curvilinear forms.
For an earlier example of such quasi-rustic/romantic
subjects, see K2059 (fig. 127). Pater may have been inspired
by two much copied paintings of Rubens: The Garden of
Love (Madrid, Prado; Waddesdon Manor). Both paintings
include a fountain with a nereid, dolphin and putti, and
were well known from the fme woodcuts by Jeghers. The
placement and costume of some of Rubens's figures recall
those of K1408.5 The canvas may perhaps have been a
pendant to another Fete Cltamp2tre by Pater, measuring
28! X35 in. 6 The figural components of the Kress canvas
appear in many of Pater's paintings and drawings.

Provenance: Baronne Wilhelm Carl R. von Rothschild
{1832-1924),7 Grlineburg, Frankfurt. Paris, Wildenstein
and Co., exhibited - London, Royal Academy of Arts,
FrencliArt, 1200-190o,Jan.-Feb. 1932, Cat. No. 257 as 'Conversation Galante'; New York, Wildenstein and Co., The
Great Tradition oj French Painting, 1939, Cat. No. 14. Kress
acquisition 1946.
References: (I) F. Ingersoll-Smouse, Pater, Paris, 192I. (2)
For this motif see W. Sauerl:mder, 'Ober die ursprlingliche
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Reihenfolge von Fragonards "Amours des Bergers"',
MiitlClmer Jahrbllch der bildelldeu K/IIISt, 3rd ser., XIX, 1968,
pp. 127-56. (3) London, Royal Academy of Arts, Exhibitioll
of Frellch Art 1200-1900, Jan.-Feb. 1932, Cat. No. 257;
also by Eillsteill, p. 26. (4) Alfred M. Frankfurter, SlIpp[emellt to the Kress Collection in the Natiolla[ Gallery, Washington, D.C., 1946, p. 57. (5) See Gustav Gluck, 'Rubens
Liebesgarten', Jahrbllch der Kllllsthistorischen Salllm[lIngeu in
Wieu, xxv, 1920, pp. 49-98; Mary Myers, 'Rubens and
the Woodcuts of Christoffel Jeghers', Bulletin of the
Metropolitan Mllseum ~r Art, xxv, 1966, pp. 7-23. (6)
London, Sotheby's, 10 July 1968, Cat. No. 12. At the time
of the Royal Academy exhibition, France i/l the Eighteeuth
Celltury, London, winter, 1968 (p. 106, Cat. No. 537, fig.
95) the painting was owned by Messrs. Leslie Mortimer,
Nathanson and Alan David Nunes Nabarro. (7) Her
husband (1861-1901) was from the Naples branch of the
family. She was Hannah Mathilde von Rothschild of
Vienna.

NICOLAS LANCRET
Lancret was born in Paris in 1690 and died there in 1743.1
Failing to qualify in the Academie Royale's competition
for history painters in 1711, Lancret entered the studio of
Claude Gillot, which specialized in theatrical and popular
subjects. At the same time he met Watteau, Gillot's former
pupil, who was to become his close friend and a major
influence on his art. In 1719, Lancret was admitted to the
Academie Royale as painter of 'modern subjects' and soon
became extremely popular, patronized by amatellrs such as
Crozat and the duc d' Antin, and known to the public
through numerous prints after his works. After Watteau's
death in 1721, Lancret was the leading French painter of
'modern subjects'. He married the daughter of the playwright Edme Boursault in 1740. With Lancret's death
three years later, the depictions of scintillating Fetes
Galalltes (first created by Watteau) diminished in frequency.

K 1420 :

Figure

270

THE REPAST OF THE HUNTING PARTY. Washington,
D.C., National Gallery of Art (1105), since 1950. Oil on
canvas. 24l X29i in. (61'5 X74·8 cm.). Relined, cleaned
and restored by Pichetto in 1946/47. Very well preserved.
SIIMa, p. 224, Cat. No. 100. Reproduced in color in Jean
Robiquet, La Fcmmc daus [a peillture frallfaise, xve-xxe
siecie, Paris, 1938, p. 66; detail in Seymollr, p. 183, pI. 173.
Two hunt couples, the ladies in riding habits, are shown
under a clump of trees, taking refreshment. Two men
recline on the ground before them. Four grooms attend
horses at the right, two servants, one decanting wine, the
other serving fruit, are at the left, near the horse with picnic
supplies in panniers attached to the saddle.
A reproductive print after K 1420 is included in Matthieu
Osterreich's description of the Potsdam Collection of
1773.2 It was mentioned in Seidel's Potsdam inventory.3
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The painting was listed in Wildenstein's Lancret monograph.' It was included by R. Graul in the Thieme-Becker
entry (XXII, p. 287). SIIMa (p. 224, Cat. No. 100) stressed
the prominent place that K 1420 occupies in the Lancret
oeuvre and in the literature. He noted that 'this painting
was part of the famous collection of French paintings
owned by King Frederick II of Prussia. He was particularly
fond ofLancret and acquired no less than 26 of his paintings,
thus forming the largest collection of the master's works.'s
The Kress canvas is approximately contemporary with one
of Pipon's letters describing the life of French society,
dominated by Louis XV's obsession with the hunt, written
in October 1732. He observed 'The days come and go, and
all are identical. Every day there is a hunt, and there are
more kennels and horses. The baying of hounds, the
blowing of horns, rain, wind, mud, that is our daily bread.'G
A similar subject by de Troy (London, Wallace Collection,
No. 463), dated 1737, has a pendant - The Death of a Stag.
Thc Repast of the Hlmtillg Party may have had such a
companion piece. However, when in the collection of
Frederick II, the pendant was a Ball, the same size as the
Kress canvas. 7
A fine example of Lancret's oeuvre, the Kress canvas has
much of the same small scale and intimate charm of the
contemporary conversation pieces of Thomas Gainsborough. Many Lancret drawings resemble the poses of
the figures in K 1420 but none corresponds precisely. 8 The
subject of the Kress painting was often seen in his works.

Provellallce: Frederick II of Prussia, Palace of Potsdam,
acquired by him or Prince August Wilhelm. 9 Kings of
Prussia and German Emperors, Neues Palais, Potsdam. 10
Purchased from Kaiser Wilhelm II, Doorn, The Netherlands, by Georges Wildensteinin 1923, exhibited - London,
Royal Academy of Arts, French Art, 1200-1900, 1932, Cat.
No. 186; New York, Wildenstein and Co., The Great
Tradition of Frellch Paintillg, 1939, Cat. No. 16. Kress
acquisition 1946, exhibited - New York, Wildenstein and
Co., Jubilee Loall Exhibitioll, 1901-1951, Masterpieces from
MllseUIllS alld Private Collectiolls, 1951, Cat. No. 23.
Referellces: (I) Jules Guiffrey, Nicolas Lallcret, sa Vie ct SO/l
Oeuvre, Paris, n.d.; Georges Wildenstein, Nicolas Lancret,
Paris, 1924. For the art of Lancret and his contemporaries
in Germany, see Louis Etienne Dussieux, Les artistes
frallfais l'tftrallger, Paris, 1876, pp. 220-1. (2) Emmanuel
Bocher, Les Gravllres Frallfaises dll xvllIe siecie, Paris, IV,
1877, p. 82, Cat. No. 556, listed as 'Le Defet/ller'. (3) Paul
Seidel, Lcs Collectiolls d' IXt/vres d'art frallfais dll xVllIe siecle
appartenallt asa majest! l' emperet/r d'Allclllaglle, trans. Paul
Vitry, J. J. Marquet de Vasselot, Paris, 1900, pp. 93-4·
(4) Wildenstein, op. cit., p. 99, Cat. No. 444. (5) See also
Dussieux, op. cit., Note I, pp. 220-1, who reported that
23 paintings by Lancret were in the collection of
Frederick II; also Paul Seidel, Friedrich der Grosse ill der
bildelldell KUllst, Leipzig-Berlin, 1922. (6) Letter to Abbe
Ie Gendre, quoted by Louis Ducros, Frellch Society ill the
Eiglzteellth Celltllry, London, 1926, p. 66. (7) The Kress
painting was Inv. No. 45, and The Ball Inv. No. 46. The

a

308

FRENCH SCHOOL: XV-XIX CENTURY

Ball is probably identical with Tlte Dance before tlte Tent,
now at Doom (Holland). Information courtesy of Dr. Use
Franke, 20/v/68, in Kress Archive. (8) See the sketch, The
Repast oj the Hllnting Party (Detroit, Institute of Arts),
reproduced in France in tlte Eighteenth Centllry, London,
Royal Academy of Arts, Winter Exhibition, 1968, p. 89,
Cat. No. 386, fig. 98. Wildenstein, 0p. cit. Note I, Cat.
No. 462. (9) Matthieu Osterreich, Descriptioll de tOllt
l'interiellr des dellx palais de Sans-Sollci, de cellx de Potsdam
et de Charlottellbollrg, 1773, p. 109. Friedrich Rumpf,
Bescllreibllllg der aellssem tllld ill/lem Merkwiirdigkeitell der
KOlliglicllell Schlosser ill Berlin, Clzarlottenburg, Scllollhallsen
in tllld bey Potsdam, Berlin, 1794, p. 137. (10) Paul Seidel,
GemMde altcr Meister illl Besitze seiner Majestat des detltsc/zell
Kaisers IIIld KOlligs VOII Prel/SSell, Berlin, n.d., p. 199, no. 46.
See also his Les collections d'reuvres d'art frallfais ... , op. cit.
Note 3. C. F. Foerster, Das Netle Palais bei Potsdam, Berlin,
1923, p. 21. See also R. Dohme, 'Die Kunstsammlung
Friederichs der Grossen. Die franzosische Schule des XVIII.
Jahrhunderts', Jahrbllch der allcrhocllstelt prel/ssiscllen Kunstsalllllllungen, IV, 1883, pp. 217 ff., p. 246, Cat. No.6, as
Jagd-Friihstiick - The Hunt Breakfast'. Max Schaster,
Berlins KI/IIStsc1liitzc, Berlin, 1856, II, p. 32, Cat. No. 1325;
Gustav Parthey, Detltscher Bildersaal, Berlin, 1863-64, II,
p. 10, Cat. No. 10.

NICOLAS LANCRET
ciK547 : Figure 272
Two SEATED WOMEN. Washington, D.C., National
Gallery of Art (B-22, 382), since 1963. Red chalk on laid
paper. 6ik X7-ft; in. (16'7 X20'2 cm.). Top right comer of
drawing lost; replaced with other paper.l
The woman seated in the background is turned to the left,
in profile, her hand under her chin. The second woman, in
the foreground, her head turned away from the spectator,
is holding a fan. Both figures arc probably drawn after the
same model.
Godefroy compared the drawing to another study in red
chalk in the Louvre showing a young man and young
woman.2 The informal, relaxed poses of the figures
suggest that Lancret made these studies preparatory to a
Fete Galallte in the manner of Watteau, such as Lancret's
canvas in the Kress Collection (KI420). A comparable
figure disposition is found in a black and white chalk
drawing by Lancret in the Georges Bourgarel Sale (Paris,
Hotel Drouot, 15-16 June 1922, no. II9).

Provcnallce: Richard Owen, Paris. Kress acquisition 1939,
exhibited - Washington, D.C., National Gallery of Art,
Drawings from the Collection oj the National Gallery oj Art,
1966 (no catalogue); London, Royal Academy of Arts,
Frallce ill the Eighteellth Centl/ry, 1968, p. 90, Cat. No. 394.
Referellces: (I) The somewhat pale appearance of the
sanguine suggests that counterproofs may have been made
from K547. (2) Louis Godefroy, printed but undated

Parisian expertise (Btudes pour Ie Persollllage Felllinin d'lIIle
Fete Galallte). He described the support of K547 as 'papier
chamois' •

JACQUES-ANDRE PORT AIL
Portail was born c. 1694; he died in Brest in 1759. 1 In
addition to his activities as a painter of genre, landscape and
flowers, Portail was a civil engineer and architect, building
houses and roads for Louis XV in Brittany. The artist
resided at Versailles, and is best known for his beautiful
Watteauesque figure drawings, usually in red chalk.
Many of them portray members of the court. In 1738 he
was appointed Dessinateur du Roy and in 1740 Garde des
tableaux du Roy, placed in charge of a studio which copied
portraits of court officials. Many other court appointments
followed. In 1750 Portail directed the installation of paintings from the royal collections at the Palais de Luxembourg
and the Louvre.

dK 589 : Figure 273
A CAVALIER. Washington, D.C., National Gallery of
Art (B-22, 390), since 1963. Red chalk and black pencil
(mine de plomb). Face, coat and breeches in red chalk,
remainder in black. 91 X5·i~ in. (26 X13 em.). Inscribed
on verso in brown ink: chez . ..
A young cavalier in right profile wears a tricorne and
sword, his coat unbuttoned, his right arm on his hip. He
is in a dance-like pose with the left leg extended to the left.
Portail used this model for several studies.2
This fine, vivacious drawing is much in the spirit of
Watteau's early figures des 1II0des - etchings begun c. 1710.
The freely rendered sketch recalls the characterization of
Watteau's own drawings in the same medium as Pcnsees a
la sa/lguine (thoughts in red chalk).

Provenance: Paris, Richard Owen.3 Kress acquisition 1940.
Referellces: (I) H. Frantz, 'Portail', L'Art et les Artistes, II,
no. 21, 10 Dec. 1906; Charles du Peloux, Repertoire
Bibliographique des Artistes dll xVlIIe siecle franfais, Paris,
. 1930, pp. II5-16. (2) a. Leon Michel-Levy Sale, Paris,
Galerie Georges Petit, 17-18 June 1925, p. 60, Cat. No. 86.
This figure is also shown in a dance-like pose. This
reference is courtesy ofJean Cailleux. b. Ex colI. Richard
Owen, Paris. Model is seated (photograph at Fogg Art
Museum, Harvard University, Cambridge, Mass.). c.
Dijon, Musee des Beaux-Arts. Model is seen from the back,
without a tricorne. d. Ex coIls. Marquis de Chennevieres
and Rene Fribourg. Shows model in a similar pose, turned
to the left. (3) Possibly identical with the PortaH drawing
exhibited in New York at the Joseph Brummer Galleries,
Frellch Drawings oj the 18tft and 19th Cmturies from the
Collection oj Richard Dwelt oj Paris, 16 Dct.-6 Nov. 1933.

Antoine W attca u:

AII(~~()ry

of SlIlIlIlIer (K 2048). Washin gton, D . C. (p. 297)

Jean Baptiste Pater: Detail from Fiite Clwlllpetre (K I408). Washington, D. C . (p. 306)
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JEAN-MARC NATTIER
1766.1

jean-Marc Nattier was born in 1685 and died in
His
father was a portrait painter, his mother a miniature painter.
Nattier and his elder brother, jean-Baptiste, were trained
first by their parents as draftsmen for engravers. Apprenticed to Rigaud, the brothers prepared drawings after
Rubens's Marie de' Medici cycle for publication in 1710.
Nattier applied for membership as a history painter in the
Academie Royale in 1715, submitting his reception painting, Perseus TUTIling Phineus to Stolle (Tours, Musee des
Beaux-Arts), in 1718. However, he soon gave up such
projects for the more lucrative area of portrait painting,
first preparing a series showing members of the court of
Peter the Great who came to Amsterdam. In 1729,
Nattier's adroitly contrived Mlle. de Clermollt Taking the
Waters (Chantilly, Musee Conde) led to extensive patronage by the aristocracy and members of the royal family
eager to be shown in bland, flattering mythological guise,
Nattier's specialty. From 1737 on, he exhibited regularly
at the Salons and in 1752 was made Professor of Painting at
the Academie Royale. His portraits are polite rather than
probing, repetitious in their use of the same formulae:
lady upon lady depicted as Hebe or Diana. Nattier could
be counted upon to produce an extraordinarily becoming
image, exquisite in technique and decorative effect, without
losing the distinctly recognizable character of the sitter, no
matter how unattractive she might have been.

Reference: (I) Pierre de Nolhac, Nattier, Paris, 1905, 1910,
1925; G. Huard, 'Nattier', in Louis Dimier, ed., Les
Peintres Frallfais du xVIlIe Siecle, Paris, 1930, II, pp. 93-133.
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sitter's 'Cabinet de Mecanique ou de Phisique'.3 Several
covered glass jars below contain biological specimens
preserved in alcohol (a snake at the right) from Mosson's
'Cabinet des Animaux en Fioles'.
joseph Bonnier, Baron de la Mosson, was born near
Montpellier on 6 September 1702, the son of a great
fmancier of the same name who was Tresorier General des
Etats (Tax Collector) for the province of Languedoc.'
Upon his father's death in 1726, the young joseph completed the family's chateau, begun in 1723. He shared the
then fashionable interest in science and accumulated a
massive collection of scientific instruments and specimens
of natural history. He was also interested in, and collected,
Netherlandish and French painting, graphic arts, porcelains,
and automata. He was also well known for his extravagant
amours.5 Bonnier's Paris residence - the former Hotel du
Lude, at 62 rue St. Dominique - with its series of opulently
designed cabinets housing the collections and library, was
open to all who wished to see it. 6 Bonnier married
Gabrielle-Magdeleine-Constance de Monceil de Louraille
in 1740. She was also portrayed by Nattier (as Diana in
1742, ex coIl. julia Berwind, Newport) as was the
collector's sister (the Duchesse de Chaulnes as Hebe) in
1745 and the latter's husband (as Hercules) in 1747. Following Bonnier's death in 1744, at the age of forty-two, his
collection was dispersed at a sale; Buffon acquired some of
the prize specimens. 7 Much of Bonnier's scientific library
of 1624 volumes is now in the Bibliotheque de l' Arsenal.

JOSEPH BONNIER DE LA MOSSON. Washington, D.C.,
National Gallery of Art (1391), since 1956. Oil on canvas.
541 X41! in. (137·9 Xl05·4 cm.). Inscribed on base of
column at left: Nattier 1745. Some abrasion and discolored old restoration; generally well-preserved.
Suida-Shapley, 1956, p. 134, Cat. No. 51. Reproduced in
color in Seymour, pI. 175, p. 185.

The painting was first described as 'Le Portrait de M.
Bonier de la Mosson dans son cabinet' in the Livrets of the
Salon of 1746. The portrait was singled out by Nolhac as
the most interesting of the six works exhibited by Nattier
at the Salon of 1746.8 Nolhac pointed out that the early
nineteenth-century identification of the portrait as Buffon
was mistaken, re-establishing the sitter as Bonnier de la
Mosson. He suggested in 1932 that Nattier's execution of
K2041 was interrupted by the sitter's incessant travels and
therefore only completed a year after Bonnier's death in
1744. Despite the prominent inscribed date of 1745, Huard
believed the work to have been executed c. 1740. D

The sitter is shown in three-quarter view looking to the
right, wearing informal attire - a fur-lined coat ('habit de
hive,') fastened by Brandenburgs, a partly-unbuttoned
sleeved undercoat, and a white shirt. His hair is powdered
and tied with a bow. He holds open a book with his left
hand as it rests across his knees. The letters E VI are visible
in the upper right comer of the left page. Seated upon a
carved and gilt armchair upholstered in plum-colored
velvet, Bonnier de la Mosson leans toward the left, resting
his right arm upon a book (bound like the other one)
inscribed Histoire/Naturelle/ Tom 1,1 placed upon aLouis XVstyle carved and gilt console table with a marble top. A
fluted Corinthian column is at the upper left. A blue velvet
curtain with a golden tassel is drawn at the upper right to
reveal shelves. The upper shelf displays, from left to right,
a model of a catapult and an Archimedean screw gear
working a tooth wheel;2 both of these devices were in the

Stlida-Shapley (p. 134) noted that the portrait 'is a worthy
emulation of Maurice-Quentin de la Tour's pastel portrait
of Duval de 1'Epinoy [Museu Calouste Gulbenkian,
Lisbon], which met with great success in the Salon of
1745.'10 The asymmetrical composition typical of rococo
art was observed by Cooke (p. 32), who suggested the
influence of Rosalba Carriera's fashionable pastels on
painters in oil who, according to him, adopted the delicate
touches and shimmering effects of her new teclmique. He
thought the book held by the sitter might be Duffon's
Natural History, which he proposed Mosson helped to
finance. Seymour (p. 185) found it 'perhaps above all the
perfect image of the enlightened private individual of
elegance, culture and intellect which France produced in
quantity although the contrary impression is given by
Voltaire's satire.' He also stressed the relationship of the·
delicate brushwork to pastel.

K2041 :

21

Figure

275
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The canvas was not painted in the sitter's house - Nattier
used his studio props, substituting the models and jars at
the upper right from the sitter's collection for the conventional bookshelves included in portraits of jurists and
other learned men (as in Rigaud's portrait, KI393). Classical
in reference, the rivergod-like pose of the sitter was one
frequently employed by the artist. Although best known
for his flattering portraiture of French women of the
aristocracy, Nattier's BOllllier de la Mossoll shows the artist's
ability to convey the complex nature of this dissolute
amateur. It is among Nattier's finest male portraits. K2041
was probably commissioned early in 1744 when Bonnier
was making large purchases to enlarge his shell collection,
four months before his death in June, at the age of fortytwo.l1 The pastel-like quality OfK2041 stressed by several
writers probably reflects Nattier's own work in this medium
rather than the influence of de la Tour. In the same year
that K2041 was shown at the Salon, Nattier also exhibited
a pastel (no. 6, a pastel portrait of Monsieur Logerot).12

Provellallce: Exhibited - Paris, Salon du Louvre, 1746, Cat.
No. 67, as 'M. Donier de la Mosson dans son cabinet'.13
Theodore Richard, Paris (sold, Paris, Hotel des Commissaires-Priseurs, 19-22 Mar. 1858, Cat. No. 176, as
'Portrait de M. de Buffon', from the collection of the Due
de Mailly). Anonymous Sale, Paris, Hotel Drouot, 27 Mar.
1877, Cat. No. 42, as 'Portrait presume de Duffon.'
Gustave Rothan, Paris, exhibited - Paris, Musee des Arts
Decoratifs, Tableaux allciells et modemes, 1878, Cat. No. 195,
as 'Portrait de Duffon'; Paris, Galerie Georges Petit, L'art
du xvme siecle, Dec. 1883-Jan. 1884, Cat. No. 108, as
'Portrait d'homme'. Sold, Paris, Galerie Georges Petit,
M. G. Rotltall, 29-31 May 1890, Cat. No. 176, as'Duffon'.
Comte Calten d' Anvers, Paris,14 exhibited - Paris, Expositioll Ulliverselle de 1900; Expositioll Retrospective de la
Ville de Paris, Cat. No. 208, as 'Portrait de Buffon'; London,
Royal Academy of Arts, Frellch Art, 1200-1900, 1932, Cat.
No. 239, as 'Bonnier de la Mosson'. Sold, 18 Mar. 1937
(Comte de X [Cahen] Sale, Paris, Galerie Charpentier, Cat.
No. A). Bought by M. Damidot. Jean Cailleux, Paris,
exhibited - Paris, Galerie Charpentier, Cellt Portraits
d'Homllles dll XIVe siecle alios jours, 1952, Cat. No. 70.
Kress acquisition 1954.
Referellces: (I) The book at Mosson's side is probably tlIe
Histoire du mOllde de Plille, translated by Antoine du Pinet
(Lyon, 1584). The album on his knees could be the second
volume of the Histoire Ilaturelle de Plitle. It might also be
Cat. No. 812 in the Sale of BOlUlier's collection, 'Un
Volume de forme oblongue, qui contient les representations de plusieurs batimens anciens des Juifs, des Persans &
autres, gravez en Allemagne.' Information kindly communicated by M. Jacques Guignard. (2) An Archimedean
screw 'de seize pouces de haut . • .' is listed as Cat. No. 407,
p. 97, in the catalogue of the Bonnier de la Mosson Sale
of 8 Mar. 1745. Cat. No. 453, p. III, includes 'Ie modele
d'utle Vis d'Archimede', which might be the Archimedean
screw in K2041, rather than Cat. No. 407. (3) The Cabinet
de Mccanique ou de Phisique is reproduced by Frank
Dourdier, 'L'Extravagant Cabinet de Bonnier', COIl-

lIaissallce des Arts, Aug. 1959, pp. 52 f£, fig. 6; the other is
his fig. 4. Kindly identified by Derek J. de Solla Price.
Edouard Gelis, 'A propos d'un tableau mecanique du
Musee des Arts Decoratifs', Bulletill de la Societe de l'Histoire
de I'Art Frallfais, 1924, pp. 254-72. (4) Edmond and Jules de
Goncourt, Portraits Imimes du xvme siecle, Paris, 1857,
pp. 94 f£; L. Grasset-Morel, 'Les Bonnier ou une famille
de financiers au xvme siccle', L'Artiste, 1,1886, pp. 125-35;
277-94. (5) An anonymous publication (by Dernier?
Voltaire?), Turlubleu, Histoire grecque tirle d'1II1 malluserit
gris de lill, trouve dalls les cetldres de Troye, Amsterdam, 1745,
satirizes Mosson's scandalous life. (6) Seven wash drawings
of the Cabinets by Courtonne in 1739-40 arc now in the
BibliotlIcque d'Art et d' Archeologie de l'Universite de
Paris. Reproduced by Bourdier, op. cit. Note 3 above,
figs. 1-7. One of the overdoors painted for the Cabinetsthe one devoted to dried animals by J. Lajoue - survives,
signed and dated 1734. Reproduced in COlllloisseur, CXLV,
1960, p. 162, fig. 13. (7) E.-F. Gersaint, Catalogue raisotllle
d' ulle colleetioll cOllsiderable de diverses curiosites de Jeu M.
BOllllier de la MOSSOII, bailly et capitaine des chasses de la
Varetllle des Thuileries et allcien colollel du regimellt Dauphill,
Paris, 1744. (8) Pierre de Nolhac, Nattier, Peilltre de la Cour
de Louis xv, Paris, 1905, p. 105, and in the 1910 edition,
pp. 168-9. (9) Georges Huard, 'Nattier', in Louis Dimier's
Les Peilltres Frallfais du XVIIIe Siecle, II, Paris, 1930, p. 123;
followed by author of text for Frellch Art, 1200-1900,
London, Royal Academy of Arts, 1932, which suggests
before 1740 (Cat. No. 239). (10) Sec also John Walker's
introductory text, p. 15, and also Eillsteill, pp. 229-30.
(II) See Gelis, op. cit., p. 260, n. I. Portraits of aristocratic
sitters in their scientific WUllderkallllller arc found in the
second half of the century in such works as Lorenzo
Pecheux's Marchesa Celltili Roccapadl/li, 1776 (Rome,
private collection), reproduced by Mario Praz, All
Illustrated History of Furtlishillg, New York, 1964, p. 17I.
(12) Cited by Nolhac, op. cit., 1910, p. 250. The only other
pastel by Nattier to be exhibited at the Salon was shown
in 1748 (of de Maupeou). (13) Collectioll des Livrets des
Allcienlles Expositions, Exposition de 1746, Paris, 1869, p. 19.
(14) According to Einstein (pp. 229-30) it was owned by
MatlIis.

JEAN-MARC NATTIER
KI395 : Figure 276
MA.DAME DE CAUMARTIN AS HEBE. Washington, D.C.,
National Gallery of Art (785), since 1946. Oil on canvas.
401 X32 in. (102·5 X81·5 em.). Inscribed at lower left:
Nattier pillxit 1753. An inscription on the back (lost in an
old relining) read: Mlle de ••• [Mouffie),1 Jemme de M. de
Cal/marti/I, prevot des marchands 1780.2 Small holes at left;
small loss in left shoulder; small tear upper right section of
hair. Restored by Pichetto in 1945/46.
Washington, D.C., 1945, p. 160.
Reproduced in color in Caims and Walker, p. II9.
The sitter is shown to just below the knee against a blue
and white sky, seated on a cloud bank. A strand of pearls
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entwined with flowers is in her powdered hair, which is
drawn back with one long curl over the left shoulder. Her
very decollete white silk dress has a bow and flowers at the
breast. A girdle of pearls is at her waist, blue drapery over
her left arm and across her lap. Mme. de Caumartin, who
looks young and delicately beautiful, is shown as Hebe,
who in Greek mythology was the daughter of Zeus and
Hera and cup-bearer to the gods. Hebe married Hercules
after his ascent to Olympus. Later mythology assigned the
role of cup-bearer to Ganymede, abducted by Zeus in the
form of an eagle. Hebe's father is shown here by Nattier
as the £erce bird, and an cagle's head is also shown as part
of the handle of her ewer. The ewer's band of dancing
celebrants is adapted from sixteenth-century models such
as those of Polidoro da Caravaggio. The sitter is about to
pour ambrosia from the ewer into a shell-like wine cup
ornamented with a reclining female £gure in repousse
held in her other hand. Neither the ewer nor the cup are
meant to be from Nattier's day but in the Classical style.
The sitter (nee Mouffie) married Fran~ois de Caumartin
in 1749. Her husband seems to have been Prevot des
Marchands from 1778 to 1784.3 Huard included the Kress
canvas in his study of Nattier's oeuvre. 4 The combination
of portraiture with Classical references was found by
Frankfurter to be typical of the taste of the sophisticated
court of Louis XV, which permitted the elimination of
individual traits to glamorize the sitter.S Eillsteill (p. 229)
related the Kress canvas to Nattier's portrait of the Duchesse
d'Orlcans in Stockholm, which uses the same theme.
The portrait is a typical example of Nattier's conventionally
attractive art, echoing that of Antiquity and of the Venetian
sixteenth century. Since the 1740S Nattier found the
depiction of his sitters in the guise of Hebe - goddess of
youth - a flattering formula in which his sometimes less
than youthful subjects could be legitimately endowed with
the goddess' major attribute. At first, as in the LouiseHellTiette, Duclzesse d'OrlCalls of 1744, the eagle swoops
down toward the wine cup. In later applications of the
Classical theme, such as K1395, the cagle is in a more
passive pose. These subjects led Cochin to satirize the taste
of Nattier's patronesses, whose portraits 'would lead one
to believe that one of their favorite sports was the breeding
of birds, even those hardest to tame, such as eagles, to
whom they gave white wine in golden cups.'G According
to Nolhac, when the artist started portraying members of
the bourgeoisie in this fashion, the aristocracy sought other
guises.

Proveuallce: Traditionally, Comtesse de Gramont d'Aster;7
Comtesse de Fleury, Paris;8 Comtesse Louis de Montesquiou, Paris, 1930. 0 Wildenstein and Co., New York.
Kress acquisition 1944.
ReJereuces: (I) The sitter's maiden name, illegible by the
time the old inscription on the back was transcribed by
Huard, is recorded by the Marquis d' Argenson. See the
Journal et memoires dll marquis d'Argellsoll, Paris, 1862, v,
p. 489. D' Argenson references found by Elizabeth Puckett.
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(2) Noted by G. Huard in Louis Dimier, Les peilltres
jrallfais, xvme siecle, Paris, 1930, II, p. 124. (3) D' Argenson,
loco cit. (4) Huard, op. cit., p. 124, Cat. No. 64. (5) Alfred
M. Frankfurter, Supplemellt to the Kress Collectioll at the
Natiollal Gallery, New York, 1946, p. 62. (6) Quoted by
Nolhac, op. cit., 1910, pp. 96-7. (7) The canvas is not in
Gramont sales Ofl775, 1794, 1797, and 1842. (8) The canvas
is not in de Fleury sales of 1756, 1788, 1844, 1855, 1859,
1868, 1890, 1891 (two), 1931 and 1941. (9) Huard, op. cit.,
p. 124, Cat. No. 64.

JEAN-BAPTISTE-SIMEON CHARDIN
Chardin was born in Paris in 1699 and died there in 1779;1
he was the son of a game-table maker. His early training
was with Cazes, Noel-Nicolas Coypel, and Jean-Baptiste
Vanloo, but his independent study of seventeenth-century
Dutch and Flemish genre and still life painting was far
more important for Chardin's art. While under Coypel,
Chard in painted a surgeon's signboard (now lost), which
helped make his reputation. His first affiliation, with the
Paris Academie de Saint-Luc, kept Chardin in close touch
widl the still-life painting of the preceding century and
away from the classical currents of the Academie Royale.
In 1728, Chardin was admitted to the Academie Royale
as a 'genre painter of animals and fruit' and received official
appointments throughout his lifetime. Highly successful at
the Salon of 1737, his works were bought by such leading
collectors as Tessin and Prince Charles of Liechtenstein.
Many prints after his domestic subjects made Chardin
known to the general public. In 1740, he was presented to
Louis XV, who bought two of his paintings and, later,
gave him an apartment in the Louvre and a pension.
Between 1734 and 1751 Chardin painted many scenes of
bourgeois life. Still lifes predominate in his later oeuvre
when the artist often repeated his popular early works.
From 1771-75 Chardin also experimented with pastel
portraits. Although his style and values were often far
from those of contemporary fashion, Chardin's art,
celebrating the simple yet comfortable life, enjoyed the
respect of his colleagues and critics and the steady patronage
of collectors until his declining years. His stilllifes received
their greatest homage in emulation by Manet and Cezanne
and in the writings of Proust.

ReJerellce: (I) See Jules Guiffrey, Catalogue raisolZlle de
l' Irtlvre peillt et dessille de J.-B.-S. Chardill, Paris, 1908.
Herbert E. A. Furst, Chardill, London, 19II. Andre Pascal
and Roger Gaucheron [pseudo for Henri de Rothschild],
Documellts sllr la vie et I'tXuvre de Chardill, Paris, 1931.
Georges Wildenstein, Chardill, Paris, 1933. Bernard Denvir,
Cltardill, Paris, 1950. Pierre Rosenberg, Chardill, Geneva,
1963.

KI847 : Figure 278
THE KITCHEN MAID (La Ratissellse de Navels; The
Turnip Scraper). Washington, D.C., National Gallery of
Art (II 17}, since 1951. Oil on canvas. 18i XI4! in.
(46'2 X37'5 cm.). French eighteenth-century (but not
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original) frame. Inscribed at upper left of chopping block:
chardill 1738. Very thinly painted. Large crackle pattern,
result of the artist's having begun the painting before the
preparatory layer was completely dry. Cleaned and
restored by Modestini in 1951; very well preserved.
Reproduced in color in Seymour, pI. 174.
The kitchen maid, seated to the left, in right profile, holds
a turnip in her left hand and a knife in her right. She wears
a white cap and white apron over an orange skirt and a
brown overdress; a brown and white scarf is over her
shoulders. A pumpkin, turnips and parsnips are on the
floor to the left, an earthenware bowl with blue glazed
interior contains the peeled vegetables; copper vessels are
to the right. A blood-stained block and chopping knife are
to the right. Peelings from the vegetables are shown on the
maid's apron and (earthen?) floor.
Three other signed but undated examples of the same
composition survive: 1. Berlin, Charlottenburger Schloss.
41 X 33 cm. Cut down at bottom. Purchased by Frederick II
of Prussia in 1746.1 2. Royal Collection, Groningen, The
Netherlands (ex colI. David-Weill and Sir Hugh Lane).
45 X36 cm.2 3. Munich, Pinakothek. 46X37 cm.3 A
reproductive print in reverse was made by Lepicie (Text
Fig. 101) in 1742 (published by L. Surugue) with the
following legend: LA RA TlSSEUSE QI/alld 1I0S ayeux
let/oiellt des maillS de la lIatl/re,/Ces 1t!gllmes, garallts de letlr
sil1lplicite,/I'Art de faire 1111 poison de t/otre 1I0uritllre,/N'etoit
poit/t ellcore illvet/te. ['When our forefathers held nature in
their hands,/These vegetables were guaranteed pure./The
art of making poison of our nourishment,/Had not yet
been invented.'] As the Kress canvas probably left France
c. 1740, the print, in which the model is plumper, appears
to have been made after one of several replicas, probably
the one in Berlin. 4
The Kress painting was the Ratissellse exhibited at the
Louvre by the Academie Royale in 1739, as none of the
other examples of the subject by Chardin are dated. As it
was taken to Vienna shortly thereafter, the canvas was not
called to the attention of French scholars until the
Goncourts saw the painting in Austria. They characterized
the Kress canvas (with the tllree other Chardins in the
Liechtenstein Collection) as in warmer, more bituminous
tones than those they knew in France. The Kitc1zell Maid
(KI847) is described as a signed sketch.5 The same authors
identified K1847 as the original, exhibited in 1739 and
engraved by Lepicie. 6 Bocher referred to the Kress
(Liechtenstein) canvas as a replica and the one at Munich
as the originaI.7 The Washington painting was included in
Chardin monographs by de Fourcaud, Normand, and
Schefer. S The Berlin example of the Kitchell Maid was
viewed by Dayot and Vaillat as the original work exhibited
in 1739; they described the Kress canvas as a replica. 9
Guiffrey found it the very well preserved original, the
Berlin painting a replica, suffering from overcleaning.10
An anonymous writer also stressed the high quality of the
Liechtenstein canvases, 'unsurpassed by others', and judged
the Berlin Kitchell Maid 'not of the finest quality'.ll

Reversing his earlier views in a catalogue for Dayot's
Chardin monograph, Guiffrey described the Kress canvas
as a repetition of the Berlin and Munich examples. 12 The
subject OfKI847 was related by Furst to Caspar Netscher's
(1635-84) Womall Sewillg (Dresden, Gemaldegalerie),
stressing Chardin's affinity for Dutch masters.!3 Henriot
quoted Monod as calling the Berlin version the originaI.14
According to Wildenstein, the Washington painting was
probably the one engraved by Lepicie in 1742; he described
the other examples as replicas. 15 The Kress canvas is also
included in the Chardin monographs of de Ridder,
Lasareff, Jourdain and Nemilova. IG It was listed as the
original in The Age of Rococo Catalogue.J7 The Ratissellse
was cited by Adhemar as a noteworthy example of
Chardin's simplified subjects and technique, starting after
1737, and leading to his success. IS Seymollr (p. 180) emphasized the influence of de Hooch. Writing OfK1847 he
found Chardin's 'feeling for paint-texture together with
the effect of complete stillness which suggests a subtle
chord of harmony between tile human and the inanimate'
prefiguring Cezanne's early stilllifes.
The Kress canvas is the earliest, and most delicately
executed example of this composition painted by Chardin,
rendered in one ofltis most inventive and productive years.
La Ratissellse was probably hung as pendant to La
POllrvoyellse of 1739 (Text Fig. 102; now in the National
Gallery of Canada, Ottawa) when both paintings were in
the Liechtenstein Collection. The same model was included
in many of Chardin's domestic subjects of the 1730S, such
as the Kitchell Maid of 1738 (Glasgow, Hunterian Museum)
and La Pourvoyeuse. Although Dutch art of the seventeenth
century is often, quite rightly, cited as underlying Chardin's
modest yet monumental depictions of domestic life, such
as Nicolas Maes's depiction of the same subject (London.
National Gallery), paintings of the Le Nain brothers should
also be borne in mind as possible sources.

Provellallce: Exhibited - Paris, Salon du Louvre, 1739.
Liechtenstein Collection, Vienna and later Vaduz {probably
acquired by Prince J oseph Wenzel von Liechtenstein when
Ambassador to France, 1737-41),19 exhibited - Paris,
Galerie Georges Petit, Chardill et Fragollard, 1907, Cat.
No. 22; Berlin, Royal Academy of Art, Expositioll d'c:ellvres
de l' art jrallfais dll XVIlIe siecle, 1910, Cat. No. 25; Lucerne,
Kunstmuseum, Meisterwerke ails dell Samtlllllltgetl des
Fiirstell VOII Liec1ztellsteilt, 1948, Cat. No. 8.20 New York,
Frederick Mont. Kress acquisition 1951.
Rrj'erellces: (I) Georges Wildenstein, Chardilt, Paris, 1933,
p. 159, Cat. No. 48; and idem, Chardill, Greenwich, Conn.,
1969 (revised and enlarged by Daniel Wildenstein), p. 178,
Cat. No. 169. (2) Ibid., 1933, Cat. No. 49; 1969, Cat. No.
170. (3) Ibid., 1933, Cat. No. 47; 1969, Cat. No. 171. (4)
The engraving was cited in the MerCllre de France, Jan., 1743,
p. 149; see Roger Portalis and Henri Beraldi, Les GravellTs
dll dix-huitieme siecle, Paris, 1880-82, II, 2, pp. 659, 663.
(Unlike most ofhis prominent contemporaries, Chardin had
no reproductive printmakers in his employ.) (5) Edmond
and Jules de Goncourt, Joumal de fa Vie Iitteraire, I,
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1851-1861, Paris, n.d., pp. 265-6, entry for 24 Sept. 1860.
(6) Idem, L'Art du XVIIIe siecle, Paris, 1880, I, p. 122.
(7) Emmanuel Bocher, Les Gravures franfais du dix-/lI/itieme
siecle, fasc. III, 'Chardin', Paris, 1876, p. 48, Cat. No. 46.
Emilia F.-S. Dilke ('Chardin et ses oeuvres a Potsdam et a
Stockholm', Gazette des Beaux-Arts, 3rd ser., XXII, 1899,
pp. 170-90, 333-42, esp. p. 186) also identified the Berlin
composition (then Potsdam) with that engraved by
Lepicie in 1742. (8) L. de Fourcaud,j. B. S. Chardin, Paris,
1900, pp. 30, 34; Charles Normand,]. B. S. Chardin, Paris,
1901, p. 56; Gaston Schefer, Chardin, Paris, 1904, p. 59.
(9) Armand Dayot and Lcandre Vaillat, L'CEuvre de j. B. S.
Chardin et ].-H. Fragonard, Paris, 1907, pI. 29. (10) Jean
Guiffrey, 'L'Exposition Chardin-Fragonard', Revue de
l'Art ancien et lIIodeme, II, 1907, pp. 93-106, pp. 94-5.
(II) Burlington Magazine, XI, 1907, p. 263. (12) Guiffrey,
'Catalogue Raisonnc de l'Oeuvre peint et dessine de
J. B. S. Chardin', in A. Dayot,j. B. S. Chardin, 1699-1779,
Paris, n.d. [1908], pp. 7, 60, 104, Cat. No. 20. (13) Herbert
E. A. Furst, Chardin, London, 19II, pp. 72, 87, II9.
(14) Gabriel Henriot, Collection David-Weill, Paris, 1926, I,
pp. 47-9. (IS) Wildenstein, 1933, op. cit. Note I above,
p. 159, Cat. No. 46. See also 1969, op. cit. Note I, p. 178,
Cat. No. 168. (16) Andre de Ridder,]. B. Simeon Chardin,
Paris, 1932, pp. 33, 87. Victor Lazarev, Chardill, Moscow,
1947-48. F. Jourdain, Chardill, Paris, 1949, pp. 13-14. 1. S.
Nemilova,]. B. S. Chardin and his Pictllres ill the Hermitage,
Leningrad, 1961, pI. 2. See also Alfred M. Frankfurter,
'Interpreting Masterpieces: Twenty-four Paintings from
the Kress Collection', Art News Annual, XXI, 1951, pp.
128-9. (I7) Munich, 1958, text for Cat. No. 38 (the
Munich example). (18) Helene Adhemar, 'Chardin',
Encyclopedia of World Art, III, 1960, pp. 382-7, esp. p. 383.
(19) J. Falke, Katalog der Fiirstlich Liechtellsteinschen Bildergallerie, Vienna, 1873, Cat. No. 558; A. Kronfeld, 1931,
pp. 82-3, Cat. No. 369. According to Wildenstein, 1933,
op. cit. Note I above, p. 159, Cat. No. 46. Andre Pascal
and Roger Gaucheron (pseud. for Baron Henri de
Rothschild) in DOCllments sur la Vie et L'CEuvre de Chardill
(Paris, 1931, p. 72) call the ambassador Charles de
Liechtenstein but this is not correct. (20) K1847, La
Pourvoyeuse, La Gouvemallte (Ottawa, National Gallery of
Canada), Les Aliments de la Convalescence (Washington,
D.C., National Gallery of Art, KI838). This does not seem
correct as the prince bought the Gouvemante from the
chevalier Despuechs in 1739.

JEAN-BAPTISTE-SIMEON CHARDIN
KI838 : Figure 279
NOURISHMENT FOR CONVALESCENCE (Les Aliments
de la Convalescence). Washington, D.C., National
Gallery of Art (III6), since 1951. Oil on coarse canvas.
18i XI41 in. (46'2 X37'0 cm.). Inscribed at lower right:
].B.S. Chardill. 1 Losses along left side of canvas.2 Cleaned
and restored by Modestini in 1951.3
Suida, p. 226, Cat. No. 101. Reproduced in color by
Georges Wildenstein (revised by Daniel Wildenstein),
Chardin, Greenwich, Conn., 1969, pI. 35.
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A woman, preparing the patient's meal, has just cooked
two eggs in a long-handled copper pot.4 She is cracking an
egg with a spoon; tiny fragments of shell are on the ground
and on her apron. She stands before a fireplace with a chair
to its left, at the side of a seventeenth-century-style table
partially covered by the white cloth. Bread, a white
earthenware jug, a wood or bone handled knife, a plate
with another egg, and an egg cup are on the table. Two
covered vessels are on the floor. The woman wears a white
bonnet tied under the chin, a blouse with large pink dots
on a white ground, a pink apron over a pink, white, and
lavender striped skirt, and blue mules. A monochromatic
preparatory sketch (42 X32 em.) for K1838 or another,
unknown version of the same subject is in a Swiss private
collection (Text Fig. 103).5 The sketch brings the scene
closer to the picture plane with the figure in larger scale.
The nurse wears a dark hood and there are other slight
variations in attire. The table is eighteenth-century in style.
The fireplace is to the left, as is the large jug on the floor,
and the covered pot in the foreground is omitted. GEdmond
Pilon mentions a replica ofKI838 which may refer to this
sketch. He seems to imply that the replica was owned by
the Prince of Liechtenstein, which may not be correct. 7
K 1838 was exhibited in the Salon of 1747 (no. 60) listed
as Les Aliments de la Convalescence (also known as La
Garde Attentive or La Garde-Malade). The Abbe Le Blanc,
commenting on Chardin's canvases at the Salon of 1747,
including the Kress painting, wrote 'Another French
painter, working in a very different genre, has discovered
the secret of treating everyday subjects without ever lapsing
into vulgarity. I am referring to M. Chardin. He has
achieved a manner peculiar to himself and truly lifelike.
We admire equally the care with which he scrutinizes
nature and his felicitous rendering of it.'8 The Goncourts,
commenting on the four Chardins in the Liechtenstein
Collection, described them as warmer in tone and more
bituminous than those known in France, giving the subject
as a woman breaking an egg preparatory to cooking. 9 The
Goncourts stated that KI838 was the only great Chardin
composition not to have been reproduced by contemporary
printmakers, because the Prince of Liechtenstein had taken
the canvas directly from the Salon of 1747.10 Entitling the
canvas 'La Convalescente', Fourcaud thought it might
perhaps refer to the artist's long-ailing wife, Marguerite
Saintard, who died on 14 April 1735.11 The Kress canvas
is listed by Guiffrey as pendant to La Gouvemallte of 1738
(Ottawa, National Gallery of Canada, which was also long
in the Liechtenstein Collection).12 Furst stressed the beauty
OfK1838.13 The painting is characterized by Ridder as one
of Chardin's finest, as IlIIe cruvre de souvenir. He believed
the standing figure to be the sick lady herself, preparing
her own meal; presumably Ridder regarded the sitter as a
portrait of the artist's first wife.14 K1838 is first in
Wildenstein's alphabetical listing of Chardin's oeuvre. 1S
Suida (Ioc. cit.) listed the canvas as The Attentive Nurse.
According to Walker tlle painting was probably executed
in 1738, the date of its pendant.1G
The death of the young artist's first wife at an early age,
together with that of their little daughter, may have led to
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Chardin's concern with health and nurture, a theme underlying many of his works from the late 1730S onward. The
Kress canvas was probably painted about a year before its
presumed pendant. It presents Chardin's mastery of modest
domestic subjects which were enthusiastically received by
the most fashionable, powerful collectors of Europe.

Provenallce: Exhibited - Salon du Louvre, Paris, 1747, Cat.
No. 60 as 'La Garde attentive ou les aliments de la convalescence.'17 Probably bought by Prince Joseph Wenzel
Liechtenstein (Suida, loc. cit.), Liechtellstein CoIlection,
Vienna, 1885, 1927 and 1931, Cat. No. 379,18 exhibitedParis, Galerie Georges Petit, Cltardin et Fragonard, 1907,
Cat. No. 25 as 'Le Dejeuner prepare'; Berlin, Royal
Academy of Art, Exposition d'cxuvres de l'artfrOl/fais du dixhuitietlle siecle, 1910, Cat. No. 22 as 'Cuisiniere econ;:ant
une orange'; Lucerne, Kunstmuseum, Meisterwerke aus den
Samllllungen des Fursten von Liechtenstein, 1948, Cat. No. S.
New York, Frederick Mont. Kress acquisition 1950.

Iiste des gravures executees d'apres ses ollvrages, Paris, 1908,
p. 8 and p. 59, Cat. No. 17. (13) Herbert E. A. Furst,
Chardiu, London, 19l1, p. 42. (14) Andre de rudder,
J. B. S. Cltardill, Paris, 1932, pp. 12, 33. (IS) Georges
Wildenstein, Cltarditl, Paris, 1933, p. 154. (16) John
Walker, Tlte National Gallery of Art, Washingtou, D.C.,
New York, n.d., p. 208. (17) Abbe Le Blanc, loc. cit.
Note 8 above. (18) The 1927 and 193 I catalogues of the
Liechtenstein Gallery are by A. Kronfeld; also in catalogues
by J. Falke, 1873, no. 559 and the catalogue of 1885, no.
379. According to Pascal and Gaucheron, op. cit. Note 8
above, Prince Charles of Liechtenstein acquired La
Gouvemante from the collection of the chevalier Despuechs
in Dec. 1739. However, PrinceJoseph Wenzel Liechtenstein
appears to have been the purchaser of K1838 from the
Salon, and of the Gouvemante.

JEAN-BAPTISTE-SIMEON CHARDIN
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References: (I) The name is difficult to read, with illegible
letters - presumably J.B.S. - before it. (2) The fine state of
preservation of K1838 was stressed by Jean Guiffrey,
'L'Exposition Chardin - Fragonard', Revue de I'Art Allcien
et Modeme, XXII, 1907, pp. 93-106, esp. pp. 94-5. (3) Before
relining, a Liechtenstein oval sticker with pencilled number
379 and a Lucerne 1948 exhibition label were visible on
stretcher. A round stamp with the numbers ~~ was printed
on the stretcher and on the back of the canvas. Photograph
in Kress Archive. (4) A similar pot containing two eggs is
shown in Chardin's Le Beuedicite (1746?), known from
several versions, for example one in The Hermitage,
Leningrad. (5) Reproduced by Georges Wildenstein,
Cltardin, Greenwich, Conn., 1969, pI. 61, pp. 192-3, Cat.
No. 217. (6) The sketch was erroneously reproduced in
reverse by Wildenstein, ibid., fig. 103. A reproductive
print of this sketch was prepared by Jules de Goncourt for
inclusion in the Goncourt brothers' Chardin study of I 864.
{7} Chardill, Paris, n.d. [1909], p. 45. (8) Abbe JeanBernard Le Blanc, Lettre sur I'Exposition des ouvrages de
peillture, sculpture, etc., de l' allnee 1747, et ell general sur
I'utilite de ces sortes d'exposition, aMOllsieur R.D.R., 1747,
reprinted by Andre Pascal and Roger Gaucheron, DoCHmellts sur la vie et I'lruvre de Chardit" Paris, 1931, p. 82.
(9) Edmond and Jules de Goncourt, Journal de la v'ie
litteraire, I, 1851-61, Paris, n.d., pp. 265-6, entry for 24
Sept. 1860. (IO) Idem, L'Art du xvme siecle, I, 1880, pp. 78,
123. (II) L. de Fourcaud, 'Jean-Baptistc-Simeon Chardin',
Revue de l'Art Atlcien et Modeme, VI, 1899, pp. 383-418,
esp. p. 406. The same remark is made in that author's
Citardiu monograph (Paris, 1900, p. 24). The Kress canvas
is cited by E. F. S. Dilke, 'Chardin et ses oeuvres aPotsdam
et a Stockholm', 2, Gazette des Beaux-Arts, 3rd ser., XXII,
1899, pp. 333-42, esp. p. 334. It was also included in
Gaston Schefer, Chardiu, Paris, n.d. [1904], pp. 75 and 77,
and in the monograph by Armand Dayot and Leandre
Vaillat, L'cxuvre de J.-B.-S. Chardiu et de J.-H. Fragollard,
Paris, 1907, note on p. V. (12.) J. Guiffrey, Catalogue raisotllle
de l' Iruvre peillt et dessitle de J.-B.-Simeoll Charditl, SHivi de la

: Figure 277

STILL LIFE. Washington, D.C., National Gallery of Art
(lll5), since 1950. Oil on canvas. 19t X23i in. (49.6 X
59'4 em.). Inscribed at lower left: chardill (illegible date
below). Some restoration along borders all around, except
for the right edge and at the bottom ncar the right corner.
No restoration since Kress acquisition; generally well
preserved.
Suida, p. 228, Cat. No. 102. Reproduced in color by
Georges Wildenstein, Cltardill, Zurich, 1963, pI. I, and
Pierre Rosenberg, Chardin, trans. by Helga Harrison,
Geneva, 1963, p. 73; detail of fruit, p. 80.
Dead game and a bitter orange are placed on a stone ledge
against a neutral background. The fruit is at the extreme
left, with a pheasant to the right and two rabbits further
to the right.
The canvas was first catalogued by Henriot as Two Hares
with a Pheasant and an Apple,l followed by Wildenstein. 2
Suida (Ioc. cit.) described the canvas as 'one of the most
refined in color and composition among Chardin's still
lifes.... Painted about 1760-65.'3 In 1963, Wildenstein
proposed a date of C. 1726-28.4 The Kress canvas is grouped
by Rosenberg with the Wild Rabbits (Amiens, Musce de
Picardie) and the Large Hare (Stockholm, Nationalmuseum}.
' ... These count among the best stilllifes ever painted. In
them the French term /lature morte finds an expression as
exact as it is tragic.'5 Rosenberg proposed a date of
c.I750-60. 6

This small still life is among the very finest of Chardin's
many splendid essays in the genre. A date of C. 1760 as
indicated by Suida and Rosenberg seems correct; the
canvas should be compared to The Jar of Olives (Paris,
Louvre) painted in that year.

Provenance: Paris, Wildenstcin and Co. D. David-Weill,
Paris, 7 exhibited - New York, Wildenstein and Co.,
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Pictures from the David-Weill Collectioll, 1937, Cat. NO.5.
New York, Wildenstein and Co., The Great Traditioll oj
Frellch Paintillg, 1939, Cat. No. 18. New York, Wildenstein
and Co. Kress acquisition 1946.
ReJereuces: (I) Gabriel Henriot, Catalogue de la collectioll
David-Weill, Paris, 1926, I, p. 43. (2) Georges Wildenstein,
Chardill, Paris, 1933, p. 210, Cat. No. 714. (3) Loc. cit.;
Eillsteill, p. 234, followed Suida's dating. (4) Wildenstein,
Chardill, Zurich, 1963, p. 146, Cat. No. 30. The same
information given in dIe 1969 edition, p. 147, Cat. No. 30.
(5) Rosenberg, op. cit., p. 73. The Stockholm painting is
reproduced in color on p. 74; the Amiens painting in
color on p. 72. (6) Letter of 8/VII/68 in Kress Archive. He
identified the animals as lap ills de garelllle and the fruit as a
bigarade, a bitter orange often used in the eighteenth
century to flavor desserts. (7) Henriot, loco cit.

FRAN<;OIS BOUCHER
Fran'1ois Boucher was born in Paris in 1703 and died there
in 1770.1 The son of a Parisian embroidery designer who
served as his first drawing instructor, Boucher later studied
with the painter Fran'1ois Lemoyne. In 1721 he worked
under the print-maker Fran'1ois Cars, for whom he prepared many book illustrations. Jean de Julienne employed
dIe young artist to prepare more than one hundred pnnts
after W atteau' s paintings and drawings for the so-called
Recueil Julielllle. Boucher won the Prix-de-Rome in 1723,
but only left for Italy in 1727, remaining there for three
years. He returned to Paris in 1731 and was admitted to
dIe Academie Royale. He soon became an extremely
successful painter, also working on Moliere illustrations,
cartoons for the Beauvais tapestry factory and decorations
for dIe theater and opera. Like Rubens, whose art often
inspired him, Boucher was a brilliant designer, able to
integrate his works widlin a larger decorative. ensex.nble
with consummate skill. Boucher was the favorIte pamter
of Madame de Pompadour, and her brother, the Marquis
de Marigny, who as Superintendent of the King's B~ild
ings, employed Boucher from 1746 onward for decorations
at the royal residences of Marly, Versailles, and Bellevue.
Many honors followed: an apartment in dIe Louvre in
1752, an inspectorship at the Gobelins tapestry factory in
1756, an appointment as 'First Painter to dIe King', and
the directorship of the Academie Royale in 1765. Despite
sucll official recognition, Boucher was to come under sharp
attack from Diderot, who desired a more moralistic art,
and from dlC neo-Classicists, who urged a return to the
values of antiquity. NonedIeless Boucher assumed an
artistic dictatorship not seen since Le Brun. His vivacious,
decorative handling of all subjects, stressing those tactile,
erotic elements that so much appealed to the pleasureseeking spirit of the time, was to be continued in his pupil
Fragonard's oeuvre.

Reference: (I) Andre Michel, Frallfois Boucher, Paris, 1906;
Pierre de Nolhac, Bouclzer, Paris, 1907; Louis Reau, Dessills
de Frallfois Boucher, I, Paris, 1928; Ragnar Hoppe, Frallfois
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Bottcher, Malmo, 1930; Edmond and Jules de Goncourt,
Frellch xVIIIth-Century Paillters, trans. Robin Ironside,
London, 1948, pp. 55-105.
K2I48 :

Figure

28I

EVILMERODACH FREES JEHOIACHIN FROM PRISON.

Columbia, South Carolina, Columbia Museum of Art
(62.37.23), since 1962. Oil on very coarse canvas. 221 X
28i in. (57·9 X72·7 cm.). Inscribed at lower edge to left of
center: boucher. Restored in London c. 1953.
Columbia, 1962, pp. 95-6, Cat. No. 33.
A crowned, enthroned ruler seen from the left, holds a
scepter in his right hand, and points toward an old,
bearded man standing in front of the throne steps. The
ruler's shield and sword are at his side; he is in military
garb and pale red drapery. A second old man kneels on the
bottom step before the throne, in left profile, resting both
hands upon a stick. A young man in a white turban, wearing blue and looking toward the ruler, is placed between
the latter and the first old man. He points to a young woman
dressed in yellow and lavender who stands just behind the
elders; the head of another young woman is seen at her
right shoulder. Six kneeling male figures are at the extreme
right. A young man, kneeling at the extreme right, holding
a staff, is in salmon-beige. The scene takes place in a
magnificent interior with four twisted columns, two at
either side of an archway with the open sky in the background.
Voss identified dIe Kress canvas as painted by Boucher in
1723 at dIe age of twenty for the Academie Royale
competition.1 The Academy met on 20 August 1723, to
examine the paintings submitted.2 Though Boucher was
awarded the prize, an Italian journey as 'Pensionnaire du
Roy', the trip was eventually made at his own expense.3
The subject assigned was 'Evilmerodach, son and successor
of Nebuchadnezzar, frees Jehoiachin from the chains in
which he had been kept for so long' (II Kings 25:27;
Jeremiah 52:31). Jehoiachin, who became King ofJudah
at the age of eighteen, was imprisoned by Nebuchadnezzar,
king of Babylon, in the eighdI year of his reign. Thirtyseven years later, Evilmerodach, the new king of Babylon,
ordered the old king to be freed in view of his great age.
The standing young man with the turban was thought by
Voss probably to represent Evilmerodach's grand vizier,
executing his master's order. Voss noted dlat Boucher's
composition was based upon earlier depictions of mercy
such as the Clemency of Scipio or Alexander. He found
several analogies between the figures in K2148 and early
works of Boucher such as the Eliezer askillg Jor Rebecca's
Halld Jor Isaac, known from dIe print by Louis Cars. He
also compared the young woman standing to the right to
one in the middle distance of Boucher's La Vie Champetre
(London, private collection). Before Voss's article, the
painting had been listed, on its reappearance in 1953, as
Fran'1ois Boucher's The COlltillellce oj Scipio. 4 According
to Contini Bonacossi (Columbia, loco cit.). 'No matter where
the dleme of this painting originated. nor the names of the
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characters in the story, the composition of the painting
shows that the youthful Boucher had a vast knowledge of
classical themes which represented the familiar situation of
the victorious king on his lofty throne, showing mercy
and granting pardon to his vanquished enemy bending
before him in humble submission. In this painting, the
artist displayed a freedom and virtuosity in brushwork
which fully forecast his success and the admiration he
earned among his contemporaries.' Several preparatory
drawings made by Boucher when he was eighteen for
P. Gabriel-Daniel's Histoire de Frallce (Paris, 1722) were
shown by Ruch to relate closely in style to the Kress canvas.
He singled out Louvre drawing no. 25174 (Text Fig. 109)
as the basis for K2148: 'Like the drawings for Daniel's
history, it possesses a sketchy, nervous quality indicating
the youthful artist's uncertainty.'s
The subject of Evilmerodaclz does not seem to have been
depicted prior to the execution of K2I48 and may have
been selected by the Academy for this very reason - forcing
the young contestants to create a composition without
famous precedents. In the first half of the eighteenth
century, the Prix-de-Rome subjects were almost all from
the Old Testament. The Boucher canvas omits indications
of the chains which loom large in the Biblical account. The
presence of two prominent elders detracts from the
emphasis that one might expect on Evilmerodach. Boucher
may have drawn upon his first recorded canvas, the
jtldgmcnt of Daniel, when he was seventeen, for the composition of K2148. Just as the Evillllerodaclz won Boucher
recognition from the Academy, so the jtldgmellt of Daniel
had given him entry to the studio of Lemoine a few years
earlier.6 The two old men, of equal prominence in the
Kress canvas, could have been based on the Elders in the
lost judgmcnt of Daniel; their poses suggest supplication
rather than gratitude. The young woman behind them
might have been modeled upon Susannah; her prominence
and emotional isolation are not suitable to the subject of
Evilmerodach and Jehoiachin. The young man with the
turban, who seems to be pleading a case, probably follows
the figure of Daniel from the lost work. The twisted
columns in the background - commonly known as
'Solomonic' - were in all likelihood used as emblems of
justice in the young artist's lost jtldgment, and are also
appropriate to the subject of K2148. The scepter held by
the king refers to lawful power and justice. 7 The broad
outlines of this composition are taken from Venetian
works of the sixteenth and seventeentll centuries, which in
turn depend upon tllOse of Raphael and his school
(especially The School of Athens and The Healing of the
Lame Man). The Kress canvas is of unusual importance,
being the earliest surviving painting by one of the major
masters of the eighteenth century.

Provenance: Awarded the Premier Prix de Peinture of the
Academie Royale in 1723. Private collection, London (sold
London, Sotheby's, 20 May 1953, Catalogue of Old Master
Drawings and Paintings, p. 13, Lot 99 as The Continence of
Scipio); purchased by Molesworth. International Financing
Co., Panama, S.A. Kress acquisition 1957.

References: (I) Hermann Voss, 'Franrrois Boucher's Early
Development - Addenda', Btlrlingtoll Magazine, XCVI,
1954, pp. 206-10, esp. pp. 206-7. See also his 'Franrrois
Boucher's Early Development', Btlrlington Magazine, xcv,
1953, pp. 81-93. K2148, known to Andre Michel only
through Academy records, was no. 694 in his Frallfois
Boucher (Paris, 1906, p. 39). (2) Proces-Verbaux de l'allcielllle
Academic Royale, IV, 1723, pp. 360-1 (printed Paris, 1881):
'Dtl samedy villgt Uti AOllst 1723. Alyollrd'/mi, samedy vingt
lin AOllst mil sept cellt ails vingt trois, l'Academie s' est assemblee
extraordinairement, pOllr exam iller les tableaux et bas-relief qlle
les Etlldians ont fait POIIT les Grands Prix, avallt de les exposcr.
La compagnie a resolu que ces tableaux, qui representent
Evilmerodach, fils et successellr de Nabllcodonesor, qlli delivre
des chaines joachim qlle SOil pere avoit tentl captif depllis disept
ans, serollt exposez mercredi prochain .. .'. (3) The awarding
of the Prix de Rome to Boucher was transcribed (from the
Proces-Verballx . •. , ibid.) in 'Liste des Eleves de I'ancienne
ecole Academique et de I'Ecole des Beaux-Arts qui ont
remporte les grands prix .. .', Archives de l'Art Franfais,
IX, DOCllmcllts, v, 1857-58, p. 288. (4) London, Sotheby's,
20 May 1953, p. 13, Lot 99. (5) Jolm E. Ruch, 'An Album
of Early Drawings by Franrrois Boucher', Bllrlingtoll
Magazille, CVI, 1964, pp. 496-500, esp. p. 500. The drawings were long mistakenly ascribed to Pierre-Jacques Cazes.
J. Guiffrey, P. Marcel, Illventaire general des dessins dll
Musee dll Louvre et dll Musee de Versailles, Ecole Frallfaise,
III, Paris, 1909, p. 55, Cat. No. 2189. The seven-volume
publication includes illustrations at the beginning of the
discussion of each reign. The drawing, inscribed Hommage
1m roy de France, was not utilized for the series. The authors
of the Louvre catalogue (ibid.) question the title given in the
inscription. (6) Pierre de Nolhac, FratlfOis Boucher, Paris,
1907, pp. 7-8, 19. (7) See William S. Heckscher, Maces,
Duke University Museum of Art, 1970, p. 8.
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FRANC;OIS BOUCHER
KI336 : Figure 280
THE PERSONIFICATION OF PAINTING. Washington,
D.C., National Gallery of Art (766), since 1946. Oil on
canvas. 40 x511 in. (loI·5 XI30 cm.). Inscribed at lower
right: F BOllcher 1765. Some white stains in upper part;
corners repaired. Original frame may have obscured upper
corners when canvas was presumably installed as an overdoor panel. Restored along right and left borders. Relined,
cleaned and restored by Pichetto in 1943.
Waslzington, D.C., 1945, p. 162.

KI337 : Figure 282
THE PERSONIFICATION OF MUSIC. Washington, D.C.,
National Gallery of Art (767), since 1946. Oil on canvas.
40i x511 in. (103·5 XI30 cm.). Inscribed at lower right:
FBollchcr 1764. Illegible musical notations at lower right.1
Presumably an over-door panel. Canvas rubbed in area of
clouds at left. Relined, cleaned and restored by Pichetto in
1943·
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Washingtoll, D.C., 1945, p. 163. Reproduced in color,
Cairns and Walker, 1952, p. 127.
In K1336, a maiden representing the art of painting reclines
in the clouds against a blue and white sky. She is seen from
the back while sketching an amOllr, using a white chalk on
an oval canvas. Her model, also reclining in the clouds,
holds a flaming torch in his right hand, with a quiver just
below his left. Another amollr is beside him to the left,
watching the artist at work, while a third supports the oval
canvas with one hand, extending a laurel wreath to the
maiden with the other. The artist wears a blue-green silk
mantle over a white dress, and leans against a pale blue
cushion with a large gold tasse1.2 Her palette with brushes
is at the lower left comer, placed upon several sheets of
paper. A red drapery is along tlle lower left border of the
composition.
In KI337 a young woman personifies Music. She is semirecumbent in the clouds, in a somewhat Danae-like pose,
her left breast bared. Enveloped in orange and blue drapery
over a white chemise, the girl points downward with her
left index finger and holds a golden lyre, plucked by a
singing amOllr, with tlle other hand. A second amollr flying
above holds a laurel wreath in his right hand and an ivory
flute bec in his left. One dove is near the maiden's left
shoulder and two others nestle at the lower right before an
open music album. A trumpet entwined with a laurel
wreatll is placed below the girl's legs; a blue plumed helmet
and a sword witll a golden hilt and a laurel wreath are in
the lower left comer.

a

The canvases were first published in 1873 by Mantz, who
noted that they were traditionally tllOught to have been
painted for the Elector of Bavaria, Maximilian III Joseph.
He commented upon tlleir excellent condition, and thought
they were painted for a salon decorated in white and gold. 3
The Goncourts were impressed by the high price fetched
by the Kress paintings at the Rotllan sale. 4 The pair is
included in Mantz's Boucher monograph of1880, Michel's
of 1906 and Nolllac's of 1907.5 According to Mirimonde,
the central figure in KI337 represents Venus with her
traditional attributes: roses, doves, and the helmet and
sword of Mars. He pointed out that the flt'ite bec is the
erotic emblem for the invocation of the Carnal Venus
while the music of the seven-stringed lyre, invented by
Mercury and given to Apollo, leader of the Muses, corresponds to the harmony of the spheres and is an allusion to
the celestial Venus. Mirimonde also noted that Boucher's
imagery stems from Plato's Banqllet. He observed that in
the Kress canvas Venus chooses the music of tlle spheres,
indicated by her grasping the lyre in preference to the
flute. G Mirimonde's Platonic interpretation of KI337 may
be somewhat overstated, as the flute-bearer is about to
wreathe the lyre-bearer. Music by Fragonard (also an overdoor) shows a Venus-like figure embracing Cupid with
one arm while holding a lute and short trumpet with the
other; a long wreathed hom and an open music album are
at the lower right. Another Fragonard Music (painted for
Bergeret, c. 1766-67) has a reclining female figure holding
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an open music album, two turtledoves and a tambourine
to one side, a music sheet and wreathed lute at the other. 7 In
Music the references are made to the art oflove flourishing
in peace. The helmet, sword and wreathed trumpet, probably signify Mars's return to Venus after victorious battle.
Turtledoves, roses, flute and lyre, and cupids are all amorous emblems. In each canvas the cherubs represent genius.
The intimate relationship between Art and Love was an
especially popular subject in art and literature in the
eighteenth century, encompassing both Boucher canvascs.
Such themes as that of the prominent Venetian Giovanni
Antonio Pellegrini's Pailltillg alld Drawillg Educating Love
(Paris, Louvre) of 1733 may well have interested the young
Boucher as the Venetian master was active in France and
his canvas permanently at the Academie Royale. 8 Amours
symbolize the gift of divine knowledge and love - the inspiration of the artist. In K1336 Boucher stresses the academic concept of Design, the primary importance of the
initial rendering of the artist's divinely inspired concept. Her
crayon holder is held so that it seems a continuation of the
torch of enlightenment held in the drawn cupid's hand;
brush and torch together resemble cupid's arrow. Palette
and brush are distinctly subsidiary in placement. She may
represent Pictura, the muse of painting. The over-doors
were probably destined for a Louis XV room from a set of
four or more - the missing canvases referring to literary
or other arts, installed in a music room or library. See, for
example, Fragonard's Paintillg, Sculpture, Poetry and Mllsic
for Bergeret. II The paintings' motif-the link between the
arts of love and the love of arts - was popularized by
Madame de Pompadour's extensive patronage; she died a
year before the canvases were completed. Boucher prepared several over-doors with personifications of the arts
for the Pompadour. Often these canvases portrayed Muses.
A Clio (London, Wallace Collection) and an Erato were
both reproduced in 1756 by J. Daulle as painted by Boucher
for Louis XV's mistress. 10 The Clio is slightly cut-down;
it or a similar canvas may well have been en suite with the
Kress paintings. When Boucher signed these canvascs in
1765, he was at the height of his prestige as newly
appointed Director of the Academie Royale. But he was
plagued by illness, past his creative peak, not exhibiting in
the Salon of that year. He probably had a considerable
atelier. While Persollificatioll oj Music is consistently in
Boucher's style, the execution of Pailltillg may perhaps be
partially the work of an excellent associate.

Provel/allce: Said to have been painted for the Elector
Maximilian III Joseph of Bavaria (1745-77) and brought
back to France in the early nineteenth century by General de
Saint-Maurice.H M. Maillet du Boullay, Paris (sold, Pans,
22 Jan. 1870, Cat. Nos. I ['La Musique'] and 2 ['La
Peinture']). M. Gustave Rothan, Paris, exhibited - Paris,

Ollvrages de peilltllre exposes all profit de la colonisatiotl de
I'Algerie par les Alsaciells-Lo"aills, 1874, p. 14, Cat. Nos. 20
('La Peinture') and 3I ('La Musique'); Paris, Tableaux
allciCllS et llIodemes exposes all profit dll Mllsee des Arts
Decoratijs, Musce des Arts Dccoratifs, Aug. 1878, p. 3,
Cat. No. 14 ('La Peinture') and p. 4, Cat. No. IS ('La
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Musique'). Rothan Sale (Paris, Galerie Georges Petit, 29-31
May IS90, p. 94, Cat. No. 122 ['La Musique'] and p. 95,
Cat. No. 123 [La Peinture]). Adele Livingston-Sampson,
Fourth Duchesse de Dino (IS41-1912), 1907.12 Comte
Orlowski, 1937.13 New York, Wildenstein and Co. Kress
acquisition 1942.

References: (I) According to Edwin M. Ripin, 'If Boucher
intended the music to be examined with any closeness
(which I doubt), he clearly intended only to convey the
notion that it was a work for three instruments.' (Letter of
31/XII/6S, Kress Archive.) Although there are three
instruments in the painting, the trumpet is clearly subordinate to the others and its part was probably not written
into the music. (2) Pictura, the Muse or goddess of painting,
together with Set/lptura and Design (usually shown as
a man) were invented in the later Renaissance to supplement the Muses of the liberal arts and sciences. See Matthias
Winner, 'Die Quellen der Pictura-Allegorien in gemalten
Bildergalerien des 17. Jahrhunderts zu Antwerpen', Dissertation, University of Cologne, 1957. For an early
example see Veronese's The Muse of Painting (Detroit,
Institute of Arts) in Paintings and Set/lpture given by Edgar B.
Whitcomb and Anna Scripps Whitcomb to the Detroit Institute
of Arts, Detroit, 1954, p. lOS. For a listing of some similar
works see Anton Pigler, 'Personifikationen der Kunste',
Barocktlzemen, II, Berlin-Budapest, 1956, pp. 471-4. A
cupid posing for Pictura is found in a drawing by Stradanus
of 1564 (Windsor Castle). See Gunther Thiem, 'Studien zu
Jan van der Straet, genannt Stradanus', Mitteilungm des
KUllstlzistorischen Institutes in Florellz, VIII, 1958, p. 94, fig. 5.
Guercino's Dresden canvas of 1656 shows Pictura painting
a sleeping cupid; the muse is accompanied by an old man
(Design) holding a drawing of the same cupid. (3) Paul
Mantz, 'La Galerie de M. Rothan', Part 2, Gazette des
Beaux-Arts, 2nd ser., VII, 1873, pp. 428-49, esp. p. 443.
(4) Edmond and Jules de Goncourt, L'Art du xvme Sihle,
Paris,I, IS80, p. 195. (5) P.Mantz, FranfoisBoucher,Lemoyne
ct Nato ire, Paris, 1880, p. 153; Andre Michel, Franfois
Boucher, Paris, n.d. [1906], p. 51; Pierre de Nolhac, Fratlfois
Bouclzer, Paris, 1907, pp. 148-9. (6) A. P. de Mirimonde,
'Les Allegories de la Musique, I: La Musique parmi les Arts
Liberaux', Gazette des Beaux-Arts, 6th ser., LXXII, 1968,
pp. 295-324 and ' ... II: Le Retour de Mercure et les
Allegories des Beaux-Arts', Gazette des Beaux-Arts, 6th ser.,
LXXIII, 1969, pp. 343-62, esp. p. 360. (7) The imagery of
Boucher's Allegory of Music is also found in Fragonard's
Vemls Binding Cupid's Wings and Music. In the first painting
Venus embraces Cupid while binding his wings; the scene
includes turtledoves. The second shows Venus as Music
holding the lyre and short hom with her left hand and
embracing Cupid Witll her right. An open music album is
at tlle lower right with a wreathed trumpet below. These
were executed during Fragonard's early years when he
was a pupil of Boucher (174S-52) and were occasionally
ascribed to Boucher. See Georges Wildenstcin, The
Paiutings ofFragonard, New York, 1960, Cat. No. 60, pI. 5.
Ibid., Cat. Nos. 51 bis and ter. (8) See Andre Fontaine, Les
CoIIectiolls de l' acadelllie royale de peinture et de sCl/lpture,
Paris, 1930, p. 189, Cat. No. 471. For an emblem of Love

teaching Music, see ArtllUr Henkel and Albrecht Schone,
Emblemata, Stuttgart, 1967, col. 1299. Cupids linked to the
Muses (including the Arts) are specified as in a pure role.
(9) Wildenstcin, op. cit. Note 7 above, p. 208, Cat. Nos.
57-60, figs. 41, 42 (illustrating Cat. Nos. 57, Paifltiflg and
59, Poetry). There are also records of single pairs of overdoors, such as the Day and Night for Bellevue, ordered
from Fragonard by Madame de Pompadour shortly before
her death. According to R. Portalis, the Fragonards were
executed 1766-67 (Les Peintures decoratives de Fragonard a
Grasse, Paris, 1885, p. 483). (10) See WaIIace Collection
Catalogues, Pictures afld Drawings, London, 1968, p. 37,
Cat. No. 481. A painting now called NYlllph and Cupids
with Musical Emblems (London, Wallace Collection) was
also owned by the Pompadour and has some of the same
elements as KI337; it may similarly have belonged to a
'Muse' cycle. For the Erato see the same catalogue, p. 43.
For additional Boucher personifications of the Arts see
Nolhac, Opt cit. Note 5, pp. 144-50. See Heinrich Gobel,
Wandteppiche, Part 2, II, Leipzig, 1928, pI. 175 for a tapestry
woven in the atelier ofP. F. Cozette, which is dated 1761
by the German scholar, but which seems to have been
executed in 1763. Several of the motifs of the Kress
paintings relate to this tapestry. (II) Michel, Opt cit., p. 51.
There is no specific reference to the canvases in the
Bavarian Staatsarclliv flir Oberbayern (StAfObb., HR 279-13)
according to I. A. Scherl (Kress Archive, n/I/68), concerning the paintings installed in the new Ducal Cabinet
of 1767. Joseph von Dufresne, a prominent courtier of the
Duke, with a considerable collection of French paintings,
may have given Boucher the commission for tlle overdoors; but there is no documentation to this effect. (12)
Nolliac, Opt cit. Note 5, p. 146. (13) According to
Wildenstein.

FRANgOIS BOUCHER

dxso6 : Figure 283
DANAE RECEIVING THE GOLDEN SHOWER. Washington, D.C., National Gallery of Art (n-22,370), since
1963. Red, white, and black chalk (trois crayons) and
gouache on buff-colored paper. 12i X 18H- in. (31'1 X
47.6 em.). Inscribed at lower left: J. Bouclzer 1757. Laid
down.
The nude Danae, seen from the back, reclines on a cushion
in the clouds. She looks toward the upper right, partially
supported by her left arm. The figure's right arm and right
leg are outstretched and her left foot is tucked under the
right knee. It was prophesied to Acrisius of Argos that tlle
son to be born to his daughter would kill him. This led the
king to imprison Danae in a tower, keeping her from all
suitors. However, Zeus came to her in the form of a
shower of gold. Their son, the hero Perseus, was to fulfill
the prophecy by accidentally slaying Acrisius with a discus. 1
A replica of dK506 (Text Fig. lIO) was in the Guyot de
Villeneuve Sale (30 X47 cm.).2 A Boucher drawing in the
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Arago Sale (present location unknown) on reddish paper
(29 X45 em.), there described as a Danae seen from the
back, may prove to be another example of the Kress
composition.3 According to Cailleux, dK506 was preparatory to an oil sketch of the same subject now in the
Nationalmuseum, Stockholm (Text Fig. 112), which he
dated c. 1755-60.4 Another Boucher oil sketch of the same
subject, executed c. 1740, is now in the Helsinki
Athenaeum.5 The Kress sheet is no. 732 in Ananoff's
corpus of Boucher drawings. G An eighteenth-century
reproductive print (Text Fig. III) was prepared by Louis
Bonnet after dK506 or a similar Boucher drawing. 7 Slatkin
suggested that the Danae may belong with a group of
highly finished preparatory drawings, copied after Boucher
originals by contemporary engravers for reproductive
prints. The pose appears ;n the engraving by Louis Bonnet
and in another by Jean RObert Petit, each print claiming to
be after a drawing owned by M. Montulle. Of these,
Slatkin notes that the Petit engraving is much closer to
dK506. Because of its like degree of finish to the Stockholm
oil sketch, he considers the Villeneuve drawing more
probably a Boucher original. 8 The Kress drawing's superior
quality to the assumed copies, however, seems to mark it
as one of the models executed by Boucher himself The
Washington drawing should not be viewed as preparatory
to the Stockholm Danae. The canvas' style is much less
classical than that of the drawing; the figure more dynamic
in its pose. The Kress Datlae is a highly finished drawing,
probably prepared independently for sale as such. It is close
to French and Flemish seventeenth-century masters, such
as Girardon (see the marble relief, Nymphs oj Diana, 1675,
Versailles) and Rubens, who, in turn, founded their concept
of beauty on Correggio.
The Danae resembles Louison O'Murphy, a mistress of
Louis XV by the early I750S. The same girl had previously posed for Boucher, as had her younger sister
Victoire. o By the time Boucher executed the Kress
drawing in 1757, he no longer drew from life. Five years
before, when Sir Joshua Reynolds was struck by the
absence of models in Boucher's studio, the French master
stated that having previously made the necessary life
studies, he now kept his model in his mind.10 The absence
of a model may explain tlle fact that the pose shown in this
drawing combines a seated figure with a recumbent one.
The artist based dK506 upon a figure study in which the
model is sitting up with her legs stretched out, perpendicular to her torso. This design has been turned 45° to the
right. The fact that tllis figure is entirely surrounded by
clouds, in heaven as it were, would seem to argue against
an identification witll Danae, since she was very much on
earth. However, a darkened area, not visible in a reproduction, between tlle nude's outstretched right arm
and right leg was presumably intended to indicate the
presence of Zeus. Since Boucller prepared drawings such
as dK506 for the amateur's cabinet, beauty rather tlIan
iconographical exactitude was the order of the day.

Provenance: Possibly Marquis de Cypicrre, Paris (sold
10 Mar. 1845, p. 28, Cat. No. 174).11 Possibly Etienne
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Arago, Paris (sold Paris, Hotel Drouot, 8-9 Feb. 1872,
p. 39, Cat. No. 112).12 Ludwig Neumann, London,13
Richard Owen, Paris.u Kress Acquisition, 1937, exhibitedWashington, D.C., Drawings from the Collectiolt of the
National Gallery of Art, 1967 (no catalogue). London,
Royal Academy of Arts, Fraltce in the Eighteeltth Celttllry,
Winter Exhibition, 1968, p. 53, Cat. No. 96.

References: (I) Ovid, Metamorphoses, IV, 607 ff. (2) Cataloglle des dessins de l'ecole franfaise dll XVIIIe siecle •.. ,
Paris, Hotel Drouot, 28 May 1900, p. 5, Cat. No. I.
Illustrated in Regina Shoolman Slatkin, 'Some Boucher
Drawings and Related Prints', Master Drawings, x, 1972,
pp. 264-83, pI. 37. (3) Catalogue des Tableallx Aqllarelles et
Dessins anciens et modemes formant la Collectioll de M. E.A.
[Etienne Arago], Paris, Hotel Drouot, 8-9 Feb. 1872,
p. 39, Cat. No. II2. There is a very remote chance that it
is identical with dK506, despite slight disparities in size and
technique. (4) Jean Cailleux, Frallfois BOllcher, Premier
Peilttre dll Roy, 1703-1770 (Exhibition), Paris, 1963, Cat.
No. 72; ex colI. data on dK506, given here as owned by
Montulle, is erroneous. This information was followed in
Masters of the Loaded Brush, Oil sketches from Rubells to
Tiepolo, M. Knoedler and Co., New York, 1967, p. 88,
Cat. No. 63 (entry for Stockholm painting); and Fraltce ill
the Eighteellth Centllry, London, Royal Academy of Arts,
Winter Exhibition, 1968, p. 53, Cat. No. 96. (5) See
Statms Konstsamliltgars tillviixt oclt Forvaltniltg, Helsinki,
1964, p. 21, illustration. (6) Alexandre Ananoff, CEllvre
dessille de Franfois Boucher, Paris, 1966, I, p. 192. (7) Paul
d' Air ('Liste des picces graveei par et d' aprcs Fran~ois
Boucher', Les Bulletills des Beallx-Arts, II, 1884-5, pp. I-55,
esp. p. 4, Cat. No. 105) recorded an anonymous print after a
Boucher Danae. (8) Slatkin, op. cit., p. 275; the only mention
of a Boucher Dallae in the 1738 MontulIe catalogue is no.
112, Deux dessins allx trois crayolls, sllr papier gris, dOllt 1111
represeltte IlIIe Danae, accompagllee de dellx Amollrs (p. 173).
(9) See Charles Sterling, 'Boucher et les O'Murphy',
L'Alllollr de I'Art, 1932, pp. 191 ff.; Paul Frankl, 'Boucher's
Girl on the Couch', De Artiblls OpllsCIIla XL, Essays ill
HOllor ofErwill Pallofsky, I, New York, 1961, pp. 138-52.
(10) Sir Joshua Reynolds, Literary Works, London, 1851, II,
p. 58. (II) Dallae; jelllle femme Itlle et coucMe, Ie regard vers
Ie ciel. (12) Danae, vile de dos, recevallt la pluie d' or. Dessin
retollcM all pastel, SIlT papier rougeatre (Grave). Hallt., 29 cellt.,
larg., 4S cent. (13) According to the National Gallery of Art,
Washington, D.C. (14) Possibly identical with one of eight
Boucllers exhibited in New York at the Joseph Brummer
Galleries, Frellch Drawings oj the 18th and 19th Cellturies
from tlte Collectioll of Richard QWetl of Paris, 16 Oct.-6 Nov.
1933·

KI33S : Figure 284
MADAME BERGERET. Washington, D.C., National
Gallery of Art (768), since 1946. Oil on very fine canvas.
56! x4 I i in. (143 XI05 em.). Inscribed at extreme left just
below back rest on bench and above topmost rose: F.
Boucher/174 6. Stretcher marks all around; small tear on
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skirt near hat; very considerable restoration along top;
varnish discolored. Relined, slight cleaning and restoration
by Pichetto in 1943.
Washington, D.C., 1945, p. 164. Reproduced in color in
Seymour, pI. 176.
The sitter is shown in fanciful costume, a full-sleeved,
plain white satin dress adorned with blue ribbons at the
breast and sleeves; a ruff is at the neck. She wears a fourstrand pearl bracelet with a female portrait miniature. A
spray of flowers is in her hair and one is pinned to her left
shoulder. She holds a broad-brimmed straw hat in her
right hand. The lady stands in a park; her left arm extends
to touch a bronze urn overflowing with roses; the ground
and a bench behind her are strewn with roses. Shrubbery
brushes the back of the bench and the trellis behind it. In
the right background, the grey-blue smoky sky is seen.
Marguerite Josephe Richard was the granddaughter of the
prominent seventeenth-century academician, the peintre du
roy Louis de Boullogne. Her mother, Marie Anne, married
the extremely wealthy Jean-Pierre Richard, the ReceveurGeneral of finances and lawyer to the king. Marguerite
seems to have been the oldest of their four children. Her
brother, Jean-Claude Richard, was the Abbe de SaintNon, the celebrated amateur, draftsman and engraver, one
of Boucher's and Fragonard's major patrons. She became
Jacques Onesyme Bergeret de Grancourt's first wife on
28 August 1741, when she was about twenty.1 They had
two sons and two daughters. She died in 1751, seven days
after childbirth. An inventory was drawn up at this time,
but no portrait is mentioned. The widower remarried in
1766 and again in 1777; he died in 1785 and his collections
were sold on 24 April 1786.
According to Caims and Walker (p. II6), this portrait is
probably the earliest of the relatively few painted by
Boucher. Frankfurter noted that KI335 'shows portraiture
developed in both intimate terms and ultimate grandeur
by associative devices ... its mauve and silver tones as well
as its candid appreciation of femininity anticipating
Renoir •• .':1. The age of the sitter was described as Just
past her prime' by EillSteiu {pp. 227-8). Seymour (p. 185)
noted 'Out of a mass of heavy silks and a veritable shower
of blossoms emerges the presence of a pleasant, not ovcrprettified, and intelligent young woman. The color of
the picture is cool, the handling is swift but not in any way
careless.'
The artist had already been in Madame de Pompadour's
employ by the time Madame Bergeret was painted. He
reversed the latter's pose in a portrait of the Pompadour of
1759 (London, Wallace Collection), who is also shown in a
park setting, but in more formal, fashionable attire, with
an allegorical statue in the background. Madame Bergeret's
guise and sylvan setting refer to her name (bergere signifying
'shepherdess'); she is shown as such in 'rustic' dress, with
a straw hat and theatrically simple attire. Bergeries and
Bergerettes were popular musical comedies and a poetic
genre in France since the Middle Ages. The lady is placed

in a charmingly artificial evocation of nature, surrounded
by swags of silk-like roses - emblems of love and friendship.3
Rococo re-creations of pastorals were among Boucher's
most successful works. KI335 is still reminiscent of Flemish
Baroque art, but its elegantly romantic rusticity prefigures
Marie Antoinette's labors as a milk-maid and the settings
of English portraiture in the second half of the century.
The artist executed few commissioned portraits, of whicll
the Kress canvas is one of the finest.'

Provenance: Wildenstein identified tlle Kress canvas with
that listed in the inventory of paintings taken at Jacques
Onesyme Bergeret's death in 1785, p. 66, no. 22: A l'Cgard
dll portrait de Madame Bergeret par BOllc/zer, illt' elt a etc fait
allClllte prisce comllle portrait de famille, pOllrquoy memoire.5
Pierre-Jacques Bergeret (son of the above), until 1827.
Ange Philibert de la Girennerie, Casson, France (P.-J.
Bergeret's son-in-law).G Barbe Frantroise Victoire Poisson
de la Chabeaussiere (wife of Cotillon de Torey) to her
daughter, Frantroise-Julie Cotillon de Torcy (wife of
Contre-Amiral Le Bos de Sainte Croix), to her daughter,
Angelique Le Bos de Sainte Croix (wife of Comte Fontaine
de Resbecq). The Fontaine de Resbecq family sold KI335 to
Wildenstein and Co. before 1920. Kress acquisition 1942.
References: (I) See Georges Wildenstein, 'Jacques-Onesyme
Bergeret, un amateur de Boucher et de Frago', Gazette des
Beallx-Arts, 6th ser., LVII, 1961, pp. 39-84. (2) Alfred M.
Frankfurter, The Kress Collection itt tlte National Gallery,
New York, 1944, p. 78. (3) See 'Les attribllts de la Bergere'
as shown in such works of the same title as a gouache by
Boucher's follower Jean-Baptiste Huet in the collection of
Alexandre Doucet. Reproduced in Le xvme siecle aux
champs, Bagatelle, 1929; Bernard Houthakker, Master
Drawings, Amsterdam, 1967, no. 28. (4) A lady in similar
attire in a park setting, shown in right profile, is known
from copies after Boucher drawings and may perhaps
represent an alternative project to K1335. See Ragnar
Hoppe, Franfois Boucher, MaIm", 1930, pI. xxv. (5)
Wildenstein, op. cit., p. 42. (6) According to notations in
the Kress Archive, Girennerie was the son by a previous
marriage of P.-J. Bergeret's wife Catherine Poisson de la
Chabe~ussiere. All subsequent owners, as given by tlle
same source, are descendants of the Chabeaussicre family.

MAURICE QUENTIN DE LA TOUR
La Tour, the son of a map-maker, was born in SaintQuentin in 1704, and died there in 1788.1 He studied
briefly in Paris in 1723 with the painters Spocde and
Claude Dupouch (the sitter for the Kress pastel, K2129).
From 1724-27, La Tour may have lived in London. A
candidate for the Academic Royale in 1737, La Tour was
not fully admitted until 1746 when he submitted the pastel
portrait of the painter Jean Restout as his reception picture.
From 1737-73 the pastellist exhibited regularly at the Salon,
and in 1745 was granted an apartment in the Louvre.
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Known as a brilliant conversationalist, La Tour drew
sitters of the intellectual community as well as the
aristocracy. The artist was also a favorite of the Philosophes; Voltaire designated him his Apelles. La Tour
founded a free drawing school in his native Saint-Quentin,
where he eventually retired. Rapidly rendered, La Tour's
pastel portraits, like those ofLiotard (1702-89), arc striking
in their spontaneity, intimacy and vivacity, like mirrors
of the mind. La Tour, especially during his early years as a
portraitist, exhibited at the Salon pastels of painters,
architects, and other prominent figures in the Parisian art
world.

K2I29 :

Figure
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PORTRAIT OF CLAUDE DUPOUCH. Washington, D.C.,
National Gallery of Art (1628), since 1956. Pastel on paper.
23i X I 9i in. (59'4X49'4 cm.). Inscription on the back:
Portrait de DllPOllcll peilltre par La TOllr SOIl cleve. Loss near
center oflips; water damage on left cheek, left eye and left
forearm; hole at right edge above cuff; strips added along
top and at upper right. The pastel may originally have had
slightly larger borders at the top, judging by the version at
tile Musee Lecuyer, St.-Quentin,2 (Text Fig. 106), which
measures 60 X 50 cm.
The middle-aged painter, resting his crossed arms on a
chair back, is shown in half-length in front of an easel at
the right. He wears a black robe-de-clzambre and a white
shirt Witll ruffles at tile wrist, and is holding a blue-andwhite striped scarf in his left hand. His black silk furred
cap is similar to the one in which La Tour portrayed
himself(Musee Lecuyer, St.-Quentin). The chair on which
Dupouch sits is upholstered in a pinkish brocade with
gleaming brass studs.
The sitter is identified by an old inscription on the back of
tile Kress pastel as Dupouch, La Tour's teacher. On the
frame of tile Musee Lecuyer replica, La Tour's brotller,
J. F. de la Tour, wrote: DUPOllcll, peilltre, maItre de mOlljrere.
Dupouch was also a teacher at the Academie de Saint-Luc;3
he died in Paris in 1747. He appears to have been court
painter to Stanislaus I (1677-1766), King of Poland, who
resided in Luneville from 1736 to 1766.
Further pastels of Dupouch by or after Latour are in the
collections of Georges Dormeuil, Paris (78 X70 cm.) and
Pierre G. May, Paris. 4 Additional examples are recorded in
the Laperlier Sale, 11-13 Apr. 1867, Cat. No. 67, described
as of Dupouch holding a palette, wearing a blue robe-decllambre, 64 X53 cm. S and in the Collection of M.- (1860),
then Henry Didier Sale, 15-17 June 1868, Cat. No. 159
and Anonymous Sale, 21 Feb. 1880, Cat. No. 29, 64 X
53 cm. G A portrait of Dupouch is mentioned in Arclzives de
l'Art Frallfais, II, Le Mllsce des portraits d' artistes, 1886, p. 37
and may be anyone of the above; it was in the collection
of Maurice Gallay in 1886. 7 Dacier and Ratouis de Limay
did not commit themselves as to which of three pastels of
Dupouch was shown at tile Salon of 1739. They did not
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know of K2129.8 La Tour is known to have made many
repetitions of his works. There are sometimes as many as
four examples of the same subject; when the sitter was
celebrated, such as Rousseau, many more replicas exist.
The finest portrait of Dupouch is the one from La Tour's
own collection (Text Fig. 106) and is probably the one
exhibited in 1739. The Kress pastel is slightly less brilliant
in modeling. The Dormeuil and May examples are inferior
in quality. The artist probably presented the sitter with a
replica, perhaps the Kress portrait. This strikingly informal
depiction of the unshaven artist in his studio, momentarily
at rest, places Dupouch in a pose popular in seventeenthcentury Dutch art. HaIs, whose animated painting was no
doubt admired by La Tour, made several portraits, some
believed to be of artists, using a similar formula (for
example, Isaak Abrallalllsz. Massa, Toronto, Art Gallery
of Ontario).

Provenallce: Possibly exhibited in the Salon de l'Academie
Royale, Paris, 1739.9 It appears to have been in the same
collection since the eighteenth century - that of Louis
Duval de l'Epinoy, who was the subject of one of La Tour's
major pastels (Salon of 1745; now Lisbon, Fundac;:ao
Calouste Gulbenkian). Perhaps he acquired the Dupouch
as well; it may have come as a gift from the artist.
Marquis Joffroy de Beaumont-Beynac, Chateau de La
Roque, Dordogne. 1o Paris, Jean Cailleux, exhibitedZurich, Kunsthaus, ScllDIlTleit des XVIII. Jalzrlzllllderts,
summer, 1955, Cat. No. 177. Kress acquisition 1956.
Referellces: (I) For further biography on La Tour, see
Champ£leury, La TOllr, Paris, 1886. Gaston Briere and Elie
Fleury, Pastels de Mallrice Qllelltill de La TOllr, Paris, 1920.
Emile Dacier and P. Ratouis de Limay, Pastels Franrais des
XVIIe et XVIIIe siec1es, Paris and Brussels, 1927. Albert
Besnard and Georges Wildenstein, Latollr, Paris, 1928.
Dacier and Ratouis de Limay, Le Pastel ell Frallce all dixIlIIitieme siec1e, Paris, 1946. A. Leroy, Mallrice Qllelltill de La
TOllr et la Societe dll XVlIIe siec1e, Paris, 1953. (2) Hermann
Erhard, La TOllr, Der Pastellmaler Llldlvigs xv, Munich,
1917, pI. 3. Reproduced in color by Erhard, 0p. cit. Note 2,
pI. 3. Besnard and Wildenstcin, op. cit. Note I above,
p. 140, Cat. No. 122. (3) Jules Guiffrey, Histoire de I'Academie
de Saillt-Lllc, Archives de l'Art Frallfais, Societe de I'Histoire de
l'Art Franfais, n.s., IX, 1915, p. 279. Dacier and Ratouis
de Limay (1927, op. cit. Note I, p. 56, Cat. No. 35) noted
that 'Dupauche [sic], peintre du roi de Pologne' was
the title of a pastel by La Tour in the Laperlier Sale of 1867
(Cat. No. 67). See also Leroy, 0p. cit. Note I, p. 19.
(4) The Dormeuil picture is ibid., pp. 140-1, Cat. No. 123,
pI. XXXVIII, fig. 57; the May example is ibid., p. 141, Cat.
No. 124, pI. CXVI, fig. 232. (5) Besnard and Wildenstein,
op. cit., p. 141, Cat. No. 125. (6) Ibid., p. 141, Cat. No. 126.
(7) Ibid., p. 141, Cat. No. 127. Another DHPOllcll by La
Tour (?) is owned by the Earl ofWemyss, Gosford House.
(8) Dacier and Ratouis de Lamay, 1927, op. cit. Note I
above, p. 56, Cat. No. 35 is the example owned by
Georges DormeuiI. (9) See Jules Guiffrey, Collectioll des
Livrets des anciellnes •.• Salons • •• , Paris, 1869, volume for
1739, p. 19, as 'M. Dl1pol1che appuye sur un fauteuil'.
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(10) According to Jean Cailleux. In the mid-eighteenth
century, the chateau was the residence of Duval de
l'Epinoy, whose pastel portrait, prepared by La Tour,
was in the Chateau de Beaumont-La Roque Sale of1903.
The Marquis de Beaumont-Beynac may have inherited the
Dupol/eh from Duval de I'Epinoy, who may have been
acquainted with La Tour's teacher, as according to
Cailleux, the name Dupouch is native to the Perigord,
where the Chateau de La Roque is situated.

FRAN<;OIS HUBERT DROUAIS
Drouais was born in Paris in 1727 and died there in 1775;
his father, a portrait painter, was his first teacher.1 He also
studied with Donatien Nonnotte, Carle Vanloo, Natoire
and Boucher. In 1755, Drouais was admitted to the
Academie Royale, exhibiting regularly at the Salons until
his death. In 1756, he portrayed the Dauphin's two little
sons - the future Louis XVI and the future Louis XVIII playing with a dog. This painting was greatly admired for
its spontaneity and originality, and Drouais soon became a
favorite portraitist to the royal family, aristocracy, and
upper bourgeoisie. Popular among theater people,
Drouais's portrait of Madame Favart of 1757 ranks among
his finest. Besieged by commissions, Drouais allowed his
later works to become mannered and somewhat mechanical
in execution but remained the outstanding portraitist of
the second half of tlle reign of Louis XV. His delicate art
anticipates the style of Louis XVI, whose patronage he
barely lived to enjoy.

KIp8 : Figure 285
FAMIL Y PORTRAIT (April Fool's Day 1756). Washington,
D.C., National Gallery of Art (769), since 1946. Oil on
canvas. 96 X76i in. (244 XI95 cm.). Inscribed on edge of
box:fs [fils] Drotlaisce 1 avril 1756. Some losses in drapery
of dressing table; discolored restoration in area of clouds.
Pentimenti. Relined, cleaned and restored by Pichetto about
1938. Minor restoration by Modestini in 1958; generally
very well preserved.
Wasllington, D.C., 1945, p. 165. Reproduced in color in
Cairns and Walker, p. II3.
The extremely large canvas shows a prosperous family
group near the window of a dressing or bedroom on
J April 1756. The mother, in powdered hair, is seated
en negligee, wearing a white peignoir over a corsage
covered with lavender ribbons and a skirt of pale gold
taffeta. She holds a cluster of flowers with her right hand,
placing them on the head of her daughter; she points to the
little girl with her other hand as she turns toward her
husband, who stands behind her to the right, resting his
right arm on the back of her chair and looking down at
their daughter. He wears a powdered wig, a fancy silk
morning-gown with argentan lace at the wrists, rosecolored breeches, white stockings and buckled shoes. He
holds a letter in his right hand, his left placed on his hip.

The little girl has powdered hair and wears a blue dress.
She looks out at the viewer, resting her right arm, holding
a basket of flowers in her mother's lap. A spray of roses is
at tlle lower left; an opened box containing hair ornaments,
a striped gauze scarf, pink ribbons and pearls is on the floor
to the right. The group is placed in a comer, to the right
of a large window with a white half-curtain across the
lower section and a blue-green taffeta drape along the right
side. A, dressing table covered with white material is placed
directly below the window, its oval mirror draped in a
strong pink material. The table is set with silver-gilt toilet
articles, including a helmet-shaped ewer at tlle left and a
simple baluster candlestick (both in Louis XIV style), two
silver-gilt boxes and a silver gilt powder box with a convex
top. Two glass bottles and other articles are also on the
table. At the upper right, on the wall above the man, is an
elaborate gilt bronze rococo cartel clock, its hands at II : 17.
The unusual specification of month and day as well as year
accompanying the artist's signature on KI328 indicate
Drouais's desire to call attention to the fact that his canvas
refers to his sitters' being shown on I April. April Fool's
Day is known in France as Poisson d' avril after its astrological symbol of Pisces (the fish, poisson). It is celebrated
by the excllange of small presents, practical jokes and mock
messages, all of which, with their 'victim'-recipients, are
known as poissotls d' avril. The letter held by the father with
the flowers and trimmings may belong in that category.
The calendar year began on 25 March, the New Year
festivities at their height on I April, until the late sixteenth
century, when France, the first nation to adopt the Reform
(Gregorian) Calendar, shifted New Year's Day to I January.
Phillips described the Kress canvas as a Drouais of 'important dimensions .... The portraits here combined have
in themselves great attractiveness; so clear in its even
brightness is the color, so well-sustained the tone, so
careful yet moderate the elaboration of tlle whole.'2
According to Collins-Baker, the portrait is one of
Drouais's most important works, showing 'how thoroughly
he had mastered, at tlle age of twenty-nine, the technique
not only of his father (Hubert) and Van Loo, but also of
Nattier. The mother in this group would generally pass as
a Nattier atelier piece. In the father Drouais is more
individual; ... but tlle little, delicate girl is entirely individual; she shines with a naive charm which is exceptional in French dix-huitieme portraiture.'3 Huyghe
included the canvas in his study of French painting. 4 The
group portrait was characterized by Frankfurter as a
'monument to one of the most ingenious artists of his day.'3
Cooke (p. 36) stressed tlle significance of I April for the
Kress canvas. Caims and Walker (p. IU) suggested that the
sitters might possibly represent the de Meulan family on
the basis of their resemblance to the Drouais group portrait
of wat family. Ricllardson noted that the portrait stemmed
from Drouais's first successful years and might represent
his earliest imp·ortant commission. He felt Drouais had
been influenced by one of Greuze's first works, Father
Explaining the Bible to his Children (now lost, Salon of 1755),
which was favorably received by Diderot and reflected a
new wave of family feeling in French art. G The accessories.
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on the dressing-table are, as noted by Verlet, a little oldfashioned by the time the canvas was painted - still in the
style of Louis XIV rather than that of the then-reigning
monarch Louis XV. 7
Monumental in size, this canvas was painted by the twentynine-year-old artist a year before he was commissioned to
portray tIle comte de Provence and tlle duc de Berry, both
small boys, Drouais's major commission prior to his being
made a member of the Academie Royale in 1757.
Although the sitters' rich attire suggests a family of
unusual wealth, the silver-gilt service on the dressing table
appears to have been a studio prop, also included in a very
similarly composed canvas, La Comtesse de Meulall sa
toilette (64 X50! in.), which shows the countess accompanied by her husband and little girl in a setting very close
to K1328.8 The same clock appears in many Drouais
portraits. Boucher placed his signature in exactly the same
location in his La Modiste of 1746 (Stockholm, Nationalmuseum). Like the Kress canvas, La Modiste shows a lady
at her dressing table in the morning; it belonged to a
series showing the four times of day that was engraved by
Gaillard (1722-85) and might have interested Drouais. 9
Drouais may also have modeled his composition on works
by Nattier such as Madame Marsollier alld her Daughter (New
York, Metropolitan Museum of Art), exhibited at the
Salon of 1750, showing the little girl holding a box of hair
ornaments, her mother placing one on the child's brow
and holding a second in her other hand. The handsome,
prosperous family of Klp8 cannot be securely identified.
The picture seems to have long been regarded as showing
Madame de Pompadour with her husband, Charles
Guillaume Lenormant d'Etoiles, and her daughter Alexandrine. However, as the little girl died on 15 June
1754, this is impossible. As Madame de Pompadour's
maiden name was Poisson, the canvas, referring as it docs
to Poisson d' avril, may for this reason have been associated
with the King's mistress, but this would hardly have been a
flattering basis for a group portrait. lO None of the proposed
identifications of tlle family are convincing. Like Nattier
and Gainsborough, Drouais tended to make his fashionable
subjects look alike. Among Drouais's finest canvases, the
family portrait shows him following tlle conventional
style of Nattier, but adding a new directness and austerity,
possibly influenced by Alexander Roslin's northern clarity.

a

Provenallce: Aristide Bruant? Paris.ll Samuel CunliffeLister, 1st Lord Masham (1815-1906), Swinton Park,
Masham, Yorks., bought from Wertheimer in 1889,
exhibited - London, Guildhall Corporation Art Gallery,
A Selectioll oj Works by French alld Ellglish Paiuters oj the
Eighteellth Celltury, 1902, p. 26, Cat. No. 18 as 'A Family
Group'. John Cunliffe-Lister, 3rd Lord Masham (18671924). Mary Constance Boynton, Lady Swinton, inherited
in 1924 from her brother, 3rd Lord Masham, exhibitedLondon, Thomas Agnew and Sons, Pictures by Old Masters,
1925, p. 6, Cat. NO.9; Leeds, City Art Gallery, Exhibitioll,
1936, Cat. No. 29. Lord Duveen, Millbank, exhibitedParis, Palais National des Arts, Chefs d'reuvres de l' art
Jrmlfais, I, 1937, pp. 289-90, Cat. No. 108, pI. 291. New
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York, Duveen, exhibited - New York, New York
World's Fair, Masterpieces oj Art, 1940, pp. 135-6, Cat.
No. 197. Kress acquisition 1942.

Referellces: (I) Anonymous, Bloge de Monsieur Drollais,
Peilltre dll Roi, Conseiller de I'Acadlmie Royale de Peinture et
Sclllptllre, Premier Peilltre de MOllsiellr et de Madame, Paris,
1776. P. Dorbec, 'Les Drouais', ReVile de l'Art Allcien et
ModeTlle, XVI, 1904, pp. 409 ff.; XVII, 1905, pp. 53 ff.
C. Gabillot, 'Les Trois Drouais', Gazette des Beaux-Arts,
3rd ser., XXXIV, 1905, pp. 177-94, pp. 288-98. Georges
Wildenstein, 'A Propos des Portraits Peints par Franc;:oisHubert Drouais', Gazette des Beallx-Arts, 6th ser., LI, 1958,
pp. 97-104. (2) Claude Phillips, 'French and English Art
at the Guild Hall', Daily Telegrapll, 21 June 1902. (3) C. H.
Collins-Baker, 'Old Masters at Messrs. Agnew', Bllrlington
Magazille, London, XLVI, June 1925, p. 300. (4) Rene
Huyghe, La peinture Jrallfaise, XVlIIe et xrxe siecles (figures
et portraits), Paris, 1937, pI. 16. (5) Alfred M. Frankfurter,
'383 Masterpieces of Art', Art News Amlllal, Supplement,
XXXVIII, no. 34, 1940, Section I, pp. 16-43,62-6, esp. p. 64.
See also his The Kress Collectioll in the Natiollal Gallery,
New York, 1944, pp. 78-9. In Art News for Aug. 1944,
'French Masterpieces for the National Gallery', p. 24, he
described K1328 as the last echo of Titian's triple portrait
of Pope Pall I III with his Nephews (Naples, Musco
Nazionale). (6) E. P. Richardson, 'A Family Portrait by
Drouais in the National Gallery', Art Quarterly, summer
1944, pp. 225-6. (7) Pierre Verlet, The Eighteellth Celltury
in France, Society, Decoration, FIITIliture, Rutland, Vermont,
1967, p. 85, pI. 58. (8) See Franc;:ois Boucher, 'L'Exposition
de la Vie Parisienne au XVIIIe siecle au Musee Carnavalet',
Gazette des Beaux-Arts, 5th ser., XVII, 1928, pp. 193 ff.,
repro. p. 201. As this canvas is close in scale to K1328, it
may well prove to have been cut down. (9) See The
Wallace Collectioll Catalogues, Pictures and Drawillgs,
London, 1968, pp. 30-1. (IO) A former owner of the
painting, Samuel Cunliffe-Lister, 1st Lord Masham, was
told by the dealer Wertheimer that the previous owner
refused to have his or her name disclosed. In 1924, Lady
Masham was informed by Wertheimer's descendants that
tlle portrait showed the family of a 'banker to Louis XV,
who had tried to comer wheat in France in the best
Chicago manner' (Letter of Lord Masham, I June 1950).
This would seem to refer to Madame de Pompadour's
father who was associated Witll the scandalous purchase of
provender in 1725. (II) According to Eillsteill (p. 231), the
canvas belonged to Aristide Bruant, the French singer
(1850-1925). The collection of a widow Bruant (Vente
Veuve B, Hotel Drouot, 18-20, 22June 1908) included one
work attributed to Drouais of a boy on a hillock (p, 29,
Cat. No. 226).

PIERRE-ANTOINE BAUDOUIN
The artist was born in 1723 in Paris, where he died in 1769.
His father was a print maker. He studied under Boucher,
marrying his master's youngest daughter. Baudouin
exhibited at the Salons regularly between 1761 and 1769'

FRENCH SCHOOL: XV-XIX CENTURY

entering the Academic in 1763. He was a favorite artist
of Madame de Pompadour, for whom he did many commissions, especially religious subjects for Versailles. The
artist worked with Mariette. l His friend Diderot characterized him in the Salon of 1765 as 'Bon gar~on, qui a de
la figure, de la douceur, de l'esprit, un peu libertin.'2
Baudouin was a master oflight, picaresque subject matter;
and Fragonard supposedly first took up this genre only on
the death ofBaudouin, who seems to have had a monopoly
of it.3 His oeuvre is restricted to works in gouache and
watercolors, many of which were reproduced in print
form.

References: (I) See J. and E. de Goncourt, L'Art dll dixIitlitieme siecle, I, pp. 272-3; and H. Bouchot, 'Baudouin,
peintre religieux', Gazette des Beaux-Arts, 1897, Part I,
pp. 391 £, Part 2, pp. 69 £ (2) Denis Diderot, Salons, cd.
J. Seznec, and J. Adhemar, Oxford, 1960, II, p. 137· (3)
Georges Wildenstein, Fragonard, London, 1960, p. 16.

PIERRE-ANTOINE BA UDOUIN
dK468 : Figure 286
TUE COQUETTE. Washington, D.C., National Gallery of
Art (n-22, 367), since 1963. Black chalk with gray wash
and bister, in an eighteenth-century style mount. 121 X
91~in. (3 1.7 X23·5 cm.). Inscribed on mount: La gaze et
Ie satin, les rubans, les det/telles,/Disposes avec art, relzatlssent
tes attraits.!Redoute les galants, leurs voetlx sois rebelle,/
Souvent coquette est prise ses propres jilets.! ('Gauze, satin,
ribbons and laces, Artfully placed, heighten your charms.
Beware of flirts, repell their advances, Often coquettes are
caught in their own webs.')

a

a

A seamstress with tape measure and scissors suspended on a
ribbon from her waist seems to be arranging dress material
on her client who stands to the left, a kitten playing at her
hem. A muff (?) is on a tabouret at the lower left. A little
boy is seen at the lower right holding a drum and with a
toy horse. Behind, to the left, another seamstress is seated
by tile window, light streaming in on her and on an older
man who taps her on the shoulder. A desstls-de-porte shows
Venus witll a bird, Cupid at her side. The scene may take
place at a couturiere's boutique or in a domestic interior.
The drawing is attributed to Baudouin in the Coty sale of
1936. The style seems to uphold this attribution, and to be
datable in the I760s at the height of the artist's powers.

Provet/ance: Sale: Fran~ois Coty, Galerie Charpentier,
30 Nov. - I Dec. 1936, p. I, Cat. No. I. Paris, Richard
Owen. Kress acquisition 1937.

dK469 : Figure 287
KINDL y MARTINE. Washington, D.C., National Gallery
of Art (n-22, 368), since 1963. Black chalk with gray wash
and bistre, in a recent mounting. I2! X9! in. (31.7 X

23·5 cm.). Inscribed on mount: Con temple, 0 triste epollx,
l'appetissant minois/De l'ai/llable Martine et sa taille ellgante./
Je /lie consolerais bietJ vite, je Ie crois,/Si j'etais a ta place,
aupres de la servante. ('Gaze, oh melancholy spouse, on the
delicious face/ Of kindly Martine and her elegant form./
I would console myself very quickly, I am sure,! With
that servant, ifI were in your shoes.')
A young washerwoman standing in the center foreground
by an ironing table fills a basin held by a little boy. Behind
the large steaming vat seen to the right, is a man embracing
another washerwoman. A small boy kneels at the lower
left, using bellows on a small fire. What appears to be a
classical relief is seen at the extreme left. A laundry line is
behind the figures, a dog and chickens in the right foreground corner. An agitated figure enters the scene at the
upper right, gesticulating, his moutll open, about to
descend the ladder at his feet. Martine was a common
servant's name in mid-eighteenth-century French literature.
dK469, like dK468 (q.v.), was attributed to Baudouin in the
Coty sale, and is datable in the 1760s. The two may always
have formed a pair, and are certainly contemporary, as the
handling and typing are very similar. The outdoor setting
of dK469 is reminiscent of Italy. The top part of the
drawing, above tlle clothes line, is stylistically very close to
Hubert Robert.

ProvetJance: Sale: Fran~ois Coty, Galerie Charpentier,
30 NOV.-I Dec. 1936, p. I, Cat. No. 1. Paris, Richard
Owen. Kress acquisition 1937.

JEAN-BAPTISTE GREUZE
Jean-Baptiste Greuze was born in Tournus in 1725 and
died in Paris in 1805.1 Little is known of his early years;
from 1745-50, he studied under the painter Charles
Grandon in Lyons. Shortly before 1755 Greuze went to
Paris, where he entered the Academie Royale, and studied
under Natoire. In 1755, the young painter attracted public
attention with his cleverly contrived Reading the Bible
(Dresden, Gemaldegalerie) which reflected the sentimental
morality of Diderot who was to admire Greuze's works.
He exhibited successfully at each Salon until 1769. In that
year, hoping to achieve the status of 'history painter',
Greuze finally submitted Severtls Reproaching Caracalla
(P"aris, Louvre), a history painting in the newly fashionable
nco-Classic manner, as his reception painting. Academy
officials repudiated this work, only admitting Greuze as
a 'painter of genre scenes'. Disgruntled, tlle artist refused
to show at the Salons again. With great success, he proceeded to sell his paintings from his studio to such patrons
as Catherine the Great, Madame de Pompadour and
Madame du Barry. Best known for his anecdotal and
erotic paintings, Greuze excelled as a subtle colorist. He
was a brilliant draughtsman and fine portraitist, as seen in
his Lalive de Jully (KI326), the amateur who introduced
Greuze to the Parisian art world. The Revolution reversed
his fortune. Poor investments, his wife's extravagance

Jacq ues-Louis David: The Elllperor Napo/eoll ill his Stlldy at the Tlli/eries (K 2046). Washin gton. D. C. (p. 352)

Jcan-Allgllstc-Donun iqllc Ln grcs : NfOllsicllr Marcoite d'Argelltelli/ (K T6 50). Washington, D. C. (p. 364)

Text Fig -;0 D,'alh 0( SI. Cia,. ...
NlIITI;IL~erg. C;erl;l~nisc hcs
N~lioldmu sc ulll (scc K I X59).

Text Fig 5 1 D"nth c!rlhc' I'i~~ill by the M~ stl'r or Hei li gcll krcuz. Clcwland.
Muse um or Art ('cc K I ~59).

or

Text Fig 52 BaplisllI C/opis and C/opis ill Bartle by Pierre Le Rouge.
W ood cut rrom Ln M er des /-/is/(1ircs. I'aris. 14SH, II , LcarCapital S.1. recto
(sec K 142:!).

Text Fig 53 Left, above and below: Sr . Lell hm/illg rhe si(/.t Chi/d,m and Belprisl/l 4 CIt,,,is.
Washington, D.C. , National Gallery of Art.
Center and right : Sr. Gillcs alld KillS F/aJlills and .\lass of Sr. Gillcs. London, National Galler y.
All by the Master of St. Gilles (sec K I.p I).

Text Fi g 54 Left and center: 51. Peler and 51. Lell. Gnsailles by the Master of St. Gi lles. London, Nati onal Galler y.
Ri ght, above and belo\\': 51. Gilles and 51. D('IIis. Lost grisa illes by the Master o fSt. Gilles.

Text Fig. 55 Tilree /Il1gds ill a Lill/{/scape by Amond lo de Messina . Re gg io di Calab ria, M useo de ll a M ag na G rec ia
(see K 367).

Text Fig 56 CYI/c!/ixi(lll by N icolas D ipre. De tro it, Inst itu te of Arts (see

K 182 1).

T,:xl l=ig 57 Adoralioll <!flill' Magi by Ni colas Dipre. Z uri ch , pri va te coll ect io n

T ex t

Fig:i~ Prrsl'IIla(ioll o{1 /1<' Vil~Qill

(~ee K I S2 1).

by Ni cola s Dipre. Paris, pri vate co ll ec ti o n (see K I Hz I ) .
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Text Fig 59 Genea log ica l inscription 011 the ba ck of cmtral panel of
the M aster 01' the de Lato ur I)' All ve rgllc tript ych (K 2 157).

Text Fig 60 Eig htct:llth-Cmtllr y GCllea log ica l Table o n back of thc
wings of the de l3to llr I)' Auvcrg nc tript yc h (K 2 , 57),

-: -"'~
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,·v'

Text Fig 6 1 Nllde Ci"COlldl1. Schoo l ll f Lcona rdo. C hantill y,
Musee Cond e (sec K 2125).

T ext Fi g 62 Mar)' SllIarl , drawing asc ribed to Franc,:ois C lll ll Ct,
C hantill y, Musce COlld e (see K 2 ' 25) .

Text Fig 6J , ]pol/o aIId (he Nille 1\II,15e5 by Simon VOller. BLld3pest, Szcpllllivcszcti MlIZCUIll (see

Text Fi g 64 L"II(C'I"PC by Si lllon VOLlet. l'3ri s,
priv3t<.: collection (see K 2177).

K

2177).

Text Fig 65 Clio by Simon Vo uet. K3r1 sr uhc, Sta3t1ichc
Kun sth 31lc (see K 2177) .

Text Fig 66 PolyhYlllllia by Simon Vou<.:t. P3ris, Lo uvre (see

K

2177).

Text Fig 67 Reprodu ctive print by Jean Baptiste de Poi ll y engraved in re verse after

Text Fig 69 Reproductive print by Jean Dughct after

K

[391

K

1876.

T ext Fig 68 Israelires JVorshippillg rhe Coldell Ca!f by POllSsin . Prepa rator y drawing for
Windsor Castle, Roya l Library, 11 884 verso.

Text Fig

70

Th e Bap/islll ofChrisr by Po ussin , preparatory drawing for
Musce Conde.

K

K

1876.

[391. Chantilly.
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Text Fi g 7 1 TI,c Holy Fall/il)' Oil th(' Steps by POllssin (K 1642) : fraglllelH o f a preparatory pen dr3wing.
Paris, Louvre, C3binet des Dessins, Inv . No. 758 v.

Text Fig 73 17/l' HoI), Fall/il)' "" the Steps by Poussin (K 1642). Preparatory drawing. pen 3nd \\'a,h .
New York, Pierpont Morg3n Libr3ry.

Text Fig 72 The H"')' Fall/il)' "" the Stcps by Pou ss in (K 1642) . Preparatory dra\\'ing.
Paris, Louvre. Inv. No. }2.439.

Text Fig 74 Th e Holy Fmllil)' "" the Step.' by POllssin (K 16.p). Preparatory drawing. \)ijon . Musec dl's
Ocaux-Arts.

Text Fi g 75 TIl(' S fllrlllre (~tJllpilcr by or after I)oussin (K 1440) . Drawin g.
. tockhollll, Nationalllluscum.

Text Fig 76 Lal/(/scape lI,ilh C""herri Pipill,(! by C laud e Lorra in. In hi s Liver
I 'erilalis No. 121 (sec K 599). Lo nd on, Uriti sh Museulll.

Text Fig 77 Classical Lallriscape lI,ilh I:i.f!lIrcs allri SlIlIsel by laude Lo rrain (K 1894). I'reparatory d raw in g
in black chalk with g re y was h . Lo nd o n, British Mu se ulll.

T e xt Fig 78 Lallriscapc ,,,ilh Tovias ,,"ri rhe AlIgd by Claude Lorrain. III his
LiIJer I 'crilalis No. 65 (sec K I X94). London, British Museulll.

Text Fig 79 PaslM{/i Lallriscapc by C laude Lo rrain . III his lilJa Vairaris N o. g I
(sec K 1894) . Lo nd on, British Mu scum .

Tcx t Fi g 80 Ell g n vill g b y Tardicu ( 171:\6) aftn CO li II tess JjIJIJa Spllrrc
(K 1439) b y S': basli ell 13o urdoll .

Text Fig 82 YOlltli allll/l;s Til/or by a Frell ch Master active ill the seco lld
half of th c sevcnteenth ce ntur y. Pari s, Lo uvre (sec K 20~3).

Text Fig X I Prillt by Croisier after a paintillg by Frallc;oi~ dl'
Troy (s<':c K 2083).

Text Fig 83 Portrait oj a Mall attriblll<.:d to Nicolas Larg illi crre (K 116).
X - ray.

Tl'xt Fig N4 Spril/g by L. l)c~placcs alter Watteau,

Tl' xt Fig 116

AI/IIIIIIII

by E. Fcssard after Wattcau .

Text Fig 85

S IIIIIII II'I'

b y RCIl arci ciu Dos after Watteau.

T ext Fig 87 Willlcr by J. Allciran alter Watteall .

Text Fi g 88 Sl'rillg b y

W 3 ttC3L1

(lost 1966) (see

K

2048).

Text Fi g 89 Lcs COllledit'IIS Frnllrais. Reprodu ctive print

~fter W~tte3u

by Je3 11 Mi chel LimaI'd .

Text Fig 90 L es COII/Cdims lrn/iells. Etching by Bernard l3~rol1 ~rter Watte3u. The print is reproduced here in reverse.
to correspond with K 1344.

T ex t I: ig

<) 1

Ll's CO II/Miells l ln/iclls b y Watteau. Prepa rato ry dra w ing.
Minncapo lis, Institure of Arts.

T ext Fig 93 L cs COI IICt/icIIS lrn/iC/ls.

T ext Fig 92 L es CO II,,:t/il'lls l ln/iells by Watteau. i'rC'pa rJtory
drawing. Al cn<;on, MuseI' de b Maison d'Oze.

op y arter W attea u (sec K 2048). W as hin gton, N ationa l Ga ll ery of Art
rud y Coll ecti on .

.:.M

~-

Te\:t Pig <)4 Lcs C,'IllMiCIIS itniirlls by W3ttc3L1 . Cmllttcrproo,"
of pn:p~ratnry dr3wing. o lketioll E~rl of i ve~g h ,
Elvcdm i-bll, Sulf"lk.

Text Pig <) 5 Lcs COlllcdiclIS irniiclIs by W~tte~L1 (K 1344). I'r"p~r~tnr y dr~ \Vi ll g. LOlld o ll ,
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Pastel. St. Quentin , Musee Lecu ye r (sec K 2 I 29).

Text Fig 107 La CO l/lrerlm lsl' by W attea u . Ex. coil. Stc rlin g Postc ly (sec dK 50S).

Text Fig 108 illlcrior I~rl "(' Co/iSl'IIlll attributed to Hubert Ro bert.
Ro m e, private coll ecti o n (sec K 1843).

Text Fig 109 Franc;ois B o ucher : Preparatory drawing for 1' . Gabriel Da ni el's Hisfoirc de la Fra/lce, Paris, 1722 . (Sec K 2148.)
Paris, Lo uvre , In v. No . 25174 .

Text Fig

Text Fig

III
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In st itute Galleries. G lI yor de Villeneuve Sale, Paris 1900 (see K 506).
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NM5761 (see dK 506).
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canvas.

Text Fig 113 P""le S(//"ri" by Hu bert Ro bert. Ex. coil. S. l3 ardac (sec K 14 17).
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Text Fig
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1649) .
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Art.
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In g res. Pencil drawing . Lond o n, private co li .

Text Fig 12 8 }\ ladalllc }\ loitessi,.,. Seated by Ing rcs. Lond on, N ati o nal ,alier ), (sec K 1407).

Text Fig
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J\ /ar/mllL' 1\ /,,;IL'ss;a Slallr/;Ilg by In g rcs. Penci l drawin g. N ew Lonclon,

Text Fig
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Text Fig 131 Napolco lI;1I !t;S Srlldy ar r!tr TI/i1rr;('s. Watercolor attrib utcd to [sa be y. Formerl y in th e Hu go Fin aly co llection
(see K 2046).

Text Fig lJ:! Napolc(ll/ ;11 !t;s Srl/dy. Preparatory drawing by David for
K 2046. Musee de BcsJn<;on.

Text Fi g 133 Napo lc(J1I ;1/ 11/'5 Srl/dy . Prepa rato ry
d rawing by I)av id for K 2046. Collection o f
Mrs. Rush H . Krcss.
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(their marriage was annulled in 1793), and the diminished
popularity of Greuze's works led to abject poverty by the
time of his death.

KI326 : Figure 289
ANGE-LAURENT DE LA LIVE DE JULLY. Washington,
D.C., National Gallery of Art (773), since 1946. Oil on
canvas. 46 X34t in. (II7·0 X88·5 cm.). Much abrasion,
small losses throughout, large crackle pattern possibly due
to poor preparation of canvas. Judging by a reproduction
of 1878, the canvas was then still well preserved.2 Before
1900 extensive inaccurate repainting took place, especially
at the left where the restorer misunderstood the form of the
statue, changing the top of the tablet into a stick which
extended over the right shoulder.3 Relined and restored by
Pichetto in 1943.
Washillgtoll, D.C., 1945, p. 167. Reproduced in color in
Caims alld Walker, p. II9.
Lalive is shown to just below the knee, seated on a thronelike chair upholstered in blue, seen against a neutral
(probably originally pale gray) background. He is harping
in his study, which was designed by the architect of his
hotel, Francrois-Dominique Barreau de Chefdeville (172565).4 Lalive described this room as leading to the extreme
fashion for works in the Greek manner. 5 Facing left,
Lalive turns toward the spectator, his head in three-quarter
view. He is informally attired, in a white silk summer
robe-de-challlbre; his hair is powdered, a scarf around his
neck; he wears reddish breeches unbuttoned at the knees
and white stockings. In the background is Lalive's
celebrated writing table (table de bureall), which with his
chair and other furnishings were innovational works in the
neo-Classical style (a la grecqlle), designed by the painter
Louis-Joseph Le Lorrain (1715-59),6 with bronze mounts
by Philippe Caffieri (1714-74). The furniture was commissioned c. 1755 from the Parisian lIIarchalld lIIercier Lazare
Duvaux and presumably paid for by 10 March 1757. 7
Lalive is seated at the left end of the desk, the corner just
visible. At the right end was a filing cabinet (corps d' arllloire)
surmounted by a gilt bronze vase-shaped clock, probably
designed by Le Lorrain and cast by Caffieri. (The writing
table, clock and cabinet are now at the Musee Conde,
Chantilly; see Text Fig. 104). The statue at the right is the
Erythreall Sibyl, by Jean-Jacques Caffieri (1725-92),
Philippe's brother. Signed and dated 1759, it is now in the
Louvre and was one of the best received works at the
Salon of 1759. 8
According to Lalive's will, there were several other portraits
of him. 9 Greuze first drew Lalive's portrait in 1754 (Geneva,
collection Pierre A. Lalive d'Epinay).lo It appears to have
been reproduced in print form by Lalive himself with the
possible assistance of Augustin de Saint-Aubin, showing
him at work on his major literary project, the continuation
of Perrault's HOlllllles ilIllstres de Frallce. ll Lalive is shown
in his study in a print of uncertain date probably by
Gabriel de Saint-Aubin after Jean-Baptiste Greuze.12 A
22
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Greuze pastel portrait of Lalive was exhibited at the Salon
of 1765.13 An oval portrait showing Lalive's head based
upon KI326 is in the Chicago Art Institute. It measures
25! X21 in. and is signed at the lower right: J. B. Grellze.
The background is light in color, like the appearance of
KI326 in the reproduction of 1878.14
Ange-Laurent de Lalive de Jully de Bellegard was born in
Paris on 2 October 1725 to a wealthy family. His first wife,
whom he married in 1741, died childless in 1752, when, in
addition to the fortune inherited at his father's death in
1751, he received her estate. In 1756, Lalive was given the
title Introducteur des Ambassadeurs after having functioned
as such as early as 1752. The major patron of Falco net (who
designed his first wife's tomb) and of Greuze, Lalive
bought tlle latter's first important painting, La Lecture de la
Bible (Paris, private collection), c. 1755.15 By 1754, Lalive
had been nominated Associe Libre de l'Academie de
I .!inture in recognition of his unusually generous patronage. This title was changed in 1769 to Amateur. He was a
print-maker and became a close friend of Madame de
Pompadour, through whose support he received a
diplomatic post in Geneva for 1757-58. By 1759, as
evidenced by furniture in his portrait of that date by
Greuze (KI326), Lalive played an important role in the
creation of the neo-Classical taste, largely a revival of that
of Louis XIV.16 The relatively austere, often rectilinear
and planimetric furniture style popular later in the century
is first documented in Lalive's writing table and chair.
Lalive seems to have been guided by Mariette in formulating a project to elevate French contemporary art by
establishing a special collection that was then to be emulated
by royal patronageP Lalive also owned many Netherlandish and French seventeenth-century paintings and
considerable sculpture, especially l1IodelIi. In 1764 Lalive
completed a catalogue of his collection of French paintings
and sculpture, probably prepared with Mariette's aid,
stating that he collected French paintings because of the
love he had for his country and from tlle desire to
familiarize foreigners with the French School. Lalive was
described by Grimm as 'an amiable man and generally
liked. He did not have a great intellect; he did not have
a vast estate; but he was pleasant and agreeable in society,
rich besides and of attractive appearance, somewhat devout
with some little accomplishment as a musician and an
engraver - nothing more is necessary for being in fashion
at court and in Paris. At the age of forty, remarried [in
1762], to a woman whom he loved, surrounded by [three]
little children whom he adored, he has fallen into a state
of melancholy which has affected his mind and cut him off
from society.'18 Lalive's splendid collection of paintings
was sold in 1770, five years before his death, when Grimm
wrote that he was 'in such a deplorable state of health that
his family has decided to have his collection sold for the
benefit of his minor children'.19 He died in Paris in 1775.20
The Kress portrait was exhibited in the Salon of 1759,
p. 25, no. 108, in the Livret for that year.21 Diderot,
writing of Greuze's entries, did not fmd them marvelous
that year, describing them on the cold side with rather
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fiat, whitish coloring. The critic noted that while he had
liked the artist's works in former times, he did not care for
them any more. The painting was described by the sitter
as beautiful in coloring, a perfect likeness, executed with
the greatest finesse, its silken robes rendered with brilliance
and truthfulness to nature. 22 The canvas, included in
Hebert's list of outstanding paintings in Lalive's collection,
hung in the Premier Salon which overlooked the garden. 23
The work was described by Clement de Ris as the major
portrait of Lalive and Greuze's best painting.24 According
to Mantz, KI326 shows unusual care on Greuze's part, the
color scheme being very soft, the grayed tones almost
lilac in the shadows; he thought it one of the artist's most
delicate, finely rendered paintings.2S KI326 was included
in the Greuze catalogue of Mauclair.2G The contemporary
characterization of Lalive by Grimm as an amateur,
musician, and print-maker, sweet and amiable in society,
was related by Pilon to the Kress portrait.27
The Kress canvas together with Greuze's portrait of AnneMarie Bazin, Marquise de Besons (Baltimore, Baltimore
Museum of Art), also dating c. 1758, show Greuze working in a fresh, direct, still somewhat Boucher-like style.
Lalive de Jlllly is among Greuze's finest portraits. The
sitter, harping in his celebrated cabinet ala grecqlle, is shown
in a relatively austere style consistent with Lalive's neoClassical taste. His head, turning toward the spectator,
offers the sole break in the strict parallelism of all elements
in Greuze's composition. The interior was completed very
shortly before the execution of the canvas. Seemingly
avant-garde, Lalive's furniture was closely modeled on
that of Louis XIV, reviving tllC formal grand manner of the
late seventeenth century and was described at tlle time of
its sale in 1770 as 'an imitation of the works of the famous
Boulle'. The interior design anticipates the severity of
Napoleon's cabinet as shown by David (K2046). The pale,
nacreous coloring of K1326, so disliked by Diderot (who
preferred Greuze's works in a more Flemish manner), also
reflects tllat of Lalive's study, whose walls appear to have
been pale gray, judging from the background of the very
well-preserved oval canvas showing Lalive's head (Chicago,
Art Institute), which is based on the Kress canvas. In
addition to the statuary at the right, the room probably
contained further small sculpture in the Classical manner;
possibly Pajou's Peace which was also exhibited in the Salon
of 1759. Lalive owned a Sibyl by Pierre-Franr;ois Berruet.
A series of Sibyls seems to have been placed in his garden.
The classically-entllroned sitter, known as an amateur
etcher, biographer, and musician, a friend of the Philosophes, may be here represented as an Apollo-like figure
with that god's attribute, the harp (lyre). Just as Apollo was
the leader of the Muses and deity of the Liberal Arts, so is
Lalive shown as master of the musical, visual, and literary
arts, indicated by works on the writing-desk behind him.
Lalive may have revived the courtly classical analogies of
Louis XIV together with the furniture style of the late
monarcll, who was often referred to as an Apollo and a
Hercules. References to the former are found in the golden
laurel swags, to the latter in the prominent lion mascarou

and lion feet of the writing-table (Text Fig. 104), which,
together with the table's triumphal swags, are emblematic
of Herculean strength (virtlls). The Classical concept of
virtus and later views of the virtl/oso are reflected in Lalive's
portrait, referring to his mastery of the arts. The amateur's
major literary pursuit, a continuation of Perrault's HOlllmes
illustres de France, was prepared at the same table where
Greuze depicted him at work in another portrait. The
painting may reflect the sitter's first names, Ange referred
to by his harping and Laurent signifying the laurel wreathed
one, the victorious master of the arts. Seated in his study,
saturated with classical references at every turn, Lalive is
shown almost as a source of Apollonian light, enveloped in
pale, gleaming silks as he plays his golden harp upon goldencrusted furniture. Lalive's expression, caught between
the beckoning and the introspective, could, with his musicmaking, also point in part to the darker side of inspired
creativity, to the Orphic spirit which might have appealed
to that romantic, melancholic patron of the arts, who, as a
widower, may have seen himself as an Orpheus, beloved
of tllC Muses and magical master of the arts.

Provenance: Ange-Laurent de La Live de Jully, exhibitedSalon du Louvre, Paris, 1759, Cat. No. 108,28 'M. de ...
Jouant de la Harpe'. Catalogue historique dll cabinet de
peintllre et sCfllptllre Jranfoise de M. De Lalive, an inventory
prepared by Lalive, possibly with Mariette's assistance,
Paris [1764], p. 55. His daughter, Louise de la Live (17641829 or 1832), Comtesse de Montesquiou-Fezensac. Duc
de Montesquiou-Fezensac. Vicomtesse Charles de Goyon,29
exhibited - Ollvrages de peintl/re exposes all profit de la
colonisation de I'AlgCrie par les Alsacieus-Lorrains, Paris, 1874,
Cat. No. 207; Exposition Universelle, Paris, Palais du
Trocadero, 1878, Cat. No. 701 (as from Collection of
Comtesse de Fezensac). Comte Alexandre de La Borde, a
descendant of Lalive's brother-in-law, exhibited - Les
gral/des salons littcraires, Paris, Musee Carnavalet, 1927,
Cat. No. 173; Exposition de l' art jranfais, Paris, Societe des
amateurs d'art, 1931, Cat. No. 193 ;30 Exposition de I'art
jranfais all XVIIIe siecle, Copenhagen, Palais de Charlottenborg, 1935, Cat. No. 86. Duveen Bros., New York,
exhibited - Five Centl/ries oj History Mirrored ill Five
Centuries oj French Art, New York, New York World's
Fair, 1939-40, Cat. No. 227. Kress acquisition 1942.
References: (I) Camille Mauclair, Jean-Baptiste Greuze, with
Catalogue. oJ Paintings and Drawings by J. Martin and Charles
Masson, Paris, n.d. [1905?]. Edmond Pilon, J.-B. Grellze,
Paris, 1912. Louis Hautecoeur, Greuze, Paris, 1913.
Edmond and Jules de Goncourt, French XVIII Century
Painters, transl. by Robin Ironside, London, 1948, pp.
207-57. Anita Brookner, 'Jean-Baptiste Greuze', Burlington
Magazine, XCVIII, 1956, pp. 156-62, 192-7. R. Guilly,
Kindlers, II, pp. 757-62. (2) Paul Mantz, 'Les portraits
historiques au Trocadero', Gazette des Beaux-Arts, 2nd ser.,
XVIII, 1878, p. 877. (3) See Mauclair, op. cit., facing p. 6.
(4) See Franr;ois Georges Pariset, 'L'architecte Barreau de
Chefdeville', Bulletin de la Societe de I'Histoire de l'Art
Franfais, 1962, pp. 77-99, esp. pp. 78-80. (5) Catalogue
historique du cabinet de peinture et sCfllptl/re jrallfoise de M. De

FRENCH SCHOOL: XV-XIX CENTURY

Lalive, Paris [1764]. p. 110; quoted by Svend Eriksen,
'Lalive de Jully's Furniture "a 1a grecque"', Bllrlingtoll
Magazine, em, 1961, p. 340. The Cataloglle was actually an
inventory prepared by Lalive, possibly with the assistance
of Pierre-Jean Mariette. (6) For Le Lorrain, see Jean
Locquin, La peinture d'histoire ell Frallce de 1747 a 1785,
Paris, 1912, pp. 198-9. (7) See the Livre-joumal de Lazare
Duveall marclland-bijolltier ordinaire du Roy, 1748-1758, n,
Paris, 1873, p. 239, entry no. 2577 for Joumal du credit
commence all 110m de Dieu Ie 16" septembre 1748. The entry
for Aug. 1756 states: 'M. de La Live de Ju11y: UII corps de
bibliotheque ell marquetterie de Boulle, compose d' armoires et
pilastres, tres-orlll! en bronze dOTl! d' or moulu, 12,000 1. - Sur
quoi receu ledit jour ell argellt 4,000 1.; ell deux billets payables
au porteur, tm pOllr Ie 10 decembre 1756, 4,000 1.; 1m pOllr Ie
10 mars 1757, 4,000 1.' A 'colllmode de Boulle en marquetterie,
gamie de bronze dore moulu, 6000', possibly also for the
cabinet, was recorded for Oct. 1756 (ibid., p. 297). The
table was no. 268 in the Lalive sale of 1770; the chair has
disappeared. For Lalive's furniture, see Fiske Kimball, 'Les
influences anglaises dans la formation du style Louis XVI',
Gazette des Beaux-Arts, 6th ser., v, 1931, pp. 29-44, 231-55;
idem, The Creatioll of the Rococo, Philadelphia, 1943, pp.
186-8, 198-200; idem, 'The Beginnings of the Style Pompadour, 1751-1759', Gazette des Beal/x-Arts, 6th ser., XLIV,
1954, pp. 57-64, esp. pp. 62-4; Eriksen, op. cit. Note 5 ; John
Harris, 'Early neo-classical Furniture', FUTlliture History:
The Joumal of tlte FUTlliture History Society, II, 1966, pp. 1-6;
Ralph Edwards, 'Neo-classical Furniture', Burlillgtoll
Magazine, eVIII, 1966, p. 636; Pierre Verlet, The Eighteenth
Celltury ill France: Society, Decoration, FUTlliture, Rutland,
1967, p. 30; Hugh Honour, Neo-classicism, Baltimore,
1968, pp. 26-9,193; Raoul de Broglie, 'Enfin vu complet',
Connaissance des Arts, no. 223, Sept. 1970, pp. 89, 128.
(8) Identification by Mrs. Raymond Z. Fahs. See Jean
Seznec and Jean Adhemar, Diderot: Salolls, I, Oxford, 1957,
p. 203. See Michele Beaulieu, 'La Sibylle Erythree de J. J.
Caffieri', Bulletill des Musees de France, Mar. 1946, pp. 10-12.
For the Livrets of the Salon of 1761, Gabriel de Saint-Aubin
drew a figure in the Antique style, seen frontally, inscribed
as 'La Sybille Eritlrree en marbre du cabinet de M. de La
Live'. The drawing is reproduced by Emile Dacier,
Catalogues de ventes et livrets de Salolls illustres et allIlotes par
Gabriel de Saint-Aubin, Paris, 1909-21, III, Part 6, 1911,
pI. 31. According to Beaulieu, the sculpture is no. 2 in the
1764 inventory of Lalive's collection. The marble Erythrean
Sibyl is recorded in the Catalogue RaisollIle des Tableaux qlli
composellt Ie Cabinet de M. de La Live de JlIlly par Pierre
Remi 5 mars 1770, Paris, p. 69, Cat. No. 156: 'Jean-Jacques
Caffieri, La Sybille Erythree 2 pieds 4, pouces.' Described
as in the Antique style, it was included in the Almanac des
Beallx-Arts of 1761 as placed on or near a bookcase, with
works by Pajou, Pigalle and Falconet. See 'Les cabinets de
Monsieur de la Live de Jully', reprinted in Livre-JouTllal,
op. cit. Note 7, I, pp. cclxxxvi-cclxxxvii. (9) According to
that document, he asked his brother-in-law 'Mr. de la
Borde de vouloir bien accepter un de mes portraits a son
choix'. Transcription courtesy of Dr. Svend Eriksen. The
will is in the Archives Nationales, Minutier Central des
Notaires, Etude XLVIIIliasse 253, dated 24 Aug. 1766. (10)
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See Emmanuel Bocher, Les gravures jranraises du XVlIIC
siecie, v, Paris, 1879, pp. 103-4, Cat. No. 332. This print
was to be the frontispiece for Lalive's fifty biographies
(begun c. 1752) en suite with Perrault's. Eriksen, op. cit., in
caption for fig. 16, dated the print 1764. Lalive also reproduced his portrait in right profile as drawn by C. N.
Cochin fils. (II) According to Eriksen (op. cit. Note 5,
p. 344, n. 16) it dates from 1764, as the sitter looks older
than in K1326. (12) A copy of the print by Gabriel de SaintAubin at the Cabinet des Estampes has an old inscription
stating that the preparatory drawing was made in 1754, but
Eriksen believed this to be an error. (13) J. Seznec and
J. Adhemar, Diderot: Salons, II, Oxford, 1960, p. 35,
Cat. No. 22. (14) Ex coIl. E. Sichel, Paris, 1898; Mrs. Henry
Walters (sale New York, Parke-Bernet, 30 Apr.-3 May
1941, Part 2, p. 287, Cat. No. 977). Lalive wears a print
silk scarf and white silk coat. (15) See Brookner, op. cit.
Note I above, p. 158; Louis Reau, Etiemle-Maurice Falcollet,
Paris, 1922, pp. 74-6. (16) See Charles-Nicolas Cochin,
Memoires inedits .•• , ed. by Charles Henry, Paris, 1880,
pp. 142-3; quoted by Eriksen, op. cit. Note 5, p. 340. (17)
See Pierre-Jean Mariette, Abecedario, Part 3, Archives de I'art
jranfais, VI, 1854-56, p. 53. As late as 1845, according to
Thore, there were still no paintings by Boucher, Chardin,
Nattier, or Fragonard in the Louvre. However, the author
also stated tllat only since the opening of the 'galleries near
the water' were paintings by Boucher and Chardin displayed. T. Thon:, Catalogue de tableaux • .• de fell M. de
C(ypiere), 10 Mar. 1845, pp. 5-7. (18) Friedrich Melchior,
Baron von Grimm, Correspondallce litteraire, pllilosopJzique,
et critique par Grimm, Diderot, etc., Paris, 1879, VIII, for the
year 1770, pp. 464-5. (19) Loc. cit. (20) For Lalive's biography, see also L. Clement de Ris, Les amateurs d'autrefois.
Paris, 1877, pp. 383-405. (21) Explicatioll des peilltllres.
sCl/lptures, et gravures de messieurs de l'Academie Royale, Paris,
1759, p. 25; Seznec and Adhemar, op. cit. Note 8 above,
p. 63, Cat. No. 108. (22) Lalive (possibly with the aid of
Pierre-Jean Mariette), Catalogue Jzistorique dll cabillet de
peinttlre et sculpture jranfoise de M. de La Live . • " Paris, 1764,
p. 55. The measurements are given as '2 pieds 9 pouces' in
widtll and '3 pieds 7t pouces' in height. (23) Joachim
Hebert, Dictiollnaire pittoresque et Itistorique, Paris, I, 1776,
p. 124. (24) L. Clement de Ris, 0p. cit. Note 20 above,
p. 401. (25) Paul Mantz, op. cit. Note 2 above, pp. 879-80.
(26) Mauclair, 0p. cit. Note I above, p. 73, Cat. No. II84.
(27) Pilon, op. cit. Note I above, pp. 53 ff. (28) Much of
Lalive's collection was sold in 1770 (Pierre Remy, Catalogue
des tableaux . .. composant Ie cabinet de M. de la Live de Jully,
Paris, 1769), but this portrait was not included. (29) L.
Clement de Ris, op. cit. Note 20 above, pp. 401 ff. discusses
the succession from Louise de la Live to the Comtesse de
Goyon. According to the Duveen brochure, the portrait
was owned by 'Comte Alexandre de Laborde (1774);
Comtessc Edouard de Fitz-James (1778); Henri Clarke,
Comte d'Hunebourg; Duc de Feltre, Marechal de France
(1818)' but there does not appear to be documentary
foundation for most of this sequence. A Mlle. Clarke de
Feltre was the wife of Lalive's grandson tlle Duc de
Montesquiou-Fezensac. The eldest of their sons became
Due de Fcltre; he or his brother the Comte Charles de
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Goyon owned the portrait b.efore. i~ . came to thlS.e
Vicomtesse de Goyon. (30) ThIs exlllbltlon of 1931
recorded by Duveen.

JEAN-BAPTISTE HUET
Hilet was born in the Louvre in 1745, the son of an
armorial painter; he died in 1801.1 ~e studied u~der
Dagomier, a peintre-allimalier, and then wIth J.-~. LeprIn~e
who was trained by Boucher and followed hIS master s
example throughout his career. Hilet's works were shown
at the Academie de Saint-Luc in 1762; he was accepted by
the Academie Royal in 1768, becoming a member in the
following year, exhibiting at the Salons of 1768-87, 1800,
1802. He prepared designs for the tapestry centers at
Gobelins and Beauvais. Hilet executed many book
illustrations. His most successful works were done in a
decorative Boucher-like manner.

dK380 : Figure 288
A FARM SCENE. Washington, D.C., National Gallery of
Art (n-22, 381), since 1963. Pastel and black ~rayon on buff
paper. IIiXl51in. (29'5X40'3 cm.). InsCrIbed at lower
right in ink: ] B !diet 1779. Water damage at upper left
comer.
A dilapidated farmhouse and attached bam in the woods
arc shown at the center. A figure is seated at a doorway and
another shown on a balcony above. A pond is in the foreground, with children fishing at.the lower left and a young
man with a bull at the lower rIght. Four fowl arc at the
center.
Hilet executed many drawings, paintings and other projects
close in subject and style to dK380. The Northern origin of
such scenes is to be found in works by Abraham Bloemaert
(1564-1651) whose picturesque concept of peasant life was
followed closely by Boucher. The setting, teclmique, style
and staffage (such as the fishing c:}Uldren) of dK3~0 are all
adapted directly, from ~oucher s ~euvre, possI~ly fir~t
brought to Hilet s attent~o~ by Le~rInce. By tlle tlme..th!s
richly colored, cllaracterImc drawmg .was ma~e, Huet s
still Rococo manner was no longer entIrely faslllonable. It
was probably prepared as a finished work, .ready for
framing, ratller than as preface to a larger project or for
adaptation in another medium.

Provettance: Georges B. Lasquin, Paris (sold, Paris, Galerie
Georges Petit, 7-8 June 1928~ Cat. No. ?? as 'Cour de
ferme'). Paris, Richard Owen. Kress acqUISItIOn 1935.
w

References: (I) C. Gabillot, Les Hiiet,Jean-Bapt~ste e~ ses t~ois
fils, Les artistes celebres, XVII, Paris, n.d. (2) PossIbly IdentIcal
with theJ.-B. Hilet exhibited in New York at the Joseph
Brummer Galleries, French Drawings of tlte 18tlt alld 19t1t
Celltllries from the Collectioll of Richard Owen of Paris,
16 Oct.-6 Nov. 1933.

JEAN-HONORE FRAGONARD
Fragonard was born in Grasse in 1732 and died in Paris in
1806' his family was ofItalian origin.1 At eighteen he went
to Pa~is where he became the pupil of Boucher and possibly
of Chardin. In 1752, Fragonard won the Prix-dc-Rome.
He went to Italy in 1756, after studying with Carle Vanloo
and LCpicie. In 1759, Fragonard and Hubert Robert were
invited by the noted amateur, the Abbe de Saint-~~n, to
join him on travels through Southern Italy and SICIly to
study monuments and landscapes; these .travels were t?
influence the work of both artists. Upon hIS return to Pans
in 1761, Fragonard was made an associate of the Academie
Royale after the acceptance of Coreslls Sacrificing Himself
to Save Calli"Ttoe (Paris, Louvre). By 1765, Fragonard had
abandoned historical and religious subjects for landscapes
and amorous scenes. He also executed decorative panels
such as those for the financier Bergeret de Grancourt,
Madame de Pompadour and the actress Marie-Madeleine
Guimard and the four panels probably commissioned in
1771 for Madame du Barry's pavilion at Louveciennes,
known as The Progress of Love (New York, Frick Collection). Fragonard made anower Italian journey, with
Bergeret, in 1773, shortly after a trip to the Netherlands. 2
With the advent of the Revolution, the painter fled to
Grasse where he spent several years in seclusion. Under the
Directory, he became a curator of the newly-created Musee
du Louvre, but fell from favor when nco-Classicism
became the official Napoleonic style. Deprived of his
pension in 1806, Fragonard was forced to leave his apartment in the Louvre and died in poverty. Master of the
amorous art of the Rococo, the painter's most forceful and
profound gifts as a portraitist and master of landscape are
often overlooked. His expressive, vigorous brushwork
provides a link between the pictorial achieveme.nts of
seventeenth-century Holland and those of Delacrolx and
Daumier.

Referellces: (I) Roger Portalis.' HOllore Fragolla:d, sa Vie ~t
sou (Ellvre, Paris, 1889; LOUIS de Fourcaud, Fragonard,
ReVile de l'Art. XXI, 1907, pp. 5-20, 95-IIo, 209-28, 287 ff.;
Edmond and Jules de Goncourt, Frellch XVIII Cellttlry
Paillters, trans. Robin Ironside, London, 1948, pp. 259-312,
from text first published in Gazette des Beaux-Arts, I,. 1865,
pp. 32-41, 132-62; Louis Reau, Fragonard: s~ V,e, ~on
(Euvre Brussels, 1956 (text of 1933); Georges Wlldenstem,
Fragon~rd aquafortiste, Paris, 1956; idem, 'L'Abbe de SaintNon artiste et inecene', Gazette des Beaux-Arts, 6th ser.,
LIV, 1959, pp. 225-44; idem, Fragollard: l'retlvre complete,
Paris-London, 1960; Alexandre Ananoff, L'(Euvre dessille
de Fragollard, Paris, 1961-63, I-III; Jacques Thuill~er,
Fragottard, Geneva, 1967. (2) Alexandre ~nanoff,. La
realite du voyage de Fragonard aux Pays-Bas, Bulletlll de
la Societe de l'Histoire de l'Art Franfais, 1959, pp. 15-22.

K2051 : Figures 295, 297
BLINDMAN'S BUFF (Le Colin-Maillard). Washington,
D.C., National Gallery of Art (1376), since 1954. Oil on
canvas. 851 x771 in. (216'2 X197·8 cm.), in two sections,
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with horizontal seam one-third from the top. Last relined
in Europe. Minor restoration by Modestini in 1959.
Generally better preserved than K2050.
Suida-Shapley, p. 76, Cat. No. 26. Reproduced in color
Seymour, p. 188, pI. 178.

K2050 : Figures 296, 298
THE SWING (LaBalallfoire). Washington, D.C., National
Gallery of Art (1377), since 1954. Oil on canvas. 85 X73 in.
(215'9 X185·5 cm.). Two sections of canvas, with vertical
seam one-third from right. Last relined in Europe. Minor
restoration by Modestini in 1959; less well preserved than
K205I.
Suida-Shapley, p. 76, Cat. No. 27. Reproduced in color
Seymollr, p. 189, pI. 179.
The canvases were shown in proximity, presumably K2051
on the left of K2050.
In K2051, three main figural groups are shown in an
autumnal park setting with many lattice-work enclosures.
To the left, young men and women are playing Blindman's
Buff; a young woman is blindfolded. She wears a
polonaise - a looped-up overskirt. In the center, an
amorous couple is shown half-reclining on the ground. At
the right, six people are at a round luncheon table in a
bower. One of these, a young woman, has her right foot
on the table and points to the lovers at the left with her
right hand. A man is seated at her side. A woman with a
child is behind the table at the right; a young woman with
a little girl stands before it to the right. A fountain with a
single jet, its basin supported by a columnar base flanked
by statues of Vestals, placed at tlle center of a circular pool,
is in the lower left foreground. A classically draped statue
of a seated woman with helmet and shield (Athena?) is
placed near the balustrade of an elevated curved terrace at
tlle upper right above the bower. A great jet of water rises
at the upper right, to fall in a cascade between tlle two
great poplars. This would be seen near the center of the
composition resulting from the placement OfK2051 to the
left of K2050. Flowering plants are placed in beds in the
foreground. Additional figures are dimly seen at the
extreme left and in the middle distance. The amorous
associations of Blindman's Buff made it a popular subject
from medieval times onward.l
Similar figures are shown on K2050, cavorting in a park.
The lattice work and foliage at tllC lower right corner of
K2051 (Blilldmall's Bt!lf) appears contiguous to that of the
lower left corner ofK2050 (The Swillg). A girl in a yellow
and pink dress is on a swing, suspended from great trees at
the left; its guide lines are held by a young man and woman
placed behind tlle swinger, between a pair oflion fountains,
at the lower left of tlle composition. The crouching stone
lions spit water into urns, which spill into circular pools.
A young woman kneeling in the center foreground seems
to be pulling her white puppy out of the water, her male
companion lying at her side in the foreground. Six young
people recline at the center, some of them looking at the
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swinger who extends her left hand toward them holding a
flower (?). At the extreme right, near a curved balustrade
surrounding the terrace on which all the couples play, a
girl is seated on a pedestal and looks through a telescope,
a man behind her leaning against the pedestal. A
mountainous landscape is seen in the far distance.
Wildenstein noted (without further specification) that very
summary preparatory drawings exist for 'one of the large
pictures in Washington. These sketches are almost without
artistic interest'.2 Many known Fragonard drawings show
comparable individual motifs but none in the Ananoff
corpus is close to the canvases in their entirety. Fragonard's
la Lisiere d'/Ill Bois (Wildenstein
drawings Rcullion
Collection, New York) and Jardin d'Italie (listed as
Collection G. Blumenthal) have figure groupings reminiscent of K2051/2050.3 Portalis included the canvases in his
Fragonard monograph.' According to Nolhac, K2051/2050
are contemporary with Fragonard's La Fete de Saillt-Cloud
(Paris, Banque de France). He suggested that the canvases
were originally joined, as a single painting, subsequently
divided to suit an owner's whim. The author described the
setting, pine trees, and architecture as Italianate, while the
fresh, atmospheric quality was French. Nolhac noted that
the model on the swing is also found in Fragonard's Les
Hasards Hellreux de l'Escarpolette (London, Wallace
Collection).5 Reau related the coloring of K2050 to that
of the Fete de Saint-Clolld; he felt that the paintings were
executed after Fragonard's first trip to Italy, still influenced
by the gardens of the Villa d'Este, stressing the Kress
canvases' independence of Boucher in contrast to
Fragonard's earlier paintings of similar themes. G Wildenstein described the works as among the artist's best, dating
from c. 1775, placing them with Fragonard's oeuvre in the
years 1773-76. 7 According to Wentzel, the settings were
influenced by the fashionable 'natural' landscaping of
gardens and parks in the English manner; English painters
in Italy may have familiarized Fragonard with the new
style. Wentzel described the landscape as Italian and the
carved lions as in the Egyptian mode; he also found indications of Claude's and Poussin's art in the canvases and
suggested that they, in turn, determined David's classicism. 8

a

The amorous themes of these canvases, as well as their style
are, for the most part, anticipated by Watteau and by
Fragonard's The Swillg(Les Hasards Heuretlx de l'Escarpolette
of c. 1767; London, Wallace Collection).D K205I/2050 are
less Boucher-like than The Swing, although still reminiscent
of that master. The subject of K2050 was well described by
Frankl in his commentary on Boucher's and Fragonard's
themes: 'Stern morality is static and firmly grounded, the
morality of the Rococo swims. Or it swings. Boucher also
painted, or etched, the swing, and in his picture of the
swing (in the Wallace Collection) Boucher's pupil,
Fragonard, created the perfect symbol of the charming and
amoral period.'lo Fragonard is known to have had a
child's swing in his studio on which he posed his models.ll
The sometimes erotic motif of a girl playing with a little
dog is found in many of Fragonard's paintings. The
telescope reflects tlle fashionably 'Newtonian' scientific
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interests of the Enlightened lady. It may contrast idle
curiosity for what is beyond her with her oblivion to what
surrounds her. The artist seems to juxtapose the folly of
love (indicated by the group playing Blindman's Buff)
with the austerity of the Vestal Virgins of the fountain at
the lower left. Fragonard painted a bust of Minerva with
helmet and shield (Detroit, Institute of Art) seemingly en
suite with the same statuary elements as those found in
K205I. I2 He saw many great villas of the later Renaissance
and Baroque when he returned to Italy with Bergeret de
Grancourt. Aspects of The Swing (K2050) are related to
the garden and architecture of the Villa Albani. A drawing
in red chalk by Adrian Paris (1747-1819) of that villa
shows a somewhat similar disposition of an elevated central
mass with lions at the foot of a staircase (at the right). Such
lions are also found at the Villas d'Este and DoriaPamphili reproduced by Fragonard in several drawings and
etchings.13 The imaginary setting combines aspects of
Italian villa architecture and garden design with the landscape of southern France.
Present scanty knowledge for the dating of Fragonard's
oeuvre precludes a secure chronological placement for the
Kress canvases. They may have been executed as early as
the mid-1760s; according to Stella Newton, the women's
hair styles and attire belong to that time, or to 1768 at the
very latest. They could have been done in the late 1760s,
shortly after The Swillg (London, Wallace Collection) of c.
1767, whicll shows tile same motif as K2050, but in a far
more explicit manner. K2051/2050 arc relatively free of the
Northern influence found in Fragonard's oeuvre of the
later I 770S, so they might predate his Netherlandishjourney
of 1772-73. However, the possibility of a considerably
later date cannot be excluded for these extraordinarily
freely, yet securely rendered works. Seen next to one
another, tile composition of tile Kress canvases would be
divided by a great central jet, similar to that of the Fete de
St. Cloud (Paris, Banque de France), for which a date in the
mid-1770s is often suggested. The nco-Classical features of
tile fountain at the lower left OfK2051 may also argue for
a date in the later 177os, if not at an even more advanced
time. A similar Vestal appears in Fragonard's Nature
Awakening, dated 1780.14 The treatment of the sky area
and broad masses of trees and flowers in the Fete are all
close to K2051/2050, as is the contrast between tile partially
autumnal foliage and brilliant sky. However, the style of
the Fete is still freer than that of the Kress works. The
lower right comer of K2051 matches the lower left of
K2050, but the canvases do not continue to correspond.15
Their squarish format is uncommon in French eighteenthcentury art. The canvases were not originally joined, nor
do they look cut down. Like Fragonard's Progress of Love
series for the salon at Louveciennes (Frick Collection), the
Kress paintings may have been placed upon curved walls.
Such an installation would both minimize the massive
quality of their proportions and provide an almost stereopticon trompe l'a:il effect, which, with an architectural
element such as a column or pilaster between them, would
provide a unified panoramic view. These canvases are
among Fragonard's major achievements, ranking with

those painted for Madame Du Barry (Frick Colle~tion,
New York) and for Louis de Bourbon, duc de Penthicvre
(Banque de France, Paris).

Provenance: According to Wildenstein, collection of
Richard, Abbe de Saint-Non (d. 1792) recorded in the
latter's posthumous inventory of 1792.16 Marquis de
Cypierre, Paris (sold, Paris, 10 Mar. 1845, p. IS, Cat.
Nos. 52, 53). Possibly Montesquiou-Fezensac, Paris.17
Camille Groult, Paris, by 1889 (sold after 1927).18 New
York, Wildenstein and Co. Kress acquisition 1954.
Referellces: (I) See the Alsatian tapestries of c. 1375-1400
(Nuremberg, Germanisches Nationalmuseum), reproduced
in Dora Heinz, Europiiische Walldteppiche, I, Brunswick,
1963, pI. II, opposite p. 40. For otller examples of
Fragonard's treatment of the theme of Blindman's Buff,
see Georges Wildenstein, The Pailltings of Fragollard,
London, 1960, Cat. Nos. 45 (lost), 47 (lost), 237, and 438
(hereafter referred to as Wi!deusteill). (2) Ibid., p. viii. (3)
Alexandre Ananoff, L'(Euvre dessitll! de Jeall-Hollore
Fragollard, I, Paris, 1961, pI. E, p. 151, Cat. No. 336; pI. F,
p. 156, Cat. No. 357. (4) Roger Portalis, HOllore Fragonard,
sa Vie et SOli (Euvre, Paris, 1889; his ex coil. information for
K2050/2051 is erroneous. (5) Pierre de Nolhac, f.-H.
Fragollard, Paris, 1906, pp. 69-71, ISO. (6) Louis Reau, 'Les
Colin-Maillard de Fragonard', Gazette des Beaux-Arts, 5th
ser., xv, 1927, pp. 148-52, esp. pp. ISO-I. (7) Wi/densteill,
p. 24; p. 297, Cat. Nos. 447 (Swing),44'H(Blindman'sBt!lf).
Details from K2050/2051 are reproduced by him on pIs.
94, 95. (8) Hans Wentzel, jean-Honore Fragonards
"Schaukel"', Wallraf-Richartz Jaltrbuch, XXVII, 1965,
pp. 187-219, esp. pp. 214-16. (9) See Wallace Collectioll
Catalogues, Pictllres alld Drawings, London, 1968, pp. II8-19.
(10) Paul Frankl, 'Boucher's Girl on the Couch', De artibl/s
opllscllla XL, Essays ill /tonor ojErlVill Pallofsky, New York
University Press, 1961, pp. 138-52, p. 151. (II) Wildellsteill,
p. 24, n. 3. (12) The Minerva is Wildensteill, p. 287, Cat.
No. 407, fig. 168; the Vestal is his p. 287, Cat. No. 406.
(13) Alexandre Estignard, A. Paris, sa Vie, ses (Ellvres,
Paris, 1902, fig. 63. Fragonard, the Abbe de Saint-Non and
Hubert Robert were resident at the Villa d'Este (Tivoli) in
the summer of 1760. See David R. Coffin, The Villa d'Este
at Tivoli, Princeton, 1960, pp. 130-2. (14) Wi/dellsteill,
p. 309, fig. 202. (15) See The Frick Collectioll, all illllstrated
catalogue, II, New York, 1968, pp. 106-7 for the curved
installation of two scenes in Fragonard's Progress of Love
series, now New York, Frick Collection. See also J. de
Cayeux, 'Le Pavilion de Madame du Barry aLouveciennes',
La ReVile de l'Art, XXXIX, 1935, p. 45, Note I. Such curved
walls were then becoming increasingly fashionable in
French architecture. In his decorations for the house of Mlle.
Guimard, built by Claude-Nicholas Ledoux c. 1770, the
artist may also have encountered this format. (16) Wilde/Isteill, p. 297, Cat. Nos. 447-8. K2051/2050 are probably
identical with Nos. 1-2 in the Saint-Non Inventory
(Prelllierelllent, till tableau peint sllr toille dalls SOli cadre dore,
represelltallt ulle etude de paysagefait ell Italie par Fragollard
avecjigllres, slljet de la Main chaude; till alltre tableall sur toi/e,
par Ie mellie, representant al/ss; UII paysage d'Italie avec jigl/res,
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slifet d'une Balan~oire, prises ensemble cent livres, cy •••
1001.) Alternatively they might be No. II: Item, 1m
tableau sur toile, etude de paysage par Fragonard avec cascade
et figures, vue de Tyvoli, and No. 20: Item, UII tableau
sur toille, represelltant 1m paysage d'Italie avec figures d'un
repas (ou rep os) champetre par Fragonard. See also
Wildenstein, 'L' Abbe de Saint-Non, artiste et mecene',
Gazette des Beaux-Arts, 6th ser., LIV, 1959, pp. 225-37.
Wildensteill (p. 227) noted that Saint-Non returned all
except four of the many paintings he had acquired from
his brilliant protege, namely Nos. I, 2, II, 20 of the
inventory. The inventory, 'Inventaire aprcs deccs de JeanClaude Richard de Saint-Non dresse par Me Giard, notaire,
les 21-28 janvier et 3, 8, IS fevrier 1792 (etude de Me Tollu,
rue St-Lazare, texte collationne in 1925)' was published by
Wildcnstein (19S9, pp. 238-44.) (17) Wildenstein included
this reference in the English edition of his monograph (p. 297), but omitted it from the later French
edition. However, an annotated copy (L. Soullie) of the
Montesquiou-Fezensac sale catalogue of 1897 (Paris, Hotel
Drouot, p. I) stated that two Fragonards and a Chardin
had been purchased from the collection prior to the sale,
via Henri Haro, for Groult; these are possibly K20SI/20S0.
(18) Portalis, op. cit., pp. 272-3. K20S1 was still listed in
that collection by Reau, op. cit., p. ISO.

JEAN-HONORE FRAGONARD
KI338 : Figure 293
A GAME OF HORSE AND RIDER (Le Cheval FOlldu).
Washington, D.C., National Gallery of Art (770), since
1946. Oil on canvas. 4si X34! in. (IIS'O X87'S em.). Some
pentimenti. Relined, cleaned and restored by Pichetto in
1943. Very well preserved.
Washington, D.C., 1945, p. 169. Reproduced in color in
Cairus and Walker, p. 12S.
Playful figures are shown in the foreground of a park,
possibly on an island. A stand of birches is at the extreme
left; a gnarled autumnal tree to the far right. In the middle
distance, at the center, is a river with boaters and the shorebound members of their party. A couple is on the ground
at the lower left; two youths, one reclining and the other
running, are also to the left. A group of six boys plays
Horse and Rider in the right foreground, the boy at the left
of the group beckoning to the runner who joins the game.
Players are divided in two teams for Horse and Rider (Ie
cheval JOltdu), alternately playing 'horse' and 'rider'. The
'horses' place themselves one behind the other, bent over,
arms and head resting upon the next player. The 'riders'
jump on the horses' backs and must get off when the last
one gives the signal; if they touch the ground, they become
horses.

KI339 : Figure 294
A GAME OF HOT COCKLES (La Maitt Chaude). Washington, D.C., National Gallery of Art (771), since 1946.
Oil on canvas. 4S! X36 in. (IIS'S X91'S em.). Small losses
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in trees near middle of painting on left side. Some restoration in area of back of kneeling man at lower right with
raised arm. Relined, cleaned and restored by Pichetto in
1943. Generally well preserved.
Washittgton, D.C., 1945, p. 168.
Young people are frolicking in an autumnal park setting
with statuary. Nine of them play Hot Cockles at the right;
further to the right a young man kneels before a seated
girl who is about to cover his head with a cloth. An
amorous couple are on a low bench in the lower left
foreground; a small white dog is at his mistress' side. In
the middle distance, two women are shown on a path. To
the left, boxed orange trees and flowers are seen. The
sculpture at the extreme left represents a vestal-like figure in
austere classical drapery on a rectangular pedestal. At the
far right is a statue of a seated, winged cupid, his fingers on
his lips, placed on a tall, cylindrical base with figures in
relie£ The statue, by Falconet, is L'Amour Menarant,
executed for Madame de Pompadour and exhibited at the
Salon of 17SS,1 and often included in Jetes galantes. In the
game of Hot Cockles (la maill chaude) one of the players
hides his head on the knees of another, holding his hand
open at his back. The other players hit the exposed hand
of the player, and when he successfully identifies the name
of the striker the latter takes his place. 2 The statuary at the
right should be understood as an altar, related to the one
shown by Greuze, c. 1767, in L' Offrande al'Amour (London,
Wallace Collection).
Fragonard's drawings Reunion a la Lisicre d',,,, Bois
(Wildenstein and Co. Collection, New York) and Jardin
d'Italie (G. Blumenthal Collection) have figure groupings
reminiscent of KI338 and K1339.3 The canvases were
published by Biirger, who described them as executed in
Fragonard's 'first manner', using a lively impasto, Watteaulike in effect, showing children in fairy-tale landscapes.'
The Boucher-like aspects of the paintings were noted by
de Fourcaud who pointed out that Fragonard's works
often recalled his master's.5 Hot Cockles was mistakenly
identified as the game of 'Touch Wood' and wrongly
listed as painted for the Baron de Saint-Jullien, when the
canvas was shown in London in 1932; most subsequent
writers quote this provenance. 6 According to Frankfurter,
Hot Cockles showed Fragonard's 'typical electric movement'. The scene is shown in a 'wondrous autumnal
afternoon tone which ends in a blue haze ••. where every
tree, for all its mistiness, is in perfect drawing. This is the
Fragonard who comes out of his pilgrimage to Italy which
stamped all his art, and it is this pleill air that he first learned
to render in the Campagna .. .'. 7 Carpenter placed the
canvases in the 1780s when the artist revived Watteau's
themes for his own 'fete galante style', also noting the
influence of Luca Giordano on works of this period. He
singled out the running youth at the left of Horse and Rider
as related to the Italian master's sword-bearing angels in
the vault showing St. Judith (Naples, S. Martino), seen by
Fragonard on his second Italian journey of 1773. 8 Dutch
landscapists of the seventeenth century such as Berchem
and Ruisdael were stressed by Carpenter as sources fo
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KI338/1339. Comparing the Kress canvases to similar
dlemes by Watteau, Eitlsteill (pp. 246-7) noted that the
younger artist omitted the archaisms in costume so often
found in works on similar themes by Watteau and his
immediate followers. The impression of playful and carefree case achieved by Fragonard in these paintings was
stressed by Einstein, who found a luminosity similar to
Hubert Robert. Wildenstein grouped the canvases among
those executed around c. 1775. However, he also suggested
dlat Hot Cockles might postdate the painting of the same
subject exhibited by Hubert Robert at the Salon of 1779,
executed by Fragonard in competition with his friend's.
The author included KI338/1339 and K2050/2051 as
among the artist's best works. 9
Games, since the Middle Ages, were understood as
allegories of folly and vanity. Pieter Bruegel included
Horse and Rider in his visual encyclopaedia of Childrell's
Games (Vienna, Kunsdlistorisches Museum). The extreme
youdlfulness of the features of the participants in K1338/
1339 makes it hard to tell whether these arc children acting
as adults or whedler the pursuits of love tum adults into
children. Fragonard's beautiful canvases, no doubt planned
as pendants, seem to contrast the passing pleasures and
follies of young love with the passage of time - indicated
by the autumnal setting. He stressed this vatlitas theme by
placing his playful figures between statues possibly
emblematic of Classical virtue (at the left) and amorous
restraint (at the right). In this, Fragonard followed Watteau
who often included statues in Jetes galalltes to 'suggest a
moral attitude of reasonable restraint over sensual
abandon'.l0 The somewhat ambiguous pose of Falconet's
popular L'AmollT Mellarallt was interpreted as an injunction
to restraint and self-protection. The following lines by
Voltaire were often engraved on the base of the statue in
reproductive prints: 'Qlli qlle til sois, voici tOil maitre/Ill' est,
Ie Jilt 011 Ie doit etre' ('Whoever you may be, behold your
master/He is, was, or should be.') The dating of Fragonard's
works such as KI338/1339 has not yet been established.
Their Mozartian fusion of gaiety and melancholy might
point to a relatively advanced stage in the painter's life.
The elongated, somewhat mannered treatment of the
figures in dIe background of KI339 suggests dlat this
canvas with its pendant may have been painted shortly
before the artist's somewhat nco-Classical phase, which
began c. 1780.

PrOVCllatlcc: W. Hope (see below). E. and I. Pereire, Paris
(sold, 6-9 Mar. 1872, pp. 37, 38, Cat. Nos. 60, 61,11 as
from the collection of William Hope, who gave them to
MadameJenny Colon [1808-42],12 bought by Pillet-Will).
Comte Pillet-Will, Paris, exhibited - Paris, Salle des Etats
du Louvre, All profit dc ['a!lIvre des orphelills d'AlsaceLorraine, 1885, Cat. No. 192 (KI338) asLe Colill Maillard,13
and Cat. No. 193. Berlin, Royal Academy of Arts, L'Art
jratlrais all XVIlIe siecle, 1910, Cat. Nos. 44, 45. New York,
Wildenstein and Co., exhibited - London, Royal Academy
of Arts, Frencl, Art, 1200-1900, 1932, Cat. Nos. 183, 2II.
Calouste Gulbenkian.u New York, Wildenstein and Co.
Kress acquisition 1942.

Referetlces: (I) See Louis Reau, Etietlllc-Mallrice Falcollet.
Paris, 1922, pp. 183-5. (2) T. de Moulidars, Grallde
Etlcyclopedie des Jellx, 1888, p. 300. See also Thomas
Wright, A History oj DOlllestic Malltlers alld Selltimcllts ilt
ElIglalld, London, 1862, pp. 230-2. (3) Alexandre Ananoff,
L'a!lIvre dessitll! de Jeatl-Hollore Fragonard, I, Paris, 1961,
pI. E, p. 151, Cat. No. 336; pI. F, p. 156, Cat. No. 357.
(4) W. Burger, 'Galerie de M. M. Pereire', Gazette des
Beallx-Arts, XVI, 1864, pp. 193-213, esp. p. 201. K1338/1339
were also included in the following publications: Roger
Portalis, 'Les peintures decoratives de Fragonard et les
panneaux de Grasse', Gazette des Beaux-Arts, 2nd ser., 1885,
XXXII, pp. 481-93, esp. p. 483. Idem, HOllore Fragollard, sa
Vie et SOli (Ellvre, Paris, 1889, p. 82. Felix Naquet, Fragollard,
Paris, 1890, p. 36. Lady Dilke, French Paillters of the xvmth
Centllry, London, 1899, p. 64. W. Fred (pseudonym for
Alfred Wechsler), Fragollard, Berlin, n.d., p. 66 (KI339).
Virgile Josz, Fragollard, Ma!lIrs du xvme siccle, Paris, 1901,.
p. 124. Camille Mauclair, Fragollard, Paris, 1904, p. 36.
Pierre de Nolhac,j. H. Fragollard, 1732-1806, Paris, 1906,
p. 159 and 1931 edition, p. 133. Jean-Louis Vaudoyer,
'Exposition d' a:uvres de l'art franc;ais au XVIlIe siccle a
l'Academie Royale des Arts (Berlin)', Les Arts, July 1910,
pp. 1-30, no. 20. Armand Dayot, La peilltllre jrallraise all
xvme siccle, Paris, 1928, p. 220. Georges Grappe, La vie et
l' a!tlvre dc J.-H. Frago/lard, Paris, 1929, p. 12. Henri Algoud,
Frago/lard, Monaco, 1941, p. 16. (5) Louis de Fourcaud,
'Honore Fragonard', Part 2, ReVile dc l'Art A/lcien et
Modeme, XXI, 1907, pp. 209-28, p. 225. (6) Commemorative
Cataloglle oj the Exhibitioll oj Frellch Art, Royal Academy
of Arts, London, 1932, p. 46, Cat. Nos. 166-7. This error
is probably due to the presence of the same statue by
Falconet in Fragonard's The Swillg (London, Wallace
Collection) which was painted for the Baron Saint-Jullien
c. 1767. (7) Alfred M. Frankfurter, The Kress Collectioll ill
the National Gallery, New York, 1944, p. 79. He seems to
date the canvases 1762-64. (8) Richard Bruce Carpenter,
'The Dutch Sources of the Art of J. H. Fragonard',
Harvard University Dissertation, 1956, pp. 20, 21, 27. For
Fragonard and Neapolitan art see A. Pigler, 'Fragonard et
l'art napolitain', Gazette des Beallx-Arts, 6th ser., v, 1931,
pp. 192-7· (9) Georges Wildenstein, The Paintillgs of
Fragollard, New York, 1960, p. 296, Cat. No. 443 (KI338),
and Cat. No. 444 (KI339). The Robert reference is p. 24.
(10) See Edgar J. Munhall, 'The Statues in Watteau's
Paintings', Thesis, New York University, Institute of Fine
Arts, 1957, p. 43. (II) Reproductive etchings for the
catalogue by Jules Jacques Veyrassat. (12) According to the
Illllstrated LOlldoll News, 9 Apr. 1932, p. iii, William Hope,
the eccentric Englishman who maintained a court of
eighteen women chosen for artistic talents, bequeathed
the canvas to Jenny Colon; however, the latter predeceased
Hope. (13) This mistaken identification of the subject may
have led to the false assumption (in 1932) that KI338 was
the painting Lc Colin-Maillard owned at one time by
Saint-Jullien. (14) A letter from Georges Wildenstein to
John Walker (21/1/52, National Gallery of Art, Washington, Archive) stated that the former's father bought the:
paintings back from Gulbenkian.
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VISIT TO THE NURSERY (La Visite
la NOllrrice).
Washington, D.C., National Gallery of Art (772), since
1946. Oil on canvas. 281 X36! in. (73.0 X92·0 cm.).
Surface has a granulated texture seemingly from sand that
was mixed with the primer. Relined with minor restoration
by Pichetto in 1943; well-preserved.
Washillgtoll, D.C., 1945, p. 170. Reproduced in color in
Caims alld Walker, p. 123.
A young couple (the man kneeling on a stool, the woman
to the left, in white and wearing a straw hat) embrace as
they look down at their infant sleeping in a wicker cradle
at the left. The baby is turned toward the left where an
alderly nurse in a white bonnet and pinkish dress and
epron is seated on a trunk. She holds a spindle in her right
hand and raises a curtain from the head of the cradle with
her left; a cat sleeps at her feet. A partial light source is
provided by the curtained window at the upper left, a
lantern is placed on the window sill. In the background is
an armoire. Hay (?) is seen behind the open door at the
right; three little children stand just inside the threshold,
behind their father. The colors are predominantly palebeiges and yellows.
Another canvas by Fragonard deals with the same tlleme:
Baron Edmond de Rotllschild, Pregny, Switzerland.
32 X40 cm.1 The nurse is younger, shown without a
spindle or white bonnet. The cradle is obliquely placed;
the infant is nude; the armoire is smaller and obliquely
placed. The father looks up at the mother. A bird cage hangs
near the window; the cat is omitted. This painting, together
wiili K1340, was owned by Leroy de Senneville (Lot 51).2
The Kress canvas was first recorded by PailIet in his
catalogue for the Leroy de Senneville Sale (1780), described
as from a story, the Romall de Miss Sara par M. de St.
Lambert. With a note that 'Le momellt qlle represellte cette
compositioll illteressallte est ceilli OU les deux epollx viellllellt
visiter lellr elifallt. Ce morceau illgelliellsemellt compose est d'tlll
gra/ld effet, malgre qll'il soit pell termilllf.'
Jean Franc;ois de Saint-Lambert's popular story was first
published in the Gazette Litteraire de l'Ellrope of IS August
1765, under the deliberately misleading title Sara Til .•.
NOllvelle tradllite de l'Allglais. It describes the parents, a
young farmer and his wife, entering 'a room that looked
on the garden, its window open. Together they went to
the cradle where tlleir fifth-born infant lay, they both bent
over the cradle smiling first at the child and then at one
another, their hands clasped. I was enchanted by tills
touclllng scene of conjugal love and parental tenderness.'
In much of the early literature K1340 was referred to as a
sketch, first entitled La Visite la Nourrice in 1861.3 The
Goncourts described the composition as title esquisse
represelltallt de jelltles epoux cOlltemplallt IIIl elifallt eltdorllli
(H.26 p., L. 32 p.) se payait 7 frallcs. 4 Mantz considered the
canvas 'a delightful composition in a sweet and tender
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vein •.. of irresistible eloquence', treated in a sketch-like
manner.5 It was noted by Portalis that Fragonard executed
two versions of the same subject, both owned by SennevilIe,
the larger of these (K I 340) described as a superb sketch. The
smaller, more finished canvas (Pregny, Rothschild Collection) was preferred by Portalis. He believed the paintings
to have been executed prior to Rousseau's Emile (published
1762) which denounced the practice of sending children to
wet nurses. G The 'modern sincerity and realism' of the
Kress canvas were compared by Josz to Greuze's treatment
of similar subjects. 7 Contrasting Visit to the Nursery with
Greuze's oeuvre, Mauc1air found it more sumptuous in
color and spontaneous in execution. S The young mother
in tlle Washington painting was considered by Nolliac as
an example of Fragonard's ideal mode1. 9 In addition to
borrowing the theme of K1340 from Saint-Lambert,
Fragonard was observed by Fourcaud to have found
sources for such subjects in Diderot, Rousseau, P. C. N.
de la Chaussee, and Sedaine. Io Brinton considered the
canvas avant-garde, commenting that the birth of
Fragonard's daughter and son contributed to 'his devotion
to domestic life ... [he] assumed new depth and stability.
He became almost a little Flemish master, painting with
unsuspected penetration and insight such episodes as "La
Jelme Mere", "La Visite la NOII"ice".'ll A dating of 1780
was implied for the Kress canvas by Wildenstein, who
noted that the birth of the artist's second child in that year
provided him with models for familial subjects. I2 Reau
found Rousseau's writings together with those of SaintLambert to have influenced Fragonard's discovery of the
lyrical quality of familial subjects.13 The simplicity of
K1340 was noted by Grappe as exceptional in eighteenthcentury art. He felt that the taste for such paintings was
partially due to the influence of Diderot and Rousseau.14
Rembrandt's influence on the Kress canvas was observed
by Reau who pointed out that Fragonard made three copies
after the Dutch master's religious subjects while studying
with Boucher, recalling them in his own works such as
K1340.15 A dating of c. 1765 was proposed by Frankfurter,
who found the golden tonality of K1340 to be derived
from Rembrandt and Jordaens. 1G Hautecoeur noted
Fragonard's use of the composition of Rembrandt's Holy
Family (Paris, Louvre), at one time owned by the prominent Parisian collector, the Comtesse de Verrue (16701736).17 The French sc1lOlar cited works by Eisen, Moreau
Ie Jeune, and Aubry together with Fragonard's as influenced by Saint-Lambert's text and quoted an art critic's
comment of 1775 which denounced the practice of using
hired nurses, and consequently the paintings of this theme. IS
Reau, believing the woman at the left to be a wet-nurse,
did not accept the source to be Saint-Lambert's text which
does not refer to that character.19 Eillsteill (p. 244) thought
that Fragonard seemed less comfortable in painting this
scene of simple family life than he did with his earlier
manner. The canvas was placed by Wildenstein with
thirty-four other works in the years 1777-79 in which he
characterized Fragonard as being 'the painter of family
life'.20 Entitling K1340 The Visit to the Foster Mother, he
described it as 'a very sentimental scene; the elegant young
woman shows her child in its cradle.... The scene takes
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place in a cottage looking on a cowshed where, Mme. de
Genlis [1746-1830] asserts in her Contes morallX, weakly
young children from the town should be brought up.' He
did not believe the literary source to have been SaintLambert's text, finding only the two depictions of The
Happy Family to be taken from that short story devoted to
'charm and sweetness of peasant life .. .'.21 The author
linked the theme to contemporary subjects by Theaulon,
Aubry, and Greuze. 22
Among the most popular themes of Fragonard's scenes of
family life is that of a loving young couple admiring their
infant offspring who is often shown in the care of a nurse. 23
These paintings stem in part from Fragonard's admiration
of Rembrandt, especially the Dutch master's depictions of
the Holy Family; seven Fragonard copies of such subjects
by Rembrandt are known.24 They are placed by Wildenstein in the artist's early years, 1748-52. Some of these
canvases may prove considerably later in date as Fragonard
probably made a journey to the Lowlands c. 1774 and
appears to have utilized Dutch paintings which came to
Paris after 1752.25 Although the parents' garb in KI340
is relatively simple, Wildenstein rightly found it inappropriate for the peasant described in Saint-Lambert's
text. The painting was listed in 1780 as derived from the
French writer's work, but the association is probably a
very free one as literature abounds in texts dealing with the
joys of parenthood and the simple life. Several of
Fragonard's works related in style and subject to the Kress
canvas are reliably dated in the late 1770S, by which time
Greuze's works of a similar character had already met with
great success. First recorded in a sale of 1780, K1340 was
probably completed about a year or so earlier. A drawing
which appears to be after the Kress canvas is inscribed
frago 1779 on the mount (Paris, Ananoff Collection), an
entirely satisfactory date for K1340. 26 The artist's dated
etching L'Armoire of 1778 is close to the Visit to the Nursery
in theme and style and the latter must have been painted
within a few montlts of the etching. 21 Fragonard may have
been interested in Giovanni Domenico Tiepolo's print of
the Holy Family, from his Idee pittoresclte SOpta la fllga ill
Egitto, published in 1753, for the outlines of his composition. 28 The somewhat subdued coloring of the Kress
canvas is in a very different vein from that of the artist's
fetes galantes. It is as though he were following the restrained tonalities of seventeenth-century Dutch art,
especially that of Rembrandt, whose links to KI340 have
often been noted. Despite free rendering and informal
subject, Fragonard's work is rooted in the compositions of
the High Renaissance, whose pyramidal structure was
preserved in France through Poussin's art (see KI642).

Provellallce: Leroy de SennevilIe, Paris {sale, 5-II Apr. 1780,
Lot 50, bought in; sold Paris, 26 Apr. 1784, Lot 26 to
Basan).29 Madame Goman, Paris (sold Paris, Salle de M.
Le Brun, 6 Feb. 1792, Cat. No. 100). M. Constantin, Paris
{sale, 18 Nov. 1816, Lot 365, as 'Deuxjeunes epoux venant
contempler leur enfant, endormi dans son berceau', bought
in by Perignon).3o Jules Burat, Paris,31 exhibited - Paris,
Galerie Georges Petit, L'Art all XVIIIe siecle, 1883-84, Cat.

No. 50 (sale, Paris, Galerie Georges Petit, 28-29 Apr. 1885,
Cat. No. 71,32 bought in). Madame Burat, Versailles,33
later Paris, exhibited - Paris, Galerie Georges Petit,
Cltardin-Fragonard, 1907, Cat. No. 90. Paris, Musee des
Arts Decoratifs, CEllvres de J. H. Fragollard, 1921, Cat. No.
69. New York, Wildenstein and Co., exhibited - New
York, Wildenstein and Co., The Great Tradition of Frellch
Painting, 1939, Cat. No. 22. New York, World's Fair,
Masterpieces of Art, 1940, Cat. No. 201. Kress acquisition
1942.
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Attributed to FRAGONARD
K

1908 : Figure 291

HUBERT ROBERT. Washington, D.C., National Gallery
of Art (1378), since 1956. Oil on canvas. 251 X21! in.
(65·3 X54·4 em.). Small losses at right of chest, upper left
comer, bottom edge and top center. Two holes at right
edge; repair at bottom center. Stretcher marks visible on
all sides. Minor restoration by Modestini in 1955.
SlIida-Shapley, p. 74, Cat. No. 25.
A vivacious, ruddy-complexioned man of uncertain age is
shown in three-quarter view turned to the right, his eyes
toward the spectator. He is shown to just below the waist,
in the informal attire often worn in portrayals of artists.
His coat is open at the collar over a white open shirt
and a green-and-whitc-striped kerchief; he seems to be
wearing his own hair, powdered and tied with a black
ribbon. His right arm is placed over his left as though he
were resting them on a chair back. The background is gray.
The canvas probably shows the prominent French painter
Hubert Robert (1733-1808), Fragonard's friend and
traveling companion in Italy; for that painter's biography
see p. 337, below.l Another portrait (Zurich, Biihrle
Collection) is also tllOught to be a Fragonard depiction of
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Robert, showing him in half-length, seated, leafing through
a book. 2 The canvas bears considerable resemblance to
several portraits reliably documented as of Hubert Robert.
The somewhat irregular features, animated expression,
receding hairline and squarish hands all correspond to the
artist's portrait by Madame Vi gee-Lebrun {Paris, Louvre).3

The pamtmg was published by Dayot and Vaillat as
Fragonard's Portrait d'Hol1ll1le. 4 It was first listed as possibly
showing Hubert Robert, executed by Fragonard between
1756-67, in the Fragonard exhibition catalogue of the
Louvre in 1921 (see Provetlance). KI908 was included in
Grappe's Fragonard monograph.f; It was described as by
Fragonard, of Hubert Robert, in the catalogue of Exhibition
oJFrench Art, 1200-1900.6 Florisoone listed tlle canvas as by
Fragonard, painted between 1756 and 1767. 7 The
Fragonard exhibition catalogue of 1954 referred to the
Kress portrait as by Fragonard showing Hubert Robert. 8
Carpenter found the Kress canvas an example of the
influence of Hals's portrait style upon Fragonard. He also
suggested the influence of Rembrandt's etchings. As
Carpenter referred to KI908 as the 'so-called Portrait oj
Hubert Robert', he had reservations concerning the sitter's
identification. 9 Einsteill (p. 236) described the portrait as
of Robert by Fragonard who, 'As in his other portraits ...
imparts his own gay vivacity and animation to this fine
picture in which the eyes, mouth, and even the nose of his
sitter seem to have something to say. He conveys an
impression oflife to the features of his friend whose talent,
unlike his own, showed itself principally in depicting the
mellow serenity of dead ruins .. .' Stlida-Shapley (pp. 15
and 74) published KI908 as 'Painted perhaps c. 1760 when
Hubert Robert, then less than thirty years old, and
Fragonard were studying together in Italy.... Comparison
of the portrait with the one of Robert in the Louvre,
painted many years later, in 1788, by Vigee-Lebrun, lends
support to the identification of the present portrait. The
hair had receded from the forehead when Vigee-Lebrun
painted Robert, but his irregular, vivacious features were
much the same.' The Washington portrait was included in
Reau's compilation of Fragonard's oeuvre as showing'
Robert. lo Commenting upon Wildenstein's omission of
the Kress canvas from his Fragonard monograph,
Carpenter wrote 'A case against the Kress portrait would
be difficult, if not impossible, to make.'ll
Robert's nose was not usually depicted as distinctly turnedup as it is in K1908. However, the terracotta bust by Pajou
(Paris, Ecole des Beaux-Arts) shows the painter, aged
sixty-three, with a somewhat upturned nose.lZ A portrait
of Hubert Robert (Paris, Ecole des Beaux-Arts) is thought
to have been copied by him after the one by Madame
Vigee-Lebrun (Paris, Louvre). The Kress painting may
also prove to be a copy by Robert or a contemporary copy
after a lost portrait of him by Fragonard. It seems to
combine images of Hubert Robert as a young man and one
of middle age. The canvas is executed using the broad,
fresh brushstrokes associated with the art of Hals.
Fragonard, working in the speedy manner linked to the
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Neapolitan master Luca Giordano, sketched so rapidly
that he is supposed to have been able to produce a portrait
in oils in a single hour. Several of Fragonard's male
portraits in half-length, showing amateurs, artists, and
members of the intelligentsia, are somewhat similar in
format to K1908. However, dle latter has a certain inertness
for all the spontaneity it may convey at first glance. In all
likeliliood the canvas is by an artist working in the manner
ofFragonard in dle late eighteenth century.

Provenal1ce: Felix Doistau, Paris, exhibited - Paris, Galerie
Georges Petit, Chardil1-Fragol1ard, 1907, Cat. No. 102, as
'Portrait d'homme' (sold, Paris, Galerie Georges Petit,
9-II June 1909, Cat. No. 37, as 'Portrait d'homme inconnu'). Dr. Tuffier, Paris, exhibited - Paris, Musee des
Arts Decoratifs, CEllvres de J. H. Fragonard, 1921, Cat. No.
20, as ' "Portrait d'homme". all croit que ce portrait est celui
dll peil1tre Hubert Robert. Peil1t entre 1756 et 1767.' Amsterdam, Rijksmuseum, Exposition Retrospective d'art fral1fais,
1926, Cat. No. 51 as 'Portrait d'Hubert Robert'. Paris,
Galerie Charpentier, Portraits fral1fais, 1945, Cat. No. 44. 13
New York, Jacques Seligmann. Kress acquisition 1952.
References: (I) For a list of portraits of Hubert Robert, see
C. Gabillot, Hilbert Robert et SOli temps, Paris, n.d. [1890s],
pp. 287-8. (2) Louis Reau, Fragollard, sa Vie et SOli CEtlvre,
Brussels (Paris), 1956, p. 174. Exhibited at the Royal
Academy of Arts, Exhibition of Frettcll Art 1200-1900,
London, 1932, p. 133, Cat. No. 269. (3) Reproduced by
Gabillot, op. cit., frontispiece. (4) Armand Dayot and
Leandre Vaillat, L'CEuvre de J.-B.-S. C/tardin et de J.-H.
Fragol1ard, Paris, n.d., p. xi, Cat. No. 76. (5) Georges
Grappe, La vie et l'a?uvre de J.-H. Fragol1ard, Paris, 1929,
pI. VIII facing p. 32. (6) London, Royal Academy of Arts,
1932, p. 133, Cat. No. 269. (7) Michel Florisoone, Portraits
fran fa is, Paris, 1946, p. 114. (8) Musee des Beaux-Arts,
Berne, Aug. 1954, p. 19, Text for Cat. No. 17. (9) Richard
Bruce Carpenter, 'The Dutch Sources of the Art of J. H.
Fragonard', Dissertation, Harvard, 1956, pp. 75, 128.
(10) Reau, op. cit. Note 2, p. 174. (II) Richard Bruce
Carpenter, Review in Art Bulletill, XLIV, 1962, p. 60. (12)
Henri Stein, Augustil1 Pajou, Paris, 1912, reproduced pI. 3
opposite p. 64. A highly-finished portrait drawing by
Isabey dated 1799 shows the artist with a less turned-up
nose (Loan Exhibition, Selectioll from tlte Drawil1g Collectioll
of David Daniels, Fogg Art Museum, Cambridge, Mass.,
1968, Cat. NO.3 I). A self-portrait of Robert sketching near
the Coliseum (Besan~on, Musee des Beaux-Arts, Collection
Pierre-Adrien Paris) bears some resemblance to K1908 as
does the portrait of the artist by Adelaide Labillc-Guiard.
The Kress sitter also looks like an unidentified individual formerly referred to as Hubert Robert - in a Fragonard
drawing probably prepared at dle Villa Medici, Rome
(Rotterdam, Museum Boymans-van Beuningen) and to
another Fragonard drawing of an unknown sitter also
drawn in Rome, in 1774 (reproduced by Fran~ois Fosca,
Les Dessills de Fragollard, Paris, 1954, p. 49, fig. 2). The
Kress sitter resembles the artist in The Drawing Lesson, a
painting believed to be by Fran~ois-Andre Vincent, work-

ing in collaboration with Jean-Honore Fragonard (ex colI.
David-Weill and Morris I. Kaplan, Chicago). For this
canvas, see Georges Wildenstein, 'Un Amateur de Boucher
et de Fragonard. Jacques Onesyme Bergeret (1715-55)',
Gazette des Beaux-Arts, 6th ser., LVIII, 1961, pp. 39-84,
fig. 23 (p. 65). It was recorded in the Bergeret inventory as
no. 21, among the lrllvres romaines de Fragollard. According
to Wildenstein (ibid.), Saint-Aubin noted in his copy of the
Salon Livret of 1777 for the same painting (no. 196) that it
was commellce par Fragollard dit-oll. According to Wildenstein, it was executed between 1774 and 1777 (ibid.). (13)
According to the Seligmann Gallery, K1908 was still
owned by Dr. Tuffier at this time.

JEAN-HONORE FRAGONARD
dK548 : Figure 299
THE PARK OF A VILLA. Washington, D.C., National
Gallery of Art (n-22,373), since 1963. Yellowish wash.
5~x61 in. (14.2 X17·5 cm.). Somewhat faded.
Umbrella pines are at the left surrounding a statue on a
circular base (a fountain?). There are washerwomen here
and in the foreground. Elaborate terraces rise to the right.
Gardeners are at work in the foreground. One of these is
on a ladder to the right. An oxcart is at the center.
Ananoffincluded dK548 in his Fragonard drawing corpus.
He noted that a copy with modifications (omitting ladder)
was made by Jean-Baptiste-Louis Le Faivre (1766-98)
which is now in Besan~on (Musee des Beaux-Arts).1 A
series of Italian views by Fragonard in Besan~on (Musee
des Beaux-Arts) are close in size to dK548; the latter may
well have belonged with them. 2 Despite the bleaching of
its washes, this work is a very good example of the almost
Rembrandtesque aspect of Fragonard's oeuvre. The
identification of the site is not entirely certain. The drawing
dates from Fragonard's second Italian voyage (c. 1773-74)
with Bergeret, when he worked in bistre rather than red
chalk. This fluid medium allowed for far greater rapidity
in execution than did the more laborious red chalk.3

Provellallce: M. Marquiset, Paris (sold, Paris, Hotel Drouot,
28-29.Apr. 1890, Cat. No. 90). M. Cournerie, Paris (sold,
8-9 Dec. 1891, Cat. No. 72). Guiraud, Paris.4 Paris,
Richard Owen.5 Kress acquisition 1939.
Referellces: (I) Alexandre Ananoff. L'CEtlvre dessil1e de JeallHOllore Fragoltard, III, Paris, 1968, p. 90, Cat. No. 1446,
Jardin de la Villa Medicis. The Besan~on drawing was
published by Lucie Cornillot, Collection Pierre-Adriell
Paris, Besallfon, Inventaire gelleral des dessilts des Mtlsees de
Province, I, Paris, 1957, Cat. No. 106. Paris wrote at the
lower left of this drawing: copie de Fragol1ard par J. B. Ie F.
(2) Cornillot, op. cit., Cat. Nos. 45, 49. (3) For works by
Fragonard close to dK548 in style, see: Les PillS de la Villa
Pampllili (ex colI. David-Weill), reproduced by Gabriel
Herriot, Collection David-Weill, III, Paris, 1928, p. 169.
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a

See also jardin allx Pills parasols Rome (Musee des BeauxArts, Besancron), Exposition J.-H. Fragollard, Besancron,
Musce des Beaux-Arts, 1956, p. 7. (4) Ananoff, op. cit.
Note I, p. 90, Cat. No. 1446, gave the Cournerie and
Guiraud ex colls. (5) Possibly identical with one of the
three works by Fragonard exhibited in New York at the
Joseph Brummer Galleries, French Drawillgs oj the 18th alld
19th Celltl/ries from the Collectioll oj Richard DWell oj Paris,
16 Oct.-6 Nov. 1933.

dK451 : Figure 300
THE BEDROOM [Ma Chemise Brule]. Washington, D.C.,
National Gallery of Art (n-22,376), since 1963. Pen and
brush drawing in sepia ink on heavy paper. 9i:Ls x141 in.
(24.0 X36·9 cm.). Inscribed at lower right: frago. Unidentified collector's mark at lower left: blue star. Rectangular sticker on back with provenance. Considerable
foxing; laid down.
A girl ell lIeglige sits on a made bed at the left. Another
girl seems to be undressing at the side of the bed, nearest
the picture plane, resting her left arm on a footstool. Some
clothing is on the floor at her side. A servant is seen from
the back, to the right of a fireplace at the rear. To the right
of the servant is a door which has just been opened by a
young woman and her child, who are entering the room.
A dog leaves its kennel in the lower right foreground,
approaching the open door. Above the fireplace is an oval
decoration with a standing figure (Venus?); to the right of
this a birdcage hangs from the ceiling.
The same setting (with minor modifications) was used by
Fragonard for his drawing Ma Chemise Brtile, reproduced
in a print by Augustin Le Grand on 1 Jan. 1789.1 Although
listed in the Fauchier-Magnan sale as Ma Chemise Briile,2
dK451 was correctly entitled Le COllcher by Ananoff, who
included it in his corpus of Fragonard drawings. 3
Because of similarities in style and technique with Ma
Chemise Brtlle (Paris, Louvre, Cabinet des Dessins), the
Kress drawing was probably executed at about the same
date, presumably in the late 1780s, although the possibility
of a later date cannot be excluded. Fragonard was a
specialist in the execution of intimate, charmingly erotic
scenes such as the one shown in dK45I.4

Provel/allce: Adrien Fauchier-Magnan, London (sold,
London, Sotheby's, 4 Dec. 1935, p. 12, Cat. No. 13, to
Owen). Paris, Richard Owen.5 Kress acquisition 1936..
Referellces: (I) The drawing is in Paris, Louvre, Cabinet
des Dessins, Camondo Bequest. Alexandre Ananoff,
L'CEllvre dessille de jeall-Hollore Fragollard, I, Paris, 1961,
pp. 64-5, Cat. No. 86. (2) It was also incorrectly listed by
Louis Rcau, Fragollard, sa Vie et SOli CEllvre, Paris, 1956,
p. 198. (3) Ananoff, op. cit., p. 65, Cat. No. 87. (4) For a
discussion of these subjects, see Edmond and Jules de
Goncourt, Frellch XVIII Cel/tllry Paillters, trans. Robin
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Ironside, London, 1948, pp. 284-5. (5) Possibly identical
with one of the three Fragonards exhibited in New York
at the Joseph Brummer Galleries, Frellch Drawings oj the
18th alld 19th Celltllries from the Collection oj Richard Owen
oJParis, 16 Oct.-6 Nov. 1933.

Imitator ofFRAGONARD
dK279 : Figure 301
TUE SEE-SAW [La Bascule]. Washington, D.C., National
Gallery of Art (B-22,394), since 1963. Pen and ink and
watercolor. 14i X18! in. (37.0 X47·0 cm.). Very well
preserved.
Young people cavort in an Italianate park setting of
umbrella pines and poplars. A ruined, circular Roman
temple (based on one at Tivoli) is at the extreme left; a
masonry archway with terrace above is at the center; a
statue of a male figure is at the extreme right. Six figures
are on a see-saw at the center; a reclining couple is at the
lower right foreground, with additional figures under the
arch and in the temple. A horse is in the left foreground
ne.1r a pond.
The drawing was included in the Royal Academy exhibition in 1968 as by Hubert Robert (see Provellallce).
This sheet is based upon many horizontal compositions
drawn by Fragonard, most notably La Bascl/le (Frankfurt,
Stadelsches Kunstinstitut) executed in chalk, preparatory
to the same subject in Paris (Ecole Polytechnique)l; dK279
may also have derived clements from Hubert Robert's
vertical composition of the same subject (Paris, Wildenstein
Collection), dated 1786.2 The pasticlzel/r responsible for
ciK279 may have drawn upon the work ofItalian as well as
French artists. The statue at the extreme right recalls
etchings by Tiepolo. The drawing was probably prepared
in the late nineteenth or early twentieth century.

Provellallce: Florence, A. Contini Bonacossi. Kress acquisition, 1934, exhibited - Washington, D.C., National Gallery
of Art, Drawillgs from the CoIlectioll oj the Natiollal Gallery
oj Art, 1966 (no catalogue). London, Royal Academy of
Arts, Frallce ill the Eiglzteellth Celltllry, 1968, p. II4, Cat.
No. 613.
Referellces: (I) Alexandre Ananoff, L'CE/lvre dessille de jeallHOllore Fragoltard, II, Paris, 1963, p. 94, Cat. No. 821, fig.
223 (Frankfurt). (2) These sources were noted by Jean
Cailleux (letter of 10/1/69, Kress Archive), who also pointed
out that a similar horizontal composition was included in
the Galerie Charpentier Sale, 24 May 1955, Cat. No. 123,
pI. II, also executed in eighteenth-century style.

HUBERT ROBERT
Hubert Robert was born in Paris in 1733 and died there
in 1808.1 After first studying under the sculptor Miche1Ange Slodtz, Robert left to study painting at the French
Academy in Rome in 1754, having obtained the support
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of the Minister of Fine Arts, the marquis de Marigny and
that of the duc de Choiseul. He remained in Italy for eleven
years where he became a close friend of Piranesi and
Pannini, adapting their romantic approach to landscape
subjects. His journey to southern Italy in 1761 (with
Fragonard and their patron, the Abbe de Saint-Non),
expanded his knowledge of historic monuments, views of
which he combined in his paintings with imaginary vistas.
Throughout his lifetime Robert drew upon the large
number of studies made during his Italian years. Establishing permanent residence in Paris in 1765, Robert was
admitted to the Academie Royale, and was soon widely
patronized for his decorative panels. Robert's works were
often reproduced in print form. He worked extensively on
the design of parks and gardens of Versailles. Under
Louis XVI, he was named 'Keeper of the King's Pictures'.
Imprisoned during the Revolution, the artist was not
released until 1794, when he was appointed to the governing board of the Louvre. Robert's love of picturesque
decay earned him the sobriquet, 'Robert des Ruincs',
causing his admirer, Catherine the Great, to remark that
one beneficial effect of the French Revolution was that it
provided Robert with 'the most beautiful and freshest
ruins in the world'.
Reference: (I) C. Gabillot, Hilbert Robert et sou temps, Paris,
1895; Pierre de Nolhac and G. Pannier, Hilbert Robert
1733-1808, Paris, 1910; Charles Sterling, Hilbert Robert
(exhibition catalogue), Paris, Musee de I'Orangerie, 1933;
Georges Isarlo, 'Hubert Robert', Contlaissallce des Arts, XXI,
1953, pp. 28 ff.

HUBERT ROBERT
K 1417 : Figure 305
THE PONTE SALARIO [The Old Bridge]. Washington,
D.C., National Gallery of Art (II29), since 1950. Oil on
canvas. 351 X47i in. (91'3 X121'0 cm.). Vertical stretcher
marks at center. Relined, cleaned and restored by Pichetto
in 1946-47. Very well preserved.
SlIida, p. 230, Cat. No. 103. Reproduced in color in
Fraukjurter, 1951, p. 12I.
This old bridge composed of two piers is adapted from the
Ponte Salario which was built in the sixth century. The
bridge of Narses, it carried the Via Salario over the river
Anio, a tributary of the Tiber.l The landscape is the
Roman Campagna. Five washerwomen together with a
standing man are placed to the left beneath the arch of the
bridge. A man with a gun stands on the right bank; a
seated woman in peasant costume is to the right, pointing
to dle left. The arm in the left pier has been converted into
a barn-like structure. A fortified armway tollhouse with
Gothic windows and crenellations is built upon dIe upper
left portion of the bridge; a papal escutcheon is above the
doorway that leads to dIe tollhouse residence. A woman
stands on the balcony of the apartment, another on the steps
to the right. A man (in pilgrim's attire?) stands before the
archway wiili two companions. A cowherd is on the bridge

to the right. A ferry boat is seen through dIe bridge opening. Dominated by ilie monumental, pardy-ruined bridge,
Robert's composition is relieved by small touches of bright
red drapery on the balcony, the bridge and the figures
below.
KI417 is based upon a Robert canvas signed and dated 1783,
in the Bardac Sale (Text Fig. II3), presumably the painting
of the subject exhibited by Robert in the Salon of 1783.2
The staffage differs, more of the right section of the bridge
is shown and the tollhouse differs in details. Nolllac
recorded the painting as in the Raguse Sale of 1857.3
Guiffrey found the Kress canvas characteristic of Robert's
picturesque, decorative manner.4 The canvas was reproduced by Gillet in his essay 'Hubert Robert, peintre
des ruines'.s SlIida-Shapley (p. 230, Cat. No. 103) identified
dIe structure as the Ponte Salario, noting variations of the
old bridge motif in several of Robert's works. There are
small differences between Robert's canvas and the etching
of the Ponte Salado by Piranesi (Text Fig. II4) which was
published in 1754 in the Vedl/te di Roma,6 issued when
Robert first came to Rome, as noted by Frankfurter. The
work shows poetic license and invention rather than a
documentary rendering of the site. Frankfurter stressed the
romantic aspect of Robert's depiction of Classical antiquity
in ruins, shown in the pink rays of the setting sun. He dated
the painting c. 1785. 7 The canvas is placed widl Isarlo's
Group 98 of Robert's oeuvre. s Cooke (pp. II, 40) stressed
the imaginative quality of K1417. He described it as a
caprice, 'an arbitrary arrangement of more or less accurate
features of the Roman campagna.' He noted that after
Robert's return to Paris 'he used his sketches, combined
wiili his memories of sunny Italy, to produce nostalgic
scenes sum as this. Like many other eighteenth-century
artists Robert often introduced amusing anecdotal material
in his pictures; here, for example, the woman on the
balcony is calling the cat to come in and the soldier below
looks wistfully at the pretty washerwoman on dle opposite
bank.' Cooke found the canvas to be a harbinger of the neoClassic style which was to sweep over France by 1785.
Robert's dependence upon Piranesi's Roman views was
stressed by Burda, who found the bridge in KI417 more
frontal than in the print where it is seen slighdy from the
right.o

Bridges; emblematic of ilie passage of life, were a popular
theme in Robert's art. The Kress canvas is a fine example of
the French master's ability to combine the grandeur that
was Rome with picaresque, Op/m comique figures. The
smoothly painted landscape view that is framed by the
central archway is still reminiscent of such seventeenthcentury masters as Claude. The whimsical cow and
insouciant young cowherd on the bridge recall the art of
Robert's traveling companion, J.-H. Fragonard. A dating
shordyafter 1783, when the first version was shown in the
Salon of that year, seems reasonable. Robert drew upon his
Roman notebooks and Piranesi's views countless times.
The Kress canvas shows him working in an authoritative
manner different from the slap-dash execution of his works
toward ilie end of the century.
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Provetlatlce: Madame La Marechale, Duchesse de Raguse,
Paris. Sold, 14-15 Dec. 1857 (p. 17, no. 42). Madame Louis
Stem, Paris (1911). Sold, 22 Apr. 1929 (Paris, Galerie
Georges Petit, p. 13, no. 19, bought by Wildenstein). New
York, Wildenstein and Co., exhibited - Eighteenth-Century
FrellchArt, Cambridge, Mass., Fogg Museum, 1931, no. 31;
Frellch Paitltillg, San Francisco, California, Palace of the
Legion of Honor, 1934, p. 41, no. 53; Pai/ltillgs alld Drawillgs by Hilbert Robert, New York, Wildenstein and Co.,
1938, no. 21. Kress acquisition 1946.
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Antica, Rome). On the basis of K1843, whose attribution
to Robert was accepted by Voss, that scholar also ascribed
a similar composition (in 1928 in a Roman private collection, Text Fig. 108) to the French artist; it had previously
been given to Robert's teacher Pannini by Ozzola.2 The
Kress canvas was published by Buscaroli as a work of
Pannini. The Italian author dated the Kress canvas some
years before 1743.3 Although the Interior oj the Coliseum
was not specifically referred to in Arisi's Pannini monograph, the scholar accepted the d' Atri series to which it
belonged as by Hubert Robert."

References: (I) Alfred M. Frankfurter, 'Interpreting Masterpieces', Art News AIl/II/aI, L, 1951, p. 151. (2) 'Uti POllt
alltique trois milles de Rome, SflT Ie Tibre, 5 pieds 9 pouces
de large sur 4 pieds 6 pouces de haut'. Cited by Gabillot,
op. cit., p. 277. Reproduced in the Sigismond Bardac
Sale Catalogue, Paris, Galerie Georges Petit, IQ-II May
1920, p. 36, Cat. No. 32. (3) Pierre de Nolhac, Hubert
Robert, Paris, 1910, p. 127. (4) Jean Guiffrey, 'La Collection
de Mme. Louis Stem', Les Arts, Nov. 1911, p. 22. (5)
Louis Gillet, in L'Illustratiotl, Christmas issue, 1922; it was
also illustrated in a review (Revue de l'Art, LXV, 1934, p. 24)
of the Hubert Robert exhibition at the Tuileries (1933) but
not included in that show. (6) For the influence ofPiranesi
on French eighteenth-century artists see Henri Focillon,
G. B. Pirallesi, Paris, 1928, p. 84. (7) FrallkjilTter, pp. 118,
127. The canvas is included by Eillstein, p. 236. (8) Georges
Isarlo, 'Hubert Robert', Cotltlaissance des Arts, XXI, 1953,
pp. 28 ff.; p. 33. (9) Hubert Burda, Die Rlline ill dell Bildem
Hubert Roberts, Munich, 1967, p. 45.

Although aspects of the Kress canvas recall Hubert
Robert's early art, it is not certain that the Interior oj the
Coliseum is by that master. The painting shows considerable
awkwardness and lack of spatial realization, differing from
the Fauchier-Magnan Coliseum View and from the one
formerly in a Roman private collection (Text Fig. 108).
The latter rendering is more romantic (still close to
Pannini) than K1843, and may possibly have provided a
point of departure for the Kress canvas, which is more in
keeping with Piranesi's starkly dramatic art. Mary Ellen
Fahs has suggested that the Interior oj the Coliseum may
prove to be by the Abbe de Saint-Non who is known to
have copied many of his protege's works in etchings and
some in painted form. Saint-Non's inventory listed a view
of the Coliseum, a canvas copied by him after Robert.s
This view of the Coliseum would have been described in
Robert's lifetime as dll cotc de Ia destructiotlla pIllS pittoresque. 6

Circle of HUBERT ROBERT

Provenallce: One of ten Roman views owned by the duc
d' Atri, Paris, exhibited - Galerie d' Atri, 1922.7 Podio,
Bologna (1935).8 New York, Paul Drey Gallery,9 exhibited
- Honolulu, Academy of Arts, Four Cellturies oj European
Pailltillg, 1949-50, no. 17. Kress acquisition 1951.

a

KI843 : Figure 302
INTERIOR OF THE COLISEUM. New York, N.Y., Mrs.
Rush H. Kress. Oil on canvas. 29 X38! in. (73'7 X97·8 cm.).
Cleaned and restored by Modestini in 1951.
The interior of the Coliseum is seen from the lower right a picturesque view through the most decayed part of the
structure. Two men and two women recline on a cloth in
the foreground, a woman and child are at the lower right,
and additional small figures are placed in the middle and
far distance.
.
The Kress canvas was first published by Nolhac as one of
ten views of Rome (owned by the duc d'Atri), among
Robert's earliest works, painted when he knew Piranesi
but was the student of Gian Paolo Pannini. Nolhac
described the series of portal-like structures at the left of
KI 843 as altars of the Stations of the Cross where pilgrims
came to pray. He noted that Hubert Robert was especially
concerned with measuring the Coliseum, preparing scale
drawings which necessitated his climbing the outer walU
Voss illustrated four of the series of ten Roman views (ex
colI. d'Atri) to which KI843 belonged, using these as the
basis for three further attributions of Classical views to the
young Robert - Roma/l Ruills and The Arch oj Titus (both
in Florence) and Romatl Ruins (Galleria Nazionale d'Arte

References: (I) Pierre de Nolhac, 'Les premieres a:uvres
romaines d'Hubert Robert', La Rellaissance de l'Art Franfais,
VI, Jan.-June 1923, pp. 27 ff. (2) Hermann Voss, 'Opere
giovanili di Hubert Robert in Gallerie italiane', Daedalo,
VIII, 1928, pp. 743-51; p. 751. Leandro Ozzola, Giall Paolo
Pa/milli, Pittore, Turin, 1921, pI. 30. (3) Rezio Buscaroli,
La Pittura di paesaggio ill Italia, Bologna, 1935, p. 340,
pI. LXVIII. (4) Ferdinando Arisi, Giall Paolo Pamlini,
Piacenza, 1961. (5) Georges Wildenstein, 'L' Abbe de
Saint-Non artiste et mecene', Gazette des Beaux-Arts, 6th
ser., XLIV, 1959, pp. 225-37, esp. p. 239. (6) C. Gabillot,
Hilbert Robert et SOil Temps, Paris, 1895, p. 279. A canvas of
the Coliseum shown by him in the Salon of 1795 was so
described (Cat. No. 432). (7) Nolhac, op. cit. Note I, p. 33.
(8) According to Buscaroli, op. cit. Note 3 above, pI.
LXVIII. (9) When it was in his collection, Drey confused
I{I843 with a canvas of the same subject by Hubert Robert
formerly in the collection of Adrien Fauchier-Magnan.
The latter canvas was reproduced by Pierre de Nolhac,
La Re/laissa/lce de l'Art Franfais, VI, Jan.-June 1923, p. 27.
In the Fauchier-Magnan Sale (Sotheby's, 4 Dec. 1935), two
canvases (Cat. Nos. 96-7) of the Coliseum by Robert are
listed, differing from both KI843 and the one published
by Nolhac.
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HUBERT ROBERT
dK242 : Figure 303
STROLLING MUSICIANS [Charitable Ladies). Washington,
D.C., National Gallery of Art (B-22,391), since 1963. Pen
and watercolor. 14! XI0-/s in. (37.8 X26·8 cm.), within
drawn line. Inscribed at lower left: Robert. The device
(paraplze) attached to the "t' is one used by the artist on
works executed during his imprisonment at Saint-Lazare
during the Terror in 1794. Light foxing.
Three young women lean out of a window of a villa
(resembling Michelangelo's Campidoglio) with a picturesque decaying cornice. The girl in the foreground holds
out a canister which contains coins about to fall into the
outstretched left hand of a little boy who, with another boy
holding a staff and a dog, accompany a barefoot strolling
musician who stands at the right. The latter plays a guitar,
wears a cloth hat and cape over a vest and trousers with
many buttons along the sides. A cape, hat, and staff rest on
the ground before a strigillated sarcophagus below the
ladies' window. Water falls into the sarcophagus from a
mascaron spout. An obelisk with mock hieroglyphs rises
from the woods at the right, possibly derived from tile one
in the gardens of tile Chateau de Bagatelle.
This watercolor was mentioned by Isarlo in an article on
Robert. l Planned as an independent, finished work, dK242
is a typical example of Robert's late decorative draftsmanship. The composition, with considerable changes, was
painted in reverse (New York, Metropolitan Museum of
Art).2 The drawing is close in composition to a Robert
painting of the same subject in Paris (Lacaze Collection,
Louvre, Inv. No. 1962). In the latter the figures are small
in scale, with a larger landscape vista; spectators are shown
peering down from a balustrade on the roof of the villa. 3
Jean Cailleux and Victor Carlson agreed that dK242 dates
from tile late 1770S or the early 1780s.4 They pointed out
that the Louvre canvas was probably executed later than
dK242. Jean Massengale dated the drawing c. 1794 on the
basis of paper size and tile paraphe.5 There are several other
examples of the tlleme of mendicant musicians in Robert's
art (e.g., a drawing, Paris, M. and Mme. Jean Cailleux
Collection) .

Provenance: George Blumenthal, Paris (sale Paris, Galerie
Georges Petit, 1-2 Dec. 1932, p. 37, Cat. No. 43 as 'Les
Dames charitables'). Wessel. Kress acquisition 1933.
ReJeretlces: (I) Georges Isarlo, 'Hubert Robert', C01lltaiSSallce
des Arts, 15 Aug. 1953, p. 32 ('Groupe 46, Avec obelisque.
Obelisque a droite. dessin Blumenthal'). (2) Charles
Sterling, A Catalogue of French Paintings at The Metropolitan
Museum of Art, New York, 1955, pp. 165-6 (17.190.30).
He mentioned a related drawing at the Musce de Valence,
Catalogue of 1914, p. 30. (3) Reproduced by Pierre de
Nolhac, Hubert Robert, Paris, 1910, facing p. 28. (4) Oral
communication from Mr. Carlson and letter from M.
Cailleux of 10/1/69, Kress Archive. (5) Mrs. Massengale

noted also that dK242 is close in style to Robert's watercolor Visitors leaving a Prison, of 1794, New York,
Metropolitan Museum of Art (23.280.6).

dK243 : Figure 304
RUINED FARM. Washington, D.C., National Gallery of
Art (B-22,393), since 1963. Counterproof of black chalk
drawing reworked in ink and brown, blue and gray
washes with some additional black chalk. Id X II i in.
(36.5 X29·0 em.). Inscribed at lower left corner: Robert.
Inscribed on old mount at lower right: hubert Robert.
A.D. No. 196. Octagonal sticker on back of mount inscribed: 940 Robert 39. Hubert Robert. L'IlIterieur. Paris
customs stamps. Rectangular sticker inscribed: Fogg P.P.
243·

Three men and a woman in peasant garb are seated in the
left corner of a ruined, roofless, rustic structure, possibly a
collapsed hayloft with a brick wall at tile left and a timber
one in the background. The couple to the right are in
woeful attitudes. Two men at the left hold or point to a
curving object (textile or paper?). The scene may be meant
to represent a meeting after a fire or similar disaster.
Agricultural implements, pails and barrels are in the
foreground.
Victor Carlson has pointed out that dK243 is one of many
counterproofs by Robert which the artist himself reworked
by adding color. The original chalk drawing is unknown. l
Bernard Schackenburg found tllat dK243 is derived from a
pen and wash drawing by or after Izaak van Ostade
(Stockholm, National Museum, NN 2137/1863). As counterproof, the Kress drawing reverses an original which would
have been in the same direction as its seventeenth-century
model. A Boucher drawing (New York, collection Emile
Wolf), executed in black chalk, also faces in the same
direction as tile van Ostade and is very probably the
original source for the Kress counterproo£ The Boucher
was presumably purchased by Robert following his master's
death in 1770, when Robert is known to have made many
such acquisitions, using them as tile basis for his own later
works. In van Ostade's drawing tile men are playing cards;
in the Kress version they seem to be stuffing or covering a
chair; in the Wolf, one is holding a hoop-like object in
front of the upright plank, which resembles a chair-back in
dK243. The other major difference between the Dutch
original 'and the Kress drawing is that the barn roof of the
former is omitted by Robert (in Wolf's version it is
maintained).
According to Jean Massengale, dK243 may date as early as
the 1760s, executed by Robert in Italy.2 It could prove
considerably later in date.

Provenance: Paris, Richard Owen.3 Kress acquisition 1933.
ReJerences: (I) Oral communication. (2) Oral communication. It is close in style to a scene by Robert formerly in the
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Yturbe Chassenau Sale (Paris, Galerie Charpentier, 1950,
3-4June, Cat. No. 56, pI. XXI, reproduced by C. Gabillot,
Hilbert Robert, Paris, 1895, pI. opp. p. 209). (3) Probably
identical with one of the sixteen works by Robert
exhibited in New York at the Joseph Brummer Galleries,
Frellch Drawillgs oj the 18th alld 19th cellturies from the
Collectioll oj Richard Owell oj Paris, 16 Oct.-6 Nov. 1933.

dK470 : Figure 310
THE PEASANT DANCE. Washington, D.C., National
Gallery of Art (n-22,392), since 1963. Counterproof of
black chalk drawing reworked in black ink, black chalk,
and brown and gray washes. 14t XIII in. (36.2 X28·3 cm.).
Mounter's drymark at lower right corner: FR.l Indication
of an earlier drawing of the trumpeter further to the right,
covered with white. Laid down.
A peasant couple dance in a barn to the music of a
trumpeter who is seen from the back, standing on a barrel
in the lower left corner. Three adults and a child are at the
right and a group of five children are at the left; they all
watch the dancers, as do two children on a ladder at the
center.
Victor Carlson and Jean Cailleux both placed dK470 in
the 1770S, probably after 1774.2 Jean Massengale found it
one of the pen and watercolor drawings of which Robert
did many after 1780. Robert drew upon Dutch and
Flemish seventeenth-century sources for his composition,
most notably the art of Adriaen van Ostade. The Dutch
master's Dallce tlllder the Trellis (etching, n.47) shows a
similar placement of figures, but they are far stockier than
those of dK470.3 Robert's Italian residence may have influenced the chiaroscuro, which is somewhat reminiscent
of Tiepolo.

Provellallce: Franr;:ois Coty, Paris (sold, Paris, Galerie
Charpentier, 30 NOV.-l Dec. 1936, Cat. No. 13). Paris,
Richard Owen.4 Kress acquisition 1937.
References: (I) Frits Lugt, Les Marques de Collectiolls des
dessi/ls et d'estall/pes, Amsterdam, 1921, no. 1042 - Franr;:ois
Renaud. He was active in Paris c. 1776. (2) Oral communication from Victor Carlson. Letter from Cailleux,
10/1/69, Kress Archive. Massengale in a letter of II/II/73.
(3) K. G. Boon and J. Verbeek, Dlltch alld Flemish Etchings,
Engravings, alld Woodcllts ca. 1450-1700, xv, Amsterdam,
n.d. [1964?], p. 62 (illus. p. 61). (4) Possibly identical with
one of the sixteen works by Robert exhibited in New York
at the Joseph Brummer Galleries, Frellch Drawings oj the
18th and 19th celltllries from the Collectioll oj Richard Owell oj
Paris, 16 Oct.-6 Nov. 1933.
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since 1963. Red chalk. 9H·xl4!in. (24·6X37·7cm.).
Collector's mark at lower right: ER.l Water stains along
top of paper; rubbed at lower left.
A couple under a pergola lean against a railing. They look
down to a fountain below where a gardener fills a vessel
with water from the mascaroll spout above the basin. A
male bust is at the lower right with benches on either side.
A small figure is seen through the trees at the top of steps
at the lower left. Poplars, pines, and other trees are shown.
This work was included in Ananoff's corpus ofFragonard
drawings, as FOlltaille SOliS la pergola. 2 He observed that it
probably dates from the artist's first Italian voyage, when
Fragonard was a student at the French Academy (in Rome),
c. 1761.3 Massengale believed the Italian scene was drawn
in the artist's studio in Paris (accounting for a certain lack
ofluster) a few years after his return and before he started
using bister washes instead of chalk for his landscapes. She
found it especially close to the black chalk drawings in the
British Museum done by Fragonard for Saint-Non in 1761,
and to Le Jet d'Eall dalls 1111 Pare (Paris, colI. Georges
Dormeuil).4
Although this fine drawing recalls many works by
Fragonard from his first Italian journey and is influenced
by him, it was probably drawn by his travelling companion
Hubert Robert. Throughout his career Robert repeated and
reworked motifs from the years in which he and Fragonard
did Italian views for their patron, the Abbe de Saint-Non}>

Provellallce: Gaston Le Breton, Paris (sold, Paris, Hotel
Drouot, 6-8 Dec. 1921, p. 30, Cat. No. 63, as 'Fontaine
dans Ie parc d'une villa italienne' by Fragonard). Eugene
Rodrigues, Paris, exhibited - Paris, Petit Palais, Le Paysage
frallfais de POllssill Corot, 1925, p. II4, Cat. No. 439; Sold,
Paris, Hotel Drouot, 28-29 Nov. 1928, p. 26, Cat. No. II3
as Pare de villa italiemle by Fragonard. Paris, Richard
Owen. 6 Kress acquisition 1936.

a

Referellces: (I) Frits Lugt, Les Marqlles de Collectiolls des
dessills et d'estampes, Amsterdam, 1921, no. 897 - Eugene
Rodrigues. (2) Alexandre Ananoff, L'CEuvre dessilll! de JeallHOllore Fragollard, I, Paris, 1961, p. 143, Cat. No. 313.
(3) Letter of I4/II/69, Kress Archive. (4) Letter of II/m/73.
Ananoff, op. cit., II, p. 136, no. 938, fig. 174. (5) See the
Robert red chalk Temple rOlld avec cascade (Paris, Louvre,
No. 32.731), inscribed, '1769'. (6) Possibly identical with
one of the three drawings listed as by Fragonard and
exhibited in New York at the Joseph Brummer Galleries,
Frelldl Drawillgs oj the 18th alld 19th Cellturies from the
Collectioll oj Richard Owell oj Paris, 16 Oct.-6 Nov. 1933.

ANONYMOUS FRENCH ARTIST
dK452 : Figure 306

dK508 : Figure 307

TERRACE AND GARDEN OF AN ITALIAN VILLA.
Washington, D.C., National Gallery of Art (n-22,377),

P ARK OF AN ITALIAN VILLA [View in the Villa d'Este].
Washington, D.C., National Gallery of Art (n-22,37 8),

23
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since 1963. Black chalk (pierre noire d'Italie) and sepia wash.
9t XI4i.l!.ti in. (24.8 X37'0 em.). Illegible inscription in ink
across bottom.l
A sheet on the back of the mount, presumably taken from
sale catalogue of 1929 (see Provenance), printed: 'Vue dans
la villa d'Este JH Fragonard Pierre noire au lavis de sepia.
H 24·7X37·4. ColIs: Louis Paraf, S.S. Bond et marque
ARD (Lugt 172: marque non identifiee appartenant suivant
Fagan, a un monteur de dessins, vivant en France au
XVIIIe siecle). Ce dessin est certifie par Monsieur Wildenstein.' SmaIl hole at lower left.
A small cascade, falling into a grotto-like pool, with a
stone lion at the top and small supporting figures (tritons?)
below is shown to the left of an elaborate villa garden with
umbrella pines and other trees. Standing, Vestal-like
statues are shown at the extreme left and toward the right,
the latter placed upon a low wall together with two large,
squat urns. Steps are in the middleground to the right,
placed ncar a wall with an aedicule. A statue of a kneeling
female figure is in the background, to the left of the lion.
When first published in the anonymous sale of 1929,
dK508 was listed as View in the Villa d'Este by Fragonard;
the following year, the Kress drawing was described as an
Italian park view, a strong work by Fragonard (see
Provenance). Ananoff included dK508 in his corpus of
Fragonard drawings (listed among those which he had not
been able to examine), but he is now inclined to ascribe it
to the Abbe de Saint-Non, Adrien Paris or Joseph
Barthelemy Le Bouteux.2
After Fragonard with Hubert Robert and the Abbe de
Saint-Non resided in Tivoli in the summer of 1760, many
artists, including the Abbe de Saint-Non, utilizing prints
after Fragonard and Robert, produced drawings reminiscent
of those masters. The Kress drawing seems to adapt the
themes and techniques of several different artists and may
well prove the work of a gifted amateur such as the Abbe.3
Two signed Robert drawings of Roman views, dated 1785
(Narbonne, Musce Archeologique et des Beaux-Arts) are
close in style to dK508.

Provenance: ARD.4 Louis Para£5 S. S. Bond. 6 R. W. P.
De Vries, Amsterdam (sold there, Dessins des ma;tres anciens
et lIIoderues, Part II, 1929, p. 46, Cat. No.1 as 'Vue dans la
villa d'Este'). 'Collection d'un Amateur hollandais' (sold,
Paris, Hotel Drouot, 23 May 1930, Cat. No. 16, as 'Coin
de pare de villa italienne avec cascade, balustre, statue et
vases, terrasse et pins parasols'}. 7 Paris, Richard Owen. 8
Kress acquisition 1937.
R~fcrellces:

(I) According to the anonymous sale at De
Vries in 1929 (Amsterdam, Dessins des ma;tres anciens et
lIIoderues, Part II, p. 46, Cat. No. I), there was a collector's
mark on dK508 - ARD (Lugt 172). The (lost?) mark is unidentified and the De Vries catalogue quoted Fagan as saying it belonged to an eighteenth-century French monteur.
(2) Alexandre Ananoff. L'(Euvre dessilll! de Jeall-Honore
Fragollard, Ill, Paris, 1968, p. 110, Cat. No. 1529. Letter of

18/n/69, Kress Archive. (3) For comparative material, see
Fragonard's oil The Gardens of the Villa d'Este, Tivoli
(London, Wallace Collection, No. P379) after which
Fragonard made a print entitled Le Petit Parco Wallace
Collection Catalogue, Pictures and Drawings, London, 1964,
p. 116 (illus.). The print is fig. 2 in Georges Wildenstein,
Fragotlard Aquajortiste, Paris, 1956, p. 9. The oil was also
copied in a print by the Abbe de Saint-Non. (4) See Note I.
(S) According to De Vries Catalogue, supra. (6) Ibid. (7)
Catalogue has same information on collectors as De Vries
catalogue. (8) Possibly identical with one of the three works
listed as by Fragonard exhibited in New York at the
Joseph Brummer Galleries, Frellch Drawillgs of the 18th alld

19th Celltllries from the Collection of Richard Owen of Paris,
16 Oct.-6 Nov. 1933. The names of the earlier owners
sound fictitious.

FRENCH ARTIST active last third of
XVIII Century
[Fragonard]
dKI37 : Figure 321
VIEW OF A VILLA [Landscape at St. Tropez]. Washington,
D.C., National Gallery of Art (B-22,375), since 1963.
Watercolor heightened with gouache. 141""-0 X9t in. (36'0 X
24·8 em.). At lower right, mark: ER [collection Eugene
Rodrigues] .
Octagonal sticker on back: No. 996. J. H. Fragonard. On
the back of the mount: La St. Tropez. On the verso of the
old mount, in an old hand: Fragonard. Additional text is
covered by the following typewritten legend: A St.
Tropez ou sllr la rOllte d'Alltibes, all depart dll voyage avec
Bergerets en 1773. Au fOlld les arrites de l'Esterel 011 des

'Maures'. Voir dans l'ollvrage de Portalis l sllr Fragonard la
reproduction dll lIIeme Temple en Ruines atlX pages 28
(Challmiere dans les Ruines d'tm Temple), 32 (Le Temple de
Vesta aTivoli}.2 Typewritten label at lower left on back of
present mount: 'PP 137. A watercolor drawing by Jeall
HOllore Fragonard, representing a scelle at St. Tropez, on the
road to Antibes. This is olle of the drawings exeCllted by
Fragollard dllrillg his jOllrtley to Italy with Bergeret ill 1774.
Paris, Richard a,VeI' 1930;' price in code.
A villa is shown at the upper left on a terrace, with a curved
temple-like structure to the right. On a lower level, a
gardener is shown with a wheel barrow. In the center is a
row, stretching to the back, of pomegranate (?) trees in
boxes. Four women are at the right, seemingly picking
fruit. A stahd of trees is at the extreme right. Mountains are
seen in the distance.
The drawing was listed as 'attributed to Fragonard' when
first published in the Repnine Sale (see Provenance), and
described as L'Allee de Grenadiers [Pomegranates], and the
building on the terrace considered to be an Italian villa. At
the time of the Rodrigues sale (see Provenance), it was given
to the master himself and recorded as All Italian Villa
Overlooking a Park. When owned by Richard Owen,
dKI37 was believed to show St. Tropez, at the time of
Fragonard's departure for Italy with Bergeret in 1773. It
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was included in Ananoff's Fragonard corpus as L'AIlle de
Grelladiers. M. Ananoffhas not seen the drawing itself and
now feels that it may be by Marechal.3
The scene appears more Italian than French. The draughtsmanship of dKI37 is not consistent with Fragonard's, and
must be regarded as that of a lesser contemporary whose
graphic style is freely based on that of Fragonard and
Hubert Robert.

Provenallce: Prince Repnine, Paris (sold, Paris, Hotel
Drouot, 6 June 1907, Cat. No. 43 as 'L' Allee de Grenadiers').
Eugene Rodrigues, Paris (sold, Paris, Hotel Drouot, 28-29
Nov. 1928, Cat. No. II4 as 'Villa italienne dominant un
parc'). Paris, Richard Owen.4 Kress acquisition 1930.
Referellces: (I) Roger Portalis, HOllore Fragollard, sa Vie et
SOil CEllvre, Paris, 1889. (2) This text is from the Rodrigues
catalogue of 1928 (see Provellallce). (3) Alexandre Ananoff,
L'CEllvre Dessilll de J.-H. Fragollard, III, Paris, 1968, p. 108,
Cat. No. 1524. Letter of 18/11/69. (4) Possibly identical
with one of three drawings listed as by Fragonard exhibited
in New York at the Joseph Brummer Galleries, Frellcll
Drawillgs of the 18t], alld 19t1l Cellturies from the Collectioll of
Richard Qwell of Paris, 16 Oct.-6 Nov. 1933.

FRENCH SCHOOL, late XVIII Century
rFragonard]
dK549 : Figure 309
INTERIOR OF A FARM HOUSE WITH FIGURES. Washington, D.C., National Gallery of Art (B-22,374), since
1963. Black chalk, pen and brown wash, heightened in
white; touches of black ink. 7 X9! in. (17.8 X24·8 cm.).
Small tears at top left; white highlights have oxidized.
A woman is seated at the hearth at the lower left, holding
a long-handled cooking pot. A dog is at her left. An infant
and a cat are on the ground nearer to the center of the
drawing. A youth seems about to enter at the rear, seen
above an open double door. A woman climbs a spiral
staircase at the right. The rustic interior is filled with
farming equipment, etc.
At one time the drawing was ascribed to Hubert Robert;
a photograph of it is filed as such at the Fogg Art Museum
(Cambridge, Mass.). Ananoff found the drawing to have
been mistakenly attributed to Fragonard. He believed it to
be by Robert or Aubert.1 The work was exhibited as by
Fragonard in the Royal Academy of Arts Winter Exhibition in 1968 (see Provellallce). Jean Cailleux suggested that
the drawing might be by Jean-Baptiste Hiiet who often
adapted motifs from both Boucher and Robert. He also
related dK549 to the drawing at the Vente de Mme. V •.•
[Viel].2 According to Cailleux, the Viel drawing, by an
unknown French master, could be by the same hand as
dK549.
The Kress drawing is still close to Boucher in its sweetness
and intimacy and may be by a contemporary ofFragonard
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who also first studied with Boucher. The latter adapted
Dutch seventeenth-century peasant interiors to conform
with the decorative requirements of the Rococo. dK549
postdates Boucher's oeuvre and includes elements recalling
Hubert Robert.

Provenallce: Richard Owen, Paris.3 Kress acquisition 1939.
exhibited - Washington, D.C., National Gallery of Art,
Drawillgs from the CoUectioll of the Natiollal Gallery of Art,
1966 (no catalogue); London, Royal Academy of Arts.
Frallce ill the Eighteenth Celltllry, winter, 1968, p. 76, Cat,
No. 274-.
References: (I) Alexandre Ananoff, L'CEllvre Dessilll de
J.-H. Fragollard, III, Paris, 1968, p. 64, Cat. No. 1340. The
Robert attribution is maintained by Jean Massengale.
Letter of II/n/73. (2) Paris, Hotel Drouot, 25 Mar. 1925.
p. 14, Cat. No. 47, attributed to Fragonard. (3) Possibly
identical with one of three works listed as by Fragonard
exhibited in N ew York at the Joseph Brummer Galleries,
Frellch Drawillgs of the 18th alld 19th Cellturies from the
Collectioll of Richard QwetJ of Paris, 16 Oct. - 6 Nov. 1933.

GABRIEL JACQUES DE
SAINT-A UBIN
Gabriel Jacques de Saint-Aubin was born in Paris in 1724
and died there in 1780.1 The brother of Charles Germain
and Augustin de Saint-Aubin - all distinguished as
draughtsmen and printmakers - he was the student of
]. B. Sarrazin, and influenced by Boucher and Jeaurat. He
taught drawing at Blondel's Ecole des Arts (1754-57) and
also at the Academic de Saint-Luc. Disappointed by
receiving merely the second prize from the Academic
Royale, Gabriel remained with the Academie de Saint-Luc.
A prolific master, best-known for his minute figure scale
and the Rococo gaiety and freedom of his works, SaintAubin was one of the most enchanting masters of
eighteenth-century French art. He executed some oil
paintings and contributed to the illustrations for Philippe
de Pretot's Spectacle de l'histoire romaille (1760-64). SaintAubin's miniature renderings of works of art, drawn in the
margins of sale and exhibition catalogues of his day. provide
a valuable source for the identification of the originals.

Referellce: (I) Emile Dacier, Gabriel de Saillt-Aubill, Paris
and Brussels. I-II, 1931.

dK588 : Figure 3II
LOUIS XVI AND MARIE-ANTOINETTE CROWNED
BY LOVE [Allegory of the Marriage of Princess Clothilde].
Washington. D.C., National Gallery of Art (B-22,395).
Black chalk and black and gray ink with wash; red,
pink, gray-blue, green, mustard-yellow, terra-cotta,
flesh tones, and white crayon. 6H X8Hin. (17·3 X22·7cm.).
Inscribed in the artist's hand as an aide-memoire at a later
date at bottom in ink: Ie duc d'Allgou/eme, III Ie 6 aout, 1775
Madame Clotifde, soellr dll roi, lIIarile fa IIIll11e allllie. Illegible

344

FRENCh SCHOOL: XV-XIX CENTURY

inscriptions above king's head and on verso. Tear from top
of sheet and through upper part of queen's head. Some
water damage to left of queen's head.
Louis XVI (1754-93) is in the right foreground seated on a
Louis XV salon chair with arms and oval upholstered back.
He wears the crown of the King of France; the Order of
the Golden Fleece hangs from a ribbon around his neck; a
white enameled dove, the Order of the Holy Ghost, is pinned to his breast; the sk-y-blue sash (the cordoll blell) across his
breast belongs to the same Order. Fleurs-de-Iys are woven
or embroidered on his coat. The king is in military regalia,
his sword hilt visible in the foreground. The enigmatic
circular object at the center may be a miniature cannon.
The king holds a flaming heart - emblematic of his love for
the queen - in his left hand, and points to Marie-Antoinette
(1755-93) with his right. The queen is seated to the left in
a smaller cllair, placed a little further back than Louis'. She
is bare-headed, wears a pearl necklace, a low-necked dress
with a wide skirt. A large eagle-shaped brooch is pinned to
her breast; it appears to be two-headed with a coronet
above - the emblem of the Hapsburgs.1 Her right arm is
raised as dlough about to receive ilie proffered flaming
heart. Her left hand seems to rest upon an unrolled map.
Mlle. Marguerite Jallut suggested that the map represents
the Petit Trianon and its park, designed by Ange-Jacques
Gabriel for Louis XVI's grandfailier, Louis XV (begun
1762). Louis XVI presented the chateau to MarieAntoinette upon his accession to ilie ilirone in 1774.2 Cupid,
with quiver and arrows and a bandeau around his brow,
flying between the couple, unites them by his extended
arms. He seems to afflX a sheaf of wheat and poppies to
the king's crown while holding a circlet over the queen's
head. A wreath is around Cupid's right arm. The king's
martial appearance, as opposed to the queen's lovely,
revealing dress, suggests that Saint-Aubin's allegory relates
to the union of Venus and Mars. The sheaf of wheat that
Cupid gives the king implies peace and plenty.3
The drawing was first published in the Portalis Sale; that
great collector found the artist's inscription to have been
erroneous and he corrected the identification of tlle subject.4
It was probably at the time that Saint-Aubin assembled his
drawings in an album, long after tllcir execution, that he
misidentified this sheet.
Dacier included dK588 in his corpus of Saint-Aubin's
oeuvre.1i For his depiction of dIe queen tlle artist may have
drawn upon reproductive prints of portraits of MarieAntoinette by Joseph Ducreux (1769, original lost, copy at
Versailles) and the miniature by Joseph Kranzinger, c. 1772
(Innsbruck, Schlossmuseum}. 6 The drawing was probably
executed shortIy after 1774, tIle year of Louis's accession.
This fine work by Saint-Aubin, showing the young king
and queen crowned and united by love, is very highly
finished, entirely consistent in style and technique with
several otIler works by him of a similarly allegorical nature.
An example is his Allegory 011 tlte Marriage oj tlte Dauphill,
the future Louis XVI (Collection of Mme. Lippmann
Meyer}.7

Provenance: Marquis de Castelbajac. 8 Roger Portalis, Paris
(sold, Hotel Drouot, 14 Mar. 1887, Cat. No. 181, as from
the Castelbajac Sale). Paris, Richard Owen. Kress acquisition 1940.
References: (I) Her jewel is similar in form, but later ilian
'La Bella' - ilie cabochon hyacinth set witllin tIle eagle of
tIle Holy Roman Empire (Vienna, KunstIlistorisches
Museum, Imperial Treasury). (2) Letter of 9/XI/68, in
Kress Archive. (3) Such highly finished allegorical presentation drawings are found in French art since the 16th century
- see Antoine Caron's Hellri II and Catlterine de Medici,
reproduced by Jean Ehrmann, Antoine Caroll, Peintre la
cour des Valois, Geneva, 1955, pI. xv. Close in format to
dK588, the drawing shows the king and queen in halflengili, seated at a table, with Mercury flying overhead.
As may be the intent of dK588, the queen is identified wiili
Peace and tlle king with War. (4) See Provetlance. (5) Emile
Dacier, Gabriel de Saillt-Allbin, II, Paris and Brussels, 1931,
p. 15, Cat. No. 80. (6) According to Mlle. Jallut (Note 2),
Saint-Aubin is known to have used the Ducreux portrait
for another work. (7) Included in the Exposition de SailltAI/bin, Catalogue Raisonnc by Emile Dacier and Eduard
Girod de I'Ain, Paris, Hotel Charpentier, 7-29 Apr. 1925,
p. 54, Cat. No. 53. See also the Allegory oj tlte Marriage oj
tlte Comte de Provence, a print by Saint-Aubin of 1771. (8)
According to Portalis Sale. However, no Castelbajac sales
were listed by Frits Lugt, Repertoire des Catalogues de
vetltes pllbliql/es ••• , The Hague, I-III, 1938-64.
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GABRIEL JACQUES DE
SAINT-A UBIN
dK590 : Figure

312

INTIMATE SCENE [Figure Sketches] Washington, D.C.,
National Gallery of Art (n-22,396), since 1963. Pen and
brown ink, red and black chalk, gray and brown washes.
6i X8~ in. (16'2 X22'5 cm.). Inscriptions cover verso of the
sheet on which dK590 is mounted.
A nude reclining on a cllaise-longue is viewed from the
back. She holds an oval mirror or painting showing her
face at the center. A gentleman, seated at the far side of the
foot of the chaise, is shown in left profile. In everyday
attire, he seems to be holding an object in his raised right
hand. Two whispering men-servants are at the extreme
left, bellind- the gentleman's Louis XV chair. The artist
changed the pose of tlle seated man furtller to the right;
there is a square sheet of paper pasted over tlle first project.
The composition recalls one of Saint-Aubin's favorite
themes - the Academie particllliere - in which an artist
sketches his model in intimate, amorous circumstances.l
The model's pose and the rendering of her hair are almost
identical to those of a figure in an elaborate project for a
ceiling, Le Triomplte de l'Amollr stir tOilS les Diellx {signed
and dated 1752).2 The nude's classical pose had long been
popular in France in works by Primaticcio, Blanchard and
Boucher. 3 The motif of a couple with a mirror was a
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popular theme from the fifteenth century onward, sometimes moralized into a Vallitas.' The vivid, informal
approach of dK590 relates to Saint-Aubin's works of the
late 1740S and 50s.5 A certain coarseness and weakness raise
the question that the drawing might perhaps be the work
of an imitator, possibly active in the nineteenth century,
when Saint-Aubin's drawings continued to be popular.

Kress work was ascribed to that artist when owned by
Richard Owen. Little is known of Perignon's works;
Magnin characterized him as having a 'delicate and
timorous talent'.3 The drawing is very close in style to the
gouache views by Perignon of tlle Chateau de Menars,
Paris, Louvre, Cabinet de Dessins (32.321.27), according
to Massengale.

Provellallce: Brunne Neergaard, 1810. 6 Paris, Richard
Owen. Kress acquisition 1940.

En passant, it is interesting to note that Benjamin Franklin
resided at ilie Hotel Valentinois at Passy, just outside Paris,
between 1777 and 1785. At various times he occupied a
small pavilion at the rear and the main house - he was
given free rent by the owner, Jules Donatien Le Ray de
Chaumont. Franklin prepared at least one drawing of tlle
Hotel, seen from tlle street (Collection Franklin Bache).
He installed his lightning rod there and kept a printing
press in tlle coach-house.'

Referellces: (I) For such works, see Emile Dacier, Gabriel
de Saillt-Allbill, Paris and Brussels, 1931, II, pp. II 8-19,
Cat. Nos. 674-8. (2) Reproduced ibid., I, p. 13, pI. 3.
(3) Best known from Velazquez's Rokeby VellllS (London,
National Gallery). For the sources of its theme and
form, see Francisco Javier Sanchez-Canton, 'La Venus del
Espejo', Archivo Espaiiol de Arte, XXXIII, 1960, pp. 137-48.
(4) See G. F. Hartlaub, Zallber des Spiegels, Munich, 1951.
(5) See Dacier, op. cit., p. II3, pI. XXIX, Fairy Rivals of
c. 1748 and 'La Ve'IIIlS' by MigllOIl at the Salon of 1757
(p. II7, pI. xxx). (6) Inscribed on verso of drawing.

ALEXIS-NICOLAS PERIGNON
L'AINE
The artist was born in Nancy in 1725 and died there in
1782. He was a painter, water-colorist and print-maker,
specializing in topographical views. He joined the Academy
in 1774, exhibiting between 1775 and 1781.

dK379 : Figure 308
VEGETABLE GARDEN (POTAGER) OF THE HOTEL
V ALENTINOIS, PASSY. Washington, D.C., National
Gallery of Art (B-22,389), since 1963. Gouache on oval
canvas. 17i- X20f in. (44·2 X52·7 cm.). Inscribed on a
rectangular sticker on the back: Hotel de Valelltillois
COllstTllit SOilS LOllis XV pOllr Ie dllc d'Allmollt, appartiellt ell
sllite, prillce de MOllaco. Pencil notation on the back:
Man!ellal or Periglloll. Slight water damage in sky to left
of center.
Ladies and gentlemen stroll in a garden with a circular pool
at the center. At the far end of the walk is a statue in the
Classical style on an elaborate base. A large central figure is
flanked by two small Cupid-like ones; it may represent
Medea or Ugolino. Beds with lattice-work fences contain
some flowers, probably also herbs and vegetables, as the
garden is referred to as a potager.
Another version of this gouache was owned by Ryaulx
(Paris), attributed to Alexis Perignon (1725-82), 23 X
34 cm. l Cailleux suggested that the gouache might be by
Louis-Nicolas van Blarenberghe on the basis of a similar
drawing of tlle chateau and park of Chantelou (private
collection, New York).2 On the basis of the correspondence
between dK379 and a gouache of tlle same subject, but
smaller in size, attributed to Perignon (ex coIl. Vernes), tlle

Provellallce: Paris, Richard Owen. Kress acquisition 1935.
Referellces: (I) Ex coIl. Mme. Felix Vernes. Exhibited in
Paris, Bibliotheque Nationale, Belljamill Frallklin et la
Frallce, 1956, p. 21, Cat. Nos. 95 a-d, one offour gouaches
of the Hotel Valentinois and the garden attributed to
Perignon, not illustrated. Information courtesy of Michel
Gallet, conservateur adjoint, Musee Carnavalet (Paris), who
noted the similarity between dK379 and the Ryaulx
gouache. The same group was exhibited in Paris, Musee
Galliera, Exposition Alltellil et Passy d'autrefois, 1935, p. 46,
Cat. Nos. 220-3. No. 223 is the same subject as dK379.
(No. 220: Farrade on the Seine; No. 221: Garden fa~de;
No. 222: The Gardens; No. 223: Le Potager.) (2) Letter of
14/11/69, Kress Archive. (3) Quoted by Charles du Peloux,
Repertoire biographiqlle et bibliographiqlle des artistes dll
xVlIle sieclejrallfais, Paris, 1930, p. III. (4) Reproduced by
Bernard Fay (The Two Frallklills; Fathers oj Americall
Democracy, Boston, 1933, opp. p. 42). See also Tabaries de
Grandsaignes, 'Contribution a I'Histoire de I'Hotel
Valentinois a Passy', Socihl historiqlle d'Alltellil et de Passy,
BlIlIetill, LXX, no. xxx, 1910; Carl van Doren, Benjamill
Frallklill, New York, 1938, Chap. 22, 'Sage in France',
pp. 631-64, esp. pp. 635-8; Allan Forbes and Paul F.
Cadman, 'Memoirs of Franklin in Passy and Paris', Frallce
alld New ElIglalld, II, Boston, 1921, pp. 67-98.

LOUIS-GABRIEL MOREAU
Louis-Gabriel Moreau, known as Moreau l' Arne or Louis
Moreau, was born in Paris in 1740; he died there in 1806.
He first worked under ilie view painter Pierre de Machy
and exhibited at the Expositioll de la Place Dallphille in 1760.
No early works are now known. The earliest surviving
drawing, in pen and wash, Lalldscape with RllillS, is signed
and dated 1762; it was influenced by Italian views. l By
1766, as seen in his CMteau de Madrid (Rouen, Musee des
Beaux-Arts), the spacious, atmospheric, topographical
views with low horizon line, possibly influenced by Dutch
seventeenth-century masters, is fully asserted. He entered
the Academie de Saint-Luc in 1774. By the mid-1770s, the
artist seems to have been influenced by Fragonard's oeuvre.
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Not until 1774 is there a dated gouache,2 the artist's
favorite medium. Usually working informally and on a
small scale, Moreau with his impressionistic approach
anticipates the attitude to nature found first in England
and then in France in the nineteenth century.

ReJerellces: (I) Georges Wildenstein, Un Peintre de Paysage
all xvme siecle: LOllis Moreall, Paris, 1923, Cat. No. 96,
pI. 44. (2) Caballes stir Pilotis; ibid., pI. 39.

LOUIS-GABRIEL MOREAU
dK280 : Figure 313
FARMHOUSE IN THE WOODS [Landscape]. Washington,
D.C., National GalleryofArt(B-22,384},since 1963. Watercolor and gouache. 9ixI2!in. (23·7X3JoI em.).
Brownish discolored areas in sky but generally fresh and
well-preserved.
A farmhouse with a dovecote on the left gable and an
additional structure at the left is seen in the woods. Three
barrels are in a clearing in the foreground. Peasants are
seen through an open gate at the right.
Presumably dK280 and dK281 were intended as pendants;
the tumble-down fence at the lower left of dK280 seems
to be continued at the lower right of dK28r. The treatment
of foliage in dK280 is close to Moreau's Illteriellr d'llIl pare,
signed and dated 1780.1 This fresh, spontaneously rendered
work with its contrasts between cool tones (blue and green)
and warm red-browns and yellows is typical of Moreau.

PrOVellallce: Paris, Richard Owen.2 Kress acquisition 1934.
ReJerellces: (I) Collection Arthur Veil-Picard. Georges
Wildenstein, Uti Peintre de Paysagc all xVIlle siecle: LOllis
Moreall, Paris, 1923, p. 67, Cat. No. 144, pI. 67. (2) Possibly
identical with one of the six drawings listed as by Louis G.
Moreau exhibited in New York at the joseph Brummer
Galleries, French Drawillgs oj the 18th and 19th Centuries
from the Collection oJRichard OWell oJParis, 16 Oct.-6 Nov.
1933·

dK28I : Figure 314
FARMHOUSE WITH STATUE [Landscape]. Washington,
D.C., National Gallery of Art (B-22,385), since 1963.
Watercolor and gouache. 9ftixI2!in. (23·6X31·1 em.).
Inscribed on lower left: LM. Water damage in area of sky;
vertical fold near center. Octagonal stickers on back:
25 (in ink) A (in blue pencil); No. 1195 L. Moreall.
A centrally-placed, dilapidated farmhouse in the woods
has peasants at the threshold. Soldiers are at the lower left
near a large statue of a seated female figure on a rectangular
base. These are laundresses at the base of the statue. A stick
with a banner (?) has been inserted in the statue which is
probably part of a fountain. Some agricultural equipment
is on the ground at the right.

According to jean Cailleux, the statue is based on an
Athelia at the Villa Negroni (Rome) often drawn by Hubert
Robert and adapted from his work by Moreau. 1 This
brilliantly impressionistic study is entirely in accord with
Moreau's works of the late 1770S, most notably the views
of rustic buildings he made in 1779 (especially La Petite
Grallge, pres de l'escalier).2 The artist probably drew upon
drawings by Fragonard as well as Robert for the motif of
tlle statue contrasted with diminutive figures below. This
fresh, spontaneously rendered work, with its contrasts
between cool tones (blue and green) and warm red-browns
and yellows, is a harbinger of the art of Constable and
Corot.

Provellallce: Paris, Richard Owen.3 Kress acquisition 1934.
ReJerences: (I) Letter of l4/n/69 in Kress Archive. See
Marguerite Beau, La Collectiotl des Dessills d'Hllbert Robert
all Mllsee de Valence, Valence, 1968, figs. 39a, e. (2) Georges
Wildenstein, UII peilltre de paysage all xvme siecle: Louis
Moreall, Paris, 1923, p. 73, Cat. No. 257, pI. 99. (3) Possibly
included among tlle six Louis G. Moreaus exhibited in
New York at the joseph Brummer Galleries, Frellc"
Drawings oj the 18t" and 19th Centuries from the Collectioll
oj Richard OWeII oj Paris, 16 Oct.-6 Nov. 1933.

dK38S : Figure 3 IS
THE TERRACE OF A CHATEA U (ST.-CLOUD?) [Landscape
with figures seen from the steps of a Chateau]. Washington, D.C., National Gallery of Art (B-22,386), since
1963. Gouache. I2-i-s XI8! in. (31.0 X46·4 em.). Inscribed
on pillar at the left: LM. Damage in area of sky just above
the horizon line on the left.
A vast flight of stairs, with statues to the left and right,
leads to a terrace with a panoramic view. Many small
figures are seen on the terrace and the steps. Bluish
mountains in the distance rise against a gray sky. Great
stairs such as these are often identified with those in the
gardens of St.-Cloud (purchased by Marie-Antoinette in
1785). That chateau, on the left bank of the Seine, to the
west of Paris, had a spectacularly terraced park which was
open to the public in the later eighteenth century and much
frequented by visitors from Paris (it was nationalized in
1793 and made a public promenade). ManyJetes took place
there, making it a popular subject among artists such as
Fragonard, Robert and Vernet.1
Many of Moreau's works were views of St.-Cloud, starting
in the late I770S and ending with a painting shown at his
last Salon in 1804.2 Although it has been suggested that
dK38S depicts St.-Cloud, it may combine an imaginary
landscape with an architectural view of another terrace of
the same period. This work bears considerable resemblance
to the Moreau at the Metropolitan Museum of Art (New
York), there listed as The Park oj St.-Clolld. 3
Moreau's gouache has an imaginative character and should
not be regarded as a topographical rendering. On the basis
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of the fashions worn by the ladies, the work probably dates
from the late 1780s or the 1790s.4 The statues may represent
Republican imagery. The emphasis upon the abstract
architectural outIines points toward the austere scenography
of the late eighteenth century, exemplified by EtienneLouis Boullee. The landscape combines Claude-like and
Rembrandtesque references. This is an unusually forceful
example of Moreau's art.

Provellallce: Paris, Richard Owen,5 who listed it as 'by
tradition owned by M. Coindet, First Secretary of Necker'.
Kress acquisition 1935.
Referellces: (I) See Georges Wildenstein, 'Fetes a Rambouillet', Gazette des Beaux-Arts, 6th ser., LV, 1960, pp. 45 ff.
(2) Georges Wildenstein, UII Peilltre de Paysage au XVIIIe
sicc1e: Louis Moreau, Paris, 1923, p. 59, Cat. No. 21. (3)
Wildenstein, op. cit., p. 65, Cat. No. 107, pI. 50; catalogued
as Vue dalls pare la fill dll XVIIIe siec1e. (4) Jean Massengale
has noted close stylistic correspondences between dK385
and Moreau's Vue du CMteali de Valellfay (Paris, Louvre,
RF 31.429) reproduced by Maurice Serullaz, Dessills du
Louvre: Ecole frallfaise, II, 1968, n.p. no. 58 and color plate
opposite. (5) Possibly identical with one of the six drawings
listed as by Louis G. Moreau, exhibited in New York,
Joseph Brummer Galleries, Frellch Drawillgs oj the 18th alld
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Hotel Drouot, Paris, 18 Dec. 1908, p. 9, Cat. No. 21
(illus., no owner given). Paris, Richard Owen3 (as from the
Alexandre Doucet Collection).' Kress acquisition 1937,
exhibited - New York, The Morgan Library, 1963.

Referellces: (I) When owned by Richard Owen, the park
was identified as the Chateau de Betz with the Temple de
I'Amitit! at the upper left. It was also said to have been
engraved by Massard for Alexandre-Louis-Josephe
Laborde's Descriptions de Ilouveaux jardills de Frallce et des ses
allciellS clulteallx, Paris, 1808. However, pI. ell (facing
p. 171) of the Temple de I'Amitit! at Betz is a different
building. The Temple of Friendship at the Chateau de Betz
(Villers-Cotterets) was designed by Hubert Robert and
built by Leroy. For the popularity of temples of love and
friendship, see Katherine K. Gordon, 'Madame de
Pompadour, Pigalle, and the Iconography of Friendship',
Art Bulletill, L, 1968, pp. 249-<>2. (2) Note in Kress Archive.
(3) Possibly identical with one of the six Louis G. Moreaus
exhibited in New York at the Joseph Brummer Galleries.
Frellch Drawings oj the 18th alld 19th Centuries from the
Collectioll oj Richard Oweu oj Paris, 16 Oct.-6 Nov. 1933.
(4) Possibly in tIle exhibition in Paris, Petit Palais, Le
Paysage frallfais de Poussill a Corot, 1926, which included
works lent by Mme. Veuve A. Doucet and M. Doucet,

fils Aine.

19th Cellturies from the Collectioll oj Richard Oweu oj Paris,
16 Oct.-6 Nov. 1933.

French School, Manner oELouis-Gabriel
Moreau (L' Arne)
dK507 : Figure 322

Imitator oELOUIS-GABRIEL MOREAU
L'AINE
[Louis Gabriel Moreau]
dK382 : Figure 316
MILL WITH BRIDGE AND FIGURES. Washington, D.C.,
National Gallery of Art (n-22,387), since 1963. Watercolor and pencil. 81 x131 in. (21'0 X33'2 cm.). Laid
down.

PARK VIEW [Temple de l'Amitie]. Washington, D.C.,
National Gallery of Art (n-22,388), since 1963. Gouache
on vellum. II x8i in. (28'0 X22'5 cm.). The work underwent extensive modifications between the 1907 Hotel
Drouot Sale (see Provellallce) and 1937. The sky was
painted in and an inscription on the pediment of the
temple was removed.

A mill is shown at the left of a stream, traversed by a bridge
at the center of the composition. Additional rustic houses
are seen in the upper right.

A lady leaning on a stick and a littIe boy with a dog are in
the foreground of a park scene, near a balustrade. Additional
figures are seated on a lawn to the upper left, leading to a
pedimented fas;ade WitIl four rusticated pilasters.

This work draws upon many motifs found in the art of
Moreau and other masters of the second half of the
eighteenth century. Extremely weak in execution, it is the
work of an imitator of Moreau.

In the Drouot sales of 1907 and 1908 (see Pro veuallce) ,
dK 507 was called Illteriellr du pare and the building viewed
as a Temple d'Amour.1 The gouache probably dates from
the end of the 1760s, according to Jean Massengale, who
inclines toward accepting dK507 as an early work by
Moreau l' Ame. 2 Somewhat stiff in execution, the drawing's rigidity points to the early style of Moreau. The
artist was to do many promenade scenes, of which the
Kress drawing may perhaps prove to be the first.

Provellallce: Pierre Decourcelle, Paris (sold, Paris, Galerie

Provellallce: Sold, Hotel Drouot, Paris, 25 Mar. 1907, p. 18,
Cat. No. 42 (illus. 0pp. p. 18, no owner given). Sold,

Georges Petit, 29-30 May 19II, p. 96, Cat. No. 131, as
'La Passerelle' - The Footbridge). Anonymous Sale (Paris,
Galerie Charpentier, 14-15 Dec. 1933, Cat. No. 65. as 'La
Passerelle', collection of'M.B.W.'). Paris, Richard Owen.1
Kress acquisition 1935.

Referellce: (I) Possibly identical witIl one of the six drawings listed as by Louis G. Moreau exhibited in New York
at the Joseph Brummer Galleries. Freuch Drawillgs oj the
18tl, alld 19th Cellturies from the Collectioll oj Richard Owell
oJParis, 16 Oct. - 6 Nov. 1933.
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FRENCH MASTER,
second half of XVIII Century (Moreau L'Aine?)
[Louis-Nicolas van Blarenberghe]
dK383 : Figure 3I7
ITALIAN LANDSCAPE WITH FIGURES. Washington,
D.C., National Gallery of Art (B-22,369), since 1963.
Gouache. 7H xlo-ls in. (20'1 X25·8 em.). Tear at upper
edge to right of center. Scratches in tree tops at right;
damage in sk-y upper right comer and elsewhere.
A winding river is shown near the center of a landscape
with a mountainous area in the background. Three fishermen are in a boat near the middle of the composition. A
group of peasants are placed before a cluster of buildings;
to the left a dog drives cattle from the water's edge.
This drawing is based upon Venetian sixteenth-century
landscape views, found in the works of Domenico
Campagnola which were often copied by Watteau.
Sevcnteenth- and eighteenth-century landscape masters
continued the popularity of this scene. Attributed by
Richard Owen to Louis-Nicolas van Blarenberghe (171694), the gouache does not conform to his style; Watson,
Cailleux and Massengale found the drawing close in style
to Louis-Gabriel Moreau (1' Aine); Massengale described it
as definitely by Moreau.l
The Kress drawing is somewhat more Italianate than
Moreau's known early works, which are closely oriented
to the Dutch School. Rendered with extraordinary delicacy
and richness of color, this gouaclle may well be an early
work by Moreau, dating from the mid-1760s, as suggested
by Massengale. The composition recalls that of Moreau's
watercolor Clzateall de Madrid (Rouen, Musee des BeauxArts), signed and dated 1766.2

Provellance: Paris, Richard Owen.3 Kress acquisition 1935.
Referellces: (I) Kress Archive. (2) Georges Wildenstein, UII
peitltre de paysage all XVllIe siecle: LOl/is Moreall, Paris, 1923,
p. 59, Cat. No. 12, pI. 6. (3) Possibly identical with the
drawing listed as by Louis van Blarenberghe exhibited in
New York at the Joseph Brummer Galleries, Frellch
Drawillgs oj the 18th alld 19th Centl/ries from the Collectioll
ofRic1lard Owell of Paris, 16 Oct. - 6 Nov. 1933.

Bystanders arc shown in the foreground as they watch the
trooping of the Royal Guard in the Champs de Mars
(parade ground) prepared between 1765 and 1767, on
Gabriel's plans.2 The Ecole Militaire (designed by AngeJacques Gabriel, built 1752-69) is in the background. Two
boys at the extreme left climb a ladder to get a better view
from a tree. A man and woman are at the extreme left.
Another man helps ladies down from a cart. Additional
spectators are seen to the right. A coachman (?) is seated on
the ground at the base ofan equestrian statue ofa trumpeting
Fame. The statue is based upon Coysevox's Fame for
Marly, moved to the Tuileries gardens in 1719.3
Mrs. John Nicholas Brown identified the coach at the
center as that of Louix XV (1710-74) and found that the
escort is the first Compagnie Ecossaise of the Gardes dll
Corps (indicated by their white bat/driers or shoulder belts
and white standard), the senior troop of the maisoll du roi.4
The troops immediately facing the king are gardes dll corps,
with the gardes frallfaises drawn up on the right, carrying
their regimental color - blue, with a white cross seme
with gold jleurs-de-Iys. The commander of the first troop
of the gardes dt, corps, the duc d'Ayen, is probably the
officer shown at the left of the lead horse of the coach. The
commander of the gardes frallfaises was possibly represented
by the mounted officer to the right of the center troops,
half-facing the gardes frallfaises. The male figures in the
foreground are postilions and gentlemen, with the possible
exception of the one seen from the back on the far side of
me equestrian statue at the extreme right.
The drawing was attributed to Jean-Baptiste Le Paon
(1738-85) when it entered the Kress collection. Le Paon
executed several military subjects similar in genre to
dK384 but his draughtsmanship was far more sophisticated.5
The Review relates to drawings by Louis-Nicolas van
Blarenberghe (1716-94). However, Francis Watson did not
consider it equal to Blarenberghe's oeuvre, thinking it
closer to the manner of Louis-Gabriel Moreau (1' Aine). 6
According to Jean Massengale, dK384 is perhaps by JeanBaptiste Lallemand fils, resembling the style and technique
of that artist's Charge of the Prillce ofLambesc at the Tllileries
011 12 JIIly 1789 (Paris, Musce Camavalet). 7
Small scale, many figured renderings of military and
topographical subjects were popular in late cighteentllcentury France. Innumerable minor masters worked in
this genre and it is hard to ascribe dK384 to any of the
suggested names with complete confidence.

Provenance: Paris, Richard Owen. Kress acquisition 1935.

FRENCH ARTIST active in Paris I773
[Jean-Baptiste Le Poen]
dK384 : Figure 3I8
A REVIEW ON THE CUAMPS DE MARS. Washington,
D.C., National Gallery of Art (B-22,383), since 1963.
Gouache. 5i X7! in. (14'3 X18'4 em.). Illegible inscription
including the date 1773 on base of equestrian statue to
right, visible in a 1935 photograph, has been erased.l

References: (I) Photograph in Courtauld Institute, London.
(2) M. M. Hurtaut, Dictiollllaire historiqlle de la ville de Paris,
Paris, 1779, II, p. 191. See also J. Riollot and R. Laulan,
Le Champs de Mars avallt la Revolutioll, Paris, n.d. (3) It was
never at the Champs de Mars. Letter of Francis Watson,
12/m/69, Kress Archive. (4) Kress archive. (5) For this
artist, see Pierre de Nolhac, 'Le Peintre Le Paon .. .', L'Art,
LX, 1901, pp. 493-501; Jean Guiffrey and Pierre Marcel,
Illvelltaire gelleral ilIustre des dessills dll Musee du Louvre et
dll Mllsee de Versailles. Ecole Frallfaise, Paris, 1921, IX, p. 59.
(6) Letter of I2/m/69, Kress Archive. For Blarenberghe,
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see Watson, 'The Choiseul Box', Charltoll Lectllres 011 Art,
London, 1963, Appendix n, pp. 145-6. (7) See Ull Paysagiste
dijollllais du XVIIIe siecle, J.-B. Lallelllalld, Dijon, Musee des
Beaux-Arts, 1954. According to Mrs. Massengale: 'dK384
also resembles in format and conception, as well as in the
inclusion of specific elements (stagecoach, two-wheeled
carts, lady with parasol), to a view of the Champ-dc-Mars
in Dijon engraved after a lost Lallemand drawing, 'dessilll!'
by Lallemand (perc), for a print in Laborde's Voyage
pittoresqlle: Departlllellt dll RltOlle (Burgundy, 1784), pI. 65.'
The Charge dll prillce de Lambasc allx Tllileries (illustrated
in Paris ell visitallt Ie Mllsee Camavalet, 1953, pI. 48) is one
of a group of works dated 1789 and traditionally ascribed
to 'Lallemand fils'. Another Lallemand work to be compared is Le tMatre des jetl/les eleves, boulevard dll Temple,
datable, on the evidence of the building, c. 1782.

French Master, second half of XVIII Century,
Manner of CARLE JOSEPH VERNET
[Carle Joseph Vemet]
dK282 : Figure 319
PORT SCENE. Washington, D.C., National Gallery of
Art (n-22,399), since 1963. Watercolor, pale blue and
gray wash. 91 XI3 in. (23.8 XB·O cm.). Old inscription in
brown ink, on upper left corner of verso: 18,,0. The 8 may
have been meant to read n or D. Two octagonal labels on
back inscribed:Joseph Vertlet and 54. Small tears at bottom;
large tear at upper right cdge.
This view of harbor fortifications includes a large central
tower, with steps rising on either side. Ships are seen
through an arch at the right. Many small figures are shown,
carrying bales or seated with them. Groups of men appear
at the far left and at the bottom of the central tower, in
addition to those seen at the right.
This picturesque scene is probably an Italian seaport. Vernet,
who may have influenced this rendering, was born in 1714
and died in 1789.1 A follower of Claude and Salvatore
Rosa, he depicted many Italian coastal views and prepared
the series of similar French views when he was appointed
Peintre des Marines du Roy in 1753. A drawing (Berlin,
StaatIiche Museen, no. 14974) showing a landscape with
sailing boats by C. J. Vernet has tIle same figur<' style
(Gernsheim no. 49992).
The drawing is executed in the manner of Breenbergh
(whose works were mum imitated in the eighteenth
century), and of Claude Lorrain. 2 Only tIle capricious
figures and the rococo treatment of tIle foliage separate the
style of dK282 from that of the preceding century.

Provellallce: Paris, Richard Owen. Kress acquisition 1934.
References: (I) Florence Ingersoll-Smouse, JosepJz Vertlet,
Peilltre de Marille 1714-1789, 2 vols., Paris, 1926. (2) See
Marcel Rothlisberger, Bartholollliills Breellbergh, HalldzeichI/tl/lgell, Berlin, 1969.
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LOUIS-JEAN DESPREZ
Desprez was born in Lyons in 1740; he died in 1804.
Trained as an architect under Fran~ois Blondel and
Desmaisons, Desprez won the Prix-dc-Rome for architecture in 1777. He made extensive topographical drawings
during his 14-year Italian sojourn. Like Fragonard,
Desprez prepared drawings of gardens and statuary for the
Abbe de Saint-Non, many of which were reproduced in
the Abbe's Voyage pittoresqlle Oil descriptioll des royallmes de
Naples et de Sicile, Paris, 1783. Desprez met Gustavus III
of Sweden in Italy and the king appointed him court
armitect and painter. 1

dK386 : Figure 320
THE CA TIIEDRAL AT TRANI. Washington, D.C.,
National Gallery of Art (B-22,372), since 1963. Pen and
watercolor. 8i X 13k in. (21·6 X35·3 cm.). Inscribed in an
old hand on verso: voici de la Place pllblique et de l'eglise
de Tralli pres de Barletta dalls fa POllille. Dessille par Des Prez.
Very well preserved.
The Romanesque camedral of Trani (Apulia) and its
Gomic campanile are shown at me center, wim a view of
the Adriatic seaport to the left. Festive, dancing figures are
seen at tIle left. A preparatory line drawing is in Stockholm
(Academy of Fine Arts) (Text Fig. 116).2 dK386 was
reproduced in an etching begun by Duplessis Berteaux,
completed by Fran~ois Desquauvilliers (Text Fig. 115) and
published in 1783.3
The highly finished Kress drawing was not known to
Wollin, who wrote extensively on Desprez's oeuvre. In
writing of tIle far more schematic, earlier study in
Stockholm (Text Fig. 116), he observed mat certain details
were idealized in the reproductive print of 1783. However,
almost all of these 'changes' were already made by Desprez
in an intermediary work, namely dK386. Wollin noted that
tIle Stockholm drawing is a more accurate representation
of me cl1Urm man is the print.4 The Kress drawing was
probably executed in me Spring of 1778 when Desprez,
togemer with tIle Baron de Denon (1747-1825), then at
me French Embassy in Naples, went on a long expedition
to make topographical drawings in southern Italy. The
artist has modified several details of me churm fa~ade and
campanile; he omitted some of the windows and added
tracery to me blind arcade flanking the portal. The rendering of dK386 was very much influenced by topographical
works by Venetian eighteenm-century masters. The figures
in the foreground may prove to derive from staJfage groups.
available to the artist in reproductions. Very close in style
to dK386 is Desprez's drawing of Celebratiotl before the
Church of MOllte Sallt'Angelo (Ap/lglia) in Oxford (Ashmolean Museum No. 484).

Provellallce: Paris, Richard Owen. Kress acquisition 1935.
Referellces: (I) Nils G. Wollin, Gravures origillales de
Desprez 011 excclltces apres ses dessills, Malmo, 1933; idem,
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Desprez ell Italie, dessills topograplziques et d' architecture,
dlcors de tMatre et compositiolls romatltiqlles, exlClltes 17771784, Malmo, 1935. {2} The exterior pen study is listed by
Wollin, 1935, op. cit., p. 209, Cat. No. 53, fig. 53. Further
studies by Desprez of the cathedral's interior and crypt are
also to be found {Wollin, ibid., Cat. No. 52}. {3} Abbe de
Saint-Non, Voyage pittoresqtle ou descriptioll des royaullles de
Naples et de Sicilie, III, Paris, 1783, opp. p. 36. It is inscribed:
Grave rea II Jorte par Duplessis Berteallx ~ 16.G~e Grece
[at the left]. Vue de I'Eglise prillcipale et de la Place publiqlle de
Tralli, L' f/lle des Villes de la Pouille, Sittlle sur les bards de la
Mer Adriatique. Dessillie par Des Prlz pellsiollllaire du Roi a
I'acadlmie de Frallce a Rome [at the center]. Termilll par
Desquallvilliers A.P.D.R. [at the right]. See also Wollin,
1935, 0p. cit., p. 86, Cat. No. 14 for this print. {4} Wollin,
1935, op. cit., p. 54.

a

JACQUES-LOUIS-FRAN90IS
TOUZE
Touze was born in Paris in 1747; he died there in 1807.1
The artist studied at the Academie Royale, recorded there
in 1765 and 1769. He worked under or was influenced by
Greuze, was a member of the Academie de Saint-Luc, and
painted genre scenes and allegorical subjects. Touze was
also active as a book illustrator and designer of works for
printmakers, such as Choffard and Duflos.

Reference: {I} Thieme-Becker,

XXXIII,

p. 326.

TIlE LENT KISS. Washington, D.C., National Gallery of
Art {B-22,397}, since 1963. Pen and watercolor. 7t X
5! in. {19'7 X14'0 em.}. Octagonal labels on back inscribed:
1434, 1434 bis. J. TOllzl. Some foxing.
A strolling couple {Guillot and his bride}, wearing
fashionable attire of the late eighteenth century, are shown
in the foreground. The lady is suddenly kissed by a less
elegantly attired man at the left who holds a tricorne. A
couple widl a child look up from the lower left. There is a
barking dog at dIe lower right. The scene is a park with a
building in the classical style and sphinx pediment at the
upper left.
dK456 was engraved by C. L. Lingce for an edition of Les
COlltes de La Fotltaille, published by Didot in Paris in 1795
(I, p. 274, Conte 26). Touze designed two of the twenty
illustrations in this volume. This drawing depicts the first
eight lines ofLe Baiser Relldu: 'Guillot passoit avec sa marile./
UII getltilhomllle sou grl la trollvaut,/Qui t' a, dit-il, doulle
leIle epollsle?/Que je la baise
la charge d'autant./Biell
vololltiers, dit Gllillot l'iustallt;/EIle est, MOllsieur, Jort
votre service./Le monsieur donc fait alors SOIl office/Eu appllyallt.
Perrolmelle ell rougit.' {'Guillot strolled along with his wife./
A gentleman found her to his taste,/and said: "Who gave
you such a wife?/Let me kiss her, I shall return the favor

a

a

The artist appears to have been asked to illustrate the first
(dK456) and second (dK457) halves of COllte 26, 'Le Baiser
Rendu', allowing the publisher to decide which of the two
he would use for the edition of 1795. Physiognomical
inconsistencies in the two men as shown in bodl drawings
make it clear that they were not intended to be used together. Touze may have adapted an illustration of the same
subject, prepared in Amsterdam in 1762, which is similar
in composition, but the placement of the men is reversed
and there is no dog.

Provellance: Raphael Garreta, Director of the Musee
d'Antiquites, Rouen, exhibited - Rouen, Musee de Peinture, Expositiou d'Art du XVIIIe siecle, 1929, Cat. No. 215
{sold, Rouen, Salle de Ventes, 16-17 Mar. 1931, Cat. No.
183, with pendant, dK457}. Paris, Richard Owen. Kress
acquisition 1936.

dK 457 : Figure 324
THE KISS RETURNED. Washington, D.C., National
Gallery of Art (B-22,398), since 1963. Pen, gouache and
watercolor. 7t X5! in. (19'7 XI4'O em.). Laid down.

dK456 : Figure 323

a

someday."/Guillot replied immediately: "With pleasure,/
she is at your disposal, Sir."/The gentleman fervently
kissed the blushing Perronnelle.') dK456 and its pendant
(dK457) are entirely in TouzC's style. The popular poems
they illustrate were published with plates before - most
notably an edition widl prints after Boucher by Larmessin,
C.1744-45·

a

A bride (fingering her cross) is kissed and embraced by a
gentleman (Guillot) standing at the right. A dog stands in
front of him. Another man (bridegroom) stands to the left,
hat in hand, gesturing toward the couple. A youth at the
extreme right holds the hat of the first man. At the upper
left is a Gothic chapel where nuptials have just taken place.
A strolling fiddler approaches the group in the foreground.
This drawing illustrating the last seven lines of Coute 26
was presumably made for the Didot COlltes de la Fotltaitle
(1795), but not utilized; only its pendant (dK456) showing
the first part of the poem was reproduced. l 'Htlit jours
apres, ce geutilholltme prit/Felllme SOli tOllr:
Guillot if
permit/Mellie Javellr. Guillot tout plein de zele,/Puisqlle
mousieur, dit-il, est si fidele,/J' ai gralld regret, & je suis biell
JacM/QII' ayallt baisl selllemeut Perrolmelle,/II II' ait encore avec
elle coucluf.' ('Eight days later, dIe gentleman took a wife
himsel£ He returned the favor to Guillot. The latter
remarked zealously: "To my regret and anger Monsieur
is so faithful that he has only kissed Perronnelle, but has
not slept with her.') Aspects of dK457, like its companion
{dK456}, suggest the art ofGreuze and the revival of that of
seventeenth-century Holland, most notable in the rendering of the fiddler.

a

a

Prol'enallce: Raphael Garreta, Director of the Musce
d' Antiquitcs, Rouen, exhibited - Rouen, Musce de Pcinture, Expositiou d'Art dll XVIIIe siecle, 1929, Cat. No.
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216 (sold, Rouen, Salle de Ventes, 16-17 Mar. 1931, Cat.
No. 183, with pendant). Paris, Richard Owen. Kress
acquisition 1936.

Referet/ce: (I) Paris, 1795, I, p. 274.

ANONYMOUS COPYIST (French?)
[Adelaide Labille-Guiard]
dK 56x : Figure 340
PORTRAIT OF A GIRL. Washington, D.C., National
Gallery of Art (n-22,380), since 1963. Black and red chalk.
14! X 10! in. (36.8 X27·3 cm.). Inscribed on old mount:
Coli. Zarit/e PP56 Paris ENX.NX Gimpel & Wildet/stei"
2-10-1920. Cut into oval; laid down.
A girl, in three-quarter view, wearing a scarf in her hair, is
shown in bust-length.
dK56x was attributed to Adelaide Labille-Guiard (17491803) at the time of purchase. Mme. A. M. Passez who is
preparing a monograph on that artist noted that the
drawing has nothing whatever to do with Labille-Guiard's
oeuvre.l This drawing appears to be a coarse copy after a
French work of the late eighteenth or very early nineteenth
century, possibly from the circle of Elisabeth Vi gee-Lebrun
or Marguerite Gerard or prints after Boucher prepared by
Le Campion Fils.

Pro Vel/alice: Zarine Collection, Paris. New York, Wildenstein and Co. Kress acquisition 1929.
Rejerel/ce: (I) Letter of 30/XII/70, Kress Archive.

FRENCH ARTIST, second half of
XVIII Century
[Chardin]
KI389 : Figure 325
PORTRAIT OF AN OLD WOMAN. Washington, D.C.,
National Gallery of Art (780), since 1946. Oil on canvas
with a very extensive craquelure. Early eighteenth-century
frame. 311 X25i in. (80·5 X64·5 cm.). Inscribed at right:
Chardill. Letters are reinforced with black brushstrokes.
Signature is a later addition. The numbers 176(?) appear
below. Considerable abrasion; muff appears to be later
addition. Relined, cleaned and restored by Pichetto in 1945.
Minor restoration by Modestini in 1961.
Wasllillgtoll, D.C., 1945, p. 161, as by Chardin. Reproduced
in color: Frallkfurter, Stlpplemellt, 1946, p. 22.
An elderly lady, seated on a chair, its rounded back visible
at the extreme left, is shown to just below the waist. Placed
against a neutral background, she looks out directly at the
spectator. She wears a black scarf tied over an elaborate
lace-trimmed cap and a figured silk dress with full lace
ruffles on the forearm. Her hands are in a fur muff.
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The portrait was published by Richardson as the lifesize
canvas exhibited by Chardin in the Salon of 1746. The
artist is known to have shown a Portrait de M.*** ayallt les
maillS dalls SOtl mallcl/oll in 1746, Cat. No. 73. Richardson
described K1389 as the only portrait by Chardin in
America.l Florisoone listed the painting as from the
'French School of the eighteenth century, a portrait of an
elderly woman, executed in 1746.'2 The Chardin attribution was accepted by Einstein; but he noted that Chardin
was 'not usually regarded a portraitist and many likenesses
are somewhat questionably attributed to his brush'. He
found the Kress canvas 'noteworthy because of its depth
of expression ... and nervous apprehension which is
restrained by a characteristic sobriety'.3 In 1963, Wildenstein
published K1389 as by Chardin, executed c.1746, and
identified with the Salon canvas of that year.4
The portrait has an emotional intensity and melancholy
introspection alien to Chardin's art. The painting's extreme
realism, eschewing all possible references to the abstract, is
also uncharacteristic of that master. Therefore identification
of K1389 with the Salon canvas is unlikely. As noted by
Schefer, Furst and Wildenstein in connection with the
latter, it was customary for men as well as women to carry
muffs in 1746.5 The painting is reminiscent of the art of
Fran~oise Duparc de Marseille (1726-78),6 who specialized
in highly realistic renderings, often of peasant types somewhat in the manner ofLe Nain. See La Vieille (Marseilles,
Musee des Beaux-Arts). 7 She is thought to have been
active in England and Russia as a miniaturist; KI389
may prove to be a self-portrait as the intensity of the
sitter's gaze could be explained by her looking into a
mirror. Partially covered hands are often found in selfportraits. The muff may be a later addition, to 'document'
its identity with the Char din as described in the Salon
of 1746. The sitter's garb, expensive yet not fashionable,
may also be explained by her living far away from France
at the time the portrait was executed, presumably in the
1770s.

Prove"allce: Leopold Goldschmidt. Comte Andre Pastre. 8
New York, Wildenstein and Co. Kress acquisition 1944.
Referellces: (I) E. P. Richardson, 'Two New Additions to
the Kress Collection in the National Gallery', Art Quarterly,
VIII, 4, Autumn, 1945, pp. 318-19. The portrait is cited by
La Font de Saint-Yenne, RCjlexiolls stir quelques causes de
l' etat presellt de Ia peillture ell Frallce . .. , Paris, 1746, pp.
109-10. Jean Guiffrey, Catalogue de I'CEllvre de J. B. Simeoll
Chardill, Paris, 1908, p. 8, Cat. No. 73, transcribed the
Salon entry as 'Ie Portrait de Mme.*** ayallt les maillS datls
SOli mallcholl.' (2) Michel Florisoone, La Peillttlre Frallfaise:
Ie dix-Illlitieme siec1e, Paris, 1948, Cat. No. 65. (3) Eillsteill,
pp. 234-5. (4) Georges Wildenstein, Chardill, Zurich, 1963,
pp. 182-4, Cat. No. 212. The same information is given in
the revised and enlarged edition by Daniel Wildenstein,
Connecticut, 1969, pp. 190-1, Cat. No. 212. (5) Georges
Wildenstein, Citardill, Paris, 1921 (published 1931), p. 196.
Cat. No. 566. Gaston Schefer (Citardill, Paris, n.d. [1904],
p. 75) believed the entry to refer to a male portrait. Herbert
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E. A. Furst (Charditl, London, 1911, p. 42) interpreted the
Salon catalogue entry as showing a man. (6) For this artist,
see Arthur Chamberlain, 'Fran~oise Duparc', Burlitlgtoll
Magazitle, VII, 1905, p. 85; Philippe Auguier, 'An Eighteenth-Century Painter: Fran~oise Duparc', Burlitlgtoll
Magazitle, VII, 1905, pp. 477-8; Joseph Billioud, 'Un
peintre de types populaires, Fran~oise Duparc de Marseille,
1726-1778', Gazette des Beaux-Arts, 6th ser., xx, 1938,
pp. 173-84. (7) Reproduced by Billioud, op. cit., p. 180,
fig. 4. (8) Both names in this provenance come from
Wildenstein, 1963, loc. cit.

(1374), since 1954. Oil on canvas. 80! X49! in. (203.9 X
125.1 cm.). Inscribed on back of rolled map at lower left:
LVD~I DAVID OPVS 1812. Spine of book under desk reads:
PLUTARQUE - a volume from the Greek biographer's
lives of great Greeks and Romans. A scroll to the right of
desk is lettered: COD[E] (the E only partly visible) for the
Code Napoleon issued in 1804. Two vertical stretcher
marks down center; other horizontal marks through
animal's head and Napoleon's breast. Pentimento for left
cuff. Wax relining in Europe prior to acquisition; the
painting is very well preserved.
Su ida-Shap ley, pp. 64-7, Cat. No. 22. Reproduced in
color Seymollr, p. 194, pI. 184.

JACQUES-LOUIS DAVID
David was born in Paris in 1748 and died in Brussels in
1825.1 Encouraged to study painting by his uncle, the wellknown architect Des Maisons, David entered Boucher's
studio and in 1768 worked under Joseph-Marie Vien, a
pioneer of the nco-Classical style. After four rejections,
David finally won the Grand-Prix-de-Rome in 1775 with
Atltioclllls alld Stratollice (Paris, Ecole des Beaux-Arts). He
left for Italy that year, where he was influenced by
Winckelmann, Batoni, Mengs and Benjamin West, as
well as by Italian Baroque masters. David became the
leading exponent of neo-Classicism through his hugely
successful Oath of the Horatii (Paris, Louvre), which was
painted during his second stay in Rome of 1784-85 and
startled tile public by its fusion of archaeological discoveries
with contemporary revolutionary fervor. Upon his
return to Paris, David directed a large studio where he
trained such artists as Ingres, Girodet, Gros and Gerard.
Throughout tile Revolution, the master's outspoken
support of Robespierre and the Jacobins assured his
position as arbiter of taste. With tile fall of Robespierre in
1794, David was imprisoned; not until tile Consulate and
the Empire did the artist regain his prestige. David, indisputably the leading painter of his time, received many
important Napoleonic commissions, such as the Corollation
{Paris, Louvre) and the Distributiotl of Eagles (Versailles,
Musee National). However, the Emperor does not seem
to have been entirely at ease with the master's basically
austere approach. Napoleon was happier with the more
ebullient, overtly romantic art of Gros, David's pupil.
With the Restoration in 1815, David was exiled and lived
in Brussels, where he was active until his death. Although
rightly known as the outstanding nco-Classical master,
David often reveals a decidely 'romantic' aspect, disproving the tendency to view these movements as
distinctly separate.

Reference: (I) Jacques-Louis Jules David, Le peitltre Louis
David, Paris, 1880; exhibition catalogue, Jacques-Lollis
David, Paris, Musce de l'Orangerie, 1948; Louis Hautecoeur,
LOllis David, Paris, 1949 and 1954.

K2046 : Figures 331-3
THE EMPEROR NAPOLEON IN HIS STUDY AT THE
TUILERIES. Washington, D.C., National Gallery of Art

Napoleon (1769-1821) is shown at about the age of fortythree, full-length, dressed as a Chasseur of the Imperial
Guard with an Infantry General's epaulettes. This uniform
was worn by him on Sundays and special occasions. 1 His
left hand holds a gold tabatiere, a small cylindrical snuffbox,
probably made by M. G. Biennais. He has removed his
habitual gold-hilted sword and its white leather belt (part
of the Reglemelltaire, the regulation uniform), the sword
also wrought by Biennais.2
Napoleon's jacket is dark blue Witll orange-red cuffs
trimmed in white, worn with white vest, revers, cashmere
breeches, and stockings. His black shoes are fastened by
gold buckles. The Emperor's right hand is tucked in the
unbuttoned part of his vest; his body is turned slightly to
tlle left with his left foot placed before the right. The
Etoile de COlllmatldatlt de la Legion d' HOtlllellr Militaire
(instituted by Napoleon in 1802) and me Decoratiotl de
Chevalier de la COIITOtltle etl Fer d'Italie (created by him
following his coronation as King ofItaly in Milan in 1805)
are pinned to his left breast. The large silver star and the
red ribbon across the Emperor's chest are those of the
Gratld Aigle de la Grande Croix de la Legioll d'Hollllellr. 3
Napoleon stands in his cabinet de travail in the Tuileries, on
a green rippling carpet, in front of his desk and to me left
of a gilded throne-like chair. Seen from the side, the chair
is upholstered in red velvet, embroidered with the Imperial
emblem of bees in bullion (sewn in relief with gold thread).
Napoleon's initial is carved on the side of each chair leg;
the back is rounded, framed by a fillet moti£ The arms
terminate in white (ivory?) spheres encrusted with gold
stars. It is tilefalltellil de represetltatiOtl for the Grand Cabinet
de I'Empereur at tile Tuileries. The chair belongs to the
Second Mobilier designed by David to replace the first
suite of 18IO which the Emperor had found too austere.
The chair was delivered on I I July 1812. The embroidered
upholstery in K2046 docs not agree with the tapestry
design coverings provided by David in 18I1 and executed
in that year.4 The probable appearance of the chair actually
belonging in tlle study can be seen in a watercolor ascribed
to Isabey, Napoleotl ill his Stlldy at the Tuileries (Text
Fig. 131).5 The pale gray and beige interior includes a
pilaster at the left with gilded foliate motifs, an cagle and a
winged head of Mercury. At the extreme left there is
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another chamber beyond, with a black and white marble
floor and book-filled shelves, probably Napoleon's cabillet
topograpllique. G A blue leather portfolio stamped with
golden fleurs-de-lis is placed on top of the desk, to the
right. 7 The manuscript of the Napoleonic Code and other
papers are seen below. David's student, Pierre Suau,
describing the canvas in 1812, stated that the Emperor
placed his Code upon a map showing those continents
subject to it. 8 His white quill pen is at his side, immediately
below the lamp, the three brackets of which are in the
form of swans. Lettering on the map may read: tableau de
I'empire. 9 One of Napoleon's favorite books, Plutarch's
Lives, is under the desk. That Napoleon has been working
late into the night on his papers is indicated by the guttering
candles in his lamp and the hour of 4: 13 on the face
of the tall standing clock at the upper right.10 The great
opened desk is supported at the left and right by a pair of
gilded, fantastic, lion-like beasts of ancient Near Eastern
derivation, probably inspired by the Egyptian campaign of
1798. The Ledoux-Lebards stated that the desk in K2046 is
identical to one now at Fontainebleau described in a
Tuileries inventory as having eight lions' feet, but that
description would better fit the desk shown in the watercolor ascribed to Isabey (Text Fig. 131),11 for both stand
on pairs ofIions placed on the long sides, not the ends as in
K2046. The desk is closest to one now in the collection of
Her Majesty the Queen at Windsor Castle (Rubens
Room).12
David's first project for K2046 (Musee de Besancron, No.
D1979, Text Fig. 132) shows Napoleon with considerably
squatter proportions. The lamp is omitted, the pilaster
ornament differs. The uppermost section of the clock is a
spherical mantel clock, standing on a vertical case (possibly
the barometer listed in the inventory); placed on a level
with Napoleon's head, it seems to stress his short stature.I3
The second drawing (Mrs. Rush H. Kress, New York, ex
colI. Charles Guse, tik X4! in., Text Fig. 133) corresponds
closely to the Kress canvas; the Emperor is more slender.
Clock and case have been combined into a pendulum
clock. The side of the chair is parallel to the picture plane,
while it is seen obliquely (from the rear) in K2046. A third
drawing by David for the same composition is in a private
collection, included, but not catalogued in tile Napoleon
exhibition of 1969. The major difference between this
drawing and K2046 is found in the chair, which has winged,
lion-like arms. A version of Napoleoll ill his Study was
engraved in Brussels by Laugier after a drawing by Michel
Stapleaux, a pupil of David. The engraving was inscribed:
L. DAVID FAc.bat 1813.14 Otller prints, also based on
replicas of K2046, were made by Vallot, Bertrand, Cooper
and Jules David (erroneously dated 1810). All the prints
show the clock in the study reading 4:00 and therefore
are quite possibly after the version now owned by Prince
Napoleon, which also has tlus feature, differing from the
4: 13 in K204 6.
The canvas was commissioned by Alexander, Marquis of
Douglas, later loth Duke of Hamilton (1767-1852). A
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Scottish Catholic Nationalist, he regarded Napoleon as an
ally and spent some years in Rome, where, probably
c. 1804, he became a friend of Napoleon's sister Pauline
Bonaparte (1780-1825).15 He was ambassador to Saint
Petersburg from 1806 to 1808. Possessor of a considerable
personal fortune, Douglas (in 1810) married Susan
Euphemia Beckford, second daughter of the fabulously
rich William Beckford, and became a great collector of
works of art and books. An eccentric, Douglas believed
lumself to, be a direct descendant of James I and rightful
heir to the throne of Scotland. He assembled a vast gallery
of portraits of great men (Suida-STtapley, pp. 64, 66) including those of his supposed ancestors, with splendid
works by Van Dyck, Velazquez and Rigaud. Douglas
owned several portraits of Napoleon, including a
Thorvaldsen bust of the Emperor supported by an eagle,
presented to Douglas by Pauline Bonaparte.16 According
to David's grandson Jacques-Louis Jules David, Napoleoll
ill Ttis Study was painted in Paris, at Douglas's bellest in
1810. This date appears to have been an error, followed by
most authorsP A recently discovered letter of 4 February
1812 (from a student in David's atelier, Pierre Suau, to his
father), described David as having almost completed a
canvas presumably identifiable as K2046. A second letter
(4 March 1812) stated it was still unfinished, characterizing
the canvas as a portrait lzistorique. Suau wrote that the
Emperor's attire was to have been painted by David on
3 March noting that the background and some accessories
were as yet unfinished. Suau seems to have first been
allowed to see the portrait on 28 March. He remarked that
David was given the commission by way of a French artist,
Bonnemaison, who transferred it from a gratld persollltage
d'Allgleterre (Suau letter of 4 February). Bonnemaison, who
received extensive patronage for portraits of Napoleon's
major officers between 1806-7 later was in England in I8n
and early 1812 and perhaps was identical with a portraitist
active in London, exhibiting at the Royal Academy in the
1790s.18 On 19 July Suau reported that David was working
on a replica [of K2046], but said that 'the composition and
the effect of it are the same, but it is again done from life;
in my view this represents a second original, if one may
use such a term'. The next reference to a copy of K2046
was made by David himself, in a list of his works, prepared
in 1819. It is described as 'A replica of the same [the Douglas
painting] with changes in costume. For M. Huibans [a Paris
art dealer].19 An anonymous source stated in 1824 that
David made four copies of the Napoleoll ill his study, one of
which had been kept by tile artist until very recently.20
Thome, two years later, repeated this information, adding
that the copy retained by David was in the collection of
Huybens [sic], Paris. 21 Perhaps the Parisian dealer acquired a
second example of the canvas from David's estate. The artist
did keep at least one copy of the painting, as evidenced by
the Duchess ofDevonslure' s account ofseeing it in the artist's
Brussels studio in 1821.22 She had seen another (?) example
of the composition, possibly K2046, in London in 1814.
According to J.-L. Jules David, a replica with some changes
was prepared by David, who kept it in Brussels, where his
pupil Stapleaux made a drawing for the reproductive print.
This replica was mentioned in several sales.23
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A canvas, identical in composition to K2046, but with a
ruddy, Warm tonality, is now in the possession of Prince
Napoleon {Paris}. Its contours lack the precision of K2046,
the modding is less assured and seems later in style. It is
inscribed: L.CVS DAVID FAc.bat 1812. The clock in this
version reads 4:00 According to Hubert, the slight
difference between the inscription of K2046 and Prince
Napoleon's portrait indicates the prior execution of the
former. 24 Another painting, presumably large in size, of the
same composition as K2046 was formerly at the Chateau de
Prangins. Boyer regarded it as the one ordered by Douglas
or the replica taken by David to Brussels. The Swiss
chateau was owned by Joseph Bonaparte from ISI4.25 A
painted copy attributed to Gros and others was in the
Satinover Galleries. Cooper stated that Napoleon ordered
a replica of the Douglas canvas for 30,000 francs. It hung
in the Emperor's study at the Tuileries and was signed
FACIEBAT L. DAVID 1812. He noted that this replica was
returned to David in 1814 and was said to have been
exhibited in England at the artist's request. He accepted the
early source which mentioned four replicas, adding that
their whereabouts are unknown and that they were not all
by David himsel£26 An otherwise undocumented incident
described by Dax recalled that Napoleon was so irate at
not being able to purchase the portrait ordered by Douglas,
for 30,000 francs, that he kicked it at the center, tearing the
canvas {this would not seem to apply to K2046}.27
The Kress portrait was listed in the artist's own catalogue,
prepared by him in ISI9, 'Napoleon ell pied dalls SOli
cabinet. - POllr Ie marqllis DOllglas, ell Allgleterre'.28 K2046
was first published in IS24, described as showing the
Emperor Napoleon in full-length, painted for Douglas,
with the observation that 'of all David's portraits of
Napoleon, it was the most highly praised'. The anonymous
author recorded that David made four copies, one of which
was kept in the artist's studio 'until very recentIy'.29 In
IS26, the portrait was described by Thome as showing
Napoleon about to leave his study after working into the
dawn, indicated by the burnt-down candles. Like the
writer above, he observed that the canvas, ordered by
Douglas, was the most vaunted, reporting that Napoleon
was enchanted by the canvas, and said to tIle artist, 'You
have understood me, my dear David, the nights I devote
to the well-being of my subjects and tIle days I work for
their glory.'30 In IS35, Lenoir wrote 'the portrait, the one
with the best likeness which was made of the Emperor, is
simple in composition, pure in design, and of true, though
vigorous, color'.3! In IS54, Waagen described the canvas
(seen by him in the collection of the Duke of Hamilton in
IS50-51) as one of David's 'animatedly conceived and
carefully executed works'.32 A member of David's atelier,
Delecluze {17SI-IS63} remembered that, some time after
the master had completed a portrait of Napoleon in
imperial robes (Salon of IS0S), Douglas commissioned a
full-length canvas of the Emperor in his study in everyday
attire. Delccluze noted that David, strained by tIle depiction
of imperial garb, was attracted by the opportunity to make
a portrait of Napoleon in simple and natural fashion. The
writer found the canvas lackingfermete, its execution un-

equal to the composition, describing the head as not
resembling the Emperor, due to excessive idealization. His
critical remarks may be based upon the replica of K2046
kept in David's studio, perhaps identical with the canvas
owned by Prince NapoIeon. 33 The Kress canvas was
included in du Seigneur's list of David's works as the
original; four replicas are also mentioned. 34 According to
the artist's grandson Jules, K2046 was painted in Paris in
ISIO for Douglas.3s The Kress canvas was included in
David studies by Saunier, Cantinelli, and Holma.3G In
1945, the portrait was exhibited for the first time, described
by Cooper as a magnificent work by David.37 However,
according to Rosenau, 'The forceful and delicate painting
of the face and the flickering candle, as well as the details of
upholstery, are in marked contrast to the flat and conventional background, especially the clock'. She concluded
'No doubt parts of the painting and composition are by
David, but most of the background and fittings are studio
work as is to be expected of a painting commissioned in
ISIO and finished in IS12'.38 Her points were accepted by
Cooper, who described the canvas as designed and largely
painted by David, with the background filled in by a
pupiJ.39 Ledoux-Lebard dated the Washington painting
ISII.40 SlIida-STtapley {p. 16} suggested that Douglas may
have ordered Napoleon shown at work to provide his
peers with an object lesson in the duties of a king, in unfavorable contrast to the habits of the Prince Regent. Like
several earlier authors, Eillstein (pp. 247-50) believed the
canvas to have been painted in ISI0, although dated ISI2.
He thought that although Napoleon expressed annoyance
that the portrait was painted for the enemy, he probably
was secretly pleased. Eillsteill (pp. 247-S) stressed David's
solid, vigorous execution of the canvas with its attention
to detail, suggesting that the presence of the Plutarch
implied that Napoleon was worthy of inclusion among tIle
Roman author's heroes. Seymollr (pp. 193, 195) listed the
canvas as the original of several repetitions made by the
artist. Hauteca:ur followed the Jules David dating of ISIO
for the commission. He accepted the Kress canvas as the
original, stating that David executed four replicas after it.41
Praz viewed a watercolor of the same subject (Text Fig.
131) as K2046 as 'a variation on the well-known David
portrait (one version of which is now in the National
Gallery, Washington)'. However, the date of IS06 given
by Praz for the watercolor is incorrect as the furniture
shown in ~t was not completed by that date. The watercolor may provide useful information as to the appearance
of the interior and its furnishings, which were completed
toward the middle of IS12.42 The canvas is twice listed as
dating from IS20 by Bazin.43 Honour observed that 'Under
the Empire, the idea of art as education was transformed
into that of art as propaganda, centred on the cult of tIle
Emperor's personality. Even David devoted himself to
magnifying Napoleon. A grand clamour of trumpet fanfares rings through the pictures in which he showed
Napoleon crossing the Alps, crowning Josephine...•
Though more restrained in tone, David's brilliant and
deeply penetrating portrait of Napoleoll ill his Study is
loaded wi tIl similar propagandist overtones.... This noble
portrait speaks less of the Emperor than of the heir to the:
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Revolution. It goes far to explain why David, who had
sworn at the time of Robespierre's fall to trust no more in
men but only in ideas, had succumbed to the personality of
Napoleon from the moment of their first encounter. "O!
My friends, what a beautiful head he has. It is pure, it is
great, it is as beautiful as the Antique. There is a man to
whom altars would have been raised in ancient times", he
told his pupils. "Oui, mes amis! oui, mes chers amis!
Bonaparte est mon heros".'44 Kirstein viewed the canvas
in the Kress collection as 'a coarse version .... The most
characteristic from Napoleon's public (and perhaps private)
taste was David's vision of him in his study (rS12) ....
Here is Bonaparte the Bureaucrat cast as Napoleon the
working Emperor, in habitual uniform, weary but alert,
having slaved the night through •.. a candle gutters over
a still-life of papers, symbolizing plans, //lots d' ordre, treaties,
budgets.... That property candle was used again. On
27 September rSr2, Captain Boniface de Castellane, in the
Kremlin, wrote in his diary describing duties of Napoleon's
valet-de-cllalllbre. "Since we arrived in Moscow the
Emperor makes me put two candles by his window every
evening so that the troops exclaim: 'Look, the Emperor
does not sleep by day or night, he works continually.' " '45
The Kress canvas was found by Nicole Hubert to date
shortly before the example in the collection of Prince
Napoleon, on the basis of the differences between the
inscriptions.46
David often included the work of studio assistants in the
production of his very large commissions - a category to
which this life-size canvas belongs. The head of Napoleon
(Text Fig. r30) is executed in a thicker pigment layer than
the remainder of the canvas, indicating that David may
have worked over this most important area. There is the
possibility that as the master had several requests for this
portrait he may have 'laid it in', leaving tllC bulk of the
execution to his helpers, among them possibly Stapleaux,
and lllany other highly gifted artists. As noted by Rosenau
much of the background is executed in an undistinguished,
summary fashion, in sharp contrast to the highly finished,
definitely Davidian manner of Napoleon himself and the
immediately surrounding props. She reasonably ascribed
to the atelier the portrait's broader, weaker areas. Several
examples of tins composition were made and it is logical
to assume that helpers were employed in their partial
preparation, but it should be remembered tllat David was
not always concerned with meticulous execution in his
autograph works and the recently discovered Suau account
of the manner in which K2046 was painted, seemingly by
the master alone, make the question of studio collaboration
far from clear-cut. Napoleon's words, 'You have understood me, my dear David, the nights I devote to the wellbeing of my subjects and the days I work for their glory',
upon first seeing K2046, as recorded by Thome, recall those
attributed to him on the occasion of his exanlining the
Coronatioll (Paris, Louvre) in David's studio in rSoS: 'It is
good, very good, David, you have understood my
thoughts; you have made me a French knight.'47 The
remark Napoleon is said to have made upon seeing the
painting suggests that he did not pose for it within the
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setting shown in K2046, and had no idea as to the precise
context in which the artist would have him appear. On
another occasion Napoleon asked David why, as Alexander
never sat for Apelles, he should pose for David. 4S Jules
David's statement that Douglas comnlissioned K2046 in
rSro may be due to his confusion of the Kress canvas with
one of a related subject by Robert Lefevre, shown at the
Salon of that year.49 The date may nonetheless prove
significant for this elaborate composition showing the
Emperor in his study at the Tuileries, since Napoleon is
known to have ordered a large number of portraits of
himself (thirteen in all), and the Kress canvas, painted for
Douglas, may follow a portrait comnlissioned from David
by the Emperor himsel£/iO The possibility that Napoleon
first commissioned a now-lost canvas, close in composition
to K2046, in rSro, the year given by Jules David for the
Douglas canvas, cannot be excluded. Stories as to the
Emperor's wrath upon not being able to acquire the canvas
destined for Douglas are scarcely credible. Perhaps
Bonnemaison told Douglas of a now-lost depiction by
David of Napoleon in his study, whereupon the Scottish
nobleman ordered an example for himself, c. ISH. Keenly
aware of the value of art as propaganda, Napoleon gave
innumerable commissions to solidify and commemorate
his role. He identified himself with rulers of the past
in their patronage of art as well as their other activities.
Napoleon's favorite boyhood reading was Plutarch's
Lives oj Great Mell, a copy of which is shown in K2046.
His fellow Corsican, General Paoli, referred to Napoleon
as from Plutarch's days. A contemporary writer called
him a 'new Pericles, enlarging his country, encouraging
knowledge, raising monuments. The warriors call him
Alexander, the philosophers Marcus Aurelius, and the
people, the tutelary genius of France.'51 The canvas reflects
all four roles - the last indicated by the candles on the desk.
Working into the late hours for the common good, the
Emperor saw himself in the great Stoic tradition of
Alexander and Scipio.52
Even in paintings commemorating his victories, such as the
Greuze Napoleoll as First COIISllI (Musee de Versailles) of
I79S and the one by Ingres showing him in a similar role
(rS04, Liege, Musee des Beaux-Arts), Napoleon's philosophical role is suggested in pose and props.53 These aspects
are cunningly indicated in the Kress canvas. In K2046 the
removal of his sword (for comfort as well as symbolism),
the artful combination of the imperial and the informal,
the casual placement of Plutarch's Lives oj Great Mell and
his own Code, all stress the vital fusion of Napoleon as a
master of the active life - the military leader - and contemplative life - the law-giver. In each of his residences,
the Emperor maintained an elaborate study. The maps he
so zealously studied are on and about the desk, kept in its
drawers and in an adjacent chamber, seen to the upper left
of K2046. When asked about tile exhaustion entailed by his
extensive and extensively publicized labors (from the
beginning of his career, he advocated working into the late
hours), Napoleon is supposed to have said, 'When I wish
to put any matter out of my mind, I close its drawer and
open the drawer belonging to another. The contents of the
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drawers never get confused, and they never worry or
weary me. Do I want to sleep? I close all the drawers and
then I am asleep.'M David no doubt included the thronelike chair from the Emperor's Gralld Cabillet to stress
Napoleon's imperial standing, otherwise not obviously
demonstrable in the private, relatively informal Cabinet de
Travail. The painter did not follow in detail the designs he
himself provided for the Gralld Cabinet chair, which was
delivered on I I July 1812. David presented a free reconstruction of what he supposed to have been the completed
interior of the Cabillet de Travail. 55 The green, wave-like
carpeting may refer to the imperial dominion over the seas.
The caducells and eagle motifs on the pilaster probably
symbolize the Emperor as recipient of divine knowledge.
That the master could not consult, or did not feel obliged
to reproduce with total accuracy, the furnishings of the
Cabillet de Travail is suggested by his representation of the
desk, which agrees in detail with neither the inventories nor
surviving related examples at Fontainebleau and Windsor
CastIe. Studies traditionally included portraits of the great
men of classical Antiquity. Napoleon is known to have had
busts of Hannibal, Caesar, Scipio and Frederick the Great
in his several Cabinets de Travail. However, the Kress
canvas excludes all imperial images from the study save the
supreme leader - Napoleon himself.
To create the elaborate imagery of the Napoleoll, David
worked as peintre-pililosopile, a role stressed by the artist
himself at the time of tIle Republic, propagating virtue. 56
In its conception as an official record, the Napoleoll ill his
Study recalls the art of the seventeenth century, such as
Velazquez's Las Metlitlas (Madrid, Prado) and Carreno's
Carlos II (Berlin, Staatliche Museen), but the Spanish works
include mirrors or other devices to 'explain' the artist's
presence or the realization of the image. In the eighteen tIl
century, democratic tendencies in England and America
led to representation of leaders in a less formal fashionmost notable are the works of Copley and Stuartemphasizing their role as servants of the people. David was
interested in the art of history painting in these countries
(one of his pupils came from Stuart), and may have been
inspired by the new, studied informality of their approach
to portraiture. Should tIle composition prove to stem from
Douglas's commission, such an Anglo-American influence
would be all the more likely. The image of the enlightened
ruler, soldier and judge as used in K2046 is a traditional one,
going back to classical statues ofphilosophers and statesmen.
The attributes ofleadership, tIle throne, the study-chamber
derive from such works as Philippe de Champaigne's Omer
Taloll (K 1837), many portraits by Raphael, and other works
starting in tIle later fifteentIl century. The novel aspect of
K2046 is its exclusion of the artist's presence. It is as though
Napoleon were looking in a mirror in his study, in a
moment of self-conscious reflection, his image perpetuated
in paint. Full-length mirrors Were especially popular in the
Napoleonic era and known as'psyche glasses - mirrors of tIle
soul. Jacob, who executed David's designs for the chair in
K2046, also manufactured such mirrors, one of which may
have been used as a picture frame for a portrait by Robert
Lefevre of the Emperor's sister Pauline.57 David's canvas

may itself be meant to be understood as a mirror, the sole
witness to an intimate moment when the Emperor, working until dawn for the commonweal, is about to leave his
study for a few hours of richly deserved rest.

Provellatlce: Painted for the Marquis of Douglas (Alexander,
10th Duke of Hamilton, 1767-1852), Hamilton Palace
(near Glasgow), Lanarkshire. K2046 or another version
seems to have been exhibited in London in 1814, where it
was seen by the Duchess of Devonshire.58 Sold London,
Christie's, 8 July 1882 (Hamilton Palace Collection Sale),
p. 145, Cat. No. lI08, bought by dealer F. Davies. Archibald Philip, 5th Earl of Rosebery (1847-1929). Albert
Edward, 6th Earl ofRosebery, London (b. 1882), exhibited
- London, Tate Gallery, 1948, and Manchester, City Art
Gallery, 1949, David, p. 26, Cat. No. 23. New York,
Wildenstein and Co. 1951. Kress acquisition 1954, exhibited - Paris, Musee de I'Orangerie, De David TOI/{ouseLalltrec, 1955, Cat. No. 17.
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Referellces: (I) In most respects, tIle blue, white and red
uniform worn by the Emperor conforms to that of the
Grenadiers of the Imperial Guard. However, he has
adopted the distinctive revers (white buttoned-on facings
with gold buttons at the front of the coat) of the Chasseurs
of the Imperial Guard. The gold ornament on the back of
his coat skirt is too indistinct for one to determine whether
it belonged to the Grenadiers or Chasseurs. Information
concerning uniform from Mrs. John N. Brown (letter of
29/m/56, National Gallery Archive, Washington). (2) See
Serge Grandjean, 'Napoleon, ses epees et son gout pour l'
orfevrerie', Le mbatl rOl/ge, Dec. 1960; and Nicole Hubert,
Napoleoll, Grand Palais, Paris, 1969, Cat. Nos. 371, 437.
Pierre Suau's (a student of David) description of K2046 in
1812 identified the object as a tabatiere. See Paul Mesple,
'David et ses eleves toulousains', Archives de l' art franfais,
n.s., XXIV, 1969, pp. 91-102, esp. p. 100. (3) For these
Orders see Paris, Musee National de la Legion d'Honneur
et des Ordres de Cheval erie, Expositioll Napoleo/l et la
Legioll d'Hotllleur, 20 Mar.-20 June 1968. (4) The chair is
described by Hector Lefuel, F. H. G. Jacob-Desl1Ialter, Paris,
1929, p. 429. See also R. G. and C. Ledoux-Lebard, 'La
Decoration et Ie Meublement du Grand Cabinet de
Napoleon Ier aux Tuileries', Bulletill de la Societe de
I'Histoire de I'Art Frallfais, 1941-44, pp. 223, 230-1. David's
upholstery design, rendered for tapestry production by
Dubois in 18u, is in Paris, Mobilier National (inv. 255-1).
Another, by the artist's own hand, is at Malmaison.
Exhibited Napoleoll, Grand Palais, Paris, 1969, p. 98, Cat.
No. 287a. For further bibliography on the Gralld Cabinet,
see ibid., p. 98, Cat. No. 287. (5) This chair corresponds
with one listed in tIle 1809-10 inventory of Napoleon's
Cabillet de Travail at tIle Tuileries, Inv. No. 767. See
Ledoux-Lebard, 'L'Inventaire des appartements de I'Empereur Napoleon Ier aux Tuileries', Bulletiu de la Societe de
['Histoire de I'Art Fraufais, 1952-53, pp. 186-204; Inv. No.
767 is p. 194. (6) Identified as such in Napoteoll, Grand
Palais, Paris, 1969. Cat. No. 158. (7) A similar portfolio, in
red leather, is in the Musees Nationaux. Versailles. See
ibid., p. 145, Cat. and fig. No. 395. (8) Mcsple, op. cit.
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Note 2, p. 100. (9) Douglas Cooper identified the map as
of Mons ('The David Exhibition at the Tate Gallery',
Burlillgton Magazille, XCI, 1949, pp. 21-2). This seems
unlikely as the battle fought near Mons in 1792 did not
involve Napoleon. (10) According to Winthrop Edey, the
clock looks like those by Balthazar Lieutaud, dating from
the time of Louis XVI. The watercolor Napoleon ill lzis
Study at the Tllileries (ex colI. Finaly (Text Fig. 131)}
includes a clock somewhat similar in style to the one in
K2046, but far shorter. Neither does it correspond to tlle
inventory entries. For Lieutaud, see the case for the
regulateur clock and barometer reproduced by F. J. B.
Watson, Wallace Collectioll Catalogues, FI/miture, London,
1956, Cat. No. F271, pI. 49. The Louis XVI date is also
indicated by the prominence of fleurs-de-Iys on the clock
face. This emblem was not generally used by Napoleon.
However, David may have 'converted' a barometer by
Moussy, known to have been in the Cabillet de Travail, into
a clock (Ledoux-Lebard, 1952, op. cit. Note 5, p. 195, Inv.
No. 787). The clock listed in the 1809-10 inventory of the
Cabinet, no. 779, is a hanging clock completely unrelated
to that in K2046. The clock in the Isabey is shorter than the
one in K2046. Some indication of the appearance of the
barometer may also be given in the watercolor, but there
too the object seems to be a clock. Mme. Hubert, on the
basis of a barometer from the Grand Trianon by F.-H.-G.
Jacob-Desmalter, suggested that he also made the clock in
K2046. (II) Ledoux-Lebard, 1952, op. cit. Note 5 above,
p. 193, no. 764 and p. 192, n. 1. The desk is a mahogany
bureau lIIecallique. Mario Praz (All Illllstrated History oj
Furnishillg, New York, 1964, p. 189, fig. 156) dated the
watercolor c. 1806. A similar desk is shown in a portrait
of Napoleon's officer, de Cretet, by Ansiaux (Musee de
Versailles), exhibited at the Salon of 1810. Reproduced by
Georges Wildenstein, 'Table des portraits exposes a Paris
au Salon entre 1800 et 1826', Gazette des Beallx-Arts, 6th
ser., LXVI, 1963, pp. 9-60, p. 23, fig. 10. (12) Reproduced
on pI. 3I of Clifford Musgrave, The Royal Pavilioll, all
Episode ill the Romalltic, London, 1959, as by George Jacob,
oak veneered with pollard elm (p. II3). (I3) For the
Besanc;on drawing, see Jean Mistler, 'Vingt ans qui ont
marque Ie monde', Plaisir de Frallce, 1969, xxxv, no. 364.
pp. 6-II, esp. p. 8. (I4) Reproduced by Karl Werkmeister,
Das lIeultzell1lte Jallrll11l1dert ill Bildltissen, Berlin, 1900, no.
391. Small painted copies after the engraving are in the
collections of Mario Praz (Rome) and Mrs. D. Martin
(Guernsey, Channel Islands). (IS) The same reasons may
have motivated Charles, 8th Baron Kinnaird (1780-1826) to
commissionEmile-Jean-Horace V ernet' s Nap 0leoll (London,
National Gallery, no. 1285) and two other portraits of the
Emperor between 1815-16, during the Hundred Days. See
Armand Dayot, Les Vertlet, Paris, 1898, p. 195. According
to Napoit!on, Grand Palais, Paris, 1969, Cat. No. 158,
K2046 was commissioned while Douglas was resident in
Rome in 1810. However, in view of the Suau correspondence (see ilyra) this is impossible. (16) Examples in the
Thorvaldsen Museum, Copenhagen, and at Fontainebleau.
Hamilton Palace Sale (see Provellallce), p. 74, Cat. No. 542
and p. 181, Cat. No. 1484. See also P. Fleuriot de Langle,
La Pall lilla, Sirllr de I'Emperellr, Paris, 1946, pp. 269-70. For
24
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Hamilton's biography, see his obituary in the Gelltlemall's
Magazine, London, Oct. 1852, pp. 424-5. He also owned a
miniature of Napoleon as First Consul (Cat. No. 1484).
(I7) Jacques Louis Jules David, Le Peintre Louis David,
1748-1825, Paris, 1880, pp. 487, 647. The disparity between
that date and the inscription of 1812 on K2046 was explained by Cooper (op. cit. Note 9, p. 2I) as due to the
artist's retaining the original in his atelier until 1812 so that
the several replicas known to have been painted could be
prepared. In 1876, Hamilton's payment for K2046 was
listed as 25,000 francs. (Louis Etienne Dussieux, Les Artistes
jrallfais Ntrallger, Paris, 1876, 3rd ed., pp. 288, 322).
(18) Mesple, op. cit. Note 2 above, published the Suau correspondence. I am grateful to Mme. Hubert for alerting me
to this publication. The patron was first given by Suau in
the letter of 4 Feb. (19) Jacques-Louis Jules David, Notice
sur Ie Marat de LOllis David, Paris, 1867, 'Notes de L. David
sur ses ouvrages' appended to p. 37, Cat. No. 50. K2046
is Cat. No. 49. No indication of the 1867 ownership of this
copy is given. (20) Notes de David; Notice sllr la vie et les
ol/vrages de M. J.-L. David, Paris, 1824, p. 72. This information was repeated by P. A. Coupin, Essai sl/r J. L. David,
Paris, 1827, p. 56. The copy supposedly kept by David was
probably that used as the basis for Stapleaux's drawing.
(2I) 'David ell fit quatre copies, dOllt l'lIl1e, apres etre restee
10llg-temps dalls SOli cabillet, est develllle la propriete de M.
Hllybens, Paris.' A[ntoine] Th[ome de Gamond], Vie de
David, Paris, 1826, p. 128, and also p. 164. (22) Miette de
Villars, Memoires de David, peintre et depllte la COllvention,
Paris, 1850, pp. 219-20. (23) J. L. Jules David, op. cit.
Note 17 above, pp. 487, 647. (24) Napoit!on, Grand Palais,
Paris, 1969, Cat. No. 158. The canvas measures 2'05 X
1'28 m. It was in the private collection of Napoleon III,
and hung in the Salle des Marechaux (Tuileries) during the
Second Empire, returned to the Empress Eugenie in 1880
and was given by her to the Princess Mathilde, who in
tum presented the canvas to her brother Prince Napoleon.
Mme. Hubert appeared to identify the Prince Napoleon
painting with that copy described by Jules David as having
been taken by the artist to Brussels (see above). From a
MS. note to the Cantinelli David monograph in his
possession, Ellis Waterhouse informed the present writer
that he had found 'the replica signedfaciebat L. David 1812
was sold for 3,625 frs. as Lot 20 of an anonymous sale
(with the Faccioli collection) in Paris 5 March 1857' {letter
of 7/v/68, Kress ArclUve}. {2S} Ferdinand Boyer, 'Le Musee
Napoleonien de Rome', Gazette des Beal/x-Arts, 6th ser.,
1II, 1930, pp. 257-68, esp. p. 260, n. 2. Another copy, an
oil sketch, was {according to Boyer}, painted by David's
pupil Moina de Savigny, Duchesse de Dalmatie {Rome,
Museo Napoleonico}, while the master executed the original
canvas (ibid.; and Boyer, 'Les CEuvres des artistes franc;ais au
Musee Napoleonien de Rome', BlIlletin de la Societe de
l'Histoire de l'Art Frallfais, 1929, pp. 97-105, esp. p. 100).
Another copy is in the collection of Marietta College
(Ohio), and was painted by Kribbey {?}. Both are presumably small. The theme was adapted by Horace Vernet
for his portrait of the Marechal Gouvion de Saint-Cyr.
working late into the night during the Russian campaign
(now Musee de Versailles; Salon of 1824). (26) Cooper.
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op. cit. Note 9 above, p. 22. He gave no sources for his
information. If such a copy were made for the Emperor and
then returned to the artist, it could still have been the same
painting taken by David to Brussels and used as basis for
the graphic reproductions. It may have been this rather
than the Douglas painting that was seen in England by
the Duchess of Devonshire. (27) P. Dax, 'Chronique',
L'Artiste. {28} J. L. Jules David, op. cit. Note 19 above,
appendix entitled 'Notes de L. David sur ses ouvrages',
p. 37, Cat. No. 49. {29} Anonymous, Notice sur la vie et les
ollvrages de M. J.-L. David, Paris, IS24. {30} A [ntoine]
Throme de Gamond], op. cit. Note 21 above, pp. 127-S,
and p. 164, where David's own replica of K2046 is also
recorded. The portrait was referred to in the Athelleutll alld
Ladies Weekly Gazette of IS26 (I, no. IS, p. 6, 4 Oct.) and
included in the monograph by P.-A. Coupin, Essai sllr
David, Paris, IS27, p. 56. {31} Alexandre Lenoir, 'David,
Souvenirs historiques', Joumal de I'Illstitllt Historique, III,
IS35 (Aug.), p. 10. K2046 was included in E.-F.-A. Mid's
entry for David inL'Etlcycloptfdie des gms dll mOllde, IS33-44,
VII, p. 5S!. Lenoir referred to the portrait once again as
among the artist's finest portraits in an unpublished study,
'Etude inedite sur David', in his 'Traite philosophique des
arts', III, p. 93, manuscript in the collection of Daniel
Wildenstein, to whom I am indebted for a photocopy of
this page. (32) Gustav Friedrich Waagen, Treasures oj Art
ill Great Britaill, III, IS54, p. 29S. (33) E.-J. Delecluze, LOllis
David, SOli ecole et SOli temps, Paris, IS55, pp. 346-7. (34)
J. du Seigneur, 'Appendice ala notice de P. Chaussard sur
David', Revue Ulliverselle des Arts, XVIII, I S64, p. 365. (35)
J. L. Jules David, op. cit. Note 17 above, p. 4S7; Cat. on
p. 647. Describing David's evenings in Brussels (p. 566),
Jules said that the painter's salon was adorned with
NapolColl all St.-Bemard and Napoleoll dalls SOll cabillet, and
that David prepared reproductive drawings after these
paintings in black crayon for his publisher. Jules did not
notice the differences between the Douglas canvas and the
replicas. {36} Charles Saunier, Louis David, biographie
critique, Paris, 1903, p. lOS. R. Cantinelli, Louis David, Paris
and Brussels, 1930, p. 112, Cat. No. 123. Klaus Holma,
David, SOll evolutioll et SOli style, Paris, 1940, p. 12S, Cat.
No. 129. Holma gave the date ISIO for K2046. The
portraits mentioned by him in conjunction with the Kress
canvas do not relate to it. (37) Cooper, op. cit. Note 9
above, pp. 21-2. (38) Helen Rosenau, 'Letters - Jacques
Louis David', Burlillgtoll Magazille, XCI, 1949, pp. 113-14.
(39) Douglas Cooper, 'Letters - Jacques Louis David',
Burliugtoll Magaziue, XCI, 1949, p. 175. (40) LedouxLebard, 1952, op. cit. Note 5 above, p. 192, n. I. (41) Louis
Hautecoeur, Louis David, Paris, 1954, p. 200. {42} Praz,
op. cit. Note II above, p. IS9. (43) Germain Bazin, Killdlers,
II, pp. S37-44, esp. pp. S43, S44. Perhaps Bazin based this
date on a drawing dated IS21 in the Musee Napoleonien,
after the composition. The drawing is referred to by Boyer,
op. cit. Note 25, p. 100. (44) Hugh Honour, Neo-classicism,
Harmondsworth, 1965, pp. 175, 179. (45) Lincoln Kirstein,
Introduction, The Taste oj Napoleoll, Neison Gallery alld
Atkills Museum Bulletin, IV, no. 10, 2 Oct.-16 Dec. 1969,
p. 2!. (46) Hubert, Napoleon, Grand Palais, Paris, 1969,
Cat. No. 15S. (47) Ibid., p. 121. (48) Quoted by Thome,

op. cit. Note 21, pp. 110-11. (49) The Lefevre Napoleotl leT
deb out devant u/le table avec un Pllltarque (Musee de Versailles),
although painted in IS06, was shown at the Salon of ISI0.
See Georges Wildenstein, 'Table des portraits exposes a
Paris au Salon entre IS00 et IS26', Gazette des Beaux-Arts,
LXVI, 6th ser., 1963, pp. 9-60, p. 24, fig. II. Reference
courtesy of Robert Rosenblum. (50) For the commissions
of IS10, see Francrois Benoist, L'Art Frallfais sous la Revolutioll et I'Empire, Paris, IS97, p. 164. A related compositional
approach is seen in some of the sixteen portraits of
Napoleon's highest officers, ordered in IS06. One of these,
portraying Caulaincourt, was painted by Bonnemaison,
the intermediary for David's commission for K2046. The
4,000 franc fee for each of these large portraits was considered a very high price, yet Napoleon supposedly offered
David 30,000 francs for the Kress canvas. The series was
exhibited at the Tuileries, the future setting for the
Napoleoll ill his Study before it was sent to Compicgne in
IS0S. See Charles-Otto Zieseniss, 'Les portraits des ministres
et des grands officiers de la couronne', Archives de I'art
jrallfais, n.s., pp. 133-5S. (51) Louis Pierre Baltard, Paris et
ses Mo/wme/lts, Paris, IS03, text on frontispiece. (52) For
Napoleon and the Stoic tradition, see Walter Friedlander,
'Napoleon as "Roi Thaumaturge" ',Jollmal ojthe Warburg
and Courtauld Institutes, IV, 1941, pp. 139-42. (53) The
Greuze is reproduced in Killdlers, II, p. 761, and the Ingres
in R. Rosenblum, Illgres, New York, 1967, p. 61. (54) Emil
Ludwig, Napoleoll, trans. by Eden and Cedar Paul, New
York, 1926, p. 277. (55) For the very considerable license
exercised by David in his supposedly documentary paintings, see Georges de Batz, 'History, Truth, and Art', Art
Quarterly, VIII, 1945, pp. 24S-60 (56) See James A. Leith,
The Idea ojArt as Propagallda in Frallce, 1750-1799, Toronto,
1965, pp. 116 if. See also D. L. Dowd, Pageallt Master oj
the Frelldl Revolution: Jacques-Louis David alld the Frellch
Revolution, Lincoln, Nebraska, 1945. (57) Reproduced by
Mario Praz, 011 Classicism, London, 1969, pI. 55. In a
drawing of the Empress Josephine by Isabey (Louvre
RF 3S29, Cabinet des Dessins), such a mirror occupies a
major section. (58) See Note 22 above. Fanny Burney seeing K2046 in David's Parisian studio in IS12 recognized its
propagandistic intent.

JACQUES-LOUIS DAVID
K 2004 :

Figure

330

MADAME DAVID. Washington, D.C., National Gallery
of Art (1373), since 1956. Oil on canvas with thick preparatory layer of gesso and oil. 2Si X23i in. (72'9 X
59'4 cm.). Original frame. Inscribed at lower left: L. David
1813. Sticker on back: showlI at Bemheilll-Jetltle 1949 Cat.
# 13. 1950 Galerie Charpentier 'Portraits de Fell/Illes'. Minor
losses along bottom. Relined, cleaned and restored by
Modestini in 1955. Generally well preserved.
Suida-Sltapley, p. 6S, Cat. No. 23.
The sitter (m:e Marguerite-Charlotte Pecoul, 1765-IS26),
is shown at the age offorty-eight, her body turned slightly
to tlle left, seated on a mahogany armchair upholstered in
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mustard-colored velvet, against a neutral background.
She wears white ostrich plumes and lace fastened to a
bandeau in her curly hair. Her arms arc folded in her lap;
a long red partly embroidered cashmere shawl with a
border is draped around her left arm and goes behind her
back over the left arm of the chair. She wears a white satin
dress with short, puffed sleeves and a rectangular decollete,
with an Empire waist. This 'classical' style was adopted by
the Empress Josephine in 1803 and so much admired by
Napoleon that he decreGd it remain the prescribed court
attire. The dress may well be one worn by Mme. David
at court.
The sitter was the sister of a friend of David whom the
artist met in Rome. Their father, Charles-Pierre Pecoul,
was a prosperous contractor to the crown (Entrepreneur des
B$timents du Roi). David met his future wife when he
returned to Paris in 1781. They were married on 16 May
1782, when he was thirty-four and she seventeen. Their
first son was born in 1783 and a second in 1784; twin
daughters were born in 1787. Mme. David conformed
with her husband's Revolutionary principles by contributing her jewels to the Bureau de I'Assemblce COIlstitl/allte. However, her father was a staunch royalist, and
when David voted for Louis XVI's execution, Mme. David
and their daughters returned to her father's home at St.Ouen. Following Pecoul's death, Mme. David went back
to Paris and worked to free David, who had been imprisoned after the fall of Robespierre (1794). She followed
her husband into exile to Brussels, dying there on 9 May
1826, a year after David's death.
The portrait was engraved by Leopold Robert, and published as showing Louise-Marie-Adelaide de Penthicvre,
Duchesse Douairicre d'Orleans.1 A reproductive etching
was made by Jacques-Louis Jules David (David's grandson).2 The portrait was first published by Thome in 1826.3
Jules David mentioned K2004 in his catalogue.4 It was
characterized as belonging to David's realistic phase by
Pauli.5 Holma found the canvas less supple than the one
David prepared of his daughters in the preceding year. 6
The artist's unsparing realism in this rendering of his wife
was noted by Hautecoeur, who pointed out that the painter
also executed a self-portrait (owned by Vicomtesse Fleury)
at about the same time. 7 K2004 was cited by Eillsteill
(p. 246) as a fine example of the new bourgeois art, far
removed from the caprices of the eighteenth century. 8
David's portrait of his wife combines a generalized High
Renaissance elegance with meticulous realism.

Provetlatlce: Jacques-Louis David. Baro~e Claude-Marie
Meunier (David's daughter Emilie), Calais, exhibitedParis, Bazar BOlllle Nouvelle, Expositiotl all profit de
l' association des artistes, 1845, Cat. No. I I. Mme. Marius
Bianchi (David's great grand-daughter), exhibited - Paris,
Palais des Beaux-Arts, David et ses cleves, 1913, p. 24, Cat.
No. 55. Copenhagen, Royal Museum, Art jratlfais du XIXe
siecie, 1914, p. 26, Cat. No. 65. Comtesse Joacllim Murat
(Mme. Bianchi's daughter), by 1930. 9 Paris, Cailleux
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Collection, exhibited - Paris, Musee de I'Orangerie, David,
1948, pp. 96-7, Cat. No. 68. London, Tate Gallery, David,
1948, p. 28, Cat. No. 27; also shown in Manchester, City
Art Gallery, 1949. Paris, Galerie Bernheim-Jeune, Les
magiciells de la peitltllre, 28 MaY-9 July 1949, Cat. No. 13.
Paris, Galerie Charpentier, Cellt Portraits de Femmes, 1950,
Cat. No. 25. Paris, Galerie Bernheim-Jeune, Peitltres de
Portraits, 17 MaY-28 June 1952, Cat. No. 16. Hamburg,
Kunsthalle, Meistenverke der jrallzosiscltell Malerei VOIl
POl/ssitl bis lllgres, 25 Oct.-14 Dec. 1952, p. 18, Cat. No. 14;
also shown in Munich, Alte Pinakothek, 29 Dec. 1952IS Feb. 1953. New York, M. Knoedler and Co. Kress
acquisition 1954.

Referellces: (I) Cited by Jacques-Louis Jules David, Le
Peilltre Louis David, Paris, 1880, p. 648. (2) See ibid. (3)
A. Th[ome de Gamond], Vie de David, Paris, 1826, p. 166.
(4) J.-L. Jules David, op. cit., pp. 487, 64 8. (5) Gustav Pauli,
'David im Petit Palais', Kutlst IlIId Kiitlstler, XI, 1913, pp.
541-50, esp. p. 543. (6) Klaus Holma, David: son evoilltioll
et SOli style, Paris, 1940, p. 90, p. 129, Cat. No. 138.
(7) Louis Hautecoeur, Louis David, Paris, 1954, p. 230. A
second portrait of Mme. David was painted in 1818,
according to Hautecoeur, who listed it as in the collection
of the Vicomtesse Fleury (p. 265). (8) The portrait was also
included in the following: P.-A. Coupin, 'Essai sur J.-L.
David, Peintre d'histoire', Revue Etlciclopediqlle, 1827,
p. 56. Leon Rosenthal, David, Paris, 19°5, p. 166. Peilltres
lllllstres series (ed. Henri Roujon) no. 41, David, Paris,
c.1912, pp. 69, 80. Raimond Regamey, 'David', L'Art
Vivallt, IS Dec. 1925, p. 6. Jorge Romero Brest, JacqllesLouis David, Buenos Aires, 1943, p. 23. Andre Maurois,
David, Paris, n.d., Cat. No. II (discussed with the 1784
portrait of Mme. David's mother, Mme. Pccoul (Paris,
Louvre). Douglas Cooper, 'Jacques-Louis David: A BiCentenary Exhibition', Burlillgtoll Magazille, XC, 1948,
pp. 277-80, esp. p. 278. (9) Richard Cantinelli, JacquesLOllis David, Paris, 1930, p. II3.

FRAN<;OIS-ANDRE VINCENT
The artist was the son of the Geneva-born miniature
painter Franrrois-Elie Vincent, who had moved to Paris by
1745, becoming a professor at the Academie de St.-Luc.
Franrrois-Andrc Vincent was born in Paris on 30 December
1746. He first worked in a bank; it was his friendship with
the highly successful portrait painter Alexander Roslin that
enabled him to leave his commercial apprenticeship to
study with Vien. In 1765 Vincent entered the Ecole des
Eleves Proteges and three years later won the Grand-Prixdc-Rome with his canvas showing Gerlllallicus Harallguillg
his Troops. Vincent stayed in Rome between 1771 and
1775.1 He was a friend of Fragonard - they may even have
worked in collaboration - and Bergeret de Grancourt.
He died in 1816. Judging by the subject matter of his
Salon entries and the style of KI663, Vincent participated
in the revival of the art of Vclazquez. Little known today,
Vincent was a prominent figure in tlle art world of his
time.
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FRAN90IS-ANDRE VINCENT
K 1663 : Figure 326
PORTRAIT OF A YOUNG ECCLESIASTIC. New York,
Mrs. Rush H. Kress. Oil on canvas. 20 XI6i in. (50'9 X
42 em.). Formerly inscribed on background above the
right shoulder: F.A Villcent 1771.2 Inscription was probably
removed sometime between 2 and 23 December 1908; it
was no longer visible by 1910. Minor restoration since
acquisition by Modestini.
A young ecclesiastic is shown in bust length, the left
shoulder nearer the picture plane. His head is turned
slightly to the right, his lips parted. He wears a gray
skullcap, a high black clerical collar with a white border
and a dark grayish cassock-like robe, seemingly with a
hood at the back. He is shown against a gray-green background.
The portrait may have been one of two studies exhibited
by Vincent in the Salon of 1777, listed as 'Deux tetes
d'etudes'.3 According to Mayer the Kress canvas stemmed
from Velazquez's Madrid period between 1623 and 1629.
Mayer inclined towards a dating of 1625-26, suggesting
that the sitter may have been a friend of the artist, possibly
from his native city; he found a certain Andalusian wit
present in the characterization of the sitter.4 Beruete placed
KI663 in the last years ofVeIazquez's residence in his native
Seville or the first years in Madrid, 1620-24. He found
every aspect of the portrait to be consistent with the
master's earliest style.5 Von Loga suggested that KI663
was painted in 1623 and might represent the Seigneur
Chambellan de Cortina, Don Juan de Fonseca y Figueroa. s
The last publication to refer to the Kress canvas as by
Velazqucz was an anonymous monograph published in
1914 which repeated Von Loga's dating. 7 In 1928
Wildenstein published the album of watercolors prepared
by Vincent after his completed canvases in order to
document his oeuvre, and noted that KI663 corresponded
to one prepared by Vincent in Volume II, folio 7 of his
Liber Veritatis. (Text Fig. 105).8 No;ing that Mayer omitted
KI663 from his Velazquez monograph of 1936, Soria
suggested on the basis of portrait drawings traditionally
attributed to Esteban March (died in 1660 at an advanced
age) that the Kress painting was by that master, executed
in the early 1640s. He found that March, in the Ecclesiastic,
'approaches Frans Hals portraits in immediacy, in directness, and in ability to capture the fleeting, momentary
expression of the sitter's spirit.'o After finding the correspondence between KI663 and the drawing by Vincent,
Wildenstein discovered a photograph taken soon after
2 December 1908 at Rouen by the photographer Paul
Leniept (shortly before the canvas was acquired by the
Marquis de la Vega-Inclan on 23 December 1908), on
which Vincent's signature and the date 1777 were still
visible, defmitively documenting the authorship of K1663
as by Vincent. 10
The Kress canvas suggests the revival of Baroque painting
in French art of the later eighteenth century. In addition to

Vincent's interest in Velazquez and Hals, it might be noted
that KI663 indicates the long standing academic concern
with physiognomy. The sitter may represent a member of
a religious order (possibly Italian). However, the portrait
could well belong to the later eighteenth-century vogue
for imaginative portraiture which places the sitter in
fanciful attire, as best known from Gainsborough and
Fragonard's many ventures in that genre.

Provenance: Jose Canaveral, Seville (last third of 19th
century).l1 Anonymous Sale, Hotel Drouot, Paris, 21 Nov.
1908, Cat. No. 121, as 'Portrait d'homme' by F. A.
Vincent.12 Marquis de la Vega-Inclan, Madrid. (Bought in
Paris on 23 Dec. 1908).13 New York, Ehrich Galleries, 1911.
Henry E. Huntington, San Marino, California, bought in
1911 as by Velazquez. New York, Duveen and Co. Kress
acquisition 1949.
Referellces: (I) CEllvres Romaines de Frallfois-Andre Vil/cellt,
essai de Liber Veritatis retrollve et pllblie par Georges
Wi/denstein, Paris, 1928. (2) Sec Georges Wildenstein, 'Dc
Velasquez a Vincent', Gazette des Beallx-Arts, 6th ser.,
XLVIII, Oct. 1956, pp. 25-30, esp. p. 29. See also the resume
ofWildenstcin's article, 'Un cuadro atribuldo a Velazquez
firmado por Vincent', Goya, no. 14, 1956, p. 132. A
reproduction of KI663 with the original inscription is
given by Wildenstein in fig. 2. (3) Wildenstcin, 1956, 0p.
cit., p. 29. (4) August Liebmann Mayer, 'Ein unbekanntes
Jugendwerk des Velasquez', Der Cicerone, II, July-Dec.
1910, p. 672. He restated this view in his Die Sevillaner
Malerscllllle, Leipzig, 1911, p. 168. Also in the Americal/ Art
News, 7 Mar. 1914, p. I. (5) Aureliano de Beruete, 'Portrait
of an Ecclesiastic by Diego Velasquez in the Collection of
the Marques de la Vega-Inclan', Bllrlillgtoll Magazine,
XVIII, 1911, pp. 284-9. (6) Valerian von Loga, 'Zur
Zeitbestimmung einiger Werke des Velasquez', Jahrbllch
der prellssischeu KlIllstsaml1llllllgen, XXXIV, 1913, p. 284. (7)
Velasqllez, [' crllvre dll maItre, Stuttgart-Paris, 1914, p. 23.
(8) Wildenstein, 1928, op. cit. Note I, pp. 7-8. (9) Martin
S. Soria, 'Esteban March, Baroque Battle and Portrait
Painter', Art Bulletill, XXVII, 1945, pp. 109-23, esp. pp. 109,
116-19. (10) Wildenstein, 1956, op. cit. Note 2, p. 29.
(II) Beruete, op. cit. Note 5 above, pp. 284, 289. (12)
Wildenstein, 1956, loc. cit. (13) Ibid.
till

ELISABETH LOUISE VIGEELEBRUN
Elisabeth Louise Yigee-Lebrun was born in Paris in 1755
and died in Louveciennes in 1842.1 She was the daughter
of the pastel painter Louis Vigee. Her early training came
from her father and his friend Greuze, as well as from
Gabriel-Frant;ois Doyen and Joseph Vernet. At fifteen, she
was already known as a painter and at nineteen became a
member of the Academy of St. Luke. In 1776, she married
Pierre Lebrun, the well-known picture dealer. Summoned
to Versailles to paint Marie-Antoinette in 1779, she soon
became her friend and confidante and was awarded the
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titIe 'Painter to tIle Queen'. In 1783, Vigec-Lebrun, a
prolific painter, was admitted to We Academie Royale and
in a short time found herself tIle favorite portraitist to we
aristocracy for her conventional yet fresh, flattering
characterizations. At tIle outbreak of the Revolution in
1789 she fled to Italy and for tIle next twelve years wandered
from one European capital to another, distinguishing herself at the courts of Vienna, Prague, Dresden, and Berlin,
where she was elected to the Academy. From 1795 to 1800
she lived at the Court of St. Petersburg. In 1802 she was
granted permission to return to France, but, unable to
adjust to tIle social upheaval of Napoleonic society, she
left for England and then Switzerland, where she became
a close friend of Mme. de Stacl. She returned to France
again in 1809 and established permanent residence at
Louveciennes, where her Salon became a center for writers
and artists. Her memoirs, published in 1835, provide
fascinating insight into tIle social climate and the
personalities of her illustrious sitters.

Referellce: (1) Pierre de Nolhac, Madame Vigee-Lebrtm,
Paris, 1905; William Henry Helm, Vigee-Lebrllll, 17551842: Her Life, Works and Frielldships, London, 1916; Louis
Hautecoeur, Madame Vigee-Lebmll, Paris, 1917; Memoirs
ofMadame Vigee-Lebmll, trans. Lionel Strachey, New York,
190 3.

K

1394 : Figure 32 8

PORTRAIT OF A LADY. Washington, D.C., National
Gallery of Art (788), since 1946. Oil on linden panel wiw
four vertical joins and an additional join along We bottom.
421' x32i in. (107 X83 em.). Scratched into the dry pigment
at upper right: Md. Le Bmll 1789.1 Cradled, cleaned and
restored by Pichetto in 1945-46.
Washillgton, D.C., 1945, p. 166 as 'La Marquise de
Laborde'. Reproduced in color: Caims alld Walker, 1952,
p. 129·
A pensive woman in picturesque attire is seated on a divan
upholstered in green; she rests her right arm on a pillow
placed on the arm of the divan. Her hair is partially
braided, wrapped around an elaborate white veil-like
headdress, probably of Indian silk gauze, wiw a woven
gold border. Her earrings are pendants. The sitter's simple
blouse is of white chiffon; We skirt has a pattern of small
embroidered gold circles. She also wears a little jacket
fastened by a single button wiw owers below. Such garb,
sometimes known as la Creole, was fashionable in the
1780s following tIle more stiff, boned, hooped or looped
gowns of the 1770s. The sitter's attire may have been
freely adapted from that worn by women in Eastern
Europe and Asia Minor. The wide belt is fastened wiw a
Wedgwood plaquette showing a maiden seated under a
tree, which is mounted in a Boulton and Watt cut steel
buckle. The subject of the cameo is 'Poor Maria'; Maria
was a deranged peasant girl from Laurence Sterne's
popular novel, A Selltimelltal joumey (first published in
1768).2 She is shown with her little dog Sylvio. The

a

elaborate peasant-like costume of the sitter may relate to
We weme of We relief in her belt-buckle.
The portrait, listed in several late nineteenw-century
exhibitions and a sale as 'A Lady' or, mistakenly, as showing We artist herself,3 was first referred to incorrectly as
showing We Marquise de Laborde in We Morgan Collection Catalogue of 1907.4 The painting was simply recorded
as a lady, without reference to date, by Nolhac. 5 It was
listed as showing Mme. de Laborde, done in 1774 or 1775
by Helm, who noted wat We sitter is shown in a similar
pose and wearing the same medallion [belt buckle] as the
Duchesse d'Orleans in Vigec-Lebrun's portrait of 1789
(Palace of Versailles). G Blum accepted We date of 1775 and
We de Laborde identification in his monograph. 7 The de
Laborde identification was accepted by Frankfurter. 8 The
solid, sober and precise characteristics of K1394 were
observed by Einstein (pp. 244-5), who found that We
artist's lightness of touch and courtIy elegance were not
present in her rendering of the sitter. He questioned the de
Laborde identification.
Portraits on panel by Vi gee-Lebrun such as K1394 are
unusual. It was probably not executed in France where
linden wood is seldom found. Painted in 1789, We work
may perhaps have been done in the souw of France on
Mme. Vigec-Lebrun's way to Italy wat year. Mme. VigeeLebrun probably selected we sitter's garb for bow K1384
and We Duel,esse d'Orleans, done in the same year. For all
its picturesque costuming, tIlls portrait shows a certain
austerity appropriate to the then popular nco-Classical
style. Shapley has also noted many parallels between
K1394 and Vigce-Lebrun's portrait of we Queen of Naples
painted at her court in 1789.

Provellallce: Ferol? c. 1850. D Lyne Stephens, London (sold,
London, Christie's, 9-13 May 1895, Cat. No. 360, as
Portrait of a Lady). London, Thomas Agnew and Sons.
J. Pierpont Morgan, exhibited - London, Royal Academy
Exhibition of Works by the Old Masters . .. , 1896, p. IS,
Cat. No. 53, as Portrait of the Painter. London, Guildhall
Corporation Art Gallery, Pictl/res by Paiuters of the French
School, 1898, Cat. No. 80, as Portrait oj a Lady. New York,
Metropolitan Museum of Art, 1913, as La Marquise de
Laborde.10 (Sold from J. P. Morgan Estate by Knoedler to
anonymous buyer.)ll New York, Wildenstein and Co.
Kress acquisition 1944.

Reftrellces: (I) According to Mrs. Lydia Nikolenko (letter
of 1968 in Kress archive), such an incised signature is rare
in We artist's oeuvre. (2) Information from William A.
Billington, Curator, Wedgwood Museum, Stokc-on-Trent.
See Eliza Meteyard, The Wedgwood Handbook, London,
1875, p. 149. The cameo, by William Hackwood in 1785,
was modeled upon Lady Templeton's design of 1783 and
first appeared in Wedgwood's sixth catalogue of 1787.
(3) Lyne Stephens Sale, Christie's, 1895, Cat. No. 360;
London, Royal Academy, Exhibition of Works by the Old
Masters . .. , 1896, p. IS, Cat. No. 53; London, Guildhall
Corporation Art Gallery, 1898, Cat. No. 80 (4) T.
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Humphrey Ward and W. Roberts, Pictures in the Collection
of J. Pierpont Morgan, II, London, 1907, unpaged. The
Morgan catalogue stated that the painting was executed
in 1775, one of the thirty-four portraits described in
the artist's memoirs (Memoirs of Madame Vigee-Lebnm,
trans. 1. Strachey, New York, 1903, p. 217) as having
been painted in that year. On the basis of the sitter's
costume alone, a dating of 1775 is impossible, nor does
her age correspond to that of the Marquise, who was
already recorded as married in 1760. (5) Pierre de Nolhac,
Madame Vigee-Lebrtlll; peintre de la reille Marie Antoinette,
Paris, 1908, p. 143. (6) W. H. Helm, Vigee-LeBrtm,
Boston, 1915, pp. 33-4, 104, 203, noted that it was
the artist's custom to advise her sitters as to their attire.
(7) Andre Blum, Mille. Vigee-LeBmn; peintre des gran des
dailies du xvme siecle, Paris, 1919, p. 94. (8) Alfred M.
Frankfurter, Supplement to the Kress Collectiotl at the
Natiollal Gallery, 1946, p. 67. (9) Ward and Roberts, op. cit.
Note 4 above. This information may be incorrect as these
writers state that KI394 came from the Laborde family.
(10) 'Loan Exhibition of Mr. Morgan's paintings', Metropolita/I Muselllll BlIlletin, VIII, 1913, p. 12. (n) Letter from
Knoedler to Frick Art Reference Library.

ELISABETH LOUISE VIGEELEBRUN
K 17I1 : Figure 329
THE GRAFIN VON SCHONFELD (WITH HER DA UGHTER).

Tucson, Arizona, The University of Arizona, Museum of
Art. (KR 61.36), since 1951. Oil on canvas. 52! X38i in.
(134 X97·8 cm.). Inscribed at lower left: L. E. Vigee Le Bmll
Vie/we 1793. Inscription on back, covered by relining:

a

Ursllia Marg. AglI. Victoria/Grafill v. Scllollfeld/geb. Griifill
Fries./geb.1767t180S. Relined before 1950. Considerable
modifications in background are indicated by the continuity of sky and landscape areas in the paint layer under
the column at left. Whether the artist herself executed the
landscape and then covered it with the column, or both
were added by another hand at an early date is unknown.
The figures are excellently preserved. Cleaned and restored
by Modestini in 1950.
SlIida, Cat. No. 104. Reproduced in color: National
Geographic Magazine, Dec. 1961, p. 842.
The smiling sitter is seen frontally, embracing her happy
little girl who is seated across her mother's lap, her right
arm around her mother's neck. The Countess wears a longsleeved, nasturtium-colored dress and a double strand of
coral beads. Her head is wrapped in a long fringed scarf of
red and green, one end of which extends to tlle knee. The
child is in white witll a red belt. They are placed on a stone
seat to tlle left of a balustrade, with a column at the upper
left. A mountainous landscape is seen at tlle upper right.
The sitter, tlle Countess of Schonfeld, a friend of the
artist's, was the wife of the Saxonian minister to Austria.
She was born Ursula Margarethe Ag. Victoria Grafin von

Fries (1767-1805). Vigee-Lebrun's Souvenirs described how
attractive and fashionable the Countess was; the artist
resided with the Countess's parents when she first came to
Vienna.1 The painting is recorded by Blanc, Helm and
Blum. 2 Suida (Arizona, Cat. No. 22) found that 'Besides its
refinement of color, this portrait of the Countess of
Schoenfeld is unusual in its landscape background, very
rare in this artist's work.'
Other than KI711, no known portrait by Vigee-Lebrun includes a landscape. However, the artist refers to an interest
in that genre in her Sot/venirs. Whether she or another
artist was responsible for the landscape, column and sky
is unascertainable. There is a striking similarity between
the Countess's daughter and the artist's child as shown
in Mille. Vigee-Lebrtlll and her Daughter (Paris, Louvre).3
This affectionate portrait is based upon Virgin and Child
compositions of the High Renaissance, especially those of
Raphael, probably tllrough later Italian, French and
Flemish adaptations of the seventeenth and eighteenth
centuries. The architectural setting and landscape vista
stem from Venetian sixteenth-century sources. The sitter's
family was fond of amateur theatricals. Perhaps the
Countess's attire with its picturesque, faintly gypsy-like
or Neapolitan air may reflect this imaginative circle, whose
company the artist enjoyed during a Viennese residence of
two and a half years.

Provenance: Graf von Schonfeld, Vienna. New York,
Jacques Seligmann & Co., exhibited - New York World's
Fair, 1940, Masterpieces of Art, Cat. No. 225. Montreal,
Museum of Fine Arts, Masterpieces of Painting, 1942, Cat.
No. 51. Krcss acquisition 1950 from Seligmann, exhibitedWashington, D.C., National Gallery of Art, 1951;
Exhibition of Art Treasures for America . •. , 10 Dec. 19614 Feb. 1962 (Cat. No. 100). Since 1951 on exhibition at
the University of Arizona Museum of Art, Tucson,
Arizona.
References: (I) SOllvellirs de Mille. Elizabeth LeBrull, ed. by
Fournier, Paris, 1835-37, II; the Kress portrait is described
by tlle artist on pp. 369-72 as showing the Countess and
her daughter. (2) Charles Blanc, Histoire des peilltres de
tOlltes les Ecoles, Ecole Franfaise, II, Paris, 1862, p. 8. William
Henry Helm, Vigee-Lebnm, Her Life, Works, alld Friendships, Boston, 1915, pp. 119, 220. Andre Blum, Mille.
Vigee-LeBrllll; peintre des grandes dames dll XVIIIe siecle, Paris,
1919, pp. 101, 63. (3) Louis Hautecccur, Les Peintres de la
Vie Familiale, Paris, 1945, p. 96 (illustration).

PIERRE-PAUL PRUD'HON
Prud'hon was born at Cluny in 1758 and died in Paris in
1823.1 The son of a stone-cutter, he was sent by the monks
of Cluny to Dijon to study at Desvoge's school of design
in 1774. A local amateur, Baron de Joursanvault, subsidized Prud'hon's trip to Paris in 1780, where he enrolled
at the Academie Royale, studying with the artists Wille
and Pierre until 1783. The next year, he won the Prix-de-
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Rome and lived in Italy from then until 1788. After his
return to France, Prud'hon divided his time between Paris
and the provinces, exhibiting at the Salon of 1791. A
supporter of the Revolution, the artist was forced to retire
to Rigny after the fall of Robespierre, returning permanently to Paris in 1796. There his allegorical paintings
and monumental decorative projects made him a favorite
of Napoleon. Prud'hon became Josephine's official painter
and was later the Empress Marie-Louise's drawing master.
Although a contemporary of David, Prud'hon practised a
softer form of nco-Classicism, reflecting the influence of
Correggio and Leonardo. His art prefigures the mysterious
sentiment of romanticism, best seen in Delacroix, one of
Prud'hon's.keenest admirers.

K1924 : Figure 327
DAVID JOHNSTON (?). Washington, D.C., National
Gallery of Art (1636), since 1956. Oil on canvas. 21§-X
18i in. (55.0 X46·6 cm.). Inscribed at lower right: Pwdhon
1808. Slightly over-cleaned prior to acquisition. Relined
and restored by Modestini in 1955.
Suida-Shapley, p. 144, Cat. No. 56.
A languid, handsome young man is seen in bust length
against a neutral background. Bareheaded, his light brown
hair is in romantic disarray. He wears a white cravat, a vest
with an embroidered border, and a dark coat.
DavidJohnston, presumably the sitter for K1924, was born
in Bordeaux in 1789 and died in 1854. His father, Walter,
had come to France from Ireland. In 1808, when tllC Kress
portrait was executed, David Johnston was nineteen
years of age. He started a faience and porcelain works at
Bacalan (near Bordeaux) in 1835 which was managed
along progressive lines, with a remarkable social program. The very large factory collapsed.2 David Johnston
was elected mayor of Bordeaux during the Restoration
and was a Chevalier de la Legioll d'Holllleur.
The portrait was first known from the Prud'hon exhibition
of 1922, where it was shown as Portrait of a Mall (see
Provenallce). In 1924, Guiffrey found the signature atypical,
as the two P's usually preceding the master's name are
omitted. He considered the execution somewhat dry and
cold, less characteristic of Prud'hon than of Gerard and
other David pupils.3 Lapouyade, who proposed the
Johnston identification, accepted Prud'hon as tlle author
of the canvas.4
The painting, although omitted from the Grappe Pwd'hon
monograph of 1958, is close in pose and style to Prud'hon's
M. La Vallee (Orleans, Musee des Beaux-Arts).5 The canvas
is somewhat English in feeling; Romney was in France in
the late eighteenth ccntury and tllcre was considerable
French interest in English art at tlle time KI924 was
executed. A recent technical examination shows the
signature to have been reinforced; it may originally have
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followed Prud'hon's conventional format. At present,
there is no conclusive documentation for the identification
of the sitter.

.

Provellallce: Family of David Johnston, Bordeaux, until
1913. G Duc de Trevise, Paris, exhibited - Paris, Palais des
Beaux-Arts, Pwd'holl, 1922, Cat. No. 52, as Portrait
d'Homme. Paris, Palais National des Arts, Chefs d'trllvre de
l' art frallfais, 1937, p. 105, Cat. No. 2II, as M. JOhllSOIl
[sic], date mistakenly given as 1809. Sold, Paris, Galerie
Jean Charpentier, 19 May 1938, Cat. No. 36, as Portrait de
M. Johllstoll. New York, Julius Weitzner. Kress acquisition
1952.

Referellces: (I) Edmond Goncourt, Catalogue RaiSOlll/e de
I'trllvre de P.-P. Pmd'lloll, Paris, 1876. Jean Guiffrey,
L'CEllvre de P.-P. Pwd'holl (Collectioll de la Societe de I'Art
Frallfais, XIII), Paris, 1924. Georges Grappe, P.-P. Pr"d'/zOIl,
Paris, 1958. Pierre-Paul PTIld'holl, 1758-1823, Les Premieres
Etapes de sa Carriere, Dijon, 1959 (exhibition catalogue).
(2) Meaundre de Lapouyade, Essai d'Histoire des Faiellceries
de Bordeaux du XVIIIe siecie aliOs jours, Macon, 1926, pp.
74-9. (3) Guiffrey, op. cit. Note I, pp. 262-3, Cat. No.
704. (4) Lapouyade, op. cit. Note 2, pp. 74-9. (5) Reproduced by Grappe, op. cit. Note I, pI. 4. (6) According
to Charles Sterling,l. Chefs d'truvre de l'art frallfais, Paris,
Palais National des Arts, 1937, p. 105, Cat. No. 2II.

LATE XVIII CENTURY ARTIST
(probably French)
[Marguerite Gerard]
K1599 : Figure 34 1
ARTIST PAINTING HER HUSBAND'S PORTRAIT. Trenton, N.J., State Museum, since 1963. Oil on canvas. 27t X
30 in. (69.8 X76·2 cm.). Thinly painted. Minor restoration
in 1962 by Modestini. Well preserved.
A richly dressed artist, seated in her studio, holds a palette,
brushes, and maulstick in her left hand and another brush
in her right. She is painting a portrait of a middle-aged man
on the easel at the right. An open paint cabinet is at the
lower right; the artist looks at a youth standing at the left,
resting his arms on her chair back. A curtain is drawn at the
extreme left; two busts, probably from the Laocoon, are
on a table, and a third, also of classical derivation, is on the
floor under tlle table. A spaniel is at the lower left.
Burroughs compared tlle technique of K1599 with that of
the portrait of Charlotte du Val d'Ognes (by Constance
Charpentier, New York, Metropolitan Museum of Art).
According to the autllOr, 'The painting probably dates
from just before the Revolution and may show the influence
ofJ. S. Duplcssis.' He accepted an attribution to Marguerite
Gerard (1761-1837), possibly first suggested by Valentiner,
who believed the canvas to show 'Mme. Gerard seated
before an easel painting her husband's portrait. Behind her
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stands her young son, looking over her shoulder.'1 As
Marguerite Gerard never married nor had children, she
could not be the subject of the canvas, at least not as
interpreted by Valentiner.2 She was Fragonard's sister-inlaw, pupil, and mistress. There is some slight resemblance
between the male portrait and those of Fragonard, but it is
insufficiently strong to be convincing. A self-portrait of
Marguerite Gerard (Leningrad, Hermitage}3 is not close
to tlle Kress artist. Spaniels are often included in Gerard's
canvases, but as this dog was much in fashion at the time, its
presence does not contribute to an identification of the
artist.
There is something provincial about the style of K1599
which suggests that it might be by a German, Belgian, or
Dutch artist, possibly active in France. The artist's attire,
the intimate scale, and the interior point to a revival of tile
art of Ter Borch, whose painting, with that of his contemporaries, was extremely popular in tlle late eighteenth
and early nineteenth centuries. Women artists were much
more prominent in Western Europe at least as early as the
fifteenth century than is generally realized. For a study of
the woman as artist, see Hildebrandt' and Oulmont. The
painter of K1599 may be one of the many cited by
Oulmont.s Her attire was never fashionable in Paris,
according to Stella Mary Newton. She noted similarities
in the works of Swedish artists, such as Hillestrom, 6 but
Vlf Abel dismisses the possibility of K1599 being by a
Swedish master. 7
A dating in the 1780s, suggested by the costume and style,
may also be indicated on an iconographical basis, as the
theme seems to have been especially popular at this time.
See, for example, the canvas by Antoine Vestier of 1785
showing his daughter, Marie-Nicole, painting an oval
portrait of a man; and the self-portrait of Mme. LabilleGuiard et ses Eleves (New York, Metropolitan Museum of
Art, dated 1785).

Provenance: New York, Paul Drey. Kress acquisition 1948.
References: (I) Statement of Alan Burroughs, 1930S, Kress
Archive. Valentiner quoted in Drey Gallery brochure. (2)
My thanks to Mrs. Sarah Robertson for biographical data.
(3) Hans Hildebrandt, Die Frau als Kiinstleritl, Berlin, 1928,
p. 93, fig. 145. (4) Hildebrandt, op. cit. (5) Charles Oulmont,
Les Femmes Peitltres dll xvme siecle, Paris, 1928. See also
Exposition des Femmes Peintres dll xvme siecle, Galerie
Charpentier, Paris, 1926. W. Sparrow, WOlllen Artists of
the World, London, 1905; C. Clement, Women in the Fine
Arts, Cambridge, 1904; B. Viallet, Gli Autoritratti Femillili
degli Uffizi, Rome, 1924. (6) Letter of 26/vn/67, Kress
Archive. (7) Letter of 10/vn/68.

Ingres studied painting there under followers of David. In
1796, he entered David's vast studio in Paris, where he
associated with other young artists drawn to Gotllic art.
Ingres won the Grand-Prix-de-Rome in 1801 with his
painting of Achilles and the Alllbassadors of Agamemnoll
(Paris, Ecole des Beaux-Arts). In 1804, he completed
Napoleoll as First COIISIII (Liege, Musee des Beaux-Arts) and
such primitivistic works as Napoleoll I 011 the Imperial
Throlle (Paris, Musee de l' Armee, Palais des Invalides). He
then spent eighteen years in Italy, residing in Rome (180620) and in Florence (1820-24). He prepared many finished
yet informal portraits in pencil as well as ones in oil,
influenced by the Italian Mannerists. Ingres also produced
history paintings and works inspired by medieval, Renaissance and Romantic literature. A master of the nude, Ingres
exhibited his Grallde Odalisque (Paris, Louvre) at the Salon
of 1819; tile painting was viewed by critics as 'Gothic'. His
Vow of Louis XIII (Mont:lUban, Musee Ingres), finished in
1824, was based on Raphael's Sistine Madolllla (Dresden,
Gemaldegalerie) and French seventeenth-century painting.
The canvas was lauded for its classicism at the Salon of 1824.
Ingres had returned to France in tllat year and became head
of the Ecole des Beaux-Arts in 1833. In the following year
he began another long Roman residence as director of the
French Academy, remaining there until 1841. From the
time of his return to Paris until 1849 he worked on
decorative paintings for tile Chateau Dampierre. The
masterpieces of his late years include the portraits of the
COllltesse d' Haussollville (New York, Frick Collection, 1845)
and the Pritlcesse de Broglie (New York, Metropolitan
Museum of Art, 1853), and The Turkish Bath (Paris,
Louvre, 1863). Although officially the chief spokesman of
the classical school of painting, extolling line over color,
Ingres's paintings are remarkably sensitive in color. A
trained musician as well as painter, lngres evidenced
mastery of both arts at an early age, contributing to his
support as a violinist between 1794 and 1796. The rich
resources of Ingres's art - offering brilliant realism,
stringent classicism, inventive mannerism, and an interest
in the abstract emulated by Degas and Picasso - all contribute to the master's constant appeal.

ReJerettces: (I) The most recent Ingres monographs are:
Jean Cassou, Ingres, Brussels, 1947; Jean Alazard, Itlgres et
l'Ingrisllle, Paris, 1950; Georges Wildenstein, Illgres, ParisLondon, 1954; Robert Rosenblum, Illgres, New York,
1968. For his biography, see also the exhibition catalogue
Ingres, Paris, Petit Palais, 1967, pp. xxv-xxxi; Henry
Lapauze, Les dessills de J.-A.-D. Illgres dll Musee de
MOlltallball, Paris, 4 vols., 1901.

KI6so : Figure 336

JEAN-A UG USTE-D OMINIQUE
INGRES
Ingres was born in Montauban in 1780 and died in Paris in
1867.1 The son of a painter and sculptor active in Toulouse,

MONSIEUR MARCOTTE D'ARGENTEUIL. Washington,
D.C., National Gallery of Art (lI07), since 1951. Oil on
canvas. 36! X27t in. (93'5 X69'3 cm.). Inscribed at lower
right: Itlgres. pillx. ROlli. 1810. Canvas scratched in area of
rosette on lapel; small irregular tear on right shoulder;
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slight abrasion. Pentimenti in hand. Relined before
acquisition; no restoration since acquisition. Very well
preserved.
SlIida, p. 236, Cat. No. 106. Reproduced in color in
Seymollr, pI. 18S, p. 196.
The subject, at the age of thirty-seven, is shown in halflength, standing against a neutral background, resting his
left arm on a table with an orange-red cover. His black
bicome, with piping and a gold tassel, is on the table. He
wears a dark blue (possibly originally green)! overcoat
with a short cape and black velvet collar, a chestnutcolored suit, yellow waistcoat, white shirt, and dark
cravat. His short, dark hair is touseled. There is a mourning
ring on his left little finger; a watch fob and key emerge
just below his jacket. The red rosette (?) of the Legioll
d'Hollllellr is in his lapel. 2
CharIes-Marie-Jean-Baptiste-Franc;ois Marcotte d' Argenteuil (1773-1864) was born in Doullens. He was sent by
Napoleon as Inspector General of Water and Forestry to
the Papal States, arriving in Rome in 1810.3 According to
Marcotte's memoirs, he wished to have his portrait painted
shortly after his arrival in Rome and asked Edouard
Gatteaux, a pellsiollllaire at the French Academy, to recommend a painter. Gatteaux hesitated, considering both
Blondel and Ingres, but finally choosing the latter.'
Marcotte's portrait commission was the beginning of a
life-long friendship and correspondence between artist and
sitter, spanning half a century.5 The official commissioned
important paintings such as Ingres's Illterior oj the Sistille
Chapel (KI649) begun in 1812 and Odalisqlle with Slave of
1839 (Cambridge, Mass., Fogg Art Museum), as well as a
watercolor of the Borghese Chapel (1824). Ingres also
painted and gave to Marcotte's wife the Virgilt with the
Host (London, private collection). He may also have owned
the Hellri IV Playillg with His Children of 1817 (location
unknown) and several other paintings. Ingres prepared at
least fourteen drawings of various relatives of Marcotte's.6
In Rome Marcotte became a friend of many artists. He was
transferred to Holland in 1812 and returned to France in
1814. For the rest of his career as one of the highest officials
in the Departemellt des Eallx et Porets, he was dedicated to
the conservation of French water and forest-lands. On his
return to France, Ingres was so delighted at seeing the
Marcotte family again after years of separation that he
wrote his wife (in Florence at the time): 'I cannot express
strongly enough how wonderful our friend, M. Marcotte,
really is, and what an essential role he plays in our work;
not only does he love me, but I have become - quite
involuntarily - the idol of his family. They take me everywhere, and I cannot be around enough for the young
ladies; and what a respectable and patriarchal family they
are. I hope you know what I mean, but you will see for
yourself and enjoy it as much, my little one.'7 Marcotte
married his niece, Louise Becquet de Layens, in 1828; tlley
had three children. In 1836, Marcotte retired from his post
as Directcllr des Eallx et Porers, at which time he received
the Croix de cOllllllandeHr de la Legion d'HollueHr from King

Louis-Philippe. Ingres's second marriage, in 18S2, was to
Delphine Ramel, a relative of Marcotte.
Commenting on Kl6so, Naef observed that 'the magnificent portrait ... serves, so to speak, as a frontispiece to a
relationship to do justice to which a whole book might
well be required'. 8 K16so was reproduced in a line drawing
by Achille Reveil and Duchesne Aine. 9 Ingres executed at
least three portrait drawings of Marcotte, all of which
postdate K16so. 10 The artist listed the canvas as one of ten
oil portraits executed by him in Rome.l l The portrait was
first published in Merson's Illgres monograph of 1867 and
those of Lapauze and Blanc and is> included in every subsequent major study of the master's works, most notably
those of Delaborde and Blanc of 1870.12 Lapauze stressed
the admirable though severe coloring, relating the white
accents provided by the sitter's attire to musical notation.
The author found artist and patron to resemble one another,
comparing the Marcotte to Ingres's Self-Portrait (Chantilly,
Musee Conde) of 1804.13 The sympathy between painter
and sitter was also stressed by Pach.14 It was believed by
Soby that Ingres executed other oils of Marcotte, but he
found KI6so to be the finest. 15 Rosenblum described the
canvas as 'pervasively dour ... in which the sternness of
the sitter's head, tensely fixed in a high and restrictive
collar, is matched by the severity of his clothing, whose
dry, leathery textures seem as rigid as the firm gaze and
tightly pursed lips. Even the hand participates in the
tautness; paralleling the claw-like cluster of the gold tassel
that protrudes from the black cocked hat on the table, its
seemingly relaxed fingers become no less stiff and immobile. Yet this veneer of chilly, almost Spanish solemnity
conceals a vibrant pictorial richness. Thus, the coolness of
the gray ground, of the starchy white collar and cuff and of
the black tie and hat creates a foil to the glowing resonance .
of darker browns, blues, and reds that are further animated
by the small Legion d'Honneur rosette on the lapel and the
pale yellow of the vest. And the light-absorbent textures of
the clothing are given a comparable warmth by the
discreet golden glimmer of the fob, the ring, and the
tassel in the foreground. The linear patterns, too, slowly
disclose an unexpected complication in rhythms which,
appropriate to tlle rigorous mood, are often more angular
than curved. The M-shaped contour between the left
lapels, the straight lines of seams, buttonholes, and drapery
folds all act as subtle checks to the looser sweep of the
cloak and the somewhat unruly hair. The tensions between
surface and depth, so familiar in Ingres's work, are also
surprisingly intricate here, as in the complex shuffling of
the thin multilayered planes of the lapels, collars, and tie.
Moreover, the flat signature at the lower right counters the
effect of the shadow cast by the hat above it; and, as in a
portrait by Holbein, even the sculptural density of the
sharply incised head can barely penetrate tlle shadowless
expanse of gray behind it.'16
At about the time Ingres executed KI6so, he projected an
elaborate series of narrative subjects devoted to the life of
Raphael which reflected extraordinarily close study of his
favorite master's works. He imbued the Marcotte with
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Raphaelesque references. His model's physiognomy recalls
that ofIngres's copy of the Raphael Self-Portrait (Florence,
UfIizi) and even slightly that of Ingres himsel£ Marcotte's
expression and the relationship between figure and space
bring to mind Raphael's portraits such as The Cardillal
(Madrid, Prado). The treatment of Marcotte's hand recalls
those of the Renaissance master's Augelo DOlli (Florence,
Palazzo Pitti) and Tommaso IlIghirallli (Boston, Isabella
Stewart Gardner Museum). Italian Mannerist portraiture
and that of Holbein (adequately represented in the Louvre)
may also have contributed to the genesis of this portrait.
Dy the time KI650 was painted, Ingres had already
achieved a considerable Roman reputation for his many
brilliant portrait drawings. His career may very well have
been furthered by Marcotte's satisfaction with this exquisite portrait. Considering the sitter's unconventional
features, as seen in the Ingres drawing of his profile made
in the following year, the Kress portrait attests to the
master's ability to select the most beautiful yet realistic
presentation of tile subject, which made him among the
most sought-after of French portraitists, despite his professed dislike of that genre.n

Provellallce: Charles Marcotte d' Argenteuil (died 1864).
Joseph Marcotte, son of the above (died 1893).18 Madame
Joseph Marcotte (died 1922). Madame Marcel Pougin de la
Maisonneuve (nee Elizabeth Marcotte), daughter of the
above (died 1939). Private collection, London. New York,
Wildenstein and Co. Kress acquisition 1949.
RiferCllces: (I) Described by Henry Lapauze, Illgres, sa Vie
et SOli (Ellvre, Paris, 19II, p. 106, as green. (2) The rosette
would indicate the rank of officier, while a red ribbon
. represents chevalier, the lowest rank, signifying Marcotte's
admission to the Legion before 1810. There is no indication
of the Order of the Legioll d'Houllellr in Ingres's portrait
drawing of Marcotte (Montauban, Musee Ingres) of 18II.
(3) The definitive biographical reference is the sitter's
obituary by M. Vicaire, ReVile des eallx et Jorets, 1864, pp.
100-5. See also Hans Naef, 'Ingres's Portraits of the
Marcotte Family', Art BlIlIetill, XL, 1958, pp. 336-46, esp.
pp. 340-2 and the exhibition catalogue, Illgres, Paris, Petit
Palais, 1967, p. 82, Cat. No. 54. (4) Quoted by Charles
Dlanc, Illgres, sa vie et ses ollvrages, Paris, 1870, pp. 33-4,
n. I, p. 231. According to Lapauze the painter Coupin de
la Couperie brought Marcotte to Ingres's studio at the
time when the official wished to have his portrait painted.
Marcotte hesitated to entrust his portrait to Blondel, a
winner of the Prix de Rome in 1803, who came there in
1809, and Gatteaux decided that the commission should go
to Ingres. (Lapauze, op. cit. Note I, pp. 102, 106-12, 582).
(5) See Boyer d'Agen, Illgres d'apres title com!spolldatlce
illCdite, Paris, 1909, and Illgres racollte par lui-meme et par ses
amis, Geneva, 1947; also Lapauze, 'Lettres inedites de
Ingres ason ami Marcotte', Le Correspotzdallt, 25 Sept. 1913.
(6) Naef, op. cit. Note 3, pp. 336-9. (7) Letter of II Jan.
1825, published by Henry Lapauze, Le roman d'amollr de
M. Illgres, Paris, 1910; cited by Naef, op. cit. Note 3, p. 337.
(8) Naef, op. cit., p. 336. (9) Mllsee de peilltllre et sculptllres, I,
Paris, 1828, no. 15. (10) Naef, op. cit. Note 3, p. 339, figs. 10,

II; p. 340, fig. 13. See also Lapauze, Les Portraits dessines de
J.-A.-D. Ingres, Paris, 1903, pp. 63-4. The versions are:
1. Rome, 18II. Mme. Claude Chavane, Paris. Standing
three-quarter length and full view. Ingres, Petit Palais,
Paris, 1967, Cat. No. 54. 2. Rome, 18I!. Chavane, Paris.
Seated half-length, in profile. 3. Paris, 1828. Mme. Laporte,
Paris. Standing tllree-quarter length and full view. (II)
Published by Henry Lapauze, Les dessins de J.-A.-D. Illgres,
Paris, 1901, I, pp. 235 ff. (12) Olivier Merson, Illgres, sa vie
et ses a?lIvres, avec cataloglle des a?uvres du MaItre par Emile
Bellier de la Chavigllerie, Paris [1867], pp. 17, 103-4; Blanc,
op. cit. Note 4, pp. 33-4; Henri Delaborde, Ingres, sa vie, ses
travallx, sa doctrille, Paris, 1870, pp. 254-5, Cat. No. 139,
witll reproductive print by Magimel. The following
publications mention K1650; Eugene Montrosier, Peitztres
modemes, Paris, 1882, p. 12; Jules Mommeja, Les grail des
artistes: lellr vie, lellr a?uvre: Illgres, Paris [1904], pp. 39,
68-9; Lili Frohlich-Dum, Illgres, seitz Lebell ulld seill Stil,
Vienna-Leipzig, 1924 (Eng. cd. 1926), pp. iv, 9; Louis
Hourticq, Ingres, I' cruvre du maitre, Paris, 1928, pp. iv, 125;
Jacques Fouquet, La vie d'IlIgres, Paris, 1930, pp. 69-70;
Georges Wildenstein, Illgres, 2nd cd., London, 1956, p. 172,
Cat. No. 69; Seymour, p. 195; Emilio Radius and Ettore
Camesasca, L' opera completa di Ingres, Milan, 1968, p. 92,
Cat. No. 59. (13) Lapauze, op. cit. Note I, pp. 102, 106-12,
581. (14) Walter Pach, Illgres, New York-London, 1939,
pp. 42-3. (IS) James Thrall Soby, 'Two Ingres Paintings at
the National Gallery', Magazille oj Art, May 1951, p. 162.
(16) Robert Rosenblum, Ingres, New York, 1967, p. 82.
(17) Daniel Temois, Les dessills d'Illgres all Mllsee de
Montauban: les portraits (Inventaire general des dessins des
musees de province, 3), 1959, Cat. No. 119. (18) According
to Wildenstein, op. cit. Note 12, p. 172, KI650 was shown
at the Palais de l'Ecole Imperiale des Beaux-Arts, see
Catalogue des tableaux, etlldes peilltes, dessills, et croquis de
J.-A.-D. Ingres, Paris, 1867, Cat. No. 440.

JEAN-AUGUSTE-DOMINIQUE
INGRES
KI649 : Figures 334, 335
POPE PIUS VII IN THE SISTINE CHAPEL. Washington,
D.C., National Gallery of Art (II06), since 1951. Oil on
canvas. Designs of borders in background are incised.
291- X 36!- in. (74'5 X 92'7 cm.). Inscribed at lower right:
Illgres 1810 Rom. The last digit, originally a 4, was erased
by 1921 and later changed to a 0.1
The arms of tile Chiaramonti £.mily (with papal augmentation) are shown four times on canopy above tile Pope.
Per pale: dexter, azure a mountain of three elevations orj
sinister, per chief, in chief, azure three stars irregularly
placed or, in base, per bend or and azure, on a bend gules
three Moors' heads. With a papal augmentation on the
sinister of a double armed cross and the word PAX or.2
Arms above the altar, presumably of an earlier Pope,
possibly Benedict XIV. Arms painted on wall bellind the
Pope. Per fess gules and sable belong to the Della Rovere.
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Small tears in area oflower left section of upper left fresco.
Some restoration in head second from left at lower left
corner; relined prior to acquisition. Well-preserved.
SlIida, 1951, p. 234, Cat. No. 105. Reproduced in color in
A. Frankfurter, 'Interpreting Masterpieces', Art Netvs
Anllual, 1951, p. 126.
The northwest corner of the Sistine Chapel (built in
1473-84 by Sixtus IV)3 is shown, with the left section of
Michelangelo's Last judgmellt (1534-41) showing the
Saved, on the altar wall at the right. The Moses fresco
cycle on the left wall was executed between 1481 and 1483,
opposite scenes from the Life of Christ. From the upper
left to right they are: Tlte Crossing oftlte Red Sea by Cosimo
Rosselli and assistants; Scenes from tlte early Life of Moses by
Botticelli; Moses tvith Zipporah in Egypt alld tlte Circllmcisioll
of tlteir SOilS by Perugino and Pinturicchio. The lower
register of the wall behind the Pope was the intended site
of the New Testament tapestries designed by Raphael. It is
covered by illusionistic drapery frescoes with the Della
Rovere arms. 1(1649 is not meant as a documentary,
realistic rendering of a particular moment in Holy
Week.
The Pope, Pius VII (Luigi Barnaba Chiaramonti, 17421823, reigned 1800-23) is in white and gold vestments, his
hands folded in prayer, his head seen in right profile.
He is standing on a step of the throne. His cope is fastened
by a jeweled morse and he wears a white skullcap. The
throne is covered with a white and gold textile similar
to the hanging behind it. Three cardinals in red and
white stand to the Pope's left; the one in the middle
• holding the miter (signifying the Pope as Bishop of Rome) ;
another holding a biretta. Additional attendants stand to
the Pope's left and right. Three candlesticks with burning
tapers are shown on the left side of the altar, visible at the
extreme right of the canvas. Nine figures are in the immediate vicinity of the altar; one of them, a priest, is in
right profile, wearing a pluvial, his hands folded in prayer.
A figure, seen from the back, makes a profound bow
before the altar. A processional cross, to right, seems to
lean against the wall. Eight men stand along the walls to
the Pope's left, immediately behind the priest. To the
Pope's right is a figure in black velvet wearing a white wig.
At the lower left are seven cardinals in red skullcaps and
robes with ermine copes. Below are eight figures in brown
and red vestments (caudatori). A cardinal in red and white,
his mantle borne by an attendant in brown, makes a profound bow at the lower left. All the above figures are
placed within a rectangular green baize-covered partition
enclosing the altar and papal throne. Thirteen additional
figures are placed outside this enclosure, most of them
shown in half-length. These include a papal guard at the
lower left, protonotaries, seminarians, and members of
various monastic orders - two tonsured Franciscans in
brown habits with white cord belts, one at the far left of
the enclosure and one at the far right, a Carmelite in brown
habit and scapular with white mantle, and a Dominican in
white habit and cappa. Most of the participants hold
liturgical books.

There is some contradiction in the liturgical colors
depicted by Ingres. The Pope wears a white cope, correct
for both the morning and the evening Masses on Holy
Thursday, as are the white hangings behind his throne and
above the altar. However, the altar frontal and the
celebrant's cope are violet, the color of the Lenten season
in general." A detailed description of the subject and
participants was given in an 1833 prospectus for the
reproductive lithograph by Sudre. It stated that the moment
chosen by Ingres was of Pius VII celebrating the Papal
Mass of tlle Chrism on the morning of Holy Thursday,
when tlle Miserere by Allegri was sung. 5 However, that
psalm was more likely sung after the evening Mass and
Vespers, before the stripping of the altar, and at Tenebrae
(the office of Matins and Lauds of Holy Thursday, Friday,
and Saturday, usually celebrated the evening before).
The following reproductive prints were executed: I.
LitllOgraph by Jean-Pierre Sudre (1783-1866), published
in 1834. 6 2. Linear print by Rcveil for the (Ellvre de
j.-A.-D. Illgres,gravees . .. par Reveil, Paris, 1851, Cat. No.
26 (catalogue by Magimel).7 Ingres seems to have made a
highly finished rendering of the interior of the Sistine
Chapel, now lost, seen by the patron Marcotte before he
commissioned K1649 c. 1812. 8 More than fifty-two drawings of tlle theme still survive. Some of the compositions
and drawings most pertinent to K1649 are listed below:
1. PillS VII in the Sistille Chapel tvith ttvO Cardinals alld a
Halberdier. Inscribed at lower right: Illgres rOllle. 1809.
Watercolor heightened with gouache over a drawing in
lead pencil. 18·1 X22·5 cm. Besancron, Musee des BeauxArts (Text Fig. II9).9 2. Cardinal Consalvi (1757-1824).
Chalk. Montauban, Musee Ingres (Text Fig. II7).10 3.
Sixteen Figure Studies for K1649 and for the Louvre
canvas of 1820. Mounted on a single sheet. Inscribed No.
123-ime serie 16 dessins. Montauban, Musce Ingres (Text
Fig. II8).11 4. Les Cardinallx Erskine, Albani, Consalvi.
Watercolor study for the group near the altar at lower
left of K1649. Inscribed jour de Pacqlles Capella Sisti,za
at lower right. Montauban, Musee Ingres (Text Fig. 120).
5. Copy by Ingres after Agostino Tassi's Investiture of
Taddeo Barberilli as Prefect of Rome by Urball VIII [Maffeo
Barberini]. Black crayon partly colored with oil, on paper
transferred to canvas. 132 X 163 cm. Montauban, Musee
Ingres.12 The painting by Tassi is in Rvme (Museo di Roma
- Palazzo Braschi) and shows the Investiture taking place
in the Cappella Paolina, Palazzo Quirinale. 6. Capella
Sixtilla. Miserere. Montauban, Musce Ingres (Text Fig. 122).
Oil sketch. 81 X98 cm. c. 1848. Montauban Catalogue
No. 182.13 7. Studio of Ingres. Investiture of Taddeo
Barberilli as Prefect of Rome, in the Sistine Chapel. Montauban, Musce Ingres (Text Fig. 123). Oil on canvas.
81 X98 cm., c. 1848. Montauban Catalogue No. 181.14
8. Tlte Sistine Cltapel, Paris, Louvre. Oil on canvas.
Vertical format 60 X55 cm. Inscribed:]. Ingres, ROllle 1820
(Text Fig. 121).15 A prostrate Franciscan is shown kissing
the feet of the enthroned Pope.
In 1807. the year after he arrived in Rome, Ingres wrote of
the Holy Week ceremonies held in the Sistine Chapel:
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'You ask me to tell you of my enjoyments, I assure you
that here I don't have any genuine enjoyment. Only with
you, my dear friends, did I experience real pleasures; and
all that is not related to you is of no importance. I could
not be without your warm and friendly company for long,
were I not in Rome. I will tell you, though, that for diversion
I spent the whole of Holy Week in the Sistine Chapel and
the Easter days in St. Peter's which is like the Temple of
Solomon. The Sistine Chapel serves only during Holy
Week and for the Conclave. The Chapel is embellished by
the sublime masterpiece of Michelangelo, the Last Judgmellt; he also painted the ceiling. The rest of the Chapel is
covered with beautiful paintings by Perugino and other
great masters of the Renaissance. Nothing is more impressive than all those ceremonies presided over by the
Pope, dlat good and venerable man, and all the cardinals.
I can not begin to tell you how beautiful it all is, simple
and rich at the same time. I had never in my life heard such
music as that of the Miserere which is sung there for three
consecutive days, I should say it is chanted by celestial and
divine voices that touch the soul and bring tears to one's
eyes.'16 In 1812, Ingres consulted his patron, Charles
Marcotte, as to the fashion in which Pius VII (then interned
by Napoleon at Fontainebleau) should be shown. Ingres
seems to have sought to avoid bringing official displeasure
on his patron and himself; Marcotte was a civil servant
and Ingres attaclled to the French Academy in Rome: 'In
a fortnight I shall begin to sketch in the lines of your
painting which will have the noble dimensions of three
feet. I want to draw attention to myself at the Salon,
because I have my own good reasons to prove to those
gentlemen, the genre painters, that the place of honor in
painting belongs to the painters of history alone. Moreover, my subject is very beautiful. Almost one half of the
Last Judgmellt will be shown in the painting. I am waiting
for your decision about the principal figure; in the meantime it has occurred to me that if there were any
inconvenience in putting him on the scene, I could paint
tlle moment when the Miserere is sung with all the
cardinals prostrate in their places, seen from behind, and
the Pope prostrate before the altar, as is the custom. This
would avoid showing dIe faces while representing everyone nonetlleless. I make this just as a suggestion. Please
think about it, make your choice and let me know soon.'17
At an unknown date Marcotte noted in the margin of this
letter: 'I had asked Ingres for the picture of the Sistille
Chapel, because I knew he had made a remarkable drawing;
but I was not acquainted Witll the composition of the
picture which I had commissioned while on official
business at Koblenz on the Rhine.... Pius VII was at that
time sequestered either at Savona or at Fontainebleau. One
realizes that Ingres, afraid of offending the Emperor,
hesitated to put him [the Pope] in the scene. I did not
hesitate, and I did well.'lS Writing to his patron from
Rome, Ingres answered Marcotte's question concerning
the identification of the sitters in K1649. The artist could
only identify dIe Cardinals Valenti, Mattei, de Pietro,
Pacca, de la Porta, Consalvi, Doria, Albani, and the
Monsignori of the Rota among the figures in the painting.
Among the caudatori, tlle dark robed row at the left, Ingres

identified only himself - the fourth head from the left. He
instructed Marcotte to have the painting entitled Vile
illterieure de la chapelle Sixtille: Ie pape Pie VII y tiellt chapelle.
Part of a letter from Rome dated 26 May 1814 from Ingres
to Marcotte reads: 'I would like to see it again, my beloved
painting, so well framed and so beautiful. I consider it very
fortunate to be hung in the house of my best friend. At
least you enjoy it; very often the labors of our sleepless
nights are for the man least qualified to appreciate them .•..
Now I will answer your questions. The first cardinal at
the Pope's side is the late Cardinal Valenti; dIe second,
Cardinal Mattei, is in Rome at the moment. I do not know
the third, nor the fourth. The fifth is Cardinal di Pietro;
the sixth, Cardinal Pacca, now Secretary of the Apostolic
Chamber, and the seventh is the late Cardinal del Porto.
Among the train-bearers I only recognize mysel£ To tell
the truth, I did not look at myself in the mirror, but you
tecognized me, and that is quite enough. To continue: the
first acolyte at the Pope's side is Cardinal Consalvi; the
odler was a Doria, but I did not have a sketch of him. The
standing cardinal who is assisting the Pope is an Albani, I
believe. Yesterday the Pope made his great entrance into
Rome, and since I will again see the Chapel, I will later
tell you the names of those I do not know now. The people
who follow are bishops; they are not portraits. Those at the
foot of the altar are the MOllsigllori of the Rota, among them
the Keeper of the Holy Palace who is always chosen from
the Dominican order. As for the service and the precise
day, it is one of the three days when the Cardinals are
dressed in dusty rose-colored moinS, or in half-mourning.
For the rest of the throne the canon may be right; but you
should understand that for dIe effect of my painting I was
forced to dress the Pope in white. I had no other means of.
attracting light to his figure, and I reminded myself that
painting is an art.
'I advise you not to publish any kind of historical catalogue
of the portraits or of the rest at the present time. These are
my reasons: the portraits as you know were not painted
from life. They are likenesses, but as much for their
attitudes as for the exactness of the facial features. They are
not faithful likenesses unless one happens to find them so.
If I were to say dlat they are portraits and offer them as
such, I might be contradicted. Promising nothing, I can
keep all promises. Please give the following title to the
painting in the Salon Catalogue: Illterior View oj the Sistille
Chapel: Pope Piu.s VII celebratillg mass. As to the green
carpet of the Chapel, I believe you are right .. .'19
In 1822, Ingres proposed executing a pendant to K1649,
showing the Borghese Chapel in Santa Maria Maggiore at
the time of the Forty-Hours Devotion, when it was
illuminated by a thousand lights. Ingres had made a
drawing of this, which Marcotte admired. 20 In 1859, the
painter once again wrote his old friend and patron Marcotte
concerning the Sistine Chapel, giving his reasons for wishing to repeat and sometimes retouch his earliest works,
including K1649. His reason was that the artist, for the love
of art, for the sake of his work, and to leave his name to
posterity, should repeat and improve his most beautiful
works, following Poussin's example.21 Notes prepared by
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Ingres at an unknown date include a critique of his Sistille
Chapel, presumably referring to K1649. The artist advocated more supple, less clearly defined coloring; a less
studied presentation of the calldatori; lighter golds in the
shadows, and less symmetry throughout. 22 Ingres entitIed
KI649 Chapellc Sixtille in his list of the paintings executed
by him in Rome. 23 It was included in the artist's Cahiers
nos. IX and IX.24
When exhibited at the Salon of 1814, Ingres's canvas
puzzled a prominent critic, Delpech, who noted that
despite his high opinion ofIngres's talent, as evidenced in
the right section (copy of the Michelangelo Last Jlldgmellt) ,
the composition was bizarre and the execution lacking in
finesse. He thought the artist might perhaps have been
forced to depict the subject, one that did not lend itself to
pictorial treatment. 25 AnotIler critic found the canvas to
indicate that Ingres could amount to something as a genre
painter.26 De Laborde implied that the Illterior oj the Sistille
Chapel was favorably received at the Salon of 1814.27 He
also quotes the artist himself as having referred to the
painting as his premiere petite bOlltle Jortlllle. Lagenevais was
the first of many writers (such as Thon!) to note the
Venetian coloring, finding it in the manner of Titian,
tIlOugh more severely drawn. 2s The Goncourts believed
Ingres to have consulted a canvas showing the COl/Ileil oj
Trellt (Paris, Louvre), then attributed to Titian, in composing K1649 which they characterized as a belle errcllr - a
contradiction of Ingres's mistaken belief that he was not
much interested in color.29 Silvestre drew a parallel between Ingres presiding (tellir chapclle) over the gallery
exclusively devoted to his works at the Expositioll Ulliverselle
of 1855 and the Pope in Ingres's depictions of the Sistine
Chapel. He wrote that the true Pope in the two representations of tIle Sistine Chapel was Ingres himself, and his
humble followers, the artist's public.3D WitIlOut furtIler
specifications, Silvestre claimed that Ingres added a row of
figures as much as ten years later to his Chapelle Sixtille,
undoubtedly referring to K1649.31 By 1855, the Sistille
Chapel was viewed as one ofIngres's finest works, and the
Marquis of Hertford supposedly offered Marcotte 40,000
francs for it.32 Gautier wrote enthusiastically of it, contrasting the small size of the figures with their grandeur. 33 The
work was praised by Mirecourt as a magnificent masterpiece, unique in lngres's work for the artist's deigning to
show himself as a colorist.34 The coloristic, magical
illusionism of KI649 and Ingres's other painting of the
subject in the Louvre was stressed by Merson. The
accompanying catalogue, listing works by year, places Le
pape Pie tellallt Chapclle as executed in 18Il.3S The
Washington canvas was singled out in Ingres's eulogy for
its inventiveness and return to anotIlCr age - the age of
faith. 36 Blanc, struck by the individuality with which each
of the figures is characterized, described the Sistiue 'Chapel
in great detail. He remarked on the artist's intense concern
with tIle work of Michelangelo and related Ingres's
response to the scene depicted to that of Stendhal. Blanc
mistakenly dated the canvas 1810, giving tIlat year also to
tIle version in the Louvre. 37 The critic tIlOught tIle scene
to take place on Good Friday, at the singing of the Miscrcre,

a

relating it to Stendhal's description of the chapel on that
holy day. But on Good Friday the altar would be stripped
and the vestments black. Montrosier included the canvas
with otIlers executed by Ingres in Rome, as witness to the
artist's astonishing productiveness, all the more amazing in
view of the exhaustive number of preparatory studies,
research, changes, and 'beginning all over again' which
characterized his production.3S The Sistille Chapel was
described by Chesneau as among Ingres's finest paintings.39
The lengthiest description of Ingres's Sistine Chapel was
provided by Lapauze, who stressed its realistic, truthful
character. Writing at the time when Impressionism was
slowly receiving acceptance, the author observed 'here
Ingres is not only shown as a colorist, but - to use the
most recent vocabulary - impressionistic in the highest
degree. This time, he is not carried back to some distant
legendary era or to his dream of radiant humanity. He
shows us a scene that he has viewed, which he has sketched
on the spot, and which he shows us with prodigious
intensity.'4D According to Mommcja, Ingres worked in the
historical documentary genre of KI649 because it permitted him to paint as a realist while remaining faithful to
his concepts of style and grandeur. He further remarked
that the artist was still very much a follower of Voltaire at
the time he painted tIle Sistine Chapel. 41 The genesis of the
Kress canvas was explored by Lapauze in his monograph
of 19I1. He brought together the artist's letters concerning
tIle subject from 1807 onward. 42 The isolated character of
tIle various renderings of the Sistine Chapel in Ingres's
oeuvre was stressed by Friedlander. The artist filled an
interior witIl the celebration of a pontifical Mass, using
unusually strong colors and renouncing the anecdotal so
frequent in his history paintings. The writer regretted
Ingres did not work more frequentIy in this monumental,
eternal fashion when fulfilling similar commissions. 43
According to Schlenoff, Ingres's depictions of the Sistine
Chapel are not strictIy speaking religious, but rather genre
subjects dealing with contemporary life, in which the
religious element is subordinate to tIle anecdotal. He
stressed the devotion of Ingres to the writings of
Chateaubriand (author of Le Gellie dll cllristiallisme of 1802)
noting a parallel between the French romantic writer's
letter of 15 April 1829 to that of Ingres of 1807.4,1
Rosenblum contrasted the formal, frontal way in which
Ingres had earlier shown the Pope's nemesis, Napoleon,
with the 'casual obliqueness tIlat is almost Impressionist in
effect' used by the artist to portray the Pope and his
entouragt! in the Sistine Chapel. 'Thus, our attention is
constantly demanded by many separate and fragmentary
points of interest - the turning heads and informal movements of the foreground figures cut offby the lower frame;
the central but miniature splendor of the white-clad Pope
himself; the harrowing power of one-quarter of Michelangelo's Last Judgmcnt; and tIle equally partial views of
those frescoes ... whose late ql/attrocellto style would find
echoes in Ingres's own work. Yet thanks to the overall
shimmer of warm light and shadow and to the pervasive
tonality of sumptuous golds, reds and browns, the spectacle
becomes a unified vision that recalls the splendid religious
processions of a Venetian Renaissance master. Moreover,
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the curiously diminished scale, as if the scene were viewed
through a reducing glass, fuses the extraordinarily rich
details of portraiture, clerical robes, and wall decoration
into a coherent glistening moment of perception.'45
In 1807, the year that Ingres was so deeply impressed by the
Holy Week observances at the Sistine Chapel, these
ceremonies were vividly described by Mme. de StaBI, and
Chateaubriand.4G The painter's love of music, his revival
of late medieval and Renaissance art, together with the
contemporary resurgence of Catholicism, all contributed
to the creation of the Kress canvas. It might be remembered
that similar scenes were painted earlier by artists at the
French Academy in Rome, most notably Fragonard's
Clement XIII Saying Mass at St. Peter's (Turin, Giovanni
Agnelli Collection), executed c. 1761, when Fragonard was
about the same age as Ingres when he executed K1649.47
The varying descriptions provided by Ingres suggest that
the canvas was not meant as a strictly realistic, documentary
representation. It was planned over several years and
executed in the absence of tlle principal participants, who
were then in French captivity. The artist drew upon
preparatory sketches made before 1809, and seems to have
rendered several figures without any desire for accurate
portrayal. In addition to tlle calldataire mentioned in the
letter of 1814 to Marcotte, Ingres may have included a selfportrait as a halberdier at the lower left. The drawing was
either completed prior to the Pope's arrest on 5 July 1809
or executed from memory; it testified to the artist's desire
to guard tlle pontiff, who had been described by Ingres in a
letter of 1807 as a 'good and venerable man'.48 Pius VII's
refusal to rescind his Bull of 17 May 1809 excommunicating
the French invaders of the Papal States led to his being
taken into French custody on 5 July and his internment at
Savona, where he continued to oppose Napoleon's plans.
Fearing possible English liberation of the pontiff, Napoleon
had him taken to Fontainebleau in May of 1812. In that
year, on the basis of a now lost, highly finished drawing of
the subject, Ingres's friend Marcotte, then in the French
Diplomatic Service in Rome, commissioned K1649. In the
following year, the Pope signed a humiliating concordat at
Fontainebleau which he tllen abrogated. Ingres, seemingly
distressed by the possibility that the commission might
embarrass his patron (who had returned to the North and
was a prominent Napoleonic official), wrote to him around
1812 to ask whether Marcotte would like to have the Pope
shown from the back. Marcotte adhered to the original
composition. Commenting on this subject later, he noted
that Ingres was nervous about his canvas being interpreted
as an anti-Napoleonic stance. After several defeats,
Napoleon surrendered the Papal States and allowed the
Pope to return to Rome. Pius VII arrived on 24 May 1814,
six months before KI649 was shown in the Paris Salon.
Ingres's letter to Marcotte (26 May 1814) states tllat it
represents one of the three days of Holy Week when the
cardinals wore rose moire vestments or petit detli/. According to Ingres, the white coloring of the papal vestments
was determined by his own aesthetic needs. He noted that
'painting is an art' implying that it should not be restricted
to the documentary. However, white was the correct

color for Holy Thursday,4!1 designated in the litllOgraph's
description (1833) where the scene is specifically noted as
taking place on the morning of that day. 50 Ingres's letter to
Marcotte, c. 18 I 3, described tlle subject of the Kress painting as taking place while the Miserere was sung, but docs
not specify that this took place on Holy Thursday. IfIngres
intended the canvas to show the chapel when the Miserere
was sung, the scene cannot have taken place in the morning,
as that psalm was usually chanted later in the day.51 The
music of the Miserere (Psalm 51; 50 in tlle Vulgate) most
important of the seven penitential psalms, played a major
role in the Sistine Holy Week ceremonies. Allegri's music
for the Psalm, composed in 1638, was particularly admired
by Ingres. 52 The presence of the papal processional cross
ncar the altar in K1649 indicates that the solemn transfer of
the Host had taken place. Traditionally, this transfer was
from St. Peter's to the Pauline Chapel, but there may have
been a change in liturgical procedure because of the Pope's
frail health. The church of San Giovanni in Laterano was
the stational church for both Holy Thursday Masses, but
this may again have been modified due to the Pope's
illness. The reminiscences of depictions of St. Francis by
Zurbaran and other Spanish artists to be seen in the
tonsured friar in the center foreground, and the seemingly
emblematic contrast between youth and age provided by
the dramatic juxtaposition of a Van Dyck-like young man
and a venerable figure at the lower left corner immediately
behind the halberdier also argue against an entirely realistic
approach in K1649. Some of these figures may be among
those referred to by Silvestre in 1855 as having been added
by Ingres, possibly a decade after completion.
In addition to the pictorial sources cited by previous
scholars, it may be that Ingres utilized the perspectival
treatment found in manuscripts by Jean Fouquet. The
fifteenth-century French painter's influence upon other
works by Ingres has already been noted. In KI649 the
artist may have recalled the spatial treatment of the Retires
d'Etielllle Chevalier (Chantilly, Musce Conde) of c. 1450,
which was rediscovered in 1805, the year before Ingres
left for Rome. 53 In 1806, Ingres was reprimanded by contemporary critics for setting back the art of painting four
centuries, returning to its infancy, to revive the manner of
Jan van Eyck. Ingres, at about the time of the execution of
K1649, whose Titian-like coloring was commented upon
by many critics, was interested in the life of the Venetian
Renaissance. He produced canvases of scenes from the life
of Aretino. 54 Long in private hands, exhibited on a few
occasions ill the nineteenth century, The Sistille Chapel
remained among Ingres's best known works due to the
splendid reproductive lithograph prepared by Ingres's
fellow-student in David's studio, Sudre, who also came
from the same region of France as Ingres. Beraldi, who
catalogued Sudre's work, described the print of 1834 as 'a
masterpiece of reproductive lithography' and suggested
that Daumier's Velltre Legislatif, also dating from 1834, may
have been influenced by the play of light and shade in the
print after K1649.55
Ingres brought together different moments from Holy
Week observances, fusing the ceremonies in his memory
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and pamtmg many of the participants ill abselltia. He
adopted the sharply-defined pictorial style of late medieval
piety, applying Venetian coloring close in spirit to the
sound of the Sistine Choir he so loved. The Sistine Chapel
was to remain close to Ingres throughout his long life. He
and his studio prepared other paintings of the Sistine Chapel
(Text Figs. 121-3). On 8 October 1839, Ingres wrote of a
project for the decoration of the Chapel of the Ecole des
Beaux-Arts (built on the site of the Eglise des Petits
Augustins) in which he wished to place an exact copy of
the calltoria of the Sistine Chapel (presumably a threedimensional replica), between copies of Michelangelo's
Sibyls.56 He would thus reunite music with her sister arts
painting and architecture, the very fusion to which K1649
was consecrated.

Provellallce: Charles Marcotte d'Argenteuil (d. 1864),
exhibited Paris, Musee Royal des Arts, Explicatiolls des
ollvrages de peilltllre, sCl/lptllre, architecture, et gravllre, I Nov.
1814, p. 52, Cat. No. 534, as Le pape Pie VII tellallt Cbapelle.
'La scene se passe dans la Chapelle Sixtine a Rome. Ingres,
a Rome'. Paris, Galerie Ie Brun, Explicatioll des ollvrages de
peilltllre exposes all profit des Grees, 1826, p. 35, ,Cat. No. 99
as 'Vile illterieure de la Cbapelle Sixtille a Rome, dalls laquelle
Je Pape Pie VII officie pOlltificalemellt assiste dll sam: college, a
l' epoqlle des trois jOllrs d' agollie de la semaille saillte.' Paris,
Blvd. Bonne Nouvelle, Exposition all profit de I'Associatioll
des Artistes, 1845, Cat. No. 43, as La Chapelle Sixtille. Paris,
Palais des Beaux-Arts. 'La scene se passe dans la Chapelle
Sixtine, a Rome', Expositioll Uuiverselle de 1855, p. 350,
Cat. No. 3341, as Le Pape Pie VII teuaut Chapelle. Madame
Alexandre Legentil, daughter of the above (d. 1920),
exhibited - Paris, Ecole des Beaux-Arts, Cataloglle des
Tableallx • •. de J. A. D. Illgres, 1867, p. 15, Cat. No. 73,
as Le pape tiellt clzapelle. Madame Marcel Pougin de la
Maisonneuve (nee Marcotte), niece of the above (d. 1939),
exhibited - Paris, Association Franco-Americaine d' expositions de peintures et de sculptures, Expositioll Illgres, 8 MayS June 1921, p. 21, Cat. No. 19, as La Chapelle Sixtille.
New York, Wildenstein and Co. Kress acquisition 1949.
Referellces: (I) In 1921, the last digit was described by
Briere as 'half-erased' to conform with the date given in
the 1867 Ingres Exposition (Cat. No. 73). He said it should
read 1810 (Gaston Briere, 'Notes sur l'exposition Ingres en
1921',

BlIlletill de la Societe de I'Histoire de I'Artfrallfais,

1921,

p. 214). Paul Jamot, 'Sur la date d'un Tableau d'Ingres et
sur Ie titre d'un Tableau de Delacroix', BlIlIetill de la
Societe de l' Histoire de l'Art frallfais, 1922, pp. 292-5 found
the date of 1810 given in the 1867 exhibition catalogue
incorrect: it should read 1814. (2) J. F. Bayer, The Book of
the Popes, New York, 1925, p. xxxvii. (3) For the chapel
see Charles de Tolnay, Michelallgelo, II, The Sistille Ceilillg,
Princeton, 1945; Leopold Ettlinger, The Sistille Chapel
before Michelallgelo, Oxford, 1968. Roberto Salvini, La
Cappella Sistilla ill Vaticallo, Milan, 1965, reproduced
K1649 in color (I, p. 272, fig. 264). (4) Salvini described
the vestments as rose and said tlley were worn on Passion
Sunday, the fourth Sunday in Lent (op. cit., p. 266). But
Passion Sunday is the fiftll Sunday in Lent and has violet
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vestments; it is Laetare Sunday which uses rose and falls
on the fourth Sunday in Lent, a full two and a half weeks
before Holy Thursday. (5) See F. X. Barbier de Montaut,
L'AIlIII:e litllrgiqlle a Rome, Paris, 1862, pp. 143-6. Ingres's
letter to Marcotte (20 July 1813) states that at the moment
of the Miserere tlle participants prostrate themselves, and
so this could not be the subject OfK1649. According to the
text of an 1833 prospectus for the Sudre lithograph
(published tlle following year) 'The moment chosen by
Ingres is the one in which Pius VII holds the papal chapel
on the morning of Holy Thursday. The Pope stands on his
pontifical tllrone in prayer, enveloped by his immense
pluvial or white silk cape embroidered with golden flowers.
The dais is of crimson velvet encrusted with gold. The
hanging [covering the throne and the wall behind the
throne] is of very fme wool and silver presented by the
king of Spain. Pius VII is accompanied by two assisting
cardinals. To his right is Cardinal Consalvi, then Secretary
of State; Rezzonico, nephew of tlle pope of that name
[Clement XIII], dressed in black velvet, the Senator of
Rome, is on the next lower step. Cardinal Doria is at the
Pope's left; on the same side, with his back to the altar, is
Cardinal Albani. Furtller [from the altar], a prelate holds
the papal miter. He is followed by two secret chamberlains.
Below the throne, to the right as one descends, are placed
the cardinals, priests, bishops or archbishops. The first,
nearest the Senator ofRome, is Cardinal Valenti Gonzalgue;
Cardinals Mattei Vicenti, Gabrielli and Pacca come
next. They are dressed in their great cappae, or copes, the
color of rose seclle (petit dellil) , capes of white fur, with
lace rochets; their ecclesiastical assistants [coadjutors]
dressed in violet robes, are placed below them. Within the
enclosure, a cardinal, who has come later than his
colleagues, genuflects while his assistant raises his cope. On
the opposite bench, facing the Pope, is the place of the
cardinal-deacons. Among tllem are Cardinals Erskine and
Albani. To the Pope's left, toward the altar, are bishops,
archbishops, prelates, major-domos and secret chamberlains
of the Holy See. Among them one finds Monsignor
Sacrista, tlle papal confessor, Witll a bishop's title. His name
is Menocchio. He is dressed in black with a cape of black
silk plush. (The papal confessor is always a monk from the
Augustinian order.) The Holy Father's golden cross is
placed near the altar; the prelate who carries it accompanied
Pius VII to Paris at the time of Napoleon's coronation.
Monsignor Mattei, who has since become cardinal, assists
at the Mass, wearing a violet cope. Clerics and masters of
ceremony are seen by the altar. Seen frontally, at the foot
of the steps, are tlle prelates of the Rota [the group in the
corner]. Beyond the enclosure forming a passageway with
the wall facing the Pope, the heads of the religious Orders
are usually seen. One sees among them a young prelate in
regular attire; an usher opens tlle door to the corridor for
him protected by a Swiss guard. Above these personages
is the gallery where the Miserere of Allegri is chanted.'
(Reprinted by Lapauze, Illgres; sa Vie et SOil CEllvre (17801867) d'apres doctlmellts illrfdits, Paris, 19II, pp. 134-8,
hereafter referred to as Illgres). (6) Henri Beraldi, Les
Gravellrs dll Xlxe siecle, XII, Paris, 1892, p. 63. (7) The entry
reads: 'Chapelle Sixtille. Le Pape assiste ala messe qlli est dite
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dalls la chapelle Sixtit/e, elltoure des grallds digllitaires de
l'Eglise et des officiers de sa maisoll.' (8) See Georges
Wildenstein, The Pailltillgs of J. A. D. Itlgres, 2nd ed.,
London, 1956, p. 178, Cat. No. 92. It seems to have been
given by Ingres to the painter Robert Fleury who was to
complete it. For problems concerning this work, see
Daniel Ternois, 'Ingres aquarelliste', ReVile des Arts, v,
1955, p. 104. It is presumably the one referred to by
Marcotte, quoted by Laborde, Illgres, p. 186, n. I, and
also Jules Mommeja, 'Le Cahier IX de Jean-AugusteDominique d'Ingres', Retlllioll des Societes des Beaux-Arts
des Departemetlts, Paris, 1896, pp. 350-1; H. Lapauze, Les
Dessills d'Illgres, Paris, 1901, p. 218 (hereafter referred to as
Dessills). (9) Laborde cites a watercolor signed: Ingres,
Rome, 1808, as the artist's first representation of the scene:
Henri de Laborde, Illgres, sa Vie, ses Travaux sa Doctrille,
Paris, 1870, p. 282, no. 219. The catalogue Illgres ill Italia
(French Academy, Villa Medici), 1968, p. 126, mentions a
watercolor, Pills VII ill prayer at St. Peter's (private
collection, Bourg-cn-Bresse) dated 1808. D. Ternois,
'Ingres aquarelliste' (art cit.), pp. 101-5, p. 102 reproduces
it. This may be the one to which Laborde referred. The
watercolor of 1809 is mentioned by Lapauze, Illgres,
p. 128; P. Jamot, 'Sur la date d'un tableau d'Ingres',
Bulletill de la Societe de l' Histoire de I'Artfranfais, 1922, p. 294;
M. 1. Cornillot, Collection Pierre-Adriell Paris, Besallfoll,
Paris, 1957, Inventaire General des Musees de Province,
Cat. NO.9!. (10) Copenhagen, Thorvaldsens Museum,
Ingres i Rom, tegllinger fra Musee Illgres i MOlltauban,
Copenhagen, 1967, Cat. No. 75. (II) Lapauze, Illgres,
p. 135. (12) See Daniel Ternois, 'Un tableau d'Ingres peu
connu: L'Investiture de Taddeo Barberini par Urbain VIII',
BlIlletill dll Mllsee Illgres, 7,July 1960, pp. 15-22. The work
is inscribed at lower right (by a later hand, possibly
Ingres's student Raymond BaIze to whom the artist left
the study): Dessille par Ingres Rome - Commellce peilldre
aParis. Inscribed at the lower left (by a later hand): Ce
dessill represeute Ie COllrOllllemellt d' UII prillce par Ie pape
Urbaill VlII dans la chapelle du Quirillal
R.... Also
inscribed by Ingres on the balustrade: prillces romaillsTribulle de la Noblesse - Tribune des Ambassadellrs. See also
Daniel Ternois, Illgres et SOil Temps, Musee Iltgres,
Molttauball, Paris, 1965, Cat. No. 159. (Inventaire des
collections publiques franryaises, II). (13) J. Boyer d' Agen,
Itlgres d'apres IIl1e correspondallce inedite, Paris, 1909, p. 260.
Lapauze, Itlgres, pp. 144-5. Lapauze, Dessills, p. 99.
Wildenstein, 0p. cit. Note 8, Cat. No. 255, fig. 156.
Ternois, op. cit. Note 8, p. 104, n. 7. Ternois, Illgres et SOli
temps, op. cit. Note 12, p. 182. Ternois, 'Un tableau
d'Ingres peu connu', art. cit. Note 12, p. 19, fig. 9. (14)
Lapauze, Iltgres, p. 144. Lapauze, Dessitts, p. 99. Wildenstein, op. cit. Note 8, Cat. No. 254, fig. 157. Ternois,
'Ingres aquarelliste', op. cit. Note 8, p. 104, n. 8. Ternois,
Illgres et SOil temps, op. cit. Note 12, p. 181. Ternois, 'Un
tableau d'Ingres peu connu', art. cit. Note 12, p. 19, fig. 10.
(IS) Listed by Ingres in compilation of works que/ai peillts
a Floret/ce, as quoted by Lapauze, Chapelle Sixtille, Les
Dessills, I, p. 235. See also Illgres in Italia (Cat. cit. Note 9
above), p. 124, Cat. No. 87 for this painting. (16) Letter
of Ingres to M. Forestier, 7 Apr. 1807. Published by
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Henry Lapauze, Le Romall d'Amour de M. Illgres, Paris,
1910, pp. 142-3. (17) Letter of 20 Dec. 1812, Lapauze,
op. cit. Note 16, p. 130. Laborde, Ingres, p. 282, no. 219 as
20 Dec. 1814, omitting key passage at the end which starts
ce qui evite de mOlltrer les visages . .• Boyer d' Agen, 0p. cit.,
pp. 106-7 omits same passage and dates the letter 20 July
1813. (18) Laborde, op. cit., p. 186, n. I. Boyer d'Agen,
op. cit., p. 107, n. I. (19) Boyer d'Agen, op. cit., p. 109.
(20) Letter from Florence to Marcotte, IS Jan. 1822.
Published by Laborde, op. cit., p. 334. (21) Letter of 6 Nov.
1859. Published by Norman Schlenoff, Illgres, ses Sources
Litteraires, Paris, 1956, p. 277. (22) Boyer d'Agen, op. cit.,
p. 485. From CaMers IX fo1. 58 v. Published by J.
Mommeja, 'Le Cahier IX', esp. p. 550. (23) Lapauze
Dessins, I, p. 235, no. 6. (24) Mommeja, 'Le Cahier IX',
p. 550. (25) S. Delpech, Examell raisolllle des ollvrages de
peilltllre, sCtllpture et gravure exposes au Saloll du LOllvre ell
1814, p. 210. (26) Cited without source by Lapauze,
Dessins, I, p. 25. (27) Laborde, op. cit., pp. 44, 189, and
Appendix D, p. 335. Leonce Benedite, 'Une Exposition
d'Ingres', Gazette des Beallx-Arts, III, 5th ser., 1921, pp.
325-37, p. 332. (28) F. de Lagenevais, 'Peintres et sculpteurs
modernes', ReVile des dellx mondes, July-Sept, 1846, pp.
530-1. Theophile Thon: [Thore-BUrger], Salolls de 1844,
1845, 1846, 1847, et 1848, Avec Ime prt!face de W. Burger,
Paris, 1868, p. 248. (29) Oskar Fischel, Tiziall, Klassiker der
KUIlSt, Berlin-Leipzig, n.d., pI. 273. Edmond and Jules
Goncourt, La Peinture I'Expositiol1 de 1855, Paris, 1855,
reprinted in their Etudes d'Art, ed. by Roger Marx, Paris,
1893, p. 192. Theophile Silvestre (Histoire des artistes
vivants. Etlldes d' apres nature, Paris, 1855, reprinted in Les
artistes fraufais, Paris, 1926, II, pp. II, 17, 32, 35) shares the
Goncourts' view. Ternois has shown the source to have
been the Tassi in Rome. (30) Silvestre, op. cit., p. 2. (31)
Ibid., p. 28. (32) Paul Lacroix, 'M. Ingres a l' exposition
universelle', ReVile Universelle des Arts, II, 1855, p. 212.
(33) Theophile Gautier, Les Beaux-Arts ell Ellrope, Paris,
1855, pp. 161-2. The writer's chapter on Ingres in La
Rellaissallce de I'Art Frallfais, et des Illdustries de IlIxe, reprinted in Paris, II, 1921, p. 236, noted that the painting
'could be signed by Titian'. (34) Eugene de Mirecourt,
Illgres, Paris, 1855, pp. 24-5. (35) Olivier Merson, Ingres,
Sf vie et ses rellvres avec catalogue des reuvres du Maitre par
Emile Bellier de la Chavigtlerie, Paris, n.d. [1867], pp. 18, 36,
63-4, 103. (36) Charles E. Beule, Bloge de M. Ingres, Paris,
1867, p. 6. (37) Blanc, op. cit., pp. 34-5. (38) Eugene
Montrosier, Peintres modemes, Paris, 1882, p. 12. (39)
Ernest Chesneau, Les chefs d'ecole, Paris, 1883, p. 303.
(40) Lapauze, Dessins, pp. 25-6. (41) Jules Mommcja, Les
grands artistes, lellr vie, lellr ollvrages: Illgres, Paris, n.d.
[1904], pp. 40, 69-70. A parallel view was expressed by
Teodor de Wyzewa, L'(Euvre peillt de Jeafl Dominique
Ingres, Paris, 1907, pp. 9, II. (42) Lapauze, Itlgres, pp. 81-2,
128-44. The following authors have also cited the Kress
canvas: Raymond Bouyer, 'L'Exposition d'art hollandais
et l' exposition Ingres', ReVile de l' art allciell et 1II0deme, II,
1921, pp. 53-4. Amaury-Duval, 'M. Ingres', La Rellaissallce
de l' art frallfais et des indllstries de IlIxe, II, 1921, pp. 246-7.
Lili Frohlich-Bum, Illgres, seill Lebell, IIIld seill Stil, Vienna,
1924, pp. 8-9. Louis Hourticq, Itlgres, I'rellvre dll maitre,
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Paris, 1928, p. 41. Jacques Fouquet, La vie d'Ingres, Paris,
1930, p. 82. (43) Walter Friedlander, Hauptstrolllfl1lgett der
franzosischeu Malerd von David bis Cezanne, BielefeldLeipzig, 1930, I, p. 93. James Thrall Soby, 'Two Ingres
Paintings at the National Gallery', Magazine of Art, May
1951. Wildenstein, op. cit. Note 8 above, p. 178, Cat. No.
91. Seymour,. p. 195. Gaetan Picon, Ingres, Geneva, 1967,
pp. 25, 35, 102. (<<) Schlenoff, op. cit. Note 21 above,
pp. 100-1; see also p. 202. (45) Robert Rosenblum, Illgres,
New York, 1967, p. 103. (46) Mme. de Stael, Corinne - 011
l'Italie, Paris, 1807; F. R. de Chateaubriand, cited in a
letter of IS Apr. 1829 in Exposition dll Centellaire, Paris,
1948, p. 135. (47) Reproduced by Georges Wildenstein,
Fragouard, London, 1960, pI. II {p. 219, Cat. No. 101}.
(48) Letter to M. Forestier, Rome, 7 Apr. 1807, in
Lapauze, Le Roman d'Alllolir de M. Ingres, Paris, 1910, pp.
142-3. (49) For the Holy Thursday observances, see
Frederick R. McManus, The Rites of Holy Week, Paterson,
N.j., 1956, pp. 3, 52, 54,79, II4. (50) See F. X. Barbier de
Montault, op. cit., pp. 143-6. (51) Ibid., p. 146. (52)
'Miserere', Lexicoll flir Theo[ogie fl1ld Kirclle, 2nd ed.,
Freiburg-im-Breisgau, VII, col. 446, lists some sixteenthand seventeenth-century settings of the psalm. (53) See
Klaus G. Perls,Jeatl FOllquet, Paris, 1940, pI. 38. For Ingres
and Fouquet, see Rosenblum, op. cit. Note 45 above, p. IIO.
(54) Wildenstein, Ingres, pp. 180-1, Cat. Nos. 103-4· (55)
Beraldi, op. cit. Note 6 above, p. 63, n. I. (56) Blanc, op. cit.,
pp.120-1.

JEAN-A UGUSTE-DOMINIQUE
INGRES
KI407 : Figures 337, 338
MADAME MOITESSIER STANDING. Washington, D.C.,
National Gallery of Art (882), since 1945. Oil on canvas.
57! X391 in. (146'7 XI00'3 cm.). Inscribed at upper right:
M~ INES MOITESSIER NEE DE FOUCAULD. Signed above
dado at lower left: I.A.D.INGRES pX1r ANo 1851. Very
considerable tears down right cheek and earlobe necessitated extensive restoration. Enlarging the original size of
the canvas are slightly discolored strips along sides and
bottom (left, 2 in. wide, right, It in. wide; bottom, 4 in.
wide). They appear to have been added before Ingres
completed the canvas (see Document N). Transferred from
original canvas to muslin backing and mounted on new
canvas prior to 1940.1 Minor restoration by Pichetto in
1945-46.
Reproduced in color in Robert Rosenblum, Ingres, New
York, 1967, pI. 43·
Mme. Moitessier stands before a wall hung in magenta
damask with a floral moti£ A draped mantel is seen at the
extreme right. A dado that is partly outlined in gold runs
along the wall. The subject is shown in little more than
three-quarter length, wears evening attire, her hair is
centrally parted, dressed with silk roses and leaves. The
25
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black velvet off-the-shoulder dress has a white lace band
at the top and a black Valenciennes lace bertha and long
shawl; its bodice is boned, with very short sleeves. The
lady fingers an opera-length pearl necklace with her right
hand. With the left she grasps a gilt mother-of-pearl fan
(probably dating from late eighteenth century) and the
end of her shawl. A large brooch with a faceted winecolored stone is fastened at the breast. A gold link bracelet
on her right arm has coins or medallions and a cabochon
garnet pendant; she wears a fancy jeweled ring on her
right ring finger. Gold link and enamel and pearl bracelets
are on her left arm, one with a long jeweled tassel. On her
left little finger she wears a Louis XV blue enamel and
diamond ring, and on the ring finger, one with an octagonal
faceted stone and a small rectangular ring of c. 1600. A
fringed chair, seen from the side at the lower left, has her
pelisse du soir over the back, her white lace-trimmed
handkerchief and beige gloves are on the seat.
Ines Moitessier was the daughter of Clothilde Eugenie
Belfoy and Charles-Edouard-Armand de Foucauld (a
government official in the Departemellt des EaIlX et Forers
under Charles Marcotte). She married Sigisbert Moitessier
(also known as Paul Sigisbert-Moitessier, 1799-1889) on
16 June 1842. 2 The son of a lace merchant, he described
himself as a ballqllier in 1874. He received a Doctor of Laws
degree in 1856 and in 1877 was named Procurellr general
at the Appellate Court of Chambery. Their elder daughter
Catherine was born on 19 March 1843. Her other daughter
was Francroise-Camille-Marie, Vicomtesse Olivier-AchilleGabrielle Taillepied de Bondy.
Ingres completed the Jllpiter and Antiope (Paris, Louvre) for
M. Moitessier in the same year as the Kress portrait of his
wife.3 At least six preparatory drawings for K1407 are
known. As the artist painted another portrait of Mme.
Moitessier, presumably begun considerably before the
Kress canvas, and completed in 1856 (London, National
Gallery, Text Fig. 128) it is not always possible to determine for which portrait the studies were made.' 1. Pencil
drawing, slightly less than three-quarter length {possibly
cut at bottom}. Collection Jacques Dupont, Paris. A
drapery at the upper right. Sitter looks somewhat tlunner
than in K1407. Her right hand touches her left arm. Vente
Itlgres stamp at upper left (Lugt, no. 1477).5 Ex coIl. Charles
Saunier. Text Fig. 126. 2. Pencil drawing, three-quarter
length. Washington, D.C., National Gallery of Art, gift
of Paul Rosenberg. 20 X IS cm. (71 x5t~ in.). Signed at
lower left: 'Ingres'. Vetlte Ingres stamp at upper left. Ex
colIs. Lapauze, van Roeil (or Boeil).G Text Fig. 125. 3.
Pencil drawing, three-quarter length, squared. New London, Conn., Lyman Allyn Museum. 121 X9t in. Sitter has
a scarf in her hair, wears the same dress as K1407, but with
a different necklace, no brooch, and single, different
bracelet on her left wrist. She wears a wedding band. A
study for her right arm, in a different pose, is at the left.
The coiffure is closer to that of Madame Moitessier Seated
(London, National Gallery). The arm study is more suited
to a seated pose, also relating to the London portrait.
Vente Ingres stamp at lower right. Geismar stamp at lower
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left.' Ex coIls. Fernand Guille (Ingres's nephew), M. S.
Sylvias, Pierre Geismar, Jerome Stonborough. Text Fig.
129.4. Pencil drawing. Two studies for the sitter's left arm.
Montauban, Musee Ingres. Text Fig. 124. 5. Pencil drawing, knee-length, squared. London, private collection.
13 X6! in. Sitter wears a different brooch, necklace and
dress; shown somewhat younger than in K1407. Two
sketches of left hand in upper right corner; one with
wedding ring. Vente Itlgres stamp at lower right. Ex colIs.
Madrazo, Comtesse de BChague, Wildenstein and Co.,
Private Collection, London. Text Fig. 127. 6. Pencil
drawing, squared for transfer, described as either of Mme.
d'Haussonville or Mme. Moitessier. Signed at lower left.
Vente Ingres stamp at upper left. Listed in Lapauze Sale, H.
18 cm., L. 13 cm. (Tro XS! in.). Present location unknown.
Possibly identical with no. 1. 8 7. A drawing reproduced by
Lapauze (p. 438) of a standing woman, in knee length, one
hand placed over the other arm is regarded by him as
preparatory to KI407 and dated c. 1851. Collection Charles
Saunier.
Ingres's close friend and patron, Charles Marcotte, asked
the painter ifhe would portray the daughter of a colleague
at the Departemetlt des Eaux et Forets, Madame Moitessier.
The painter turned down the suggestion but upon meeting
the lady, struck by her beauty, he agreed to undertake the
commission in 1844 (Document A). There are two portraits
of this sitter, KI407, showing her standing, signed and
dated 1851, and another of her seated (London, National
Gallery) signed and dated 1856. It is generally thought that
the artist began with the latter, and set it aside in favor of
KI407, returning to the seated pose in 1852, completing the
London canvas four years later. 9 The artist seems first to
have planned (c. 1844) to portray Madame Moitessier
seated on a sofa. Whether he wished to include her little
daughter from the very start is unknown. He asked the
sitter to bring Catherine to pose (Document B). A preparatory drawing for this composition is at the Musee
Ingres, Montauban (no. 1847). The artist, exasperated by
the girl's inability to hold a pose (Document c), set the
canvas aside at an unknown date and decided to paint
Madame Moitessier alone, standing (KI407).1n 1845 Ingres
wrote that the portrait was still to be completed (Document D). In June 1847 Theophile Gautier published a
description (Document E) of a woman's head which he
saw on an easel in Ingres's studio which corresponds to that
of Madame Moitessier Seated (London, National Gallery)
completed in 1856 (Text Fig. 128). In 1847 Ingres noted
that he had not completed the lady's portrait (Document
F).10 All documentation specifically for the Kress canvas
stems from c. 1850-51, leading Davies to suggest that the
artist executed the painting with unusual rapidity, possibly
prompted by his patient sitter's remark that she had been
waiting for it for seven years (Document G).ll Exactly
when Ingres began working on the Kress portrait is
impossible to determine. According to Blanc, Laborde and
Lapauze, Ingres eitller worked on or thought about the
Kress portrait intermittently from 1844 until its completion
in 1851.12 An undated letter or letters (Documents G and H)
to Marcotte are quoted differently by Laborde and Blanc.

Laborde cites Document H as a separate missive placed
'several days' after Document G which is dated June 1851.
He quoted Document II as Ingres's saying Mme. Moitessier
is coming for a sitting for her terrible et belle tete. Blanc
referred to the two letters as one, undated, with Document
G following Document H as referring to the first sitting for
the head.13 Although Lapauze does not quote the letters
(Document G and II) these presumably form the basis for
his description of K1407 as beginning with the rendering of
her dress, followed by that of the arms and hands, and
finishing with the head. 'In June, he started the arms, the
hands, and it was not until he was satisfied with this
ensemble that he attached the beautiful head to the bare
shoulders: the admirable face came forth, Olympian,
majestic. In October, he finished [the painting] with the
jewels, then the gloves, and the handkerchief on the chair.
Not satisfied with the head, he went back to it again
several times, and finally, in the month of December, he
could inscribe the date and the signature on this portrait
•• .'.14 In the autumn, probably early in September (see
remark in Document J), Ingres proposed several changes
in a letter to Madame Moitessier (Document I): he decided
not to show her in a formal evening coiffure and asked her
to bring her jewel box, bracelets and pearl necklace. Dissatisfied with what he viewed as her old-fashioned jewelry,
Ingres requested his sitter to replace the Renaissance-style
brooch on her breast with a cameo set in gold. In KI407,
however, the brooch is a large red faceted stone set in gold.
In all, Ingres made approximately ten changes in the way
in which his sitter was dressed.
On I October 1851 the artist wrote Madame Moitessier,
whom he seemingly had not seen for some months as he
refers to her as bronzed, probably from having been in the
country for the summer (Document J). In the same letter
Ingres stated that he would add several 'perfections' to her
beautiful portrait without destroying anything she had
already admired. He noted a change in her headdress, only
grapes and leaves remaining. To these he wished to add
yellow-orange flowers and velvet bands that she was to
bring, together with a bracelet for the right arm and an
evening wrap to be placed on the chair. Toward the
middle of October 1851, he wrote for another sitting, in
order to complete the painting of her head (Document M).
Slightly later he wrote mentioning that he was starting
on the dress and of his satisfaction with the painting of
the arms (Document N). The phrasing suggests that tllere
may already have been some dispute about the painting of
her arms, which four years later the sitter wished him to
repaint in reduced girth (Document s). The artist wrote his
friend Albert Magimel, presumably later in October 1851,
that the painting of the face was going well and that he
hoped to have the portrait completed by Monsieur
Moitessier's birtllday (Document 0). On 16 October he
wrote Marcotte tllat he was oppressed by the nightmare of
portrait painting and planned to have one last sitting. In the
meantime he still had to paint the lace bertha (collerette),
rings, bracelet for the right wrist, fur, gloves, and handkerchief. He claimed that working on the portrait had
occupied seven years of his life (Document K). An undated
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letter to Marcotte expresses Ingres's regret that the sitter's
father (Marcotte's colleague, Foucauld) and the artist's wife,
both deceased, could not see the portrait (Document L).
On IS December ISSI he wrote to another sitter, Madame
Gonse, that the portrait, 'certainly among the most important of my works', would be finished very soon
(Document p). In another letter to her, dated 7 January
ISS2 he described the portrait as finished, expressing some
misgivings about it (Document Q).
Lapauze wrote that Madame Moitessier Seated was completed between IS December ISSI, and 31 January ISS2,15
the date Ingres invited the Superintendent of Fine Arts to
see it in his studio (Document n). Presumably Lapauze
thought Ingres may have made changes after signing and
inscribing the canvas with the date ISSI. The painter is
known to have resumed work on the portrait now in
London in June ISS2.16 Writing of the latter Marcotte told
Gatteaux (an artist, friend and neighbor ofIngres) in ISSS
that Madame Moitessier preferred it to the one completed
in ISSl (KI407) as the reartemellt of the eyes was diminished.
The arms in both the first and second portraits were
described as far too fat and Marcotte asked Gatteaux if he
might persuade Ingres to minimize their bulk in view of
the fact that the portrait had been begun eight years ago,
when she was less plump! (Document s),17 Madame
Moitessier Seated was seen in Ingres's studio by Galimard,
who wrote in IS 52 of its nobility of pose and execution, so
simple, grand, majestic, like the works of Leonardo and
Raphael. Madame Moitessier is described as an Olympian,
Junoesque figure, her calm and majesty like the works of
antiquity.1s About described the portrait as showing a
queenly figure, surrounded by majesty and grandeur,
without neglecting the depictions of flowers, draperies and
an admirable Chantilly lace.10 A completion date of IS52
was given by Merson for K1407.20 L'lborde refers to the
Washington canvas as the sitter's first portrait and seems
to believe that both K1407 and Madame Moitessier Seated
were begun in IS44.21 A major study of Ingres's portraits
of Madame Moitessier was made by Lapauze, who found
'an impression of sovereign beauty to emanate from the
canvas' (KI407). He described it as an alliance of genius and
nature producing an exceptional work - 'it is as though
the secret of life palpitated under the artist's brush, as
though art usurped divine power'. He followed Gautier's
characterization of the sitter as a Juno, comparing her to
Minerva, but found that the nobility of the ancient goddess
was enhanced by the parllre of a fashionable Parisienne of
the mid-nineteenth century, clad in 'tism araclllu!eu'.22 No
stylistic difference was found by Frohlich-Bum between
the artist's portraits of IS0S and those of Madame
Moitessier; only the fashions had changed.23 Hourticq
wrote that the portrait was begun in IS44.24 According to
Davies, early in IS47 the artist 'erased all his work on
Madame Moitessier Seated • •• to begin again: and quickly
reached a seeming completion [Madame Moitessier Stall ding]
far, for him, from the end.'25 Davies thought that, following the sitter's complaint in June 1851, that she had already
been waiting seven years for the completion of her
portrait, 'Ingres probably decided to paint an entirely new
25*
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picture in a new design possible to be terminated quickly.
This new portrait of Madame Moitessier Standing was
completed in the last days of ISSI.'2G Davies proposed that
Ingres may have set aside the London picture e. IS49, at
the time of his wife's death, and that he may have returned
to the initial project within six months after the completion
of the Washington canvas because he may have felt 'that
this standing version was insufficiently like. It had been
made his rule to devote the whole of a first sitting to the
discovery and study of his sitter's characteristic pose; finger
against head was Madame Moitessier.'27
Davies supported his argument for the rapid execution of
the Kress canvas with notes by Ingres's contemporary, the
painter Mottez, who reported that Ingres could paint an
entire figure in a day.28 Davies observed that tile Kress
canvas, 'very great masterpiece as it is, shows some signs of
haste. The style of Ingres is so severe that even he cannot
always completely realize a form (see Mme. de Broglie) but
there is not merely incoherence in the shoulders; the face,
though staggeringly superior to what most painters could
have done, is somewhat hard and poor - eyes together,
adenoidal neck - in comparison with the sublime features
of the National Gallery [London] portrait. This lack of
comprehension is hard to detect in the original- one is
blinded by the splendour of the headdress, dominating the
head like some halo in perspective .. .'.29 Davies wrote
that Ingres may have initiated this second canvas (KI407)
after Mme. Moitessier complained in June of that year that
he had been working on her portrait (London, National
Gallery) for the preceding seven years. 30 Writing of the
sitter, Pach observed 'Of all the people, of all the women,
especially, who furnished inspiration for his painting, none
has so great a place in the story of his art as Mme.
Moitessier.'31 The painting was included in tile Wildenstein
monograph. 32 According to Evans, the artist 'sought to
cast Mme. Moitessier in tile form of an ideal figure by
Raphacl.'33 Seymour (p. 195) observed 'It would seem
almost as if Ingres had come to a point at dead center in
which the capacity to find a meaningful contact with
human individuality was balanced by the dominance of
type and generality. This is fundamentally the great
problem raised by Classic art, beginning with Greek times,
in the Western world. It is not enough merely to talk about
the importance of the individual. It is necessary also to find
him, to locate him as a personal force within the general
principles of humanity which dignify and, in a way,justify
his existence. Possibly Raphael at one time had met the
same dilemma.' Ternois wrote that the Washington painting was begun in IS44 and completed in ISSI. 34 Walker
stressed the significance of the sequence in which Ingres is
known to have executed tile Washington canvas, starting
with the dress and finishing with the head, 'painting backwards, so to speak, he treated his picture less as portraiture
than as stilllife.'35 The Washington canvas was described
by Rosenblum as 'the most imperial and commanding of
Ingres's female portraits. Placed against a flat magenta
damask that provides the secular equivalent of a medieval
gold background. Mme. Moitessier stands high above the
spectator with the superb aloofness and imperturbability
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of a classical goddess or a Byzantine Madonna. Indeed, the
stark directness of Mme. Moitessier's head surrounded by
a halo of roses and closely aligned upon a central axis of
symmetry, transforms her into the kind of female deity,
Greco-Roman or Christian, that Ingres attempted to recreate in such works as The Vow ofLOllis XIII or The Virgi/J
with tile Crowl/. Yet, characteristically for Ingres, the
hieratic frontality of Mme. Moitessier's gaze and posture,
which might have turned into an inert formula, is intriguingly complicated in psychological and visual terms.
The haughty serenity of her expression, for example, becomes more and more disquieting, thanks to the wall-cyed
stare that prevents a static confrontation; and in the same
way, the line of symmetry that bisects the sleek black hair
and runs down dIe nose and mouth is suddenly broken by
the most devious circuits. Thus, if the magnificently smooth
and boneless shoulders at first appear forced into a symmetrical pattern, they soon reveal subtle imbalances that
are enlarged upon by dIe tense opposition of the strands of
the pearl necklace, which swiftly tum to the right, and the
comparably arcing rhythms of dIe neckline, which,
momentarily fixed by the broocll, then tum quite as
abruptly to the left. Moreover, the simple clarity of dIe
head is constantly countered by the abundance of material
adornments - the diaphanous layers of black tulle and lace
that flutter about her dress, the multiplication of rings and
bracelets, the casual array of evening accessories on the
gilded chair - objects that appear like lavish votive offerings
to a sacred image.
• For finally Mme. Moitessier transcends dns luxurious
world of tangible embellishments through a strange
impalpability that is in part the product of her goddess-like
features and in part the result of the contracted space tllat
half denies her corporeal presence. Thus, her black dress
and shawl become inky silhouettes against dIe insistent
flatness of the paneled dado and damask wall, and even
the marmoreal modeling of her shoulders is ultimately
compressed to a heraldic two-dimensionality. And as a
final contradiction in this both natural and supernatural
creature, the pudgy, beringed fmgers look almost too
weightless and frozen to grasp securely either the curl of
pearls or the gilded fan which hovers on the picture plane,
strangely suspended in a sea of immaterial black.
• Such icons of elegant portraiture were familiar in midnineteenth-century art: witness Ary Scheffer's Mille.
Caillard of I842 [Paris, Petit Palais], in which the
decolletage and smooth, polished hairline and shoulders
belong to the same mode of beauty as Mme. Moitessier's.
But in Ingres's interpretation of dlls ideal, the nineteenthcentury world of material grace and wealth is transformed
into a haunting, timeless image of feminine grandeur and
mystery that far transcends the prosaic vagaries of
fashion.'3s
Writing ofIngres's agony in efforts to combine truth and
style in his later portraits, Clark observed 'The most
extended of these torments was provided by Madame
Moitessier. After his usual resistance, he accepted the

commission in I844, chiefly because he could see her in the
pose of one of his favourite antique paintings, an unknown
goddess in the wall painting from Herculaneum of
Hercules fmding his son Telephos in Arcadia. It allowed
him to use his favourite conjunction of the hand and the
head in a more majestic manner than the reflective muse
had done. No doubt Madame Moitessier was majestic:
Junoesque is the word used by all contemporaries. But this
type of beauty does not greatly excite us, and I fancy that,
even for Ingres, it did not have the same immediate appeal
as the melting grace of Madame d'Haussonville or the
intelligence of Madame de Rothschild. He constantly
referred to her terrible beallte, but in all the early studies he
left her face a blank. He originally intended to have her
daughter at her knee, but the wretched child fidgeted,
Ingres dismissed her and threw away the canvas. But he
fcIt under an obligation to the family (his letters to
Monsieur and Madame Moitessier show real affection) and
so in I8SI he started another portrait of Juno standing,
almost full length. The head is not very interesting, but the
accessoires show an ever-increasing devotion to fashionable
dress. The rings, the bangles, the cameo brooch; all these
were selected by Ingres for their contemporary character.
He even asked his sitter to change a very pretty Renaissance
brooch shown in a drawing, because it was" old fashioned".
The scarf of black Chantilly lace is one of the most painstaking records in all his work and is an astonishing
testimony to the old man's eyesight and steadiness of hand.
The picture was greatly admired, but Ingres was still
haunted by his original conception. Poor Madame
Moitessier! Never has a sitter collaborated so uncomplainingly over a period of more than twelve years. But
by I8S6 she was rewarded by the ultimate masterpiece of
the peitltre de la vie lIIodeme [the London canvas].'37
Drawings by Ingres after antiquities in the Uffizi made
while the artist resided in Florence between I 820-24,
especially that of the statue of Melpomene, may have
determined the sitter's pose.3S In the I840S Ingres was
much interested in the technique of ancient Roman wall
painting. The Madame Moitessier Seated in London, was,
according to Blanc, based upon the pose of Arcadia, in a
fresco of Heracles discovers Telepllos from Herculaneum
{Naples, Museo Nazionale).39 King suggested the same
figure as a source for KI407 and cited ancient 'Sibyls' and
'Vestals' which may have influenced Ingres's depiction.40
The painter may also have studied the so-called Mllse of
Cortolla (Cortona, Museo dell'Accadenlia Etrusca) , long
celebrated as a masterpiece of ancient painting, whose
authenticity has recently been questioned. A tondo showing the head of Mme. Hittorf as Juno, painted c. I848-SI,
is very close in concept to the depiction of Mme.
Moitessier.41 Although the present format is entirely
consistent with the somewhat squared shape favored by
Ingres for his later portraits, the artist may initially have
planned a more vertical scheme, before strips were added
to the sides and bottom of the canvas, apparently after the
portrait was begun. The additional space to Mme.
Moitessier's left and right may have been provided to
balance her increase in weight, a subject of some con-
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troversy between painter and sitter. This increase probably
took place during the summer of 1851 (necessitating the
strips' addition that Fall) but may have been a gradual
process, since Ingres began a portrait of Mme. Moitessier
in 1845. Davies's suggestion that K1407 was painted
rapidly, within a few months, has much to recommend it,
although Ingres's habit of working over a long period of
time upon concurrent portrait commissions should not be
ignored. The artist seems to have worked concurrently
upon three portraits: Mme. Moitessier (KI407), Mille.
GO/lse (1852, Montauban, Musee Ingres), and Prillcesse de
Broglie (1853, New York, Metropolitan Museum of Art,
Robert Lehman Collection). The sitter's Spanish givenname, with the emphasis on her black dress and mantillalike shawl, suggests that the artist may have had later
Spanish paintings in mind when painting the portrait.
Such works enjoyed considerable fashion in France where
the masterpieces collected for Louis-Philippe were exhibited in the Musee Espagllole at the Louvre from 1838
to 1848. Although Davies stressed the significance of
Madame Moitessier Seated for twentieth-century art especially Picasso's - the Washington canvas may prove a
more basic contribution. The artist's audacious juxtaposition of extreme specificity with equally overt
generalization leads to the art of Degas and that of many
more recent painters.

DOCtllllellts:
A. M. Marcotte wrote in the margin of one of the master's
letters:
M. Ingres had at first refused to paint the portrait of
Mme. Moitessier. Then, one evening, he saw her in my
house, and, struck by her beauty, he wished to paint her.

[1844]42
B.

To Madame Moitessier:
Madame,
Would you be kind enough to come for a sitting
tomorrow around two o'clock? please wear a sleeveless
dress and do bring the charming Catherine along. I
would be very grateful. Meanwhile, please accept my
sincere homage and many friendly greetings from my
wife.43
Friday morning [c. 1844]
Ingres.

c. I remember a large, very cold room. My mother's hand
rested on my head, and I had to sit still. It was quite
boring. One day the old gentleman with his cotton cap
lost his temper. He said that little Catherine was unbearable, and that he would erase her.44
D. On 27 July 1845, Ingres complained that he still had

two portraits to complete - those of Madame de Rothschild
and Madame Moitessier.45
E.

ThCophile Gautier. Description of head of Madame

Moitessier Seated.46
F. On 24 June 1847, the artist wrote again:

••• I have not even finished the portrait of Mme. de

377

Rothschild which I began anew and better, nor that of
Mme. Moitessier. Wretched portraits! 47
G. In a letter dated by Laborde June 1851, Ingres wrote to
Marcotte:
Our beauty - for all her graciousness - could not keep
herself from reminding me that seven years have passed
since I started to paint her. Oh portraits, portraits - what
have I done to you?4 8

H.

Alas, I do paint portraits, but despite those laudatory
remarks of our good and beautiful Mme. Moitessier, the
fact remains the battle is not yet won. However, it will
be decided from today on, the first sitting for her awesome and beautiful head. At two she is coming especially
from Villiers, I hope to God that the bleeding ordered by
Dr. Magendie [Magendie was a doctor who had treated
Ingres's late wife] has affected neither those beautiful eyes
nor that divine face. Still, I don't believe I shall start
today, because yesterday I had to go to Les Andelys with
our dear Gatteaux. I went, duty-bound, but also to pay
justified homage, for tile unveiling of the statue of
Poussin in the town square. It was an affair with all the
usual fanfare, Pontifical Masses by Mgr. d'Evreux, endless speeches and finally a banquet. As a result I don't
have my head on my shoulders this morning.49

Undated, probably September 1851 to Madame
Moitessier:
Madame,
You are most certainly very beautiful by nature; therefore I abandon - after due reflection - the idea of a
formal evening coiffure. This will be in better taste for
the portrait, because I would be afraid that such a hairdo
would upset the proportions of the head. Let us also
reconsider the somewhat old-fashioned brooch on the
breast. Please replace it with a cameo set in gold. I shall
not give up a long and simple chatelaine, however, from
which I could suspend the scent-bottIe of the earlier one.
And so please Madame, bring your jewel-case, your
bracelets and the long pearl necklace on Monday. Till
then Madame. You have been very gracious to your
as yet unworthy painter, who is nonetheless your very
devoted and fond servant.50
Ingres.

I.

J.

October 1851 to Madame Moitessier:
My. dear and kind Madame,
It was with great pleasure that I received your letter
assuring me of your good health and spirits, and that all
is well around you.
I am equally touched by all the kind things you say
about me. Madame, I can never assure you enough of
my sincere wish and readiness to do all J can to be of
service to you and the excellent M. Moitessier. How
happy I will be to see you here again, but alas, for too
short a time. I shall wait for you on the 9th in my studio
at the Institut. please do not be angry, I still want to add
only a few fmishing touches to your beautiful image.
I shall not destroy anything that you already are kind
I

FRENCH SCHOOL: XV-XIX CENTURY

enough to admire. I have done a lot of work on it, as
you will see, enough to make me feel more happy about
it, particularly because M. Moitessier, the ultimate judge,
and M. de Foucauld, have given their approval.
I shall not take up more of your time writing about my
work, but I must tell you that you no longer have the
ribbons and pinners in your coiffure. There remain only
the grapes and leaves to which, I think, we shall add the
beautiful yellow-orange flowers and the velvet ribbons
which I would like you to bring along. I also need a
bracelet on the right arm. Everything else is finished.
We do need, however, an evening wrap, the kind you
wear when returning from a ball, to throw over the
edge of the chair.
Believe me, Madame, it was no sacrifice to have waited
for you in the first days of September as I think I did.
Be welcome, bronzed and Moorish Lady.
Please embrace your loving children for me and remember me to your dear husband who gave me hope
and confidence enough to present him with my laborious
attempt at your portrait.
I remain, Madame, with respect and affection, the most
humble servant of the admirable sitter.
Paris I October.
Ingres.
I have no news from my young lady from Rouen who
was supposed to sit for her portrait today.
I am without news from the Marcottes, but I know they
are welJ.lil

not wasted my time: your arms arc done as I wanted
them; you arc larger, and that is very becoming. In short,
I am not displeased and rather optimistic. Would you
like me for dinner on Tuesday? I shall bring good news
about the portrait, and we could make decisions about
several things. Meanwhile, dear Lady, please accept my
respectful homage and devotion. 55
Ingres.
o. Undated letter to Albert Magimel (after mid-October
I8S1) :

... I am consumed with worries, but I try to face it
all. The head is fine flOW. But this showy new fashion,
the train, is giving me trouble. I have seen M. Moitessier,
who, wonderful as always. allows me to do anything. At
one o'clock I must be at the Institut for a sitting of the
little one [Mme. Gonse] whose head I would like to
finish. Then I would like to go back to the other studio
to finish the rest; you see what troubles I have. Now
that I have managed to calm those anxious and inquisitive
people, I would like to have done with them once and
for all and deliver the portrait at the end of the month.
They expect it in any event for the husband's birthday.56
P.

IS December 1851 to Madame Gonse:
Madame and dear friend,
I am again annoyed at having to be short with you, but,
really, you arc not reasonable. Your letter reaches me in
the midst of all my present troubles. I am trying to
concentrate in peace and contemplation on finishing the
most important of my works, the portrait of Mme.
Moitessier, a labor of seven long years which the critics
await with bated breath, not to mention Parisian society.
I shall not speak of definite rights: in spite of the fact
that you have yours, my dear friend, she unavoidably
has tile first place.
So much for a start. Let us discuss the end.
To begin Witll, you know quite well that your portrait
is practically finished and tllat you will have it. A little
more patience; you know very well that one cannot set
deadlines in painting. Let us please, then, not trouble
ourselves any longer. I have hope, sincerely, but we arc
in the hand of God and you know where our promises
get us. If all goes well, Mme. Moitessier's portrait can be
finished between today, Monday, and next Sunday, the
day long and anxiously awaited by our young hero. I
need at least three days, or four, to show it to a circle of
intimates. This brings us to tile end of the year, a season
when everyone is busy with other things to do.57
Monday IS December 1851
Ingres.

Q.

7 January 1852 to Madame Gonse:
Madame, my dear child,
I will also tell you that Heaven - finally tired of persecuting me - has allowed me to finish that portrait
which was seven years in the making (but what am I
saying, since He does keep me from exhibiting it, and
since everyone keeps besieging me, even while I drink
my tea). Finally, God be praised, since what is finished

16 October 1851 to Marcotte:
Do you know how I feel? Like someone in an oppressive
nightmare, trying to escape, but unable to run. Yes, that
is what those wretched portraits have done to me. I
finally have our beautiful and good lady for a last sitting,
but now I still have to paint her collar, the bracelet on
her right arm, the fur wrap on the chair with her gloves
and handkerchie£ Then I will have to do the last glazing
and add the finishing touches to this portrait which for
seven years now has been painfully present in my life.52
L. ' ••• neither my poor wife nor the father could have
seen:53

K.

M.

Later in October 1851 to Madame Moitessier:
Madame,
Could you be kind enough to visit me tomorrow,
\Vednesday, at three o'clock to sit for the portrait so
that I can finish your beautiful head as we had planned.
May God himself come to my help.
Sincerely, believe me, my dear Lady, your humble
servant.
Tuesday morning.M
Ingres.

N.

October [1851] to Madame Moitessier:
My dear Madame,
I have just been reminded - old scatter-brain that I am that this Saturday three of my friends will come for
dinner. So I cannot accept your invitation for that day.
Please keep the invitation open for me until I have
finished your gown which I start this very day; I have
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seems to have gained the admiration, excuse my vanity,
of those whose taste and judgment I respect and I shall
only today have it taken to the Institut which will be
better, and in any event there is my private exhibition
space.
Fortunately for me, the relatives are delighted; and you
may think, perhaps that I am completely satisfied - I am
not, but that is something I can only tell my discreet
friends. This is how it should be, because without a certain
dissatisfaction I would lose my vantage point, and goodbye art. Besides, if one were perfect, which is not the
human lot, one would be so bored one would kill oneself out of melancholy.58
31 January 1852 to M. de Nieuwekerke, Superintendent
of the Beaux-Arts:
A thousand obstacles have deprived me of the opportunity to meet with you. I beg you to do me the
honor of viewing the two portraits. One of them (the
one I have only throughout the day) can be seen in my
studio at the Institut. The other, the portrait of Mme.
Moitessier, is at 17 quai Voltaire which is on the way [to
the Institut]. That one I am exhibiting all day today, and
tomorrow, Sunday. I very much hope, M. Ie Comte,
that you will be able to spare time from your important
work to see them.59

R.

s. 24 February 1855 Marcotte to Gatteaux:
Last night, my dear friend, I had the visit of M. and
Mme. Moitessier. Mme. Moitessier is very pleased with
the second version of her portrait which she considers
a good likeness since our friend has diminished the space
between the eyes. I did not conceal from her to whom
she owed that improvement.
Now there is still something else. It concerns the arms
which are still considered too heavy. They are surely
already too heavy in the first portrait [K. 1407]. Try to
make him reduce them in the second. The suggestion
must come from you, because if our friend suspects that
the lady has remarked on it, he will be offended.
Please proceed carefully to obtain that change. True, the
lady does have heavy arms, but that is one more reason
not to exaggerate the fact. No-one could fault the
painter if they were rendered more slender than in
nature. After all, one must remember that the portrait
was started when Mme. Moitessier was eight years
younger and less plump.
I told Mme. Moitessier that I would write to you about
the matter, and that only you can help to straighten
things out and have her arms reduced in the painting
without hurting the self-esteem of him who is so
devoted to her - which, of course, she deserves, since I
do not know a finer lady.
I hope that the weather will turn milder, then I shall
visit you. 60
Bcst wishes,
Marcotte.
24 February 1855
KI407 was listcd in the artist's CaMas
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Provellallce: M. and Mme. Sigisbert Moitessier. Exhibited
in the artist's studio c. Dec. 1854, shown with other works
by Ingrcs for thc first public exhibition of the jea/we d'Arc
{now Paris, Louvre).62 Shown in Paris at the Exposition
Universclle, 1855, Cat. No. 3366. Comtesse de Flavigny
{Mme. Moitessier's eldest daughter).G3 Vicomtesse Olivier
de Bondy, Chateau de la Barre, Indre (second daughter),
exhibited - Paris, Association Franco-Amcricaine, Illgres,
1921, Cat. No. 44. Comte O. de Bondy. Paul Rosenberg,
Paris. Exhibited - Masters oj French 19th-Celltury Pailltillg,
London, New Burlington Galleries (acquired 1935), Oct.
1936, Cat. No.2; Chefs d'Cfllvre de l'art frallfais, Paris,
Palais National des Arts, 1937, Cat. No. 351; HOllderdjaar
Frallsclle KIIIIst, Amsterdam, Stedelijk Museum, 1938, Cat.
No. 137; La Peilltllre frall(aise all xlxe siecle, Belgradc,
Museum of Prince Paul, 1939, Cat. No. 67; La Pilltllra
frallcesa de David a IIl1estros d{as, Buenos Aires, Musco
Nacional de Bcllas Artcs, 1939, Cat. No. 76 {also traveled
to Montevideo, Rio de Janciro and Sao Paulo);&1 The
Pailltillg oj Frallce since the Frellch Revolution, San Francisco,
M. H. de Young Memorial Museum, Dec. 194o-Jan. 1941,
Cat. No. 59 (also shown in San Diego, The Fine Arts
Gallery, Mar. 1941, Cat. No. I) ;65 Masterpieces oj French
Art, Chicago, The Art Institute, Apr.-May 1941, Cat. No.
85; Loall Exhibitioll oj Great Paintings, Toronto, Art Gallery,
1944, Cat. No. 36. Kress acquisition from Paul Rosenberg
& Co., New York, 1946.
References: (I) This transfer may have beennccessitated by
complications arising from the addition of strips at sides
and bottom. It could have taken place following the tears
which appear to have becn caused by the canvas being
struck by a thick object such as a furniture leg. (2) See
Hans Naef, 'New Material on Ingres's portraits of Mme.
Moitessier', Bllrlingtoll Magazine, CXI, 1969, pp. 149-50.
(3) Georges Wildenstein, The Paintings ojJ. A. D. Illgres,
2nd ed., London, 1956, p. 210, Cat. No. 265, fig. 170.
(4) For a discussion of the chronology of the Kress painting
and the London portrait, see pp. 375-6, and art. cited in
Note 10. Some of the drawings for K1407 are referred to by
Agnes Mongan, 'Ingres et Mme. Moitessier', BlIlletin dll
MIISI!e Illgres, 2, 1957, p. 308. See also Daniel Ternois, Les
Dessins d'Ingres au Mllsee de Molltallban, Les Portraits (Ill of
Invelltaire General des Dessills des Mllsees de Provillce), 1959
(unpaginated), s.v. Moitessier. (5) Frits Lugt, Les Marques
de Collections des Dessills et d'Estalllpcs, Amsterdam, 1921,
p. 268, no. 1477. (6) Lapauze Sale, Paris, Hotel Drouot,
21 June 1929, p. 26, Cat. No. 37, as 'Etude pour Ie portrait
de Madame d'Haussonville, au de Madame Moitessier'.
'M. van Roci!' is inscribed in the margin of the sale
catalogue at the Metropolitan Museum, Thomas Watson
Library (New York). (7) Lugt, op. cit., Supplemcllt, Amsterdam, 1956, no. 2078. Sale, Paris, Hotel Drouot, 15 Nov.
1928, p. 16, Cat. No. 33. The drawing was in Cambridge,
Fogg Art Museum, Ingres Celltellllial Exhibitioll, 12 Feb.9 Apr. 1967, Cat. No. 96, there dated c. 1851. Sale, New
York, Parke-Bernet, 17 Oct. 1940, Cat. No. 35. (8) Sale,
Paris, Hotel Drouot, 21 June 1929, p. 27, Cat. No. 39, not
illus. In the margin of the copy at the Metropolitan
Museum of Art is a handwritten notation: 'I3.00~ M.
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Wildenstein'. (9) See Henri de Laborde, Illgres, sa Vie, ses
Travaux, sa Doctrille, Paris, 1870, pp. 255-6, hereafter
referred to as Ingres. (10) For this painting see Martin
Davies, 'A Portrait by the Aged Ingres', Burlillgtoll
Magazine, LXVIII, pp. 257-68 and Robert Rosenblum,
Ingres, New York, 1967, p. 164, pI. 46. (II) Davies, op. cit.,
p. 259. (12) Henry Lapauze, Illgres: sa vie et SOli cruvre
(1780-1867) d'apres documellts iltt!dits, Paris, 19II, pp. 440,
442 (hereafter referred to as Ingres). (13) Laborde, Ingres,
0p. cit., p. 256. Charles Blanc, Itlgres, Paris, 1870, p. 168.
(14) Lapauze, Illgres, p. 442. (IS) Lapauze, Ingres, pp. 456-7.
(16) Lapauze, Illgres, p. 448. (17) Letter in collection of
M. Girod de l'Ain, Paris, published by Naef, op. cit.
Note 2, pp. 149-50. Both artists had studios at the Institute. As the painter was somewhat wall-eyed, he tended
to make his models look dlat way as well. (18) Auguste
Galimard, 'Un portrait par M. Ingres', Revue des BeauxArts, III, 1852, pp. 49-50. (19) Edmond About, Voyage
travers I'expositioll de Beaux-Arts, Paris, 1855, p. 134. (20)
Olivier Merson, Ingres, sa vie et ses crllvres, Paris, n.d. [1867],
p. II9. The sitter's address is given as Rue d'Anjou-SaintHonore 42. He erroneously listed a portrait of Mme.
Moitessier as c.,\:ecuted in 1841 in his catalogue of Ingres's
works; he claimed that this was shown in the Salon of I 855.
The portrait was included in Charles Blanc's catalogue,
op. cit., p. 233, where he followed Merson's date of 1852.
See also C. Blanc, 'Ingres, sa vie et ses ouvrages', Gazette
des Beaux-Arts, 1st ser., 1868, p. 536. Alfred M. Frankfurter,
SlIpplemellt to the Kress Collectioll at tlte Natiollal Gallery,
Washington, D.C., 1946, p. 68 inexplicably claimed that
K 1407 is 'signed and inscribed with the dates of the first
sitting and completion 7 years later.' Seymour, p. 195,
followed in claiming that K1407 was begun in 1844. Jules
Mommeja (Ingres, Paris, 1904, p. 103) also used this date.
(21) Laborde, 0p. cit., pp. 255-6, Cat. No. 140. (22)
Lapauze, 0p. cit., 19II, pp. 440-8. (23) Lili Frohlich-Bum,
Ingres, sein Lebell lind sein Stil, Vienna-Leipzig, 1924, p. 53.
(24) Louis Hourticq, Ingres, I'CEllvre dtl MaItre, Paris, 1928,
p. 99. (25) Davies, op. cit. Note 10 above, pp. 257-68.
(16) Davies, op. cit., p. 257. (27) Davies, 0p. cit., p. 258.
(28) Davies, op. cit., p. 258, n. II. (29) Davies, op. cit.,
p. 258, n. 7. (30) Davies, op. cit., p. 257. (31) Walter Pach,
Ingres, New York and London, 1939, p. II. (32) Wildenstein, op. cit. Note 3 above, p. 219, Cat. No. 266. (33)
Grose Evans, French Painting: Nineteenth Century, Washington, D.C., National Gallery of Art, 1959, p. 14· (34)
Ternois, op. cit. Note 4 above, s.v. Moitessier. (35) Walker,
p. 240. (36) Rosenblum, op. cit. Note 10 above, p. 156.
The portrait is Cat. No. 147 in Emilio Radius and Ettore
Camesasca, L'Opera Completa di Ingres, Milan, 1968. (37)
Kennedl Clark, 'Ingres: Peintre de la Vie Moderne',
Apollo, XCIII, 1971, pp. 357-65, esp. pp. 361 and 364.
(38) Reproduced by Boyer d' Agen, Ingres, Jessinatellr des
alltiques, d'apres till album inedit, Paris, 1926, p. 16. (39)
Charles Blanc, 'Ingres, sa vie et ses ouvrages', Gazette des
Beaux-Arts, 1st ser., XXIV, 1868, p. 539. He entided Arcadia
the 'Flore pompeienne'. (40) Edward S. King, 'Ingres as
classicist', jourtlal of tlte Walters Art Gallery, 1942, pp. 69II3; .p. 82 and notes 89, 91. (4I) Wildenstein, op. cit.
Note 3 above, p. 219, Cat. No. 262, fig. 162. (42) See

a

Laborde, Ingres, p. 255. (43) Lapauze, Illgres, pp. 441-2.
(44) Lapauze, Ingres, p. 442. (4s) Quoted by Boyer d' Agen,
Illgres d'apres I/lle correspolldallce illCdite, Paris, 1909, p. 379.
(46) La Presse, 27 June 1847, quoted by Lapauze, Ingres,
I9II, p. 441. (47) Boyer Agen, op. cit. Note 45 above,
p. 388. (48) Laborde, Ingres, p. 256. (49) Blanc, art. cit.
Note 39 above, p. 536. (50) Lapauze, Illgres, p. 444. (51)
Lapauze, Ingres, pp. 445-6. (52) Laborde, Illgres, p. 256.
(53) Lapauze, Ingres, p. 442. (54) Lapauze, Illgres, p. 442.
(55) Lapauze, Illgres, p. 443. (56) Lapauze, Illgres, p. 446.
(57) Lapauze, Illgres, p. 456. (58) Lapauze, Illgres, p. 457.
(59) Lapauze, Ingres, p. 446. (60) Letter owned by Girod de
l'Ain in Paris. Published by Naef, op. cit. Note 2, pp. 14950. (61) Cahier IX was published by Jules Mommeja, 'Le
Cahier IX de Jean-Augustc-Dominique Ingres', Rel/llioll des
SociCtes des Beal/x-Arts des Departments, Paris, 1896, pp.
541-57. (62) See Etienne-Jean Delecluze,jol/rtlal des Debats
(cited by Davies, 0p. cit. Note 10 above, p. 259, n. 12);
also letter of Victor Mottez dated 18 Dec. 1854, published
by Rene Giard, Le Peintre Victor Mottez, Paris, 1934, p. 125.
(63) Lapauze, Ingres, p. 439. (64) These other South
American cities are listed in the catalogue of the San
Francisco exhibition, p. 9. There was a second showing of
the exhibition in San Francisco widl dIe same catalogue
from Nov. 1941 -Jan. 1942. (65) According to Paul
Rosenberg, New York.

EMILE JEAN HORACE VERNET
Vernet was born in Paris in 1789 and died there in 1863.1
He was the grandson of the famous landscape artist, Joseph
Vernet, and the son of Carle Vernet, noted as a history
painter. In addition to the training he received from his
fadler and from his mother's father, Moreau Ie Jeune,
Vernet also studied with Franrrois Vincent. He made a
successful debut at dIe Salon of 1810, exhibiting works in
the style of his father, but was soon influenced by Gericault
and other masters of the Romantic movement. From 1829
to 1835 Vernet was Ingres's immediate predecessor as
Director of the French Academy in Rome, where dIe
Kress portrait was painted. Under Louis-Philippe, he was
commissioned to paint large batde paintings for the
Galerie Historique at Versailles. Vernet traveled extensively to the Near East; his paintings of Egyptian,
Syrian, Palestinian, and Algerian subjects, like all his other
works, were very well received. His prolific output also
included satirical subjects for lithography.

K1035 : Figure 339
PORTRAIT OF TIlE MARCIIESA CUNEGONDA MISCIATTELLI WITH HER INFANT AND ITS NURSE.
Tucson, Arizona, University of Arizona Art Gallery
(KR 6I.35), since 1951. Oil on canvas. 52 X41 in. (132'1 X
104'1 cm.). Inscribed (as though carved in stone) at right:
II VERNET Rome 1830. Extensive tear in canvas in area of
the nurse's head. Relined, cleaned and restored by Pichetto
in 1937.
Tucson, 1951, Cat. No. 24.
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A young lady, looking to the left, is seated, playing a keyboard instrument. Her hair is coiffed in a classical style;
she wears a low-necked white dress with gathered bodice
and sleeves, tied with a bright striped sash at the waist,
adapted from peasant attire. A velvet robe is around her
knees. Leaning against the back of her chair is a young
woman in southern Italian peasant garb (scooped-neck
blouse, silk brocade skirt, laced bodice), holding an infant.
She is apparently a wet-nurse; she looks down at her
charge, whose left hand she holds with her left, embracing
the baby Witll her right arm. The blond baby, enveloped
in embroidered bands of swaddling, reaches toward the
mother with its right arm. The long coral pin in the
nurse's hair was meant to ward off the evil eye; she wears
earrings of gold leaves and pearl drops. The pilaster at the
right is decorated Witll a panel in the manner of Antique
Roman grotesque painting. A lamp or vase is at the top and
also a stork and rabbit. Ivy leaves are against the wall to
tlle left.
The Marchesa Cunegonda was tlle daughter of Gian Felice
Cocchi of Citta della Pieve (Umbria). She was the first
wife of the Marchese Geremia Antonio Misciattelli (1793I865) whom she married in 1815. Of their children, no
male heirs survived to maturity. The Marchesa died in 1842
(birth date unknown). Misciattelli married twice again. The
Marchese was a prominent amateur and a close friend of
the German landscape painter Franz Ludwig Kate1. 2
Though the infant in K1035 has been referred to as a boy,
there seems to be no reason for doing so.
Suida stressed the nco-Classical aspects of K1035, describing
it as 'not inferior to the works ofIngres'.3 Venturi singled
out tlle vitality with which the painting was executed,
stressing the luminism of the rendering of the velvets,
jewels, embroideries, etc.' The depiction of the Marchesa
was characterized as 'of Davidian solidity in contrast to
tlle Piazzettesque, more emotional portrayal of the nurse'.5
Longhi found the vivacity, chromatic vigor and compositional harmony of K103 5 such as to make it one of the
most beautiful examples ofVernet's portraiture during his
Roman period. 6
The portrait is extremely Raphaelesque in style - the
characterization of tlle baby conforms to that of many of
the High Renaissance master's Holy Infants, that of the
mother follows such models as the Donna Velata (Florence,
Palazzo Pitti). The triangular composition formed by the
three participants, placed within the rectangular confine of
the campus, is also a typically High Renaissance pictorial
convention, popular among neo-Classical artists of the late
eighteenth and early nineteentll centuries. The year in
which Vernet painted K1035, the entire French Academy,
with the exception of the painter himself, fled Rome during
the Carbonari uprising. Vernet was appointed French
ambassador to the Holy See in 1830, entrusted with
considerable power at this time. 7 Perhaps his diplomatic
functions may have first led him to the Misciattelli family,
which was related to Pope Leo XII (1760-1 829}. Possibly
the confused events of the year in which Vernet completed

the Kress canvas may have led to its omission from previous
lists of the artist's oeuvre. The canvas is close in style to the
High Renaissance approach used by Vernet in his portrait
of Madame J.-G. Eynard Ltlllin of 1831 (Geneva, Musee
d'Art et d'Histoire).

Provenance: Marchesa Cunegonda Misciattelli. Marchesa
Colocci Vespucci Honorati (a descendant of the Misciattelli
family), Rome, sold to Contini Bonacossi. A. Contini
Bonacossi, Florence. Kress acquisition 1936.

References: (I) A. Durande, Josep1" Carle, et Horace Vernet,
1863. Armand Dayot, Les Vernets, Paris, 1898. Theophile
Silvestre, Histoire des Artistes Vivants, Paris, n.d. (1855],
pp. I-52 (separate section following p. 328). (2) Information
courtesy of the Marchese Paolo Misciattelli, letter of
27/n/69, Kress Arcluve. See also Libro d' oro della nobi/ta
Italiana, 1918-19, IV, p. 434. The Misciattelli family were
originally from Orvieto, then resided in Rome, where the
Kress portrait was painted. (3) William Suida, certificate of
Apr. 1936 in Kress Archive. (4) Adolfo Venturi, certificate
of I9/IV/36 in Kress Archive. (5) G. Fiocco, certificate in
Kress ArclUve. Other certificates by F. F. Mason Perkins
and Raimond van Marle. (6) Kress Archive. (7) Silvestre,
op. cit. Note I, p. 49.

JEAN BAPTISTE CAMILLE COROT
Corot was born in Paris in 1796 and died there in 1875.1
He studied landscape painting with AclUlle Etna Michallon
and Jean Victor Bertin. From 1825-28 he painted in and
around Rome, and visited Italy again in 1834 and 1843.
Although Corot won a medal at the Salon of 1833, it was
not until the Exposition Ulliverselle of 1855 that his work
became widely appreciated and still more popular by tlle
Salon of 1865. He was tlle outstanding mid-nineteenthcentury master of landscape before the emergence of tlle
Barbizon School, many members of which - especially
Daubigny - Corot knew well. His landscapes, many almost
Impressionist in technique and feeling, were much admired
by Pissarro. His style shifted from a very clear, austere
classicism in early years to a feathery luminescence in his
romantic, mysterious later canvases. The master's great
popularity tends to obscure the freshness and originality of
many of his works. The vast demand for Corot's works,
especially his later oeuvre, resulted in the production of
many forgeries.

Attributed to COROT
Ie 1043

: Figure 342

LANDSCAPE, ARGENTEUIL. New York, N.Y., Mrs.
Rush H. Kress. Oil on canvas. 121 XI8l in. (32·7 X
46.3 em.). Inscribed at lower left: CaRaT. Small tear near
center of the canvas, toward upper right. Relined and
restored by Pichetto in 1936.
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The small horizontal landscape, presumably painted in
Argenteuil (Scine-ct-l'Oise), shows a peasant woman in
the foreground leaning on a stick. A cow is in the
middle ground, with trees and peasant cottages in the
background.
Certificates ascribing the canvas to Corot were made by
William Suida, Raimond van Marle, F. F. Mason Perkins,
G. Fiocco, and Adolfo Venturi. 2 Longhi placed KI043 in
the last phase of Corot's oeuvre.3 The attribution of K1043
to Corat was not accepted by Lionello Venturi.4
The canvas is close in style to Les Hauteurs de Ville d'Al/ray
(Cincinnati, Taft Museum), painted c. 1865-70, and to other
works executed in the later 1860s and early 1870s.0 The
landscape is far more persuasive as an autograph Corot in
actuality than can be suggested by a black and white
reproduction. The fresh, clear, bright colors show the
very considerable authority which Corat maintained until

the end of his life. It was during his last years that works
in the style of K1043 were executed. However, there are
certain weaknesses in execution which make Corat's
authorship of this landscape not entirely certain.

Provellallce: Florence, A. Contini Bonacossi. Kress acquisition 1936.
References: (I) Alfred Robaut, L'CE'I/vre de Corol, Paris, 1905.
Germain Bazin, Corol, Paris, 1942, 1951. Daniel BaudBovy, Corol, Geneva, 1957. Fran~ois Fosca [pseud.], Corot,
sa Vie el sou CE'I/vre, Brussels, 1958. Andre Schedler and
Jean Dieterle, Corol, Premier sl/pp1t!meut 'I'CE'I/vre de Corot'
par A. Robal/t, Paris, 1948; Deuxieme, 1956. (2) C. 1936,
Kress Archive. (3) Certificate in Kress Archive. (4) Note
of 15/1/40, Kress Archive. (5) See Le Rappel des Vaches
(Richmond, Virginia Museum of Fine Arts) c. 1870,
Robaut No. 1877; Effil de Emme (Minneapolis, Institute of
Arts), 1868, Robaut No. 1641.
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JOHN SINGER SARGENT
Sa~g~nt ~as born on 12 January 1856 of American parents
resldmg m Florence; he died in London in 1925.1 His
father was the physician FitzWilliam Sargent and his
mother Mary Newbold Singer. His parents spent most of
~eir lives a~r?ad; .their highly talented young son received
hiS first trammg m Rome under the German-American
artist Carl Welsch at the age of thirteen. In 1870 he
attended the Accademia di Belle Arti in Florence. After a
journey to Dresden in 1871-72, he resided in Venice in
187~ and then went with his parents to Paris, where he
studied under the successful portraitist Carolus-Duran
(1874-76). In 1877 he executed the brilliant portrait of his
teacher (Williamstown, Mass., Sterling and Francine Clark
Institute) and exhibited for the first time at the Salon (Miss
F~a/lces Watts, M~s. :Vharton Sinkler, Elkins Park, Pa.).
His first award-winning entry (Honorable Mention) was
The Oyster Gatherers of Callcale (Washington, D.C.,
Corcoran Gallery), 1878. In the early 1880s, the artist was
much influenced by the dashing brushwork and dramatic
chiarosCllro o~such sev:enteenth-c~ntury masters as Velazquez
and Hals. HIS audaCIOUS portrait of Madame X (exhibited
Salon 0~188.4; .New York, Metropolitan Museum of Art),
Manet-hke m ItS fresh, elegant frankness, is said to have
discouraged French portrait commissions and led the artist
to move to London in 1885. There and in the United
States he was to enjoy huge success, working in a more
conservative manner, some of his later portraits based upon
Van Dyck and English eighteenth-century masters. Sargent
was also an accomplished watercolorist and a master mural
painter, as seen in his decorations for the ceiling and
walls of the Boston Public Library. When these were completed in 1916, he was comtnissioned to paint the rotunda
of the Museum of Fine Arts in Boston (finished in 1921).

K462 : Figure 343
MRS. DANIEL SARGENT CURTIS. Lawrence, Kansas
l!niversity of~ansas Museum of Art. Kress Study Collec~
tlon (60.59), smce 1963. Oil on finely woven canvas.
28 X21 in. (7I-I X53·3 cm.). Inscribed at upper left:
Vellice 1882; at upper right: johll S. Sargent/to his kind
friend Mr. Curtis. Minor restoration by Modestini in 1961.
Register of the Museum of Art, University of Kansas, II,
no. 4, 1960, p. 38.
The sitter is shown in three-quarter view, half-length, turned
to the left, seen against a dark background. She wears a
cap, a lace collar, a dark dress, and a double strand of pearls.

Ariana Randolph Wormeley was born in 1833 or 1839, the
daughter of the British admiral Ralph Wormcley. She
married Sargent's cousin - Daniel Sargent Curtis. Their
son, Ralph Wormeley Curtis, was a close friend of the
painter's from student days in Paris. They were prominent
members of the Anglo-American colony in Venice. Sargent
often stayed with the Curtises when they resided at the
Palazzo Barbaro in Venice, during the late nineteenth
century. His letters to Mrs. Curtis and her son are an
import~nt biographical source. In 1899 Sargent painted
the ennre fatnily in a Venetian interior.2 Among Sargent's
early works, thiS canvas already shows his brilliant brushwork and flair for characterization. The austere format
of the ~ess canvas may have been suggested by Vehlzquez
portraits; many of Sargent's works reveal his adtniration
of the Spanish a:tis:, whose works he often copied.
He went to Sp:un m 1879. That the portraitist was
especially concerned with Spanish art is also indicated by
his undertaking El jaleo (Boston, Isabella Stewart Gardner
Museu~), an elaborate composition showing Spanish
danc~rs m th~ ~ame year that he painted K462.3 In part the
Spamsh qu.alitles of Mrs. Daniel Sargent Cllrtis may have
come to him through the art of Eduard Manet, seen in
Paris during his student days. The execution of the
cascading headdress recalls Hals's brushwork in such
portraits as Isabella Coymalls (Paris, Baronne Edouard de
Rothschild). The sitter's pensive mien and the austerity of
her portrayal suggest a flattering, more relaxed rendering
of the Regelltesses of the Old Men's Almshouse (Haarlem,
Frans Hals Museum). Sargent is known to have copied
figures from Hals's Regelltesses two years before he depicted
Mrs. Curtis.'

Provenallce: Mrs. Daniel Sargent Curtis, Palazzo Barbaro,
Venice, died 1922. Florence, Contini Bonacossi. Kress
acquisition 1936, exhibited - Boston, Museum of Fine
Arts, Sargent's BoStOIl, 1956, Cat. NO.5.
Referellces: (I) Evan Charteris,jolm Sargellt, London, 1927;
Charles Merrill Mount, jolm Sillger Sargellt, a Biography,
New York, 1955; Donelson F. Hoopes, The Private World
ofjolm Singer Sargellt, Exhibition, Corcoran Gallery of Art,
~nd oth~rs, 18 Apr. 19.64- 3 Jan. 1965. (2) For further
mformatlon on the Curtlses and their relation to the artist
see Richard Ormond,jo/m Singer Sargent: Paintings, Dratv~
illgs, Watercolours, London, 1970, pp. 239-40, pI. 28; p. 251,
pI. 90. (3) Mrs. Gardner was a friend of the Curtises and
rented their palace in the summer. (4) Charteris, op. cit.,
pp. 280, 282.
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Fig

1 (K 2000)

Master o f St. Veroni ca: Th e C rucifixioll . W ashin gton, D.C. (p.

1)

Fig 2 (K 1593 ) South German Master. c. 1485:
) '''""g .\ h/ll ill a R ed Cap. Po rtland , Ore. (p. 12)

rig 4 (I{ 1856) Amtrian Master, aClive c. 1480: Th e .'Jalil'il), .
Denve r, Colo. (p. 7)

Fig 3 (K 1886) 1 bns Maler: / 1111011 "" ('geT . Allentown , Pa . (p. 35)

Fi g 5 (K 1857) Franconian Schoo l, Mid XV Ce ntur y:
Til e Miraw/oll s Mass 0/51. Marlill. Allentown, Pa. (p. 3)

Fig 6 (K 2156) j o hJJ1I1 K oc rbcckc:

n /(, ASCCII Si o ll , W Jshill gtoll , D.C. (p. 4)

Fig 7 (K 1993) Circle of Hans Plcydenwurff:
St. Lcollard. Raleigh, N.C. (p. 6)

Fig 8 (K 2091) German Master, active c. 1465:
Royal Sa;1I1 ''';Ih R;lIg (51. Oswald, K;lIg oIElIglalld).
Chicago, Ill. (p. 6)

Fig 9 (K 1878) Tyrolean Master, C.1500: The Last J" dgllletlt. San Francisco, Calif. (p . 10)

Fig

II (K

1835

B

[verso]) Albrecht Dlircr : Lot nlld his Dnl/ghtl'rs F/('('illg odC>1I1 nlld CO/I/c>rrnh. Washington, D . . (p.

1 2)

Fi g 12 (K 11135 A) Albrecht Dlirer: Madolllla ami Child. Wa shin g ton, D .C. (p. J 2)

Fig

Fig

13

Detail from Fig

12

14

D cta il from Fig

II

Fig 15 (K

I ~99)

Lu c3s Cra n3ch rht: Eleer: II / )'slicn/ Crllciji.\"ioll l(Jilfl Iflc COIII'er/cd CC'IIlIIrioll. Wa sh in gton, D .C. (p. 24)

Fig 16 (K (892) Attributed to Han s H olbein the Yo un ger: Y(W II.!! Ma ll ill all Ornllgc Hal. Wa shin gton, D.C. (p. 32)

Fig L7 (K 1702) Albrecht Durer: A Cleric, probably johmlll Dorsch. W as hin gton, D.C. (p. 16)

Fi g 18 (K 2053) J)"rnhard Srri gc:l:

(I;II( i\ fary C/I'(}p//{IS(II/{I her F(lII/;/Y' Wa shin g ton , D.C. (I'. 21i)

Fig 19 (K 2054) Bcrnlwrd Srrigcl:

aillt Mary Sa/ollll' allii her Fallli/y. Wa shin gron, I .C. (p. 26)

Fig 20 Detail fro lll Fi g

21

Fig

2 1 (K

1938) Mathis GrUnewald: The

",nll Crucifixioll. Washington , D.C. (p. 19)

Fig 22 (K (853) Lu cas

ranach th e Eld e r : Portrait oI a Scholar.

o ra l Ga b les, Fla . (p. 23)

Fi g 23 (K 1594) H ans uss von Kulmbac h: The /1nornrioll o/r/l e 1\1agi. Allentown , Pa. (p . 3 J)

Fig 24 (K 2031) Lucas Cranach the Elder: Porrrnir oIn Alall. Wa shin gton. D.C. (p. 23)

Fig 25 (K 2032) Lucas Cranach the Elder: Porrrnit oj n !Volllmr. Washin gton. D.C. (p. 23)

00
00

Fig 28 (K [849 A)
Ci rcle of Albrecht Altdorfer:
The Rille o/Bacc/Ills. (p. 33)

Fig 29 (K 1849 B) Ci rcle of Albrecht Altdorfcr: The r:all ,,(Mal/.
Washin gto n, D.C. (p. 33 )

Fig 30 (K 1g49 c)
C ircle o j Albrech t A ltd o rfcr:
'File Rille '!/ Mars. (p. 33)

Fi g 3 1 (K 2 [24) The Kress M o nog rammist (F M o r FH?): 77, c A dorfltioll (!/ th c Magi. Allentow n, Pa. (p. 36)

Fi g 32 (K 1972) Han s Baldlln g G ricl1:

I. A llll e II'ilh Ihe C hrisl

I,ild, Ih (' V irg ill alld SI.JoIIII Bapli sl . W ashin g ton, D.C. (p. 29)

Fig 33 (K X-2) Hans Miclich: A Protestallt Doctorc!l"Laws. N ew York,
Mrs. Rush H . Kress. (p. 42)

Fig 34 (K 1795) Jako b Seisc m:gger: Portrait (!l·a Mi/itar y G mt/clIlllI/.
Sa n Francisco. (p. 4 1)

Fig 35 (K 2179) Lucas Cranach the Yo un gc r : il/farri//. Lllt/,cr 1I11d P/li/ipp MclllIlcllf/l(JlI. Ralei g h, N .C. (p. 41 )

Fig 36 (K 2172) B3rrhd Bd13lll: Porrrni/

'!/

(J

/lVv/llm/. Den ve r, Colo. (p. 38)
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Fig 40 (K 2 128) Anton Woensam von Worms: Tile SlIi/(lrs C!r Mary. AllcIltown , Pa. (p. 40)

Fig 41 (K 1867) German School,
Second Hal f of X V I CeIltury:
Tile Crllc(/ixi(lll. Washington, D.C. (p. 43 )

Fig 42 (K 1868) German School,
Second Half of XVI Century:
Tile D('scl'll/ ill/o Lilllbo. Washington, D.C. (p. 43 )

Fig 43 (K 106 1) M athaus Mcri an thc Youngcr: POrlrnil oj n C(' lIllcl/wlI .
Lin coln, Ncbr. (p. 44)

tudi o of Anton Rap hael M cn gs: Popc C lrlllclIl X ll/.
New O rl callS, La. (p . 44)

..,
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EARLY NETHERLANDISH SCHOOL, XV-XVI CENTURY

Fip; 4X (K 4RXt\) Petru s C hri stus:

D ,>I/M .

Wa shin g to n,

I) . .

(p . 51)

Fig 49 (K 48R B) Perru s C h r istLl s : O(1l1 nrrix. Wa shin g to n , D . . (p. 51)

Pig 50 (K (8408) H ans Mcmling: Th e C halice of Sr.Johll the EIJallgelist ill a Niche. Wa shin gton, D .C. (p. 55)

Fig 5 1 (K 1840A) Hans Mcml ing: St. Veroll;ca Hold;lIg the S IIdllr;lIlIl . Washin gton, D .C. (p. 55)

Fig 52 (K 2088) Il allS M Cll11 in g: TIll'

PreSL'II IIH;VII

;11

III<' T"lIlpll'.

W a,hin g ron ,

I).c. (p . 57)

Fig 53 Detai l or Fig 52

Fig 54 (K (689) The Master of the t. Lucy Legend and Assistant: Th,. AsslIlllptioll alld Corollatiolt ojthe IlIIlIIaCl/lately COllceillcd Virgill. Washington, D.C. (p. 6 1)

Fig 55 Detai l of Fig 54

Fig 56 (K 1897) Circle ofDieric Bouts: DO/lOr Portrail.
Washington, D.C. (p. 54)

Fig 57 (K 2043) Neth erlandi sh, c. 1500: Do"or al Prayer.
Denvcr, Colo . (p. 72)

Fig 58 (K 1581) Copy after Mcmlin g: The Passio//. (Triptych). Williamstown , Mass. (p. 60)

Fig 59 (K 2) Master of the K ress Epip hany: The Epiphally.Washington, D. C. (p. 64)

Fig 60 (K J 848) Hieronymus Bosc h: Death alld the Miser . Washington, D. . (p. 66)

Fig 6 1 I)~[ail

of Fig

60
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Fig 71

(K I X7))

Circle of l3rumwick Mastcr: Nal i"il y ,,,illt Adorali"" '!f lit,. 5 1,,'pltcrds (Tript ych), DCll ver, Cnlo. (p. 7 ' )

Fig 71 (K 16) Thc M~stcr of H oog tractcll ('): I 'irgitl atld Cltild 'I'illt 51. Callteritl,. atld 5 1. Barbara (Tript ych). N ew Yo rk , Mrs. Rush H . Kress. (p. 7'2.)

Fig 73 (K 166 1) Jan Gossart : 5 1.J erolll e Pm il cllI (a ltar w ings). Washi ngton, D .C. (p. 78)

•

Fig 74 Detai l of Fig 73

Fig 75 Derai l of Fig 73
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Fig 80 (K 2002) Anrib utcd to Bern acrt va n O rl cy:
Porrrait oj a Ge1lt/CIIla1l. Allentown, Pa. (p. 82)

Fig 82 (K X- I) Anthonis Mor: Portrait oj a 1\[011 . N ew York,
Mrs. Rush H . Kress. (p. 97)

Fi g 8 1 (K 2003) N eth erlandish M as ter, c. 1525: Portrait
All entown , I'a. (p. ~2)

4 a Lad),.

Fig 83 (K 1900) N eth erlandi sh (?) M aster, acti ve 1558 :
Portrait oJa YOl/1Ig Mal/ . W ashin gton , D . . (p. 96)

Fig

8~

(K 1854) After Lu cas va ll Lcydcll:

Fig 85 (K J 872) Jan va n Seorel: T1, c Rest

0 11

n/(, Card Players.

Washin gton, D.C. (p. 85)

thc Flight illto Egypt. Washingto n, D .C. (p. 86)

•

Fig 89 (K 18 7) Antwerp Master, c. 1520, Jan de Beer (?): ·rhc ell'IIerS;OIl of St. /-IlIb"rt. Portland , Ore. (p. l:lS)

Fig 90 (K 1696) Amwcrp Master, active c. 1530: Lalldscapc w;,h 5cellesj"roll' th" Liji! of 51. Calher;lIe oj A /l'x(//,dr;a. Wa shin g to n, D.C. (I'. 91 )

Fig 9 1 Detai l o(Fig 92

FLEMISH SCHOOL, XVII CENTURY

Fig 95 (K 2 187) Peter Paul Rubens: Alarrltcsa Brigida Spillo la Doria. Wa shin gton, D . . (p. rOI)

Fi g 96 Dmil of Fig 95

Fig 97 (K x-s) Pcrcr Pa ul Ru be ns: Mnrs. N cw Yo rk , Mrs. Ru sh H . Kress. (p. 109)

Fig 98 (K 1997) Peter Paul Ruben s: The Lnsl Slipper. SCJttlc, Wash. (p. 106)

•
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Fig 104 (K (858) Anthony van Dyck: Portrait of a Lady. El Paso, Tex. (p. 1(4)

Fig 105 (K 227) Anthony van Dyck: Lady ill Black, Wilite, alld Cold. Washington, D.C. (p. (1 5)

Fig

106

Detail of Fi g

[07

Fi g 107 (K 1911 ) Anth o n y van D yck:

QII (,CII

HCllrima Maria //Iil},},er D//Iarf W ash ington, D .C. (p. ) 16)

....
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Fig I 13 (K 1]2) J an F) t J II J

o ll abora to r (Eras lllus QLl clliIlLlS?): HlllltSlllaIl Ivillt Itis Dogs allfl CalliI' . Ja ckso n ville, Fla . (p. 123 )

Fig 114 (K 2 [04) J an Siberechts: Pastoral

S CCII C.

Ral cig h , N .C. (p. 124)

DUTCH SCHOOL, XVII CENTURY
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Fig 120 (K 255) Follower of Frans Hals : The YOl/llg Fishcr/JIa/1. Allentown, Pa. (p. 1]2)

Fig 121 (K 274) Imitator of Frans H als: A Fisherboy. Ralei gh, N.C. (p. (33)

Fig

122 (K

f998) J an M o lcnac r : Th e Dllct. Sea ttle, Wa sh. (p. 135)

Fi g 123 (K 21 H3)

T h olll~ s

Hmclricksz. de Ke yser: /lifo/her rllld Child.
Alkllto WIl, 1):1. (p. 134)

Fi g 125 (K 39) Attributed to n.clllbr~lldt: Pimmit <!I rI YOIIIIg I Vel/llrII/.
Allcnto wn , I'~. (p. 13 6)

Fig ] 24 (K 1633) Old Co p y a fter Rcmbrand t: the SrI(rifice ~r I Srlrlc.
() Iulllbi ~, M o . (p. 140)

Fi g 126 (K 2 184) C ircle o f Hem brand t: Fadill rl lld 8 01 ill Pictllresqlle Carbo
lb leig h, N .C. (p. 138)

•

Fig 127 (K 2059) Gcrri t va n H onth ors t : Pas/oral£,. Seattl e, W ash. (p . 130)

Fig

128 (K 2052)

I'i ctcr ] ansz. Sacnn:da m : Choir C!J" St.)ollll's Cathedral, 's Her/agCl/boseh. Washington, D.C. (p.

14 2 )

L~

1;'1'-

":

Fig 133 (K 2090) Attributed to Ja cob va ll Ruisdael : Wcstphaliflll LfIIl(/scapc.
Alielltowll, I'a . (p. 147)

Fig 134 (K 1966) Gcrri t Adriacllsz. J3crckh cydc: Groote Mllr!.:t, I-JaarlcIII.
Iblci g h, N.C. (p. (49)

rig 135 (K 1988)

E Ill~I1L1 c l

de Wino: : A Cllllrril /II/eri",. Seattle,

W ~s h .

(p. 148)

Fig 136 (K 1987) Jan I-l avicz. Stccn: Gallic oj Ski/tics. C hicago, III. (p. 151)

Fig 140 (K 1986) Abraham Hcnd ricksz. va n Bcycrcn:

l3mllJlll'I

Pim'. Seattl e, W ash. (p . 154)

Fig r41 (K [967) Pieter C laesz.: Still L ife. Columbia, S.c. (p. ( 54)

Fig 142 (K M- I ) Mcl chi o r dc I-I o ndccoe tcr : Pl'aroc/.cs. N cw York, Metropo litan Mus.um of Art (p. 156)

Fig 143 (K 14 1) N icolacs M aes: Porrrai/ f!(a e m/lelllall . La w rcnce, Kans. (p. 157)

Fig 144 (K 142) Ni cola es Ma es: p(l rtrait

~r n L ~ d)' .

La w ren ce, Kans. (p. 157)

Fig 145

(K IT 34)

Nicolacs M acs: Portrl1it oj 11 Ll1dy. Columbia . S.c. (p. 156)

SPANISH SCHOOL, XV-XVIII CENTURY

Fig 146 (K 195) C ircle of Luis B orrassa: A ltar if S t. J ollII the Baptist. San D iego, Ca lif. (p. 160)

Fig 147 (K 1583) J aim e C irc ra: T he C m cijixioll . Dcnvcr, Colo. (p. 16 1)
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Fig 1)2 (K 200:;) Fcrnando Gallcgo and Assistants: Cod, Ihe AII.flef Choirs tIIld TiIIlC. " and fi'olll the C iudad Rod ri go Rctablc. Tucson, Ariz. (p. 165)

Fi gs ] 53 - 156 (K 2006 , K 2007 , K 2008 , K 2009) Fcrn~nd o Gallego and Ass istants: Th l' Crl'lItioll of EI' I'; Th e C imllllcisioll ;
Christ <1IlIOIlg the Doctors; 77lc 77/T1'l' TClllpt fltiolls 0( C hrist, Panels from the Ciudad Rodri go RctJblc, Tu cson , Ari z, (p p, 167- 8)

FI~' 1 S7-160 ( K 1010, K 1011, K 1011, K 20 13)

Fernando Ga llego and Ass istants: Th e Miracle allhr Marriage <11 Calla ; Chrisl's Chfll:~" /(1 P('la;
ClrriSl ,lilt! Ih" a 'Ollllll/ ""S,II/Ielriel; C hrisl//('el/ill,r: Ihe H!illd B,mi/llelCIIs. Pancls li'OI II th c Ciudad Ro dri go Rctablc:. Tucso n, Ari z. (pp . 169- 70)

Fi~s 161 - 164 (K 20 14, K 20 1 S, K 201 Ii, K 20 17)

Fl'r113ndn C3IlC~() 3nd Assist3 nts : Till' R tlisillg (If LtI:tlfIIs;
Til,. Fl'tlSI ill IIII' /-/(lIISI' (I( illl(lll (or LtI: t1rw?); TIlt' Trtll / ~ji.Ql rtlli"" ; TIlt' Elllr)' l~rCilrisl illlO)l'rtlstlll'lII.
Pancl s fro lll the C iudad Rodri go Rctab ll'. Tucson, Ari z. (pp.

1 70- 1)

Fig,

Fe rn and o Ga ll ego and Ass istants : Til e IIl Slilll1ioll 0/" 1111' Ellcilarisl; Til ,. Agoll y ill III ,. Cardell;
Til,. Am'sl c>fCilrisl; Pilal,. rVasil illg IIis Hallds. Panels rro l11 th e C iud ad Rod ri go J(ct:1 bk. Tu cso n. Ari z. (pp. 17 2- 3)

165-168 (K 2018. K 20 19. K 2020. K 202 1)

Figs 169- 172 (K 2022. K 2023. K 2024. K 202») Fernando Gallego and Assistallts: Eu(' H"II/"; Th" ( 1111)' t" CIl/I'llr),; TIll' C w ri/ix;(l/l ;
TIl<' 1)"1105;/;,,/1. Panels fmIll the Ci udad Rodrigo Retable. Tucson. Ariz. (pp. 173 - »)

S. A lldrelll nlld Peter; SS . 13n,.,I"'/cllllcI" nlld
)01111 ,ill' E"nll,~"'is '; SS. A,fnri.: (?) nlld Tlwlllns. Pal1 els fmlll the Ciudad Rodri go Rctablc. Tu csol1 , Ari z. (pp. 175- 7)

Fig, 173 - 170 (K 2026, K 202S, K 2029, K 2030) F.:rnando .alkgo and Ass istants: Til e J{cSllrlwtioll;

Fig 177 (K 2027)

Fcrn~ n do G~ lI ego ~ nd A ss i s t~ n ts:

T I,,' Lnsl Jilt/gil/I'II I. P ~ n cl frol1l the Ci udad Rodrigo Rctab lc. Tucson, Ariz. (p. 176)

Fig 178 (K 18(1) M~~tcr of the Rct~b l e of th e Reyes Ca t6 li cos:

Tire A""I/"c;at;,," . Sa n Francisco, Ca lif. (p. 179)

Fig 179 (K 18( 0) Master of th c Rctablc of th c Rcycs Cat61icos: Ti, e I ";S;lnI;OIl . Tucson, Ari z. (p. 179)

Fig 180 (K 1862) Master o f the Retable of the Reyes Cat6licos: Th e Nat illity.
San Francisco, Calif. (p. 180)

Fig 18 1 (K 1863) Master of th e Retabl e of the Reyes Cat6licos: Thl' Adarntioll a( the ,\ lagi.
Den ver, Colo. (p. 180)

Fig 182 (K 168 I) Master of the Retablc of th e Reyes Ca t61icos: Christ al//o/lg till' Doctors.
W ashin gton, D .C. (p. 18 1)

Fig IS3 (K 1680) Master of the Rctablc of the Reyes Ca t61icos: The Marriage at Cm la.
W ashington, D .C. (p. l SI)

Fig 184 (K 301) Al fajarin Master: The C m cijixilJll.
an Diego, Calif. (p. 182)

Fig I 5 (K 1708) Pcd ro Bcrrug uctc: Killg DO Jl iti. Brunswick, Me. (p. 18 3)

Fi g 186 (K 1664) I( o dri go d.: OSO ll 3 rh e Elclcr 31ld Assisr3l1t: Th e Adornlio/l oJ 1/1 1' A fagi. Sa il Frallcisco, C31ir. (p . J 84)

•
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Fig 191 (K 1584) School of Castile c. 1500- 1510: Chr;sl al Ihe CO /IIIIIII /lJ;lh

"'>II, Sa;/Ils. EI Paso, Tex. (p . 18S)

Fig 192 (K 17 I) Pedro M achu ca: TI, c PC/l lecosl. Ponce, Puerto Ri co. (p. 1H9)

Fig 193

(K 2

r 52) Juan de JUaIlCs: Thc CO/lseeml;o/l of 51. E/;g;/Is.

Tu cson , Ariz. (I'. 190)

Fig J 94 Detail frolll Fig J 97
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Fig 203 (KI662) Juan Pantoja de Ia Cruz:

Margarer a/Allslria, Qllel'lI ~rSpaill .
H O ll ~tn n. Tex. (p. 203)

Fig 204 (K 1327) Follower of VcI:izquez:
Cardillal Borja y r'l'Iasco. Po nce , Pueno Rico . (p. 21 I)

Fi g 205 (K 2 168) Spa nish Master, XV I! Centur y:

or

Mtr rimra ~rA lIsrria , Qrw(,l1 Spaill.
San Francisco, Ca li f. (p. 2 [4)

rig 206 (K 1683) Ju sepc de Ribera: fl Greek 5a,~I'. Tucson, Ariz. (p. 209)

Fig 207 (K 1827) Schoo l nfJu se pe de Ribera : 5 1. Barf/w/Il/I/l'/I'.
Birming ham, Ala. (p. 2 10)

Fig 208 (K 1698) C ircle of Ribera: Sf. Barlh%l/II'II' .
EI Paso, Tex. (p. 21 J)

Fig 209 (K 2108) Bartolol11c Estcban Murillo: Ecce HO/l/(). El Paso, T ex. (p. 2 19)

Fig 2 10 (K 1866) Barto lo m e Esteban Murill o:
4 till' A llllllll ciatio/l . H o uston, Tex. (p. 2 19)

Vi~l! i/l

Fig

211 (K 2160) Jmepe

de Ribera: The h/llllawlate COllcl'ptioll.
Columbia, S.c. (p. 207)

Fig 2 r2 (K 2 1 19) Francisco de Z urbadn:
The Itlllll aw late COll eeptiolt. E l Paso, T ex. (p. 2 15)

Fi~

213 (K .1 896) Francisco de Z urbar:l n : 55. j crolll c, Pallia allfi E IISI(l(hilllll. Wa shington, D.C. (p. 2 16)

Fig 214 (K 1682) BJrtol()l11~ Esteban Muril lo: DOli D;,~~o relix de Csqll ilJ(" y Aldmlla. Denver, Colo. (p . 2 18)

Fig 215 (K 2105) Pedro Orrcllte: The Cmcifix;clII. Atlanta , Ga . (p. 204)

Fig 2 16 (K J 536) Schoo l or Sevi ll e, Igll ac io Yri3rte ('): Lnlldscnpe IIlilh Tobins ('). Northampton, Pa. (p. 221)

Fig

2 17

(K

2 (11 )

Juan de Valdes Leal: Tile ASSlllllplioll oflile Virgill. W ashin gton, D .C. (p.

222)

Fi g 2 1S (K J 700) Juan dc Valdes Lcal: Sailll Th oll/as dc I 'illnlllln'a C il'illg A /ill s to Ih e Poor, EI Paso, T ex, (p, 223)

Fig 2 19 (K 484) Attributed to Francisco Anto linc z y Sara bia : J acob alld R achd at Ihe IVell, E I Paso, Tex. (p. 224)

Fig 220 (K 2 103) Attributed to J oaq uin X. IlI za:
.\ lar/a Teresa Caye/aIla de Silila y illla, X III Dllqllesa de Alba.
Melllphis, TCIII1. (p . 226)

Fig

221

(K

After Go}a: U Pc/c/e. New York,
Mrs. Rush H . Kress. (p. 230)

229)

Fig 222 (K 28) Fo ll ower of Goya:
1\ laja aIl(l Mnjos ill n Park. Ho ustol1 , Tex. (p . 23 1)

Fig 223 (K 1973) Fran cisco de Goya:

D OlI RIlII/ ,;1/

(de) Posada ()' Sofo?) . Sa n Francisco, Ca li f. (p. 227)

Fig 224 (K 2087) Francisco de Goya: DOll A lll ollio

Nori<~l!a.

Washington, D.C. (p. 229)

FRENCH SCHOOL, XV-XIX CENTURY

Fir; 225 (K I S59) M3stcr of I-Icilir;cnkrcuz: Till' Dcalll (~I 51. Clarl'. W3shington, D .C. (p.

2]2)

I' ig
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D erail fr o l11 Fi g
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Fig

2)0 (K 1421)

Masrer of Sr. Gilles: SI. L,." !Irati/I.e: t!Ie sic/.! C!IitdrI'II. Wa shin gton, I). . (p.

240)

Fi g 23 1 (K 1422) Master

or

r. G ill es: The BaptislII

£?!' Ch'l'is by 51.

R eillY· W ash ingron, D.C. (p. 241)

Fig 232 (K 1821) Nicolas Dip rc: The Adorali"" (!( Ihe S hepherds. Sa n Francisco,

Fig 233 (K 1996) Nicolas I iprc: The Mnrringe oflhe VirgilIo Dcn vcr, Colo. (p. 248)

Fig 23 4 (K 2 157) T he Ma ster

or the de Latour d ' Auvcrgllc Triptych : T/te A III/llllda/ioll /Ilil/t Saill1s mId De",ors. Ralcig h, N.C. (p. 249)

Fig 235 (K J873 ) Frcll ch Master, active First T h ird of X VI Celltury: T/t e Mall of SorrOl/lS, /flil/t Saillls alld Demors.
TU CSOll , Ari z. (p. 25 1)

Fig 236 (K 1965) French (?) M as ter, acti vc La te X V Ccntur y:
Portrait (lIall i.:cc/esiastic. W as hington, D .C. (p. 243)

Fig 2J8 (K 167) French Maste r, acti ve 156 1: Portrait <!Fa tV/elll her ~r tll e Qllaratcsi i-alll ily.
Ncw York , N.Y., M rs. Ru sh II. Kress. (p. 252)

Fig 237 (1< 1823) Franco-Fle mish Maste r (Ni co la s
Portrait '!Ia J\1all IIIitll a Featllered J-Jat.
C brclno nt, C aliC. (p. 263)

I ~e g lli c r ?):

Fig 239( K 1596) French (?) Arti st, ac tive XV II C entu ry (?) :
J-Jm ri II as DmlJlllill . Lin co ln, N ebr. (p. 25 Y)

Fig 240 (K 1527) Frel1 ch M~ stc r: Pr;lIcc 1-/l'rw/c-Frmlfo;s, Dllc r/·A/('//~"'1. W~shil1gtnl1, D.C. (p. 257)

Fig 243 (K 2 125) Fran <;o is C lo llct : Lad)' Bnr"illg IIlit" C"i/drl'll alld A I/elldmlls. Wa shin g ton , D.C. (p. 253)
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Fig 2)2 (K 1440) Att r ibuted to N icola s Po uss in: Th l' N llrtllre "(jllpitcr . Wa shin g ton.

Fig 253

(K

1438) Cla ude Lorrai n : L adillg V essels

0 11

I) .

.

(I'. 2Ho)

th e Po. W ashin gton , D .C. (p. 282)

Fig 25 4

(K I 89-l)

Cb ud l' Lo rrai n: Clflssical L (lIIdscapc lI'illi F(~II"'s fli SIIIIS('{, Sa n Francisco.

Fi g 255 (K 1406)

ali f. (p. 284)

laude LOITain : L fllldscnp c IIlilli Herds ll/fIIl. Wa shin gton , D . . (p. 285)

Fig :!S8

(K I

R37) Philippe de C hampai g nc: Oll,er Ta/cl/'. Wa shin g to n , D.C. (p. 287)

Fig 259 (K 1439) S':basti cn Bourdon: COllllless E!Jlla

parre. W ashington, D.C. (p . 29 0)

Fig 260 (K 1913) Attributed to Jeall-Fran<;:ois Millet II : Drlllli.!CII /-Jam It's lI,j,II N)'II'plis alld StIT),rs. Po rtland , Ore. (p. 295)

Fi g 26 ) (dK 505) Alltoine W3ttC311: Three /:l'I/1a/c /-leads. W3shillgtO ll, i).c. (p. }oo)

Fig 2M (K 204S) Alltoille: Watte:au:

AII(:~(lry

451/1I1/1 /(',. ( (',.es). Washillgtoll , I).c. (p . 297)

rig 27'2. (elK 547) Nicolas Lan crct:

TI/lo

l'n/I·d I VillI/I'll. Wa shin gto n, D .C. (p. 30H)

I,

Fig '2.73 (elK 589) J acques-A ndre I'o rtail: A CnIJnlicr.
Washington, D.C. (p. 308)

Fi g 274 Detail fro m Fig 27 1
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Fig 278 (K 1847) Jcan-Baptistc-Simcon Clurdin: Thl' Kitchl'll Maid. Washington, D.C. (p. J I I)

Fig 279 (K 1H.lR) Jcan-Bapti stc-Sil11co n Chardin: NOll risillllt'III Io r C(JIII'n/ cSCI'II(I' . Wa shin g ton , D.C. (p. J 13)

Fig 280 (K L336) Fran~ois Doucher: PcrsollijiC(lli'J/1 "f Pailllillg. Washington,

I).

.

(p. 3 16)

Fig 281 (K 2148) Fran~ois Bo ucher: E"iltllcrodacit frees JcllOiacit ill frolll PrisOI/. Columbia, S.c. (p. 3 15)

Fig 282 (K 1337) Fr311 c;:o is B o u ch e r : Persoll ijirfl/ioll C!f M llsic. W 3shil1 gton , D .C. (p. 316)

I=ig 283 (dK 506) Fr311 <;o is B o u cher : DfIIlfli' r('C"illillg Ih" C" ldl'll S hollla. Wash ingtol1, D .C. (p. 318)

Fig 284 (K 1335) Fran<;ois Bo ucher: fl l adtllllc Bcrscrcl. Washin gtoll , D.C. (p. 3 19)

Fig 285 (K 1]28) ': rall \ ois HlIb~rt Drollais: r:ml/ily P"rrrai{ (April 17""/'5 D ay 1756). W ashin g ton, D. C. (p. 322)

h~

2XO (dK

~6X)

I'i<:rn:-Antoin<: Ualldollin: Tilt , C"'fIll'IIl'.
Wa,hington, I). . (p. 324)

Fi~

2HS (dK 3110) Jean-l3aptiste Hiict: rI 1'(/""

Fig 287 (dK 469) Pi erre-An to in e lhlldlluin: K illdl)11\ Inl'lill <'.
Washington, J) .c. (p . 324)

(/'Ill'.

Wash ington, I).

.

(p . pH)

Fig

2~!! (K

132()) J ~a ll-l3apti s tc

Gn: lI z~: AlIgl'-Lallrt'lII

d,. La/il''' d,. JIII/y. Washin gto n, D.C. (p. J2S)

Fig 293 (K 1338) Jean-Honore Fragonard: ; 1 Calli I' 4 /-1orse alld Ridl'r. Wa shin gton, D .C. (p. 33 I)

Fig 294 (K J 339) Jea n-H onore Fragonard: A Cnlllc

(~r Hnr Cnrkll's.

Washington, D.C. (p. 33 J )

Fig 295 (K 205 ' ) jl'a n- Ho nn rc Fragn nard: Blillrhllflll 's BI!/!: W ashin g to n. J). c. (p. pR)

Fig 296 (K 2050) Jea n-H onore Fragonard: Thl' Swillg. Washingron. D.C. (p. 329)

Fig 299 (elK 548) Jean-H o no re Fragonard: TIl(' Park

(~ra

J' il/a . Wa shin gto n, D. C. (p. 33(\)

Fig 300 (dK 45 1) Jean-Honore Frago l1Jrd : Tir e Bedroolll. Washington, D .C. (p. 337)

Fig 30 1 (dK 279) 1 11lir~r or ofFr~glJ l1~rd: Till' SCI'-SaIl'. W~ S hjl1 gro l1 , D.C. (p. 337)

Fig 302 (K 1843) Ci rcle

or Hu bert Ro bert: !tH erior of Ill e Co lisClllI1. New York, N. Y., Mrs. Ru sh H . Kress. (p. 339)

ci

o

Fig 30() (dK 452) [[ubert [~ ob<:rt: Terr(/(e m,d CardCII 4m, [ta/i"" ' ·il/a. Washi ll gto ll , J). c. (1'.34 1)

Fig 307 (dK 508) Allollymous French Artist : Pari: 4al/ [/a/ial/ ' ·il/a. Washill gton , D.C. (p. 341)

Fig 30S (dK 379) Aiexi,-Nieo\as "crig non l'Ai nc: I ·':~"fa"/,. Ganim
Wa shin gton, D.C. (I'. 345)

'!flh,. Hll Il'!

l ·a/ml;lIo;s, Pass),.

Fig 309 (dK 549) French School, Late XV III Cmtu ry: IlIrer;"r l!(a Farlll HOll se lII;rf, hg II res. Washington, D.C. (I'. 343)

fig 310(dK 470) Hubert Robert: Th e P('asa ll!

Dall [(,.

Washington, D.C. (p. 34 1)

Fig 3 I

I

(dK SS) G3b ri el-JJCCl UCS de SJillt-Aubin: LOII;s X l ./ alld II 111,,;(,-, 11110;11('1/('
Wa shin gto n, D.C. (p. 3.B)

Fig 3 I 2 (dK 590) Gabr iel-Ja cq ues dl' Sai nt-Aubin :

/"I;"tal (' SCI'I/('.

Cn>IIIII('d

II)' LOII(,.

WJ shington, D .C. (p. 344)

Fig J 1J (dK :!So) Ln ui ,-Gab riel Moreau: Farlll/lVllse ill the W"ods. Washin g ton, D.C. (p. 346)

Fig 3 14 (dK 2MI) Lo ui ,-Gabric:l Moreau: hmllh"" s(' IIlith 5Iatll(,. Washington, J) .c. (p. 346)

Fig ]15 (dK 385) LOlli s-G~bril'i Morc ~lI: Thl' TarnC/' (!(n C /l nll'nll (51 . Clollrl?) . Wa shin gton , D . . (p. 346)

Fig 3 16 (dK 382) Illlit~tnr of L n lli s-G~bricl Mnr(,~lI: t\ lilllllilh Brirlge nllrl Fi.~lIrt's. W~ s hin g t () l1 , D. C. (p. 347)

ccond I lJlf of XV III Celltury (M()rc~u I' Aill~ '):
Wa, hill gton , I). . (I'. 348)

Fig 318 (dK 384) French Arti st acti ve in Paris 1773: A R eview

0 11

,he Chall ips de iVIars. Wash in gton , D.C. (p. 348)

Fi g 319 (dK 2Hz) French Ma ster, XV III Ccntury, manner nfCa rlcj oscp h VCrllct:

Fig

]20

P{lrt SCCllt'.

W ashin g ton , D.C. (p. 349)

(dK 386) Lo ui s-Jca n Dcsp rcz: Th (' Cm/lcdral at Trail;. Washin gton. D . . (p. 349)

Fig 321 (dk 13 7) French Artist active Last Third of XVIII Century :
L'Allee de Crfl/adicrs. Washington, D.C. (p. 342)

Fig

]22

(dK 507) French School, manner of Louis-Gabriel Moreau : Park Vie",.
Wa shing ton , D.C. (p. 347)

Fi~

325 (K (389) French Artist, Sccond Half of XV IlI Centur y:
Portrait 4all Old [l'OIlIIll/. Washington, D.C. (p. 351)

Fig 327 (K (924) Pierre-Paul I'rud'h nn: !J(//,,·d jO/I1I StOIl (?).
Washington , D.C. (p. 363)

Fig po

Vill cc llt : Portrait 4 (f YOIIII,{! E[(lcsi(f stic.
Ncw York , N.Y. , Mrs. Rush H . Krcss(p. 3(0)

( I( 166J)Frall<;nis-A ndre

Fi g ]28 (l< 1394) Eli sa beth Loui se Vi gec-Lchrull : Portrait
Washin gto n , D .C. (p. 36 1)

Il/a L (fdy.

Fig 329 (K 17 Il) Elisa beth Loui se Vi gee-Lebrun : Th e Griijil1

VOII

SchOlifeld (with her Dallghter). Tucson, Ariz. (p. 362)

•

Fig 330 (K 2004) Jacques-Louis David: 1\4ndnlllc Dnllid. Wa shington , D . . (p. 358)

Fi g 33 1 I) c r~ il fro lll Fig 3.B

Fig 332 Detail fro m Fi g 333

Fig 333 (K :!046) J acq ues-Lo uis David: T ill' EII/ pcror Napolc(J1I ill I,is SllIdy allhe TlliI,.,ies.
W 3shill gtull, D.C. (p. 3)2)

•

Fig 336 (K 1650) Jean-Au guste-Domi niqu e In gres : M Ol/simr lV/arcolle d'A rgl'llll'llil.Wasil in g ton, D.C. (p. 364)

Fig 337 (K J 407) Jean-Au g uste-Do miniqu c Ing rcs : M adalll e Moill'ssicr Slal/dil/g. W ashington, D .C. (p. 373)

Fig 338 J)cr3il from Fig 337

Fi g 339 (K 1° 35) Ellli l cJc~ 11 I-Ior~cc VcnH~ t: Portrait oFt/1I' Mnrrlll'sn CIII/(~~t>ltt!n Aliscinttcl/i 'I'itit //['r Ii!/illlt nllt! its
Tucso l1 , Ari z, (p, 38 1)

IIrsc,
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Fig 343 (K 462) J ohn Singer Sargent : M rs. Daniel Sa rgent Cllrtis. Lawrence, Kans. (p. 383)

INDEXES
by
Anna Voris

INDEX OF COLOR PLATES
Bosch, Hieronymus: Detail from Death and the Miser (xI848).
National Gallery of Art, Washington, D.C., opposite Text
Figs. IIA-C
Campin, Robert, Follower of: Detail from Madollna and Child
with Saints ill the Enclosed Gardell (xI646). National Gallery of
Art, Washington, D.C., opposite p. S2
David, Jacques-Louis: The Emperor Napoleoll ill his Stlldy at the
Tflileries (x2046). National Gallery of Art, Washington, D.C.,
opposite p. 324
Durer, Albrecht: Madonna and Child (xI83SA). National Gallery
of Art, Washington, D.C., opposite Text Figs. lOA, n. Reverse:
Lot and his Daughters Fleeing Sodo/ll and GO/llorrah (KI83Sn),
opposite p. 21.
Dyck, Anthony van: Queen Henrietta Maria with her Dwarf
(xI9II). National Gallery of Art, Washington, D.C., opposite
p. 197
Greco, EI: Laocoon (XI413). National Gallery of Art, Washington,
D.C., opposite p. 212
Grunewald, Mathis: Detail from The Small Crucifixion (xI938).
National Gallery of Art, Washington, D.C., opposite p. 36
Holbein, Hans the Younger, Attributed to: Young Mall ill all

Orange Hat (xI892). National Gallery of Art, Washington,
D.C., opposite p. 37
Ingres, Jean-Auguste-Dominique: Monsieur Marcotte d'Argenteuil
(xI6So). National Gallery of Art, Washington, D.C., opposite
Text Figs. So-S2.
Master of the Saint Lucy Legend and Assistant: Detail from The
Assumptioll and Coronatioll oj the Immamlately Conceived Virgill
(xI689). National Gallery of Art, Washington, D.C., opposite
p.68
Memling, Hans: Detail from The Presentation ill the Temple
(X2088). National Gallery of Art, Washington, D.C., opposite
p. S3
Pater, Jean Baptiste: Detail from Fete Champetre (XI408). National
Gallery of Art, Washington, D.C., opposite p. 309
Rubens, Peter Paul: Detail from Marchesa Brigida Spillola DOTl'a
(X2187). National Gallery of Art, Washington, D.C., opposite
p. 19 6
Watteau, Antoine: Allegory oj Summer (X2048). National Gallery
of Art, Washington, D.C., opposite p. 308
Zurbaran, Francisco de: SS. Jerome, Paula alld Eustochium (xI896).
National Gallery of Art, Washington, D.C., opposite p. 213

INDEX OF CHANGES OF ATTRIBUTION
(Not included are those changes of attribution which do not involve changes of name)

Old Attribution
Aldegrever
Amiens, School of
Antonello da Messina, Follower of
Antonello da Saliba
Austrian School, c. IS2S
Blaren berghe
Borgona, Juan de
Bruegd, Pieter the Elder
Candido
Carracci, Annibale
Chardin
Coello
David, Gerard
Flemish School, First Quarter XVI Century
Fragonard
Fragonard
Fragonard
Fragonard
French Painter, c. 1420
French Painter, XV Century
French School, Late XV Century
Gerard, Marguerite
Giulio Romano
Gossart
Gossart
Goya
Greco, EI

Kress Number
X2124
K1822
K3 67
K367

New Attributioll
Kress Monogrammist, p. 36, Fig. 31
French Master, XV Century, p. 236, Fig. 227
Josse Lieferinxe, p. 244, Fig. 229
Josse Lieferinxe, p. 244, Fig. 229
Master of the St. Marein Altar, p. 37, Figs. 37-38
French Master, Second Half XVIII Century (Moreau I'Alne?),
p. 348, Fig. 317
School of Castile, c. ISOo-IO, p. 188, Fig. 191
Antwerp Master, Active c. IS30 (Matthys Cock?), p. 91, Fig. 90
Italian School, Mid-XVI Century, nJ, p. 23, Fig. 46*
Pedro Orrente, p. 204, Fig. 21S
French Artist, Second Half XVIII Century, p. 3S1, Fig. 32S
Attributed to Alessandro Allori, ill, p. 18, Fig. 32*
Netherlandish Master, c. ISOO, p. 72, Fig. S7
Follower of Correggio, II, p. 84, Fig. 203*
Hubert Robert, p. 341, Fig. 306
French Artist, p. 341, Fig. 307
French Artist, Active Last Third XVIII Century, p. 342, Fig. 321
French School, Late XVIII Century, p. 343, Fig. 309
Aragonese Master, First Half XV Century, p. IS9, Figs. ISO-lSI
Franco-Flemish Master, Active c. 1480, p. 69, Figs. 62-64
Master of the de Latour d' Auvergne Triptych, p. 249, Fig. 234
French Artist (?), Late XVIII Century, p. 363, Fig. 341
Attributed to J.-F. Millet II, p. 295, Fig. 260
Attributed to Bernaert van Orley, p. 82, Fig. 80
Netherlandish Master, c. IS2S, p. 82, Fig. 81
Attributed to Joaquin X. Inza, p. 226, Fig. 220
Veneto-Cretan School, Late XVI Century, n, p. 191, Fig. 440*

xIS84
KI696
X122
K210S
K1389
K94
X2043
xw
dX4S2
dKs08
&:137
dKS49
K1994, 1995
KI071
K2157
K1S99

K1913
K2002
K2003
K2103
K1797

* Fern Rusk Shapley, Paintingsfrolll the Samuel H. Kress Collection: Italian Schools, XIII-XVIII Century, 3 vols., 1966-73
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Old Attribution

Kress Number

Hispano-Dutch Master. Late XV Century
LabilIc-Guiard
Le Paon
Lotto
Maratta
Marmion. Studio of
Master \Venceslaus
Mor
Mor
Murillo
Murillo
Paolo Fiammingo
Provence. School of
Provence. School of
Robert
Schaffner
Solana
Tyrol Master. c. 1490
Watteau
Weyden. Goswyn van der

K2
dK56x

dK 384
DI52
KI912
KI597
KI777
KI900
KI67
KI53 6
KI826
KII78
KI821
KI 996
dD79
DI72
KI 582
K I 593
KI390
DI66

New Attribution
Master of the Kress Epiphany. p. 64. Fig. 59
French Artist (?). p. 351. Fig. 340
French Artist. Active 1773. p. 348. Fig. 318
Juan deJuanes. p. 190. Fig. 193
Jacob-Ferdinand Voet. p. 125. Fig. 110
Northern European Master. p. 238. Fig. 228
Follower of Gentile da Fabriano. I. p. 78. Fig. 214*
Netherlandish Master (?). Active 1558. p. 96. Fig. 83
French Master. Active 1561. p. 252. Fig. 238
School of Seville (Ignacio Yriarte?). p. 221. Fig. 216
Circle of Giacomo Ceruti. III. p. 109. Fig. 204*
Follower ofJacopo Tintoretto. III. p. 59. Fig. 106*
Nicolas Dipre. p. 247. Fig. 232
Nicolas Dipre. p. 248. Fig. 233
Imitator of Fragonard. p. 337. Fig. 301
Barthel Beham. p. 38. Fig. 36
Aragonese Master. c. 1400. p. 158. Fig. 148
South German Master. c. 1485. p. 12. Fig. 2
French Master. Active First HalfXVrrr Century. p. 296. Fig. 264
Attributed to Jan Provost. p. 75. Fig. 68

* Fern Rusk Shapley. Paintingsfrolll the Samuel H. Kress Collection: Italiall Schools. XIII-XVIII Celltury. 3 vols .• 1966-73

ICONOGRAPHICAL INDEX
RELIGIOUS SUBJECTS
A. OLD TESTAMENT
AARON
Koerbecke. p. 4. Fig. 6
(?) Poussin. p. 269. Fig. 249

EVILMERODACH
Boucher. p. 315. Fig. 281
GIDEON
Koerbecke. p. 4. Fig. 6

ABRAHAM
Lieferinxe. p. 244. Fig. 229
Rembrandt. Old Copy after. p. 140. Fig. 124

GOD THE FATHER
Gallego and Assistants. p. 165. Fig. 152; p. 167. Fig. 153

ADAM
Altdorfer. Circle of, p. 33. Fig. 29
*Campin. Follower of, p. 46. Fig. 47
Gallego and Assistants. p. 167. Fig. 153
*Memling. p. 57. Fig. 52

HABAKKUK
* Aragonese Master. c. 1400. p. 158. Fig. 148

DAVID
Berruguete. p. 183. Fig. 185
Koerbecke. p. 4. Fig. 6
*(?) Master of the Reyes Cat6licos. p. 181. Fig. 182
*(?) Provost. p. 74. Fig. 67
Terbrugghen. p. 128. Fig. 119
ELIAS
Gallego and Assistants. p. 171. Fig. 163
EVE
Altdorfer. Circle of, p. 33. Fig. 29
*Campin. Follower of, p. 46. Fig. 47
Gallego and Assistants. p. 167. Fig. 153
*German School. Second Half XVI Century. p. 43. Fig. 42
* Memling. p. 57. Fig. 52

GOLIATH
Terbrugghen. p. 128. Fig. 119

ISAAC
Rembrandt. Old Copy after. p. 140. Fig. 124
ISRAELITES WORSHIPPING THE GOLDEN CALF
Poussin. p. 269. Fig. 249
JACOB
AntoHnez. Attributed to. p. 224. Fig. 219
JEHOIACHIN
Boucher. p. 315. Fig. 281
LEAH
*(?) AntoHnez. Attributed to. p. 224. Fig. 219
LOT
Durer. p. 12. Fig. II. color pI. opposite p. 21
MELCHISEDEK
*(?) Master of the Reyes Cat6licos. p. 181. Fig. 182

* The figure or scene is a minor part of the picture

ICONOGRAPHICAL INDEX

MOSES
Bourdon, p. 2S9, Fig. 2S7
*Flernish Master, Second Half XVI Century, p. 97, Fig. S6
Gallego and Assistants, p. 171, Fig. 163
Koerbecke, p. 4, Fig. 6
*Massys, Circle of, p. 77, Fig. 70
*Master of the Reyes Cat6licos, p. lSI, Fig. IS3
*Poussin, p. 269, Fig. 249
*Provost, p. 74, Fig. 67
*Woensam, p. 40, Fig. 40
RACHEL
Antolinez, Attributed to, p. 224, Fig. 219
SARAH
*Lieferinxe, p. 244, Fig. 229
TOBIAS
(?) Yriarte?, p. 221, Fig. 216

B. NEW TEST AMENT
ADORATION OF THE HOLY NAME OF JESUS
Franco-Flemish Master, Active c. 14So, p. 69, Fig. 63
ADORATION OF THE MAGI: EPIPHANY
Juan de Flandes, p. IS7, Fig. IS9
Kress Monogrammist, p. 36, Fig. 31
Kulmbach, p. 31, Fig. 23
Master of the Kress Epiphany, p. 64, Fig. S9
Master of the Reyes Cat6licos, p. ISO, Fig. lSI
Osona the Elder and Assistant, p. IS4, Fig. IS6
ADORATION OF THE SHEPHERDS
Brunswick Master, Circle of, p. 71, Fig. 71
Dipre, p. 247, Fig. 232

BAPTISM OF CHRIST
Juan de Flandes, p. ISS, Fig. 190
Master of the St. Bartholomew Altar, p. S, Fig. 10
Poussin, p. 271, Fig. 2S0
BARABBAS
*Memling, Copy after, p. 60, Fig. SS
CENTURION
Alfajarin Master, p. IS2, Fig. IS4
Cirera, p. 161, Fig. 147
Cranach the Elder, p. 24, Fig. IS
CHRIST'S CHARGE TO PETER
Gallego and Assistants, p. I6g, Fig. ISS
CHRIST AT THE COLUMN
Castile, School of, c. IS00-10, p. IS8, Fig. 191
CHRIST AMONG THE DOCTORS
Gallego and Assistants, p. I6S, Fig. ISS
Master of the Reyes Cat6licos, p. lSI, Fig. IS2
Orley, van, p. SI, Fig. 77
CHRIST'S ENTRY INTO JERUSALEM
Gallego and Assistants, p. 171, Fig. 164
*Memling, Copy after, p. 60, Fig. SS
CHRIST HEALING THE BLIND BARTIM.tEUS
Gallego and Assistants, p. 170, Fig. 160
CHRIST IN LIMBO
German School, Second Half XVI Century, p. 43, Fig. 42
*Memling, Copy after, p. 60, Fig. SS
CHRIST AND THE MAGDALEN:
See under Noli me Tangere
CHRIST NAILED TO THE CROSS
*Memling, Copy after, p. 60, Fig. SS
CHRIST AND THE WOMAN OF SAMARIA
Gallego and Assistants, p. 169, Fig. IS9

AGONY IN THE GARDEN
*Comelisz., Jacob, p. S3, Fig. S7
Gallego and Assistants, p. 172, Fig. 166
*Memling, Copy after, p. 60, Fig. SS
Woensam, p. 39, Fig. 39

CIRCUMCISION
Comelisz., Jacob, p. S3, Fig. S7
Gallego and Assistants, p. 167, Fig. IS4

ALPHAEUS
Strigc1, p. 26, Fig. IS

CLEOPHAS
Strige1, p. 26, Fig. IS

ANNUNCIATION
Flemish Master, Second Half XVI Century, p. 97, Fig. S6
Juan de Flandes, p. IS6, Fig. IS7
Master of the de Latour d' Auvergne Triptych, p. 249, Fig. 234
Master of the Reyes Cat6licos, p. 179, Fig. 17S
Master of the St. Marein Altar, p. 37, Figs. 37-3S
Retasc6n Master, p. 162, Fig. 149

CORONATION OF THE VIRGIN
Master of the St. Lucy Legend and Assistant, p. 61, Fig. S4

ANNUNCIATION TO THE SHEPHERDS
*Brunswick Master, Circle of, p. 71, Fig. 71
*Juan de Flandes, p. IS7, Fig. ISS
* Master of the Reyes Cat6licos, p. I So, Fig. I So
*Osona the Elder and Assistant, p. IS4, Fig. IS6
ARREST OF CHRIST
Gallego and Assistants, p. 173, Fig. 167
*Memling, Copy after, p. 60, Fig. SS
ASCENSION
Koerbecke, p. 4, Fig. 6
ASSUMPTION OF THE VIRGIN
Master of the St. Lucy Legend and Assistant, p. 61, Fig. S4
Rubens, After, p. Ill, Fig. 100
Valdes Leal, p 222, Fig. 217
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CRUCIFIXION
Alfajadn Master, p. IS2, Fig. IS4
Cirera, p. 161, Fig. 147
Cranach the Elder, p. 24, Fig. IS
Gallego and Assistants, p. 174, Fig. 171
German School, Second Half XVI Century, p. 43, Fig. 41
Griinewald, p. 19, Fig. 21, color pI. opposite p. 36
Master of St. Veronica, p. I, Fig. I
*Memling, Copy after, p. 60, Fig. SS
Orrente, p. 204, Fig. 21S
Rubens, After, p. IlO, Fig. 99
DEPOSITION
Gallego and Assistants, p. 17S, Fig. 172
*Memling, Copy after, p. 60, Fig. S8
ECCE HOMO
French Master, Active First Third XVI Century, p. 2S1, Fig. 23S
Gallego and Assistants, p. 173, Fig. 169
*Memling, Copy after, p. 60, Fig. SS
Murillo and Assistant, p. 219, Fig. 209

* The figure or scene is a minor part of the picture
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EMMAUS, ROAD TO
*Memling, Copy after, p. 60, Fig. S8

NATIVITY
Austrian Master, Active c. 1480, p. 7, Fig. 4
Brunswick Master, Circle of, p. 71, Fig. 71
Juan de Flandes, p. 187, Fig. 188
Master of the Reyes Cat6licos, p. 180, Fig. 180

ENTOMBMENT
*Memling, Copy after, p. 60, Fig. S8
EXPULSION OF THE MONEYCHANGERS
Greco, El, p. 191, Fig. 197
FLAGELLATION
*Memling, Copy after, p. 60, Fig. S8

NOLI ME TANGERE
Aragonese Master, First Half XV Century, p. 159, Fig. lSI
*Memling, Copy after, p. 60, Fig. 58

FLIGHT INTO EGYPT
Patinir, Follower of, p. 90, Fig. 79
GOD THE FATHER
Juan de Flandes, p. 188, Fig. 190
*Master of the de Latour d'Auvergne Triptych, p. 249, Fig. 234
Master of the Reyes Cat6licos, p. 179, Fig. 178
Master of the St. Bartholomew Altar, p. 8, Fig. 10
*Master of St. Gilles, p. 241, Fig. 231
Master of the St. Lucy Legend and Assistant, p. 61, Fig. 54
*Retasc611 Master, p. 162, Fig. 149
HEROD
Borrassa, Circle of, p. 160, Fig. 146
HOLY WOMEN (The Marys)
Alfajarin Master, p. 182, Fig. 184
Cirera, p. 161, Fig. 147
Gallego and Assistants, p. 174, Fig. 171; p. 175, Fig. 172
Rubens, Uter, p. III, Fig. 100
IMMACULATE CONCEPTION
Master of the St. Lucy Legend and Assistant, p. 61, Fig. 54
Ribera, p. 207. Fig. 2II
Zurbacln, p. 215, Fig. 212
JOSEPH OF ARIMA THEA
* Alfajarin Master, p. 182, Fig. 184
(?) Gallego and Assistants, p. 175, Fig. 172
LAST JUDGMENT
Gallego and Assistants, p. 176, Fig. 177
Tyrolean Master, c. 1500, p. 10, Fig. 9
LAST SUPPER: EUCHARIST
Gallego and Assistants, p. 172, Fig. 165
*Memling, Copy after, p. 60, Fig. 58
Rubens, p. 106, Fig. 98
LONGINUS
A1fajarfn Master, p. 182, Fig. 184
*(?) Aragonese Master, First Half XV Century, p. 159, Fig. 150
Cirera, p. 161, Fig. 147
Gallego and Assistants, p. 174, Fig. 171
Master of St. Veronica, p. I, Fig. I
MADONNA: MADONNA AND CHILD [not indexed
except in scenes from their lives]
MAKING OF THE CROSS
*Memling, Copy after, p. 60, Fig. 58
MARRIAGE AT CANA
Master of the Reyes Cat6licos, p. 181, Fig. 183
MARRIAGE AT CANA, MIRACLE OF
Gallego and Assistants, p. 169, Fig. 157
MARRIAGE OF THE VIRGIN
Dipre, p. 248, Fig. 233
Orley, van, p. 81, Fig. 76

NICODEMUS
* Alfajarin Master, p. 182, Fig. 184
(?) Gallego and Assistants, p. 175, Fig. 172

PENTECOST
Machuca, p. 189, Fig. 192
PIET A (see: Deposition)
PILATE
Gallego and Assistants, p. 173, Figs. 168-169
*Memling, Copy after, p. 60, Fig. 58
PRESENT ATION IN THE TEMPLE
Memling, p. 57, Figs. 52-53, color pI. opposite p. 53
Provost, p. 74, Fig. 67
REST ON THE FLIGHT INTO EGYPT
Scorcl, p. 86, Fig. 85
RESURRECTION
Aragonese Master, First Half XV Century, p. IS9, Fig. ISO
Gallego and Assistants, p. 175, Fig. 173
*Memling, Copy after, p. 60, Fig. S8
SALOMAS
Strigel, p. 26, Fig. 19
SALOME
Borrassa, Circle of, p. 160, Fig. 146
SALVATOR MUNDI
Massys, Circle of, p. 77, Fig. 70
SIMEON OF CYRENE
Gallego and Assistants, p. 174, Fig. 170
*Memling, Copy after, p. 60, Fig. S8
SIMON, THE PHARISEE
(?) Gallego and Assistants, p. 171, Fig. 162

SUDARIUM
Campin, Follower of, p. So, Fig. 46
Memling, p. 55, Fig. 51
SUITORS OF MARY
Woensam, p. 40, Fig. 40
TEMPTATION OF CHRIST
Gallego and Assistants, p. 168, Fig. IS6
TRANSFIGURATION
Gallego and Assistants, p. 171, Fig. 163
VISITATION
Flemish Master, Second Half XVI Century, p. 97, Fig. 86
*Master of the Reyes Cat6licos, p. 179, Fig. 179
WAY TO CALVARY
Gallego and Assistants, p. 174, Fig. 170
*Memling, Copy after, p. 60, Fig. S8
ZEBEDEE
Strigel, p. 26, Fig. 19

* The figure or scene is a minor part of the picture
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C. SAINTS
AGNES
Master of the St. Bartholomew Altar. p. 8, Fig. 10

ELIZABETH OF HUNGARY
*Christus, Petrus, p. 51, Fig. 49
Master of the St. Bartholomew Altar, p. 8, Fig. 10

AGNES OF ASSISI. BLESSED
(?) Master ofHeiligenkreuz, p. 232, Figs. 225-226

EUSTACE
(?) Antwerp Master, c. 1520, p. 88, Fig. 89

ANDREW
Gallego and Assistants, p. 176, Figs. 174, 177
Master of the St. Bartholomew Altar. p. 8, Fig. 10

EUSTOCHIUM
Zurbaran, p. 216, Fig. 213, color pI. opposite p. 213

ANNE
Baldung Grien, p. 29, Fig. 32
Greco, EI, Studio of, p. 201, Fig. 196
(?) jordaens. p. II9. Fig. 109
(?) Orley, van, p. 81, Fig. 76
Provost, Attributed to, p. 75. Fig. 68

6IS

FRANCIS
Greco, EI, p. 194, Fig. 195
Master of the St. Bartholomew Altar, p. 8, Fig. 10
GENEVIEVE
* Master of St. Gilles, p. 240, Fig. 230

ANTHONY ABBOT
Bruegel the Elder, Pieter, Attributed to, p. 93, Fig. 92
Campin, Follower of, p. 46, Fig. 47
Master of the St. Bartholomew Altar, p. 8, Fig. 10

GEORGE
Breu the Elder, Style of, p. 29, Fig. 27
French Master, Active First Third XVI Century, p. 251,
Fig. 235
Master of the St. Bartholomew Altar, p. 8, Fig. 10

ANTHONY OF PADUA
* Aragonese Master. c. 1400, p. 158, Fig. 148

HELENA
(?) Master of Heiligenkreuz, p. 232, Figs. 225-226

APOLLONIA
Master of the St. Bartholomew Altar, p. 8, Fig. 10

HUBERT
Antwerp Master, c. 1520, p. 88, Fig. 89

AUGUSTINE
Master of the St. Bartholomew Altar, p. 8, Fig. 10
BARBARA
Campin, Follower of, p. 46, Fig. 47
*Franconian School, Mid-XV Century, p. 3, Fig. 5
Master ofHeiligenkreuz, p. 232, Fig. 225
Master ofHoogstraeten (?), p. 72, Fig. 72

JAMES MAJOR
Castile, School of, c. 1500-10, p. 188, Fig. 191
Gallego and Assistants, p. 176, Fig. 177
Strigel, p. 26, Fig. 19

BARTHOLOMEW
Gallego and Assistants, p. 177, Fig. 175
Ribera, School of, p. 210, Fig. 207
- Circle of, p. 2Il, Fig. 208
BENEDICT
Northern European Master, p. 238, Fig. 228
CATHERINE OF ALEXANDRIA
Antwerp Master, Active c. 1530, p. 91, Fig. 90
Campin, Follower of, p. 46, Fig. 47
Master ofHeiligenkreuz, p. 232, Figs. 225-226
Master of Hoogstraeten (?), p. 72, Fig. 72
Master of the St. Bartholomew Altar, p. 8, Fig. 10
CHRISTINA
*(?) Franconian School, Mid-XV Century, p. 3, Fig. 5
CHRISTOPHER
Massys, Studio of, p. 76, Fig. 69
Master of the St. Bartholomew Altar, p. 8, Fig. 10
* Orley, van, Attributed to, p. 82, Fig. 80
CLARE
Master ofHeiligenkreuz, p. 232, Figs. 225-226
DOROTHY
*Franconian School, Mid-XV Century, p. 3, Fig. 5
(?) Master of Heiligenkreuz, p. 232, Fig. 225
Master of the St. Bartholomew Altar, p. 8, Fig. 10
ELIGIUS
juan de Juanes, p. 190, Fig. 193
ELIZABETH
(?)Jordaens, p. II9, Fig. 109
(?) Poussin, p. 274, Fig. 251

JAMES MINOR
Strigel, p. 26, Fig. 18
JEROME
Castile, School of, c. 1500-10, p. 188, Fig. 191
Gossart, p. 78, Fig. 73
Master of the St. Bartholomew Altar, p. 8, Fig. 10
Vouet, p. 259, Fig. 244
Zurbaran, p. 216, Fig. 213, color pI. opposite p. 213
JOACHIM
*Provost, Attributed to, p. 75, Fig. 68
jODOCUS
Franco-Flemish Master, Active c. 1480, p. 69, Fig. 64
JOHN THE BAPTIST [see also Baptism of Christ]
Baldung Grien, p. 29, Fig. 32
Borrassa, Circle of, p. 160, Fig. 146
Campin, Follower of, p. 46, Fig. 47
Franco-Flemish Master, Active c. 1480, p. 69, Fig. 62
French Master, Active First Third XVI Century, p. 251,
Fig. 235
Gallego and Assistants, p. 176, Fig. 177
Greco, EI, Studio of, p. 201, Fig. 196
Koerbecke, p. 4, Fig. 6
Master of the de Latour d' Auvergne Triptych, p. 249, Fig. 234
Poussin, p. 274, Fig. 251
Tyrolean Master, c. 1500, p. 10, Fig. 9
JOHN THE EVANGELIST[John the Evangelist also appears
in scenes of the Crucifixion]
Gallego and Assistants, p. 170, Fig. 161; p. 176, Fig. 177;
p. 177, Fig. 175
Koerbecke, p. 4, Fig. 6
Master of the de Latour d' Auvergne Triptych, p. 249, Fig. 234
Memling, p. 55, Fig. 50
Strigel, p. 26, Fig. 19

* The figure or scene is a minor part of the picture
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JOSEPH [joseph also appears in scenes of the Nativity, etc.]
French Master, XV Century, p. 236, Fig. 227
Gallego and Assistants, p. 168, Fig. 155
Greco, EI, Studio of, p. 201, Fig. 196
(?) Jordaens, p. II9, Fig. log
Master of the Reyes Cat6licos, p. 181, Fig. 182
*Orley, van, p. 81, Fig. 77
Poussin, p. 274, Fig. 251
*Provost, Attributed to, p. 75, Fig. 68
JOSEPH THE JUST
Strigel, p. 26, Fig. 18
JUDAS ISCARIOT
*Memling, Copy after, p. 60, Fig. 58
JUDE (Thaddeus)
Strigel, p. 26, Fig. 18
LAWRENCE
*(?) Aragonese Master, c. 1400, p. 158, Fig. 148
LAZARUS
Gallego and Assistants, p. 170, Fig. 161
(?) - p. 171, Fig. 162

MATTHEW
Gallego and Assistants, p. 176, Fig. 177
MAURUS
Northern European Master, p. 238, Fig. 228
OSW ALD (King of England)
(?) German Master, Active c. 1465, p. 6, Fig. 8
PETER
Aragonese Master, c. 1400, p. 158, Fig. 148
Castile, School of c. 1500-10, p. 188, Fig. 191
Gallego and Assistants, p. 16g, Figs. 158-159; p. 170, Fig. 161;
p. 176, Figs. 174, 177
Koerbecke, p. 4, Fig. 6
*Master of St. Gilles, p. 241, Fig. 231
PAUL
* Aragonese Master, c. 1400, p. 158, Fig. 148
Castile, School of, c. 1500-10, p. 188, Fig. 191
Gallego and Assistants, p. 170, Fig. 161
(?) - p. 176, Fig. 177
Koerbecke, p. 4, Fig. 6
* Master of St. Gilles, p. 241, Fig. 23 I
PAULA
Zurbaran, p. 216, Fig. 213, color pI. opposite p. 213

LEONARD
Pleydenwurff. Circle of, p. 6, Fig. 7

PHILIP
(?) Gallego and Assistants, p. 176, Fig. 177

LEU (Loupe ofSens)
Master of St. Gilles, p. 240, Fig,. 230

PLACID US
Northern European Master, p. 238, Fig. 228

LUCY
*(?) Aragonese Master, c. 1400, p. 158, Fig. 148
Master of the St. Bartholomew Altar, p. 8, Fig. 10

REMY
Master of St. Gilles, p. 241, Fig. 231

MARGARET
Master of Heiligenkreuz, p. 232, Fig. 225

SILVESTRE
*Master of St. Gilles, p. 240, Fig. 230

MARK
(?) Gallego and Assistants, p. 177, Fig. 176

SIMON
Gallego and Assistants, p. 176, Fig. 177
Strigel, p. 26, Fig. 18

MARTHA
Gallego and Assistants, p. 170, Fig. 161
MARTIN
Francoruan School, Mid-xV Century, p. 3, Fig. 5
MARY CLEOPHAS
Strigel, p. 26, Fig. 18

THOMAS
Gallego and Assistants, p. 177, Fig. 176
THOMAS DE VILLANUEVA
Valdes Leal, p. 223, Fig. 218

MARY MAGDALENE [Mary Magdalene also appears in
scenes of the Crucifixion]
* Aragonese Master, c. 1400, p. 158, Fig. 148
Aragonese Master, First Half XV Century, p. 159, Fig. 151
*Franconian School, Mid-XV Century, p. 3, Fig. 5
Gallego and Assistants, p. 170, Fig. 161; p. 171, Fig. 162
Master of the St. Bartholomew Altar, p. 8, Fig. 10
* Memling, Copy after, p. 60, Fig. 58
.
MARY SALOME
Strigel, p. 26, Fig. 19

STEPHEN
*(?) Aragonese Master, c. 1400, p. 158, Fig. 148

URSULA
*(?) Franconian School, Mid-xV Century, p. 3, Fig. 5
VERONICA
Memling, p. 55, Fig. 51
VINCENT OF SARAGOSSA
*(?) Aragonese Master, c. 1400, p. 158, Fig. 148
ZACHARIAS
(?) Jordaens, p. II9, Fig. 109
* Master of the Reyes Cat6licos, p. 179, Fig. 179

* The figure or scene is a minor part of the picture
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PORTRAITS
ALBA, DUQUESA DE
Inza, Attributed to, p. 226, Fig. 220

HENRIETTA MARIA, QUEEN OF ENGLAND
Dyck, van, p. II6, Fig. 107, color pI. opposite p. 197

ALEN<;ON, DUC D', PRINCE HERCULEFRAN<.(OIS
French Master, Active 1572, p. 257, Fig. 240

HILLENSBERGER [Ehrenberger]
Isenbrandt, Attributed to, p. 73, Fig. 66

AMSTEL (see: ploos van Amstel)
BENOZZI, JEANNE-ROSE-GUYONNE ('Sylvia')
(?) French Master, Active First Half XVIII Century, p. 296,
Fig. 264
BERGERET, MADAME MARGUERITE-JOSEPHE
Boucher, p. 319, Fig. 284

HUDSON, SIR JEFFREY
Dyck, van, p. II6, Figs. 106-107, color pI. opposite p. 197
JOHN FREDERICK, ELECTOR OF SAXONY
(?) Cranach the Elder, p. 24, Fig. 15
JOHNSTON, DAVID
(?) Prud'hon, p. 363, Fig. 327

BESTE, JOSSINE DE (wife ofJean Wouters)
Franco-Flemish Master, Active c. 1480, p. 69, Fig. 64

KEYSER, THOMAS DE, ARTIST'S WIFE AND
CHILD
(?) Keyser, de, p. 134, Fig. 123

BOL, FERDINAND
Rembrandt, Circle of, p. 138, Fig. 126

LALIVE DE JULLY, ANGE-LAURENT DE
Greuze, p. 325, Fig. 289

BONNIER DE LA MOSSON, JOSEPH
Nattier, p. 309, Fig. 275

LA TOUR D'AUVERGNE DE BOULOGNE,
JEAN DE
Master of the de Latour d'Auvergne Triptych, p. 249, Fig. 234

BORJA Y VELASCO, CARDINAL GASPAR DE
Velazquez, Follower of, p. 2II, Fig. 204
BOURBON-VENDOME, JEANNE DE
Master of the de Latour d' Auvergne Triptych, p. 249, Fig. 234
CAUMARTIN, MADAME DE
Nattier, p. 310, Fig. 276
CLEMENT XIII, POPE
Mengs, Studio of, p. 44, Fig. 44
CLOVIS
Master of St. Gilles, p. 241, Fig. 231
CURTIS, MRS. DANIEL SARGENT
Sargent, p. 383, Fig. 343
DAVID, MADAME JACQUES-LOUIS
David, p. 358, Fig. 330
DIANE DE POITIERS
(?) Clouet, Fran~ois, p. 253, Fig. 243
DORIA (see: Spinola Doria)
DORSCH, JOHANN
(?) Diirer, p. 16, Fig. 17
DUPOUCH, CLAUDE
La Tour, p. 321, Fig. 290
ESQUIVEL Y ALDAMA, DON DIEGO FELIX DE
Murillo, p. 218, Fig. 214
FRAN<;OIS I, KING OF FRANCE
*Flemish Master, Active c. 1540, p. 88, Fig. 88
FUGGER, ANTON
Maler, p. 35, Fig. 3
GRESHAM, SIR THOMAS
(?) Mor, p. 97, Fig. 82

LINK, HANS
(?) Diirer, p. 16, Fig. 17
LOUIS XVI, KING OF FRANCE
Saint-Aubin, p. 343, Fig. 3II
LUTHER, MAR TIN
Cranach the Younger, p. 41, Fig. 35
MARCOTTE D'ARGENTEUIL, CHARLES-MARIE
Ingres, p. 364, Fig. 336, color pI. opposite Text Figs. 50-52
MARGARET OF AUSTRIA, QUEEN OF SPAIN
Pantoja, p. 203, Fig. 203
MARIANA OF AUSTRIA, QUEEN OF SPAIN
Velazquez, Manner of, p. 214, Fig. 205
MARIE-ANTOINETTE, QUEEN OF FRANCE
Saint-Aubin, p. 343, Fig. 3II
MEGHEM, VAN
(?) Christus, Petrus, p. 51, Fig. 48
MELANCHTHON, PHILIPP
Cranach the Younger, p. 41, Fig. 35
MISCIATTELLI, MARCHESA CUNEGONDA
Vernet, E.J. H., p. 381, Fig. 339
MOITESSIER, MADAME
Ingres, p. 373, Figs. 337-338
NAPOLEON
David, p. 352, Fig. 333, color pl. opposite p. 324, Text Fig. 130
NORIEGA, DON ANTONIO
Goya, p. 229, Fig. 224
PIUS VII, POPE
Ingres, p. 366, Fig. 335

HAG, COUNT LADISLAUS VON
(?) Mielich, p. 42, Fig. 33

PLOOS V AN AMSTEL, HENRICA (wife ofDirck
Strick)
Moreelse, p. 127, Fig. n6

HEBERT, PRESIDENT ANDRE-PIERRE
(?) Rigaud, p. 294, Fig. 263

POSADA, DON RAM6N
Goya, p. 227, Fig. 223

HENRI II, DAUPHIN OF FRANCE
PROVOST, JAN
French Artist (?), Active XVII Century (?), p. 259, Fig. 239
(?) Provost, p. 74, Fig. 67
* The figure or scene is a minor part of the picture
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QUARATESI
French Master, Active 1561, p. 252, Fig. 23S

STRICK, DIRCK
Moreclse, p. 126, Fig. II5

REMBRANDT'S SISTER, LISBETH
(?) Rembrandt, Attributed to, p. 136, Fig. I25

STRICK, HENRICA (sec: ploos van Amstel)
STUART, MARY
(?) Clouet, Franr;ois, p. 253, Fig. 243

ROBERT, HUBERT
Fragonard, Attributed to, p. 335, Fig. 291
SCHAD VON MITTELBIBERACH
(?) Belum, p. 3S, Fig. 36

TALON,OMER
Champaigne, p. 2S7, Fig. 2SS

SCHONFELD, GRAFIN VON
Vigcc-Lcbrun, p. 362, Fig. 329

VIVALDI
Christus, Petrus, p. 5r, Fig. 49

SPARRE, COUNTESS EBBA
Bourdon, p. 290, Fig. 259

WOUTERS, ELISABETH
Franco-Flemish Master, Active c. r4So, p. 69, Fig. 64

SPINOLA, DONA POLYXENA
(?) Dyck, van, p. lIS, Fig. 105

WOUTERS, JEAN
Franco-Flemish Master, Active c. 14So, p. 69, Fig. 62

SPINOLA DORIA, MARCHESA BRIGIDA
Rubens, p. lor, Figs. 95-96, color pI. opposite p. 196

WOUTERS, JOSSINE (see: Beste)

PROFANE SUBJECTS
ABUNDANCE
Jordaens, p. IIS, Fig. lOS

HEBE
Nattier, p. 310, Fig. 276

ACIS
*Perrier, p. 264, Fig. 24S

HERA
(?) Jordaens, p. IIS, Fig. roS

AMALTHEA
Poussin, Attributed to, p. 2S0, Fig. 252

HERCULES
Millet II,J.-F., Attributed to, p. 295, Fig. 260

APHRODITE
Jordaens, p. IIS, Fig. lOS

HERMES
Jordaens, p. IIS, Fig. roS

APOLLO
*Greco, EI, p. 191, Fig. 197

ARS MORIENDI
Bosch, p. 66, Fig. 60, color pI. opposite Text Figs. IIA-C
ATHENA
Jordaens, p. IIS, Fig. lOS

ITALIAN COMEDIANS
Watteau, Attributed to, p. 300, Figs. 267-269
JUPITER
Poussin, Attributed to, p. 2S0, Fig. 252
LAOCOON
Greco, EI, p. 195, Fig. 200

BACCHUS
Altdorfer, Circle of, p. 33, Fig. 2S

LIVY
Rubens, p. 104, Fig. lor

CALLIOPE (Muse of Epic Poetry)
VOllet, p. 26r, Fig. 245

MARS
A1tdorfer, Circle of, p. 33, Fig. 30
Rubens, p. 109, Fig. 97

CHARITY
*Juan de Juanes, p. 190, Fig. 193
*valdes Leal, p. 223, Fig. 21S

MELISSA
Poussin, Attributed to, p. 2S0, Fig. 252

CUPID
Saint-Aubin, p. 343, Fig. 3II

MINERVA
*Greco, EI, p. 191, Fig. 197

DANAE
Boucher, p. 31S, Fig. 2S3
DECIUS MUS
Rubens, p. 104, Fig. lor

PARIS
Jordaens, p. lIS, Fig. lOS

DIANA
Balen. van, and Jan Bruegel the Elder, p. 100, Fig. 94

PERSONIFICATION OF MUSIC
Boucher, p. 316, Fig. 2S2

FAITH
*Juan de Juanes, p. 190, Fig. 193

PERSONIFICATION OF PAINTING
Boucher, p. 316, Fig. 2S0

GALATEA
Perrier, p. 264, Fig. 24S

PHILO STRATUS, IMAGINES
Perrier, p. 264, Fig. 24S
* The figure or scene is a minor part of the picture
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POLYPHEMUS
Perrier, p. 264, Fig. 248

TIME (Clzronos)
Gallego and Assistants, p. 165, Fig. 152

SATYR
Jordaens, p. lI8, Fig. 108
Millet II, J.-F., Attributed to, p. 295, Fig. 260

URANIA (Muse of Astronomy)
Vouet, p. 261, Fig. 245

SUMMER (Ceres)
Watteau, p. 297, Fig. 266, color pI. opposite p. 308

VANITAS
Beyeren, van, p. 154, Fig. 140
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FRANCE
Argenteuil
Corot, Attributed to, p. 382, Fig. 342
Paris
Champs-de-Mars
French Artist, Active 1773, p. 348, Fig. 318
Ecole Militaire
*French Artist, Active 1773, p. 348, Fig. 318
Hotel-Dieu
Master of St. Gilles, p. 240, Fig. 230
Notre-Dame
Master of St. Gilles, p. 240, Fig. 230
Saint Jean-Ie-Rond
Master of St. Gilles, p. 240, Fig. 230
Sainte-Chapelle
Master of St. Gilles, p. 241, Fig. 231
Passy, near Paris
Hotel Valentinois
Perignon, p. 345, Fig. 308
Saint-Cloud, Chateau
(?) Moreau, p. 346, Fig. 315
Saint Tropez
French Artist, Active Last Third XVIII Century, p. 342,
Fig. 321

Rome
Colosseum
Robert, Circle of, p. 339, Fig. 302
Ponte Salario
Robert, p. 338, Fig. 305
Saint Peter's
Saenredam, p. 141, Fig. 129
Santa Maria della Febbre
Saenredam, p. 141, Fig. 129
Sistine Chapel
Ingres, p. 366, Fig. 335
Tivoli, Temple of the Sibyl
Claude Lorrain, p. 284, Fig. 254
Trani, Cathedral
Desprez, p. 349, Fig. 320
NETHERLANDS
Haarlem, Groote Kerk and Town Hall
Berckheyde, p. 149, Fig. 134
The Hague
*Steen, p. lSI, Fig. 136
Nijmegen, the Valkhof
Ruysdael, Salomon van, p. 14S, Fig. 131
's-Hertogenbosch, St. John's Cathedral
Saenredam, p. 142, Fig. 128

ITALY
Pavia
Flemish Master, Active c. 1540, p. 88, Fig. 88

SPAIN
Toledo
Greco, EI, p. 19S, Figs. 198-200

SCENES FROM EVERYDAY LIFE
(a) Amusemellts
Card Playing
Lucas van Leyden, After, p. 8S, Fig. 84
Dancing
Robert, p. 341, Fig. 310

Fete Clzampetre
Pater, p. 306, Figs. 271, 274, color pI. opposite p. 309
Games
Blindman's Buff
Fragonard, p. 328, Figs. 29S, 297
Horse and Rider
Fragonard, p. 331, Fig. 293
Hot Cockles
Fragonard, p. 331, Fig. 294
Skittles
Steen, p. lSI, Fig. 136
Music Making
Gallego and Assistants, p. 165, Fig. IS2
Greuze, p. 32S, Fig. 289

Le Nain, p. 266, Fig. 246
Master of the St. Lucy Legend and Assistant, p. 61,
Fig. S4
Molenaer, p. 135, Fig. 122
Robert, p. 340, Fig. 303
Steen, p. lSI, Fig. 137
Terbrugghen, p. 128, Fig. II9
See-saw
Fragonard, Imitator of, p. 337, Fig. 301
Swinging
Fragonard, p. 329, Fig. 296

(b) Occupations
Ferry
Ruysdael, Salomon van, p. 14S, Fig. 130
Fisherman
Hals, Frans, Follower of, p. 132, Fig. 120
Hals, Frans, Imitator of, p. 133, Fig. 121
Herding
Claude Lorrain, p. 28S, Fig. 2SS; p. 286, Fig. 2S6

* The figure or scene is a minor part of the picture
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Kitchen Maid
Chardin. p. 3Il. Fig. 278
Lawyer
Ostade. van. p. 150. Fig. 138
Nurse
Chardin. p. 313. Fig. 279
Fragonard. p. 333. Fig. 292

Painting
French Artist (?). Late XVIII Century. p. 363. Fig. 341
Shepherd
Honthorst. p. 130. Fig. 127

(c) Sport
Hunting
Fyt and Collaborator. p. 123. Fig. Il3
Lancret. p. 307. Fig. 270

INDEX OF PREVIOUS OWNERS
ABELSZ
Rubens. p. 106. Fig. 98
ABRAHAMS. A.J.
(?) Perrier. p. 264. Fig. 248
AGNEW AND SONS
Claude Lorrain. p. 284. Fig. 254
Cranach the Elder. p. 23. Fig. 22
HaIs. Frans. Follower of. p. 132. Fig.
120

Moreelse. After. p. 127. Figs. Il7-Il8
Poussin. p. 274. Fig. 251
Strigel. p. 26. Figs. 18-19
VigCc-Lebrun. p. 361. Fig. 328
Wattcau. Attributed to. p. 300. Fig. 267
AGUADO
(?) Valdes Leal. p. 222. Fig. 217
ALBA. Count of
Pantoja. p. 203. Fig. 203
ALMEN AS. Conde de las
(?) Master of the Reyes Cat6licos. p. 181.
Figs. 182-183
AL V ARES DE CASTRO. Dom
Fernando
Flemish Master. Active c. 1540. p. 88.
Fig. 88

9 May 1934

Lieferinxe. p. 244. Fig. 229
Zurbaran. p. 215. Fig. 212
20 May 1953
Boucher. p. 315. Fig. 281
I July 1955
Vouet. p. 261. Fig. 245
New York
22 Jan. 1931
') Balen. van. and Jan Bruegel the
Elder. p. 100, Fig. 94
Maes. p. 157. Figs. 143-144
Paris
27 March 1877
Nattier. p. 309. Fig. 275
25 March 1907
French School. p. 347. Fig. 322
21 Nov. 1908
Vincent, p. 360. Fig. 326
18 Dec. 1908
French School. p. 347. Fig. 322
18 Dec. 1920
Claude Lorrain. p. 282. Fig. 253
23 May 1930
French Artist, p. 341. Fig. 307
14-15 Dec. 1933
Moreau. Imitator of, p. 347. Fig.
316

ASHBURNHAM. Lady Catharine
Provost. p. 74. Fig. 67
ASSCHER AND WELKER
Bosch. p. 66, Fig. 60
Lucas van Leyden. After. p. 85. Fig. 84
ATRI. Ducd'
Robert. Circle of. p. 339, Fig. 302
AUBERT. VicomteJoumin
Mengs. Studio of. p. 44. Fig. 44
AUSPITZ-LIEBEN. Stephan von
German School. Second Half XVI
Century. p. 43. Figs. 41-42
A VOGLI. Count
Inza. Attributed to. p. 226. Fig. 220
AZZOLINI. Cardinal Decio
Bourdon. p. 290, Fig. 259
AZZOLINI. Marchese Pompeo
Bourdon, p. 290. Fig. 259
BACKUS. LeRoy M.
Molenaer. p. 135. Fig. 122
BAILLIE. David
Orrente. p. 204. Fig. 215
BAILLIE-HAMIL TON. Hon. Robert
(?) Murillo. p. 219. Fig. 209

AMELOT DU QAILLOU,Jacques
(?) Poussin. p. 274. Fig. 251

AOUST. Marquise d'
Rubens. p. 106. Fig. 98

BALL. A. R.
Breu the Elder. Style of, p. 29. Fig. 27

ANONYMOUS SALES
Amsterdam. 21 Aug. 1729
(?) Hals. Frans. Imitator of, p. 133.
Fig. 121
London
7 March 1801
Poussin. p. 274. Fig. 251
24 Jan. 1903
Memling. Copy after. p. 60. Fig. 58
13 July 1923
Ruysdael. Salomon van. p. 145.
Fig. 130
20 May 1926
Lucas van Leyden. After. p. 85.
Fig. 84
8 July 1927
Murillo. p. 219. Fig. 209

ARAGO. Etienne
(?) Boucher. p. 318. Fig. 283

BALL.H.
Maler. p. 35. Fig. 3

ARD
French Artist. p. 341. Fig. 307

BANTING. T. and W.
(?) Ribera. Circle of, p. 2II. Fig. 208

ARENSBERG
(?) Woensam. p. 39. Fig. 39

BARBERINI
Vouet. p. 259. Fig. 244

ARKWRIGHT
Murillo. p. 219. Fig. 209

BARING. Sir Thomas
Watteau. Attributed to. p. 300. Fig. 267

ARNOLD.M.
Greco. El. p. 195. Fig. 200

BARR.H.
Provost. p. 74. Fig. 67

ASCHAFFENBURG. Stift
(?) Grunewald. p. 19. Fig. 21

BARRIO. Don Rafael
Inza. Attributed to. p. 226. Fig. 220

ASHBURNHAM. Earl of
Provost. p. 74. Fig. 67

BASAN
Fragonard. p. 333. Fig. 292
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BEACH, Major A. Hicks
Rembrandt, Circle of, p. 138, Fig. 126
BEA TTIE, William
Maes, p. 156, Fig. 145
BEA UMOND-BEYN AC, Marquis
Joffroy de
La Tour, p. 321, Fig. 290
BECKFORD, William
(?) Watteau, Attributed to, p. 300, Fig.
267

BEDFORD, Duke of
Beyeren, van, p. 154, Fig. 140
BEISTEGUI, Carlos
Greco, EI, Studio of, p. 201, Fig. 196
BENEDICT, Dr. C.
Antwerp Master, active c. 1530, p. 91,
Fig. 90

BLIGH, Ivo Francis Walter
French Master, Active 1572, p. 257,
Fig. 240
BLIGH, John Stuart
French Master, Active 1572, p. 257,
Fig. 240
BLUMENTHAL, George
Robert, p. 340, Fig. 303
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BROWN
Claude Lorrain, p. 282, Fig. 253
BROWN, Alfred
Bouts, Circle of, p. 54, Fig. 56
BRUANT, Aristide
(?) Drouais, p. 322, Fig. 285
BRUNNER, Charles
Ribera, Circle of, p. 2II, Fig. 208

BOCCAPADULI, Maria Laura dal
Pozzo
Poussin, p. 271, Fig. 250

BRYAN
(?) Bourdon, p. 289, Fig. 257

BOHLER,Julius
Koerbecke, p. 4, Fig. 6
Lucas van Leyden, After, p. 85, Fig. 84

B R Y A S, Count Jacques de
Master of the St. Bartholomew Altar,
p. 8, Fig. 10

BOER, Pieter de
Valdes Leal, p. 223, Fig. 218

BUFFALO, Marchese del
Poussin, p. 271, Fig. 250

BONAPARTE, Prince Joseph
Murillo, p. 219, Fig. 210
(?) Valdes Leal, p. 222, Fig. 217

B URA T, Jules
Fragonard, p. 333, Fig. 292

BOND, S. S.
French Artist, p. 341, Fig. 307

BURDETT-COUTTS, Baroness
Mor, p. 97, Fig. 82

BERGERET,Jacques-Oncsyme
Boucher, p. 319, Fig. 284

BONDY, Comte and Vicomtesse
Olivier de
Ingres, p. 373, Fig. 337

BURLET,de
German School, Second Half XVI
Century, p. 43, Figs. 41-42

BERGERET, Pierre-Jacques
Boucher, p. 319, Fig. 284

BOROSS, Eugen
AntolInez, Attributed to, p. 224, Fig. 219

BUTTERWORTH, Katherine Deere
Hooch, de, p. 153, Fig. 139

BERRI, Duc de
(?) Bourdon, p. 290, Fig. 259

BOTTENWEISER, Rudolph
(?) Poussin, p. 269, Fig. 249

BUTTET,De
Champaigne, p. 287, Fig. 258

BOUILLON, Cardinal de
Master of the de Latour d'Auvergne
Triptych, p. 249, Fig. 234

BYK,PauIW.
(?) Alfajadn Master, p. 182, Fig. 184

BENTINCK, G. A. F. Cavendish
Antolinez, Attributed to, p. 224, Fig. 219
BENTON, Lady Phyllis
Honthorst, p. 130, Fig. 127

BERRI, Duchesse de
Bourdon, p. 290, Fig. 259
Netherlandish School, c. 1500, p. 72,
Fig. 57
BERUETE Y MORET, Aureliano de
Murillo, p. 218, Fig. 214
BEURNONVILLE, Baron E. de
Master of St. Gilles, p. 240, Fig. 230;
p. 241, Fig. 231
Ruisdael, Jacob van, p. 146, Fig. 132
BEV AN, Lady Cosmo
Witte, de, p. 148, Fig. 135
BIANCHI, Mme. Marius
David, p. 358, Fig. 330
BlESUM, Quirijn van
(?) Poussin, p. 269, Fig. 249
BINGHAM, David
Keyser, de, p. 134, Fig. 123
Steen, p. 151, Fig. 137
BIRCH, Charles
Rembrandt, Attributed to, p. 136, Fig.
125

BIRNBAUM, Mr. and Mrs. D.
Keyser, de, p. 134, Fig. 123
Steen, p. 151, Fig. 137
BLIGH, Edward Henry Stuart
French Master, Active 1572, p. 257,
Fig. 240

BOYNTON, Mary Constance
Drouais, p. 332, Fig. 285
BRACCIANO, Duca di
Bourdon, p. 290, Fig. 259
BRADFORD, Earls of
Dyck, van, p. II6, Fig. 107

BYRES, James
Poussin, p. 271, Fig. 250
CABALLERO (sec: Perez)
CAHEN D'ANVERS, Comte
Nattier, p. 309, Fig. 275

BRAKESPEARE, Ronald
Hooch, de, p. 153, Fig. 139

CAILLEUX,Jean
David, p. 358, Fig. 330
La Tour, p. 321, Fig. 290
Nattier, p. 309, Fig. 275

BRANCAS, Duchesse de
Rigaud, p. 294, Fig. 263

CAMPE, Henrich Wilhelm
Scorel, p. 86, Fig. 85

BRANDT GALLERY, Mortimer
Woensam, p. 40, Fig. 40

CANA VERAL, Jose
Vincent, p. 360, Fig. 326

BREADALBANE, Marquis of
Murillo, p. 219, Fig. 209

CARCANO, Madame Landolfo
Valdes Leal, p. 222, Fig. 217

BRESLAU, Erzbischofliches
Diozesanmuseum
(?) German School, Second Half XVI
Century, p. 43, Figs. 41-42

CARDON, Charles Leon
Koerbeckc, p. 4, Fig. 6

BRIDGEWATER, Duke of
Bourdon, p. 290, Fig. 259
Orrentc, p. 204, Fig. 215

CARLISLE, Earl of
Bourdon, p. 290, Fig. 259
Orrente, p. 204, Fig. 215

BROMBERG
Strigel, p. 26, Figs. 18-19

CARPENTRAS, France
Cathedral
(?) Dipre, p. 247, Fig. 232; p. 248,
Fig. 233

BRONDGEEST, A.
Berckheyde, p. 149, Fig. 134

CARV ALHO, Dr.
Valdes Leal, p. 222, Fig. 217
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CASSERES, Arthur de
(?) Ruysdael, Salomon van, p. 145,
Fig. 130

COLOGNE
Carthusian Monastery of St. Barbara
(?) Master of St. Veronica, p. I, Fig.

CASSIRER GALLERY, Paul
Cranach, p. 23, Figs. 24-25
Honthorst, p. 130, Fig. 127
Memling, p. 55, Figs. 50-51

COLON, MadameJenny
Fragonard, p. 331, Figs. 293-294

CASTELBAJAC, Marquis de
Saint-Aubin, p. 343, Fig. 311
CASTRO, Jean de
Flemish Master, Active c. 1540, p. 88,
Fig. 88
CASTRO, Dom Manoelde
Flemish Master, Active c. 1540, p. 88,
Fig. 88
CASTRO, Saldanha
Flemish Master, Active c.1540, p. 88,
Fig. 88
CASTRO (see also: Alvares de Castro)
CAVENAGHI, Luigi
Machuca, p. 189, Fig. 192
CAVENDISH BENTINCK, G. A. F.
AntoHnez, Attributed to, p. 224, Fig. 219
CHABEAUSSI1~RE, Barbe Fran~oise
Victoire Poisson de la
Boucher, p. 319, Fig. 284

CHARPENTIER GALERIE,Jean
Claude Lorrain, p. 282, Fig. 253
CHA TEL, Marquis du
Watteau, p. 297, Fig. 266
CHILLINGWORTH, Rudolf
Koerbecke, p. 4, Fig. 6
CHOISEUL, Due de
Berckheyde, p. 149, Fig. 134
Watteau, p. 297, Fig. 266
CHOISEUL, Duchesse de
Watteau, p. 297, Fig. 266
CHOLMELEY, Major Sir Hugh
Siberechts, p. 124, Fig. 114
CHOLMONDELEY, Marquess of
Claude Lorrain, p. 285, Fig. 255
CHRISTINA, Queen of Sweden
Bourdon, p. 290, Fig. 259
CIUDAD RODRIGO, Spain
Cathedral
GaIlego and Assistants, pp. 163-177,
Figs. 152-177
CLARK
Flemish School, c. 1640, p. 113, Fig. 103
CLEMEN S, Jacques
Rubens, p. 106, Fig. 98
COINDET
(?) Moreau, p. 346, Fig. 315
COLNAGHI
Pantoja, p. 203, Fig. 203
(?) Rembrandt, Attributed to, p. 136,
Fig. 125

Snyders, Studio of, p. 121, Fig. III
Velazquez, Manner of, p. 214, Fig. 205
I

CONSTANTIN
Fragonard, p. 333, Fig. 292
CONTINI BONACOSSI
Christus, Petrus, p. 51, Figs. 48-49
Corot, Attributed to, p. 382, Fig. 342
Dipre, p. 247, Fig. 232
Dyck, van, p. 115, Fig. 105
Flemish School, c. 1640, p. 113, Fig. 103
Fragonard, Imitator of, p. 337, Fig. 301
Franco-Flemish Master, p. 263, Fig. 237
French Master, XV Century, p. 236,
Fig. 227
French Master, Active 1561, p. 252,
Fig. 238
Fyt and Collaborator, p. 123, Fig. II3
Goya, Follower of, p. 231, Fig. 222
- After, p. 230, Fig. 221
Hals, Frans, Follower of, p. 132, Fig. 120
- Imitator of, p. 133, Fig. 121
Hondecoeter, p. 156, Fig. 142
Isenbrandt, Attributed to, p. 73, Figs.
65-66

Jordacns, p. II9, Fig. 109
Largillierre. Attributed to, p. 293, Fig.
261

Lieferinxe, p. 244, Fig. 229
Machuca, p. 189, Fig. 192
Master ofHoogstraeten (?), p. 72, Fig. 72
Master of the Kress Epiphany, p. 64,
Fig. 59
Merian the Younger, p. 44, Fig. 43
Mielich, p. 42, Fig. 33
Mor, p. 97, Fig. 82
Perrier, p. 264, Fig. 248
Rembrandt, Attributed to, p. 136, Fig.
I25

- Old copy after, p. 140, Fig. 124
Ribera, School of, p. 210, Fig. 207
- Circle of, p. 211, Fig. 208
Rubens, p. 109, Fig. 97
- After, p. IIO, Fig. 99
Sargent, p. 383, Fig. 343
Seisenegger, p. 41, Fig. 34
Snyders, Studio of, p. I2I, Fig. III
Vemet, E.J. H., p. 381, Fig. 339
Vos, Comelis de, p. II2, Fig. 102
COOK COLLECTION
Claude Lorrain, p. 284, Fig. 254
Clouet, Franljois, p. 253, Fig. 243
Flemish Master, Active c. 1540, p. 88,
Fig. 88
Gallego and Assistants, pp. 163-177,
Figs. 152-177
Greco, EI, p. 191, Fig. 197
Murillo, p. 219, Fig. 210
Perrier, p. 264, Fig. 248
Rembrandt, Old Copy after, p. 140,
Fig. 124

CORBETT, Major Cecil
Poussin, Attributed to, p. 280, Fig. 252
CORBETT, Major Uvedale
Poussin, Attributed to, p. 280, Fig. 252
COTILLON DE TORCY,
Franljoise-Julie
Boucher, p. 319, Fig. 284
COTY, Franljois
Baudouin, p. 324, Figs. 286-287
Robert, p. 341, Fig. 310
COURNERIE
Fragonard, p. 336, Fig. 299
COURT-REPINGTON, Colonel
Charles a'
Diirer, p. 12, Figs. 11-12
CRABBE, Prosper
Largillierre, p. 292, Fig. 262
CRANACH, Dr. von
Massys, Studio of, p. 76, Fig. 69
CRAWFORD AND BALCARRES,
Earl of
Steen, p. 151, Fig. 137
CREMER
Rembrandt, Old Copy after, p. 140,
Fig. 124
CROMBRUGGE, Helena van (wife of
Peter van Nieuwmunster)
Memling, Copy after, p. 60, Fig. 58
CROZA T, Louis-Franljois
Watteau, p. 297, Fig. 266
CROZA T, Pierre
Watteau, p. 297, Fig. 266
CUADRA Y OLlAG, La
Osona the Elder and Assistant, p. 184,
Fig. 186
CUNLIFFE-LISTER, John
Drouais, p. 322, Fig. 285
CUNLIFFE-LISTER, Samuel
Drouais, p. 322, Fig. 285
CURRIE, Bertram W.
Rubens, p. 102, Fig. 95
CURTIS, Mrs. Daniel Sargent
Sargent, p. 383, Fig. 343
CYPrfmRE, Marquis de
(?) Boucher, p. 318, Fig. 283
Fragonard, p. 328, Fig. 295; p. 329,
Fig. 296
CZERNIN VON CHUDENITZ,
Count Johann Rudolf
Diirer, p. 16, Fig. 17
Memling, p. 57, Fig. 52
DAMIDOT,M.
Nattier, p. 309, Fig. 275
DARB Y, Abraham
Perrier, p. 264, Fig. 248
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D ARNLE Y, Earl of
French Master, Active 1572, p. 257,
Fig. 240
Pantoja, p. 203, Fig. 203

DOUCET, Alexandre
French School, p. 347, Fig. 322

DAVID,Jacques-Louis
David, p. 358, Fig. 330

DOUGLAS, Sir Charles
Woensam, p. 40, Fig. 40

DA VID-WEILL, D.
Chardin, p. 314, Fig. 277

DOUGLAS, Lady Margaret
Woensam, p. 40, Fig. 40

DAVIES, F.
David, p. 352, Fig. 333

DOW, Carola Sanford
Steen, p. 151, Fig. 136

DECOURCELLE, Pierre
Moreau, Imitator of, p. 347, Fig. 316

DOWDESWELL AND
DOWDESWELL
Claude Lorrain, p. 286, Fig. 256

DEMANDOLX-DEDONS, Comte
Dipre, p. 248, Fig. 233
DEMIANI
Cranach the Elder, p. 24, Fig. IS
DEMIDOFF, Prince Nicolas de
Memling, p. 55, Figs. SO-51
DIAS, Vaz
Durer, p. 12, Figs. II-12
DIBDIN
(?) Le Nain, p. 266, Fig. 246
DIEMEN GALLERY, Van
Lucas van Leyden, After, p. 85, Fig. 84
DIEMEN-LILIENFELD
GALLERIES, Van
Antwerp Master, Active c. 1530, p. 91,
Fig. 90
Bl:rruguete, p. 183, Fig. 185
DIEMEN-MARGRAF GALLERY,
Van
Antwerp Master, Active c. 1530, p. 91,
Fig. 90
DIETRICH, Baron de
Keyser, dc, p. 134, Fig. 123
DINO, Duchesse de
Boucher, p. 316, Figs. 280, 282
DOETSCH, Henry
Flemish Master, Active c. 1540, p. 88,
Fig. 88
DOISTAU, Felix
Fragonard, Attributed to, p. 335, Fig.
291

DOMINGUEZ, Conde
(?) Alfajarfn Master, p. 182, Fig. 184
DONALDSON, Sir George
Vos, Cornelis dc, p. II2, Fig. 102
DONCQUERS, Dowager de
Largillierre, p. 292, Fig. 262
DORCHESTER, Earl of
Dyck, van, p. II6, Fig. 107
DORIA, Ambrogio
Dyck, van, p. lIS, Fig. 105
DORIA, Marchese Giacomo
Rubens, p. 101, Fig. 95

DOUGLAS, Marquis of
David, p. 352, Fig. 333

DOYLE,Mrs.
Poussin, Attributed to, p. 280, Fig. 252
DREICER, Michael
Greco, EI, Studio of, p. 201, Fig. 196
DREY,A.S.
Kulmbach, p. 3 I, Fig. 23
Netherlandish Master (?), Active 1558,
p. 96, Fig. 83
DREY GALLERY, Paul
Aragonese Master, c. 1400, p. 158, Fig.
148

Bourdon, p. 289, Fig. 257
Campin, Follower of, p. So, Figs. 45-46
Castile, School of, c. 1500-10, p. 188,
Fig. 191
Cirera, p. 161, Fig. 147
Cranach the Elder, p. 23, Fig. 22
- Studio of, p. 25, Fig. 26
Flemish Master, Second Half XVI
Century, p. 97, Fig. 86
French Master (?), Active late XV
Century, p. 243, Fig. 236
French Artist (?), Active XVII Century (?), p. 259, Fig. 239
French Artist (?), Late XVIII Century,
p. 363, Fig. 341
Kulmbach, p. 31, Fig. 23
Memling, Copy after, p. 60, Fig. 58
Northern European Master, p. 238, Fig.
228

Provost, Attributed to, p. 75, Fig. 68
Robert, Circle of, p. 339, Fig. 302
South German Master, c. 1485, p. 12,
Fig. 2
DREYFUS, Charles-Louis
Watteau, p. 297, Fig. 266
DURAND-RUEL
Greco, EI, p. 195, Fig. 200
DURLACHER BROTHERS
Poussin, p. 269, Fig. 249
Terbrugghen, p. 128, Fig. 119
DUVAL DE L'EPINOY, Louis
(?) La Tour, p. 321, Fig. 290
DUVEEN
Claude Lorrain, p. 286, Fig. 256
Drouais, p. 322, Fig. 285

French Master, Active 1572, p. 257,
Fig. 240
Gossart, p. 78, Fig. 73
Greuze, p. 325, Fig. 289
Orley, van, p. 81, Figs. 76-78
Osona the Elder and Assistant, p. 184,
Fig. 186
Pantoja, p. 203, Fig. 203
Rubens, p. 101, Fig. 95
Velazquez, Follower of, p. 211, Fig. 204
Vincent, p. 360, Fig. 326
EASTHOPE, Sir John
Poussin, Attributed to, p. 280, Fig. 252
EDELSHEIM-GYULAI, Comte L.
Netherlandish School, c.15OO, p. 72
Fig. 57
EGER, Bohemia or Hungary
Convent of the Poor Clares
(?) Master of Heiligenkreuz, p. 232,
Fig. 225
EGREMONT, Third Earl
Rembrandt, Attributed to, p. 136, Fig.
125

EHRICH GALLERIES
Vincent, p. 360, Fig. 326
EISECK, Lacher von
Altdorfer, Circle of, p. 33, Figs. 28-30
ELLIS, Wynn
Murillo, p. 219, Fig. 210
ELST, Baron Joseph van der
Bosch, p. 66, Fig. 60
EMDEN
Strigel, p. 26, Figs. 18-19
ENZENBERG, Grafvon
South German Master, c.1485, p. 12,
Fig. 2
ERARD, Chevalier Sebastien, Chateau
de la Muette
Claude Lorrain, p. 285, Fig. 255
Steen, p. lSI, Fig. 137
ERLANGER, Arthur
(?) Kress Monogrammist, p. 36, Fig. 31
ESCORIAL
Greco, EI, p. 195, Fig. 200
ESQUIVEL Y ALDAMA
Murillo, p. 218, Fig. 214
FABRICIUS, General von
Tyrolean Master, c. 1500, p. 10, Fig. 9
FANKHAUSER, H. F.
Greco, EI, p. 194, Fig. 195
FAUCHIER-MAGNAN, Adrien
Fragonard, p. 337, Fig. 300
FEARON GALLERIES, Walter P.
(?) Borrassa, Circle of, p. 160, Fig. 146
FEDER, Joseph Fuller
Largillierre, p. 292, Fig. 262

INDEX OF PREVIOUS OWNERS

FEDER, Mrs. Joseph Fuller
Ribera, p. 209, Fig. 206

GALLIERA, Duke of
Greco, EI, p. 195, Fig. 200

GRAMONT D'ASTER, Comtesse de
(?) Nattier, p. 310, Fig. 276

FEIGL, Alada
Cranach the Elder, p. 24, Fig. 15

GAL TON, Howard
Maes, p. 156, Fig. 145

GRA Y, Edward
Rubens, p. 109, Fig. 97

FEILCHENFELD, Walter
A1tdorfer, Circle of, p. 33, Figs. 28-30

GARBATY, Eugene L.
Northern European Master, p. 238, Fig.

GRECO, EI, Estate of
Greco, EI, p. 195, Fig. 200
- (f), Studio of, p. 201, Fig. 196

FEROL
(?) Vigee-Lebrun, p. 361, Fig. 328
FEZENSAC (see: MontesquiouFczensac)
FISCHHOF, Eugene
Vos, Cornelis de, p. II2, Fig. 102

228

GARRET A, Raphael
Touzc, p. 350, Figs. 323-324
GAS C, Charles
Watteau, p. 300, Fig. 265
GAVET, Emile
Cornelisz.,Jacob, p. 83, Fig. 87

GREVILLE, The Hon. Alwyn
(?) Ruisdael, Jacob van, Attributed to, p.
147, Fig. 133
GROENINX V AN ZOELEN, C.
(?) Honthorst, p. 130, Fig. 127
GROOT, Anthonis and Stephanus de
Rubens, p. 106, Fig. 98

FLA VIGNY, Comtesse de
Ingres, p. 373, Fig. 337

GELDER, Miehel van
Jordaens, p. II8, Fig. 108

FLEURY, Comtesse de
Nattier, p. 310, Fig. 276

GENTILI DI GIUSEPPE, Francesco
Rubens, p. 106, Fig. 98

GROUL T, Camille
Fragonard, p. 328, Fig. 295; p. 329,
Fig. 296

FLINCK
Poussin, p. 269, Fig. 249

GEORGE V, King of Hannover
Isenbrandt, Attributed to, p. 73, Figs.

GUINNESS, Edward Cecil
Watteau, Attributed to, p. 300, Fig. 267

FONSECA Y ZUNIGA, Manuel de
(?) Ribera, p. 207, Fig. 2II
FONTAINE DE RESBECQ
Boucher, p. 319, Fig. 284
FORCHOUDT, Guillaume I
(?) Rubens, p. 106, Fig. 98
FOURMENT, Baron de
(?) French Master, Active First Half
XVIII Century, p. 296, Fig. 264
FRANCOTT A Y, M. Ie Chevalier
Steen, p. 151, Fig. 137
FREDERICK THE WISE, Elector
of Saxony
Cranach the Elder, Studio of, p. 25,
Fig. 26
FREDERICK II, King of Prussia
Lancret, p. 307, Fig. 270
Saenredam, p. 141, Fig. 129
FREDERICK, Sir Richard
Clouet, Franc;ois, p. 253, Fig. 243
FRENCH AND CO., Inc.
(?) Greco, E1, p. 195, Fig. 200
- Studio of, p. 201, Fig. 196
Largillicrre, p. 292, Fig. 262
Massys, Circle of, p. 77, Fig. 70
Master of the Reyes Cat6licos, pp. 179181, Figs. 178-183
Master of the St. Lucy Legend and
Assistant, p. 61, Fig. 54
Moreelse, Mter, p. 127, Figs. II7-II8
Murillo, p. 218, Fig. 214
Ribera, p. 209, Fig. 206

65-66

GHERARD
Juan de Juanes, p. 190, Fig. 193
GIRENNERIE, Ange Philibert de la
Boucher, p. 319, Fig. 284
GOLDSCHMIDT, Dr.J.
Cranach the Elder, p. 23, Fig. 22
GOLDSCHMIDT, Leopold
French Master (f), Active Late XV
Century, p. 243, Fig. 236
French Artist, Second Half XVIII
Century, p. 351, Fig. 325

GUINNESS, Walter Edward
Watteau, Attributed to, p. 300, Fig. 267
GUIRAUD
Fragonard, p. 336, Fig. 299
GULBENKIAN, Calouste
Fragonard, p. 331, Figs. 293-294
HABERMAN, Professor H. Freiherr
von
Beham, p. 38, Fig. 36
HACKENBROCH
Cranach the Younger, p. 41, Fig. 35
Goya, After, p. 230, Fig. 221

GOLDSCHMIDT·
ROTHSCHILD, Baron Max von
Ostade, p. 150, Fig. 138

HAMILTON, Duke of
David, p. 352, Fig. 333
(?) Ribera, Circle of, p. 2II, Fig. 208

GOLD SCHMITT
(?) Rubens, p. 101, Fig. 95

HAMPDEN, Viscount and Viscountess
Claude Lorrain, p. 282, Fig. 253

GOMAN, Madame
Fragonard, p. 333, Fig. 292

HANNAY, A. Arnold
Claude Lorrain, p. 286, Fig. 256

GONT AUT-BIRON, Duchesse de
Watteau, p. 297, Fig. 266

HAPSBURG
Provost, Attributed to, p. 75, Fig. 68

GORE, Ltd., Annesley
Orley, van, p. 81, Fig. 76

HAREWOOD, Earl of
(?) Poussin, p. 269, Fig. 249

GOURNAY, Marquis de
(?) Poussin, p. 274, Fig. 251

HARMAN, Jeremiah
Bourdon, p. 290, Fig. 259
Orrente, p. 204, Fig. 215

GOWER,Earl
Bourdon, p. 290, Fig. 259
Orrente, p. 204, Fig. 215
GOYON, Vicomtesse Charles de
Greuze, p. 325, Fig. 289

HARO, Conde de
(?) Master of the St. Lucy Legend and
Assistant, p. 61, Fig. 54
HARRI S, Lionel
Osona the Elder and Assistant, p. 184,
Fig. 186

FROHLICH, Dr. Otto
German School, Second Half XVI
Century, p. 43, Figs. 41-42

GRAFTON, Duke of
(?) Watteau, Attributed to, p. 300, Fig.

FUGGER
Maler, p. 35, Fig. 3

GRAHAM
Memling, Copy after, p. 60, Fig. 58

HARRIS GALLERIES, Tomas
Lucas van Leyden, Mter, p. 85, Fig. 84
Terbrugghen, p. 128, Fig. II9

GAINSBOROUGH, Sir Thomas
Le Nain, p. 266, Fig. 246

GRAMONT, Duc de
Largillicrre, p. 292, Fig. 262

HARTOGS, Mrs.
Rembrandt, Circle of, p. 138, Fig. 126
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HASKARD
Strigel, p. 26, Figs. 18-19
HAUER
Mengs, Studio of, p. 44, Fig. 44
HAUSMANN, Bernhard
Isenbrandt, Attributed to, p. 73, Figs.
65-66

HOPE, William Williams
Claude Lorrain, p. 285, Fig. 255
Fragonard, p. 331, Figs. 293-294
HORSIN-DEON, Simon
Rubens, p. 101, Fig. 95
HOUMANN, Mrs. Aase
Inza, Attributed to, p. 226, Fig. 220

HAWLEY, Sir Henry
Antolinez, Attributed to, p. 224, Fig. 219

HOW ARD, Walter
Claude Lorrain, p. 286, Fig. 256

HEARST, William Randolph
Dyck, van, p. 116, Fig. 107

HOZIER,J.
(?) Ribera, Circle of, p. 211, Fig. 208

HEILBUTH
Inza, Attributed to, p. 226, Fig. 220

HUBAY, Mrs. Jena
Cranach the Elder, p. 24, Fig. IS

HEINEMANN, Rudolph
Poussin, p. 269, Fig. 249
Ribera, p. 207, Fig. 211

HUNTINGTON, Henry E.
Vincent, p. 360, Fig. 326

HENDERCOURT, Viscomte
Bernard dc'
(?) Lieferinxe, p. 244, Fig. 229
HENKELL,O.
Master of the St. Bartholomew Altar,
p. 8, Fig. 10
HENNEQUIN DE FRESNE,
Nicolas
(?) Poussin, p. 274, Fig. 251
HENRY
Claude Lorrain, p. 285, Fig. 255
HERENC, Roger
(?) Watteau, Attributed to, p. 300,
Fig. 267
HERIS
Steen, p. lSI, Fig. 137
HEYDT, von der
Cranach the Elder, p. 23, Figs. 24-25
HEYL, Maximilian Freiherr von
Cranach the Elder, Studio of, p. 25,
Fig. 26
HIBBARD, George
Le Nain, p. 266, Fig. 246
HIRSCHMANN, Dr. O.
Keyser, de, p. 134, Fig. 123
HOHENZOLLERN
Balen, van, and Jan Bruegel the Elder,
p. 100, Fig. 94
Maes, p. 157, Figs. 143-144
HOHENZOLLERNSIGMARINGEN, Prince of
Netherlandish Master (?), Active 1558,
p. 96, Fig. 83
HOLFORD
Mielich, p. 42, Fig. 33
HONORATI (see: Vespucci Honorati)
HOOGENDIJK GALLERY, D. A.
Saenredam, p. 141, Fig. 129; p. 142,
Fig. 128

HUTT, Sir William and Lady F. A. J.
Moreelse, p. 126, Fig. 115; p. 127,
Fig. 116
IMBERT [des Motelettes]
Campin, Follower of, p. 46, Fig. 47
IMHOF, Willibald the Elder
(?) Durer, p. 12, Figs. 11-12
INTERNATIONAL FINANCING
CO.
Boucher, p. 315, Fig. 281
Juan de Juanes, p. 190, Fig. 193
ISLINGTON, Lady
Witte, de, p. 148, Fig. 135
ITXASSOU, near Bayonne, France
Parish Church
Saenredam, p. 142, Fig. 128
IVEAGH, Earl of
Watteau, Attributed to, p. 300, Fig. 267
JOHNSTON, David, Family of
Prud'hon, p. 363, Fig. 327
JOL Y DE FLEURY
Champaigne, p. 287, Fig. 258
KANN, Rodolphe
Beham, p. 38, Fig. 36
Strigel, p. 26, Figs. 18-19
KATZ GALLERY
Claesz., Pieter, p. 154, Fig. 141
Molenaer, p. 135, Fig. 122
Rembrandt, Circle of, p. 138, Fig. 126
Ruysdael, Salomon van, p. 145, Fig. 130
Steen, p. lSI, Fig. 137
KA UFMANN, Otto
Flemish Master, Second Half XVI
Century, p. 97, Fig. 86
KAUFMANN, Richard von
Master of the St. Bartholomew Altar,
p. 8, Fig. 10
KA ULBACH, Fritz August von
Rubens, p. 104, Fig. 101
KERLEY, Robert
Honthorst, p. 130, Fig. 127
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KLEINBERGER
Antolinez, Attributed to, p. 224, Fig. 219
Berckheyde, p. 149, Fig. 134
Claesz., Pieter, p. 154, Fig. 141
Franco-Flemish Master, Active c. 1480,
p. 69, Figs. 62-64
Master of the St. Bartholomew Altar,
p. 8, Fig. 10
Mengs, Studio of, p. 44, Fig. 44
Moreelse, p. 126, Fig. 115; p. 127, Fig.
116

Vos, Cornelis dc, p. 112, Fig. 102
KNOEDLER AND CO.
Altdorfer, Circle of, p. 33, Figs. 28-30
Bouts, Circle of, p. 54, Fig. 56
Breu the Elder, Style of, p. 29, Fig. 27
Bruegel the Elder, Pieter, Attributed to,
p. 93, Fig. 92
Claude Lorrain, p. 284, Fig. 254
Cranach the Elder, p. 24, Fig. IS
David, p. 358, Fig. 330
Durer, p. 12, Figs. 11-12
Dyck, van, p. 116, Fig. 107
Fyt, p. 123, Fig. 112
Gallego and Assistants, pp. 165-177,
Figs. 152-177
Goya, p. 227, Fig. 223
Greco, EI, p. 195, Fig. 200
Holbein, Attributed to, p. 32, Fig. 16
Honthorst, p. 130, Fig. 127
Hooch, de, p. 153, Fig. 139
Koerbecke, p. 4, Fig. 6
Massys, Studio of, p. 76, Fig. 69
Master ofHeiligenkreuz, p. 232, Fig. 225
Master of the de Latour d' Auvergne
Triptych, p. 249, Fig. 234
Master of St. Veronica, p. I, Fig. I
Memling, p. 55, Figs. SO-51
Moreelse, p. 126, Fig. lIS; p. 127.
Fig. II6
Netherlandish Master, c. 1525, p. 82,
Fig. 81
Netherlandish Master (?), Active 1558,
p. 96, Fig. 83
Orley, van, Attributed to, p. 82, Fig. 80
Ribera, p. 207, Fig. 2II
Ruysdael, Salomon van, p. 145, Fig. 130
Vigee-Lebrun, p. 361, Fig. 328
Zurbaran, p. 216, Fig. 213
KOBLER, A.J.
French Artist (?), Active XVII Century (?), p. 259, Fig. 239
Orley, van, p. 81, Figs. 76-78
KOENIGS, Franz Wilhelm
Grunewald, p. 19, Fig. 21
KOETSER, David M.
Beyeren, van, p. 154, Fig. 140
Cranach the Younger, p. 41, Fig. 35
Hamen, van der, p. 205, Fig. 201;
p. 206, Fig. 202
Inza, Attributed to, p. 226, Fig. 220
Millet II, J.-F., Attributed to, p. 295.
Fig. 260
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Murillo, p. 219, Fig. 209
Orrente, p. 204, Fig. 21S
Ostade, p. ISO, Fig. 138
Pleydenwurff, Circle of, p. 6, Fig. 7
Provost, p. 74, Fig. 67
Siberechts, p. 124, Fig. U4
Steen, p. lSI, Fig. 136
Vouet, p. 261, Fig. 24S
Witte, dc, p. 148, Fig. I3S
KUFFNER, Baron Raoul de
Aragonese Master, c.1400, p. 158,
Fig. 148
Castile, school of, c. ISOO-I0, p. 188,
Fig. 191
Cirera, p. 161, Fig. 147
Memling, Copy after, p. 60, Fig. S8
LA BORDE, Comte Alexandre de
Greuze, p. 325, Fig. 289
LABORDE DE MER13VILLE
Bourdon, p. 290, Fig. 259
Orrente, p. 204, Fig. 215
LABOUCHERE, Henry
Velazquez, Follower of, p. 2II, Fig. 204
LALIVE DE JULLY, Angc-Laurent
de
Greuze, p. 32S, Fig. 289
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LATOUR D'AUVERGNE,
Emmanuel Theodosius de
Master of the de Latour d' Auvergne
Triptych, p. 249, Fig. 234
LAWRENCE, Sir Thomas
Rubens, p. 101, Fig. 95

LINDENAU, Bernhard von
Cranach the Elder, p. 23, Figs. 24-25
LIVINGSTON-SAMPSON, Adele
Boucher, p. 316, Figs. 280, 282
LLOYD-LINDSAY, Sir RobertJames
Steen, p. lSI, Fig. 137

LE BLANC, Abbe
Poussin, p. 274, Fig. 2S1

LODER, Mrs. Phyllis
Diirer, p. 12, Figs. II-I2

LE BOS DE SAINTE CROIX,
Angelique
Boucher, p. 319, Fig. 284

LOEB, Charles and Julius
Breu the Elder, Style of, p. 29, Fig. 27

LE BRETON, Gaston
Robert, p. 341, Fig. 306
LE BRUN, Pierre
Rubens, p. 104, Fig. 101
LECONFIELD, Baron
Rembrandt, Attributed to, p. 136, Fig.
125
LEDERER,A.
Cranach the Elder, p. 23, Figs. 24-25
LEED S, Duke of
Le Nain, p. 267, Fig. 247
LEGANES, Marques de
Hamen, van der, p. 20S, Fig. 201
(?) -, p. 206, Fig. 202

LORENZELLI
(?) Machuca, p. 189, Fig. 192
LOUIS PHILIPPE, King of France
Murillo, p. 219, Fig. 209
Zurbaran, p. 216, Fig. 213
LUSHINGTON, Mrs.
Ruysdacl, Salomon van, p. 14S, Fig. 130
MACLEAN
(?) Rubens, p. 101, Fig. 9S
MADRAZO
(?) Aragonese Master, c. 1400, p. 158,
Fig. 148
Castile, School of, C.ISOo-I0, p. 188,
Fig. 191
(?) Cirera, p. 161, Fig. 147
MADRID, Alcazar
Greco, EI, p. 19S, Fig. 200

LALIVE, Louise de
Greuze, p. 32S, Fig. 289

LEGENTIL, Madame Alexandre
Ingres, p. 366, Fig. 33S

LAMORELIE
(?) French Master, Active First Half
XVllI Century, p. 296, Fig. 264

LEON (see: Quinones de Leon)

MAILLET DU BOULLA Y, M.
Boucher, p. 316, Figs. 280, 282

LEOPOLD WILHELM, Archduke
(?) Dyck, van, p. lIS, Fig. lOS

MAILL Y, Due de
Nattier, p. 309, Fig. 27S

LESTANG-PARADE, Chevalier
Master of St. Gilles, p. 240, Fig. 230;
p. 241, Fig. 231

MAITLAND, John
Bourdon, p. 290, Fig. 2S9
Orrente, p. 204, Fig. 2IS

LEST ANG-P ARADE, Comte
Melchior de
Master of St. Gilles, p. 240, Fig. 230;
p. 241, Fig. 231

MARCOTTE D'ARGENTEUIL,
Charles
Ingres, p. 364, Fig. 336; p. 366, Fig. 335

LANGBEHN, Dr. Karl
Master of Heiligenkreuz, p. 232, Fig.
225
LANGBEHN, Mme. Marta
Master of Heiligenkreuz, p.232, Fig. 22S
LANGTON CASTLE
Rubens, After, p. III, Fig. 100
LAPEYRIERE
AntolInez, Attributed to, p. 224, Fig. 219
Claude Lorrain, p. 28S, Fig. 2SS
LARRIEU-ESTELLE
French Master, Active First Third XVI
Century, p. 251, Fig. 23S
LA SALLE,De
Jordaens, p. u8, Fig. 108
LASQUIN, Georges B.
Hiiet, p. 328, Fig. 288
LASSA Y, Marquis de
(?) Poussin, p. 274, Fig. 251
LA TOUR,Jean and Jeanne de
Master of the de Latour d' Auvergne
Triptych, p. 249, Fig. 234
LATOUR D'AUVERGNE, Prince de
Master of the de Latour d'Auvergne
Triptych, p. 249, Fig. 234

LEUTRUM ERTINGEN, Count von
Beham, p. 38, Fig. 36
LEVY GALLERIES
Maes, p. 156, Fig. I4S
Moreclse, p. 126, Fig. lIS; p. 127,
Fig. u6
LEWIS AND SIMMONS
Moreclse, p. 126, Fig. us; p. 127,
Fig. u6
LIECHTENSTEIN
Austrian Master, Active c. 1480, p. 7,
Fig. 4
Chardin, p. 3II, Fig. 278; p. '313, Fig.
279
Dyck, van, p. II4, Fig. 104
Franconian School, Mid-xv Century,
p. 3, Fig. 5
German Master, Active c. I46S, p. 6,
Fig. 8
Ruisdacl, Jacob van, p. 146, Fig. 132

MARCOTTE, M. and Mme. Joseph
Ingres, p. 364, Fig. 336
MARECHDALE, Madame La
Robert, p. 338, Fig. 30S
MARENZI, Baron de
Largillierre, p. 292, Fig. 262
MARGARET OF AUSTRIA,
Queen of Spain
Pantoja, p. 203, Fig. 203
MARIENFELD, Munster
Cistercian Abbey Church
Koerbeeke, p. 4, Fig. 6
MARQUISET
Fragonard, p. 336, Fig. 299
MARSEILLES
Secularized Monastery of the Trini.
tarians
Dipre, p. 248, Fig. 233
MARTIN,A.
Antolinez, Attributed to, p. 224, Fig. 219
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MARTINI,M.
Ostade, p. 150, Fig. 13S
MASHAM, Lord
Drouais, p. 322, Fig. 2S5
MASON, George Grant
Ruisdael, Jacob van, Attributed to, p.
147, Fig. 133
MASSEY,].
Bosch, p. 66, Fig. 60
MASSEY-MAINW ARING
Vos, Cornelis de, p. II2, Fig. 102
MATTHIESEN GALLERY
Memling, p. 55, Figs. 50-51
MAUMEJAN, M. de
Vouet, p. 261, Fig. 245
MAUREGARD, Marquis de
(?) Poussin, p. 274, Fig. 251
MAXIMILIAN III JOSEPH,
Elector of Bavaria
(?) Boucher, p. 316, Figs. 2S0, 282
MAY,Ernest
Poussin, p. 269, Fig. 249
MEAD, Dr. Richard
(?) Watteau, Attributed to, p. 300,
Fig. 267
MEDINA-COELl, Duke of
(?) Ribera, School of, p. 210, Fig. 207
MENSING, A. W. M.
Saenredam, p. 141, Fig. 129
MERIAN-CHRI ST
Bruegel, Jan the Elder, p. 99, Fig. 93
MEUNIER, Baronne Claude-Marie
David, p. 35S, Fig. 33 0
MICHEL-LEVY, H.
Watteau, p. 297, Fig. 266
MICHEL-LEVY, Leon
Watteau, p. 297, Fig. 266
MI S CIA TTELLl, Marchesa Cunegonda
Vernet, E.J. H., p. 3SI, Fig. 339
MOITESSIER, M. and Mme. Sigisbert
Ingres, p. 373, Fig. 337
MOLESWORTH
Boucher, p. 315, Fig. 2S1
MONT, Frederick
Aragonese Master, First Half XV
Century, p. 159, Figs. 150-15 1
Austrian Master, Active c. 1480, p. 7,
Fig. 4
Bruegel the Elder,Jan, p. 99, Fig. 93
Brunswick Master, Circle of, p. 71,
Fig. 71
Chardin, p. 3 II, Fig. 278; p. 313, Fig. 1.79
Dipre, p. 1.48, Fig. 233
Dyck, van, p. II4, Fig. 104
Franconian School, Mid-XV Century,
p. 3. Fig. 5
French Master, Active First Third XVI
Century, p. 251, Fig. 1.35

Hooch, de, p. 153, Fig. 139
Jordaens, p. lIS, Fig. 108
Juan de Flandes, pp. IS5-188, Figs.
187-190

Lucas van Leyden, After, p. 85, Fig. S4
Patinir, Follower of, p. 90, Fig. 79
Poussin, p. 269, Fig. 1.49
Ribera, Circle of, p. 2II, Fig. zoS
Rubens, p. 104, Fig. 101; p. 106, Fig. 98
- After, p. III, Fig. 100
Ruisdael, Jacob van, p. 146, Fig. 132
Scorel, p. S6, Fig. 85
Valdes Leal, p. 21.3, Fig. 218
Velazquez, Manner of, p. 214, Fig. 205
Zurbaran, p. 215, Fig. 212
MONTBLANC, Countess
Bruegel, Pieter the Elder, Attributed to,
p. 93, Fig. 92
MONTERREY, Count of
(?) Ribera, p. 207, Fig. 2II
MONTESQUIOU, Comtesse Louis de
Nattier, p. 310, Fig. 276
MONTESQUIOU-FEZENSAC,
Comtesse de
Greuze, p. 325, Fig. 289
MONTESQUIOU-FEZENSAC,
Due de
(?) Fragonard, p. 328, Fig. 295; p. 31.9,
Fig. 296
Greuze, p. 325, Fig. 289

NEELD, Joseph Grittleton
Bourdon, p. 290, Fig. 259
Le Nain, p. 266, Fig. 246
NEELD,L.W.
Bourdon, p. 290, Fig. 259
Le Nain, p. 266, Fig. 246
NEERGAARD, Brunne
Saint-Aubin, p. 344, Fig. 312
NEMES, Von
(?) Greco, EI, p. 195, Fig. 200
NETHERLANDS, Governor
(Stadhoulder)
(?) Honthorst, p. 130, Fig. 127
NEUMANN, Ludwig
Boucher, p. 318, Fig. 283
NEW YORK, Metropolitan Museum
of Art
Greco, EI, Studio of, p. 201, Fig. 196
NEWHOUSE GALLERY
Dipre, p. 248, Fig. 233
Durer, p. 16. Fig. 17
Franconian School, Mid-XV Century,
p. 3, Fig. 5
Rubens, p. 104, Fig. 101; p. 106, Fig. 98
NEWPORT
Dyck, van, p. u6, Fig. 107
NEWTON GALLERIES, Arthur U.
Yriarte (?), p. 221, Fig. 216

MONTLLOR BROTHERS
Murillo, p. 21S, Fig. 214

NICHOLAS OF RUSSIA, Grand
Duke
Mengs, Studio of, p. 44, Fig. 44

MONTPENSIER, Duke of
Greco, EI, p. 195, Fig. 200

NICHOLS, R. P.
(?) Rubens, After, p. IU, Fig. 100

MORGAN,J. Pierpont
Vigec-Lebrun, p. 361, Fig. 31.8

NICHOLSON, Arthur L.
Bourdon, p. 289, Fig. 257
Campin, Follower of, p. so, Figs. 45-46
Yriarte (?), p. 221, Fig. 216

MORGAN-GRENVILLE-GA VIN,

T.
(?) Murillo, p. 219, Fig. 209
MOUNTRATH, Countess of, Diana
Dyck, van, p. u6, Fig. 107
MOUNTRATH, Earl of
Dyck, van, p. u6, Fig. 107
MULLER, Gerrit
Rubens, p. 109, Fig. 97
MUNRO OF NOVAR,H.A.].
(?) Watteau, p. 297, Fig. 266
M URA T, Comtesse Joachim
David, p. 358, Fig. 330
M URRA Y, Fairfax
Strigel, p. 26, Figs. 18-19

NICHOLSON GALLERY, John
Ruysdael, Salomon van, p. 14S, Fig. 131
NIEUHOF
Jordaens. p. uS, Fig. lOS
NIEUWENHUYS
Rubens, p. 101, Fig. 95; p. 109. Fig. 97
NIEUWMUNSTER, Peter van
(husband of Helena van Crombrugge)
Memling, Copy after, p. 60, Fig. S8
NO CE, Comte de
Orrente, p. 204, Fig. 215
NORFOLK. Duke of
Fyt, p. 123, Fig. U2

M URRA Y, General Sir John
Rubens, p. 101, Fig. 95

NORTHBROOK, Earl of
Dyck, van, p. u6, Fig. 107
Watteau, Attributed to, p. 300, Fig. 267

MURRAY, T.
Rubens, p. 101, Fig. 95

NORTHWICK, Lord
(?) Perrier, p. 264, Fig. 248

NEELD, Sir Audley
Le Nain, p. 266, Fig. 246

NORTON
Murillo, p. 219, Fig. 209

..
NORTON GALLERIES
Woensam, p. 40, Fig. 40
ODESCALCHI, Livio
Bourdon, p. 290, Fig. 259
ODESCALCHI ERBA, Baldassare
Bourdon, p. 290, Fig. 259
ORLEANS, Dues d'
Bourdon, p. 290, Fig. 259
Orrente, p. 204, Fig. 215
Rembrandt, Attributed to, p. 136, Fig.
125

o RLE AN S, Antoine-Marie-PhilippeLouis d'
Greco, EI, p. 195, Fig. 200
ORLEANS, Antoine-Louis-PhilippeMarie d'
Greco, EI, p. 195, Fig. 200
ORLOWSKI, Comte
Boucher, p. 316, Figs. 280, 282
OSMASTON,John
Bouts, CiIcle of, p. 54, Fig. 56
OTLET
Memling, Copy after, p. 60, Fig. 58
OUDEMARD (Oudenaarde?),
Comtesse de
(?) Campin, Follower of, p. 46, Fig. 47
OUDRY, Alphonse
Zurbaran, p. 216, Fig. 213
OVERSTONE, Lord
Steen, p. 151, Fig. 137
OWEN, Richard
Baudouin, p. 324, Figs. 286-287
Boucher, p. 318, Fig. 283
Desprez, p. 349, Fig. 320
Fragonard, p. 336, Fig. 299; p. 337,
Fig. 300
French School, p. 341, Fig. 307; p. 342,
Fig. 321; p. 343, Fig. 308; p. 348,
Figs. 317-318
Hilet, p. 328, Fig. 288
Lancret, p. 308, Fig. 272
Moreau, p. 346, Figs. 313-315
- Manner of, p. 347, Fig. 322
- Imitator of, p. 347, Fig. 316
Perignon, p. 345, Fig. 309
Portail, p. 308, Fig. 273
Robert, p. 340, Fig. 304; p. 341, Figs.
306, 310

Saint-Aubin, p. 343, Fig. 311; p. 344,
Fig. 312
Touze, p. 350, Figs. 323-324
Vernet, C.J., Manner of, p. 349, Fig. 319
Watteau, p. 300, Fig. 265
!P ALEN CIA, San Lazaro
Juan de Flandes, pp. 185-188, Figs.
187-190

P ANI, Alberto J.
Berruguete, p. 183, Fig. 185
P ARAF, Louis
French Artist, p. 341, Fig. 307
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PARIS, St.-Leu-St.-Gilles
(?) Master of St. Gilles, p. 240, Fig. 230;
p. 241, Fig. 231
PASTRE, Comte Andre
French Artist, Second Half XVIII
Century, p. 351, Fig. 325
P A TON, Richard
(?) Rembrandt, Old Copy after, p. 140,
Fig. 124
PAUL OF YUGOSLAVIA, Prince
Greco, EI, p. 195, Fig. 200
PAUWELS
Rubens, p. 106, Fig. 98
PEMBROKE, Earls of
Millet II, J.-F., Attributed to, p. 295,
Fig. 260
PENAMACOR, Conde de
Flemish Master, Active c. 1540, p. 88,
Fig. 88
PENN, Ram6n
Tyrolean Master, c. 1500, p. 10, Fig. 9
PEREIRE, E. and I.
Fragonard, p. 331, Figs. 293-294
PEREZ CABALLERO, Don Jose
Marla
Goya, p. 227, Fig. 223
PEREZ CABALLERO DE
COSMAS, Dona Pilar
Goya, p. 227, Fig. 223
PERIGNON
Fragonard, p. 333, Fig. 292
PETITPONT
Ruysdael, Salomon van, p. 145, Fig. 13 I
PHILLIPS, Lionel
Watteau, p. 297, Fig. 266
PILLET-WILL, Comte
Fragonard, p. 331, Figs. 293-294
PODIO
Robert, CiIcle of, p. 339, Fig. 302
POLL, van der
(?) Honthorst, p. 130, Fig. 127
POLLATCHEK, Professor
Netherlandish School, c. 1500, p. 72,
Fig. 57
PORTALIS, Roger
Saint-Aubin, p. 343, Fig. 311
PORT ARLINGTON, Earl of
Dyck, van, p. 116, Fig. 107
POTOCKI, Count Stanislaus
Ruysdael, Salomon van, p. 145, Fig. 131
POTTER-SOENENS,Jonkheer De
Campin, Follower of, p. 46, Fig. 47
POUGIN DE LA
MAISONNEUVE, Madame
Marcel
Ingres, p. 364, Fig. 336; p. 366, Fig. 335

-...
POZZO, Cavaliere Cassiano dal
Poussin, p. 271, Fig. 250
POZZO, CosUno Antonio dal
Poussin, p. 271, Fig. 250
PRA UN, Paul von
(?) Durer, p. 12, Figs. 11-12
Durer, p. 16, Fig. 17
PREYER, M. A.
Maes, p. 157, Figs. 143-144
QUINONES DE LEON
Goya, Follower of, p. 231, Fig. 222
RAGUSE, Duchesse de
Robert, p. 338, Fig. 305
RAND ON DE BOISSET
Rubens, p. 104, Fig. 101
RASMUSSEN, Mrs. George
Inza, Attributed to, p. 226, Fig. 220
REITZMANN, Canon Heinrich
(?) Grunewald, p. 19, Fig. 21
REP NINE, Prince
French Artist, Active Last Third XVIII
Century, p. 342, Fig. 321
REPPI, Countess
(?) Rubens, After, p. 110, Fig. 99
REYNIERE, La
Poussin, p. 274, Fig. 251
RI CHARD, Jean-Claude
Fragonard, p. 328, Fig. 295; p. 329,
Fig. 296
RICHARD, Theodore
Nattier, p. 309, Fig. 275
RIEDEMANN, Antonio von
Scorel, p. 86, Fig. 85
RING, Grete
Honthorst, p. 130, Fig. 127
ROBINSON, Sir John Charles
Clouet, Fran~ois, p. 253, Fig. 243
Greco, EI, p. 191, Fig. 197
Velazquez, Manner of, p. 214, Fig. 205
ROBIT
(?) Bourdon, p. 289, Fig. 257
RODRIGUES, Eugene
French Artist, Active Last Third XVIII
Century, p. 342, Fig. 321
Robert, p. 341, Fig. 306
ROEHN, Alphonse
Watteau, p. 297, Fig. 266
ROERICH, Nicholas
Woensam, p. 39, Fig. 39
ROSLER, Karl
Antwerp Master, Active c. 1530, p. 91,
Fig. 90
ROMADKA,John M.
Gossart, p. 78, Fig. 73
ROMADKA, Mary Tekla
Gossart, p. 78, Fig. 73
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ROME, Palazzo Barberini
Vouet, p. 259, Fig. 244

RUTLAND, Duke of
Poussin, p. 271, Fig. 250

SCHN AKENBERG, Professor Walter
Master ofHeiligenkreuz, p. 232, Fig. 225

RO ORE, jacques de
Rubens, p. 106, Fig. 98

SABIN, Frank T.
Mor, p. 97, Fig. 82
Orrente, p. 204, Fig. 215

SCHNITZLER, Dr. Richard von
Master of St. Veronica, p. I, Fig. I

ROQUET, General Comte
(?) Mengs, Studio of, p. 44, Fig. 44
ROSA, Countess Cebrian (sec: Hubay)

SACKVILLE GALLERY
Poussin, p. 269, Fig. 249

ROSEBERY, Earl of
David, p. 352, Fig. 333

SAINT-MA URICE, General de
(?) Boucher, p. 316, Figs. 280, 282

ROSENBAUM,j.
Cranach the Younger, p. 41, Fig. 35

SAINT-NON, Abbe de
Fragonard, p. 328, Fig. 295; p. 329,
Fig. 296

ROSENBERG, Paul
Ingres, p. 373, Fig. 337
ROSENBERG AND STIEBEL
Baldung Grien, p. 29, Fig. 32
Champaigne, p. 287, Fig. 258
Clouet, Fran~ois, p. 253, Fig. 243
Cranach the Elder, p. 23, Figs. 24-25
Flemish Master, Active c. 1540, p. 88,
Fig. 88
German School, Second Half XVI
Century, p. 43, Figs. 41-42
Greco, EI, p. 191, Fig. 197; p. 194,
Fig. 195
Master of the St. Bartholomew Altar,
p. 8, Fig. 10
Master of the St. Marcin Altar, p. 37,
Figs. 37-38
Murillo, p. 219, Fig. 210
Valdes Leal, p. 222, Fig. 217
ROSENTHAL, Ludwig
Cranach the Younger, p. 41, Fig. 35
ROTHAN, Gustave
Boucher, p. 316, Figs. 280, 282
Nattier, p. 309, Fig. 275
ROTHSCHILD, Sir Anthony
Rubens, p. 109, Fig. 97
ROTHSCHILD, Edmund de
Berckheyde, p. 149, Fig. 134
ROTHSCHILD, Baron Gustave de
Claude Lorrain, p. 285, Fig. 255
ROTHSCHILD,james
(?) French Master, Active First Half
XVIII Century, p. 296, Fig. 264

SAINT-VICTOR, Robert de
Rubens, p. 106, Fig. 98
SALAMANCA, Augustinian Convent
(?) Ribera, p. 207, Fig. 2II
SALAMANCA Y MA YOL,jose
Marques de
Ribera, p. 207, Fig. 2II
SALAMON, Mathias
Cranach the Elder, p. 24, Fig. IS
SALOCCHI
(?) juan de juanes, p. 190, Fig. 193
SANDBERG,j. A. G.
Saenredam, p. 141, Fig. 129; p. 142,
Fig. 128
SANFORD, Mrs. H. S.
Steen, p. 151, Fig. 136
SATTERWHITE, Dr. Preston Pope
Master of the Reyes Cat6licos, p. 181,
Figs. 182-183
SA V AGE, Edward
Bourdon, p. 289, Fig. 257
SAXONY, Kings of
(?) Master of Heiligenkreuz, p. 232,
Fig. 225
SCHAD VON
MITTELBIBERACH
(?) Beham, p. 38, Fig. 36
SCHAFER, Karl
Master ofHeiligenkreuz, p. 232, Fig. 225

SCHONE, Landrat Dr. Friedrich
Grunewald, p. 19, Fig. 21
SCHONFELD, Grafvon
Vigee-Lebrun, p. 362, Fig. 329
SCHW ABACH, Frau von
Greco, El, p. 195, Fig. 200
SCIOLETTI, M.
Zurbaran, p. 216, Fig. 213
SEDELMEYER
Ruisdael,jacob van, p. 146, Fig. 130
- Attributed to, p. 147, Fig. 132
Vos, Comelis de, p. 1I2, Fig. 102
Watteau, p. 297, Fig. 266
SEELY, Lady
Woensam, p. 40, Fig. 40
SELIGMANN, Arnold
French Artist (?), Active XVII Century (?), p. 259, Fig. 239
SELIGMANN AND CO., Inc.,
jacques
Beham, p. 38, Fig. 36
Fragonard, Attributed to, p. 335, Fig.
291

Retasc6n Master, p. 162, Fig. 149
Vigec-Lebrun, p. 362, Fig. 329
SENNEVILLE, Leroy de
Fragonard, p. 333, Fig. 292
SESTIERI, Enrico
Voet, p. 125, Fig. 1I0
SEVILLE
Cathedral
Murillo, p. 219, Fig. 209
Hieronyrnite Convent of St. Paula
(?) Zurbaran, p. 216, Fig. 213
SHEFFIELD, Sir Berkeley
Netherlandish Master, c. 1525, p. 82,
Fig. 81
Orley, van, Attributed to, p. 82, Fig. 80
SIBEN
Baldung Grien, p. 29, Fig. 32

ROUX
Rubens, p. 106, Fig. 98

SCHAEFFER GALLERIES
German Master, Active c. 1465, p. 6,
Fig. 8
Keyser, de, p. 134, Fig. 123
Molenaer, p. 135, Fig. 122
Rembrandt, Circle of, p. 138, Fig. 126
Ruisdael, jacob van, Attributed to,
p. 147, Fig. 133
Steen, p. 151, Fig. 137
Woensam, p. 39, Fig. 39
SCHANTZ, Canon Caspar
(?) Griinewald, p. 19, Fig. 21

SLADE, Thomas More
Rembrandt, Attributed to, p. 136,
Fig. 125

Rufz, Luis and Raimundo
Berruguete, p. 183, Fig. 185

SCHANTZ, Georg
(?) Grunewald, p. 19, Fig. 21

SMITH
Poussin, p. 274, Fig. 251

R uiz, Omando
Massys, Circle of, p. 77, Fig. 70

SCHARF, Alfred
Honthorst, p. 130, Fig. 127

SMITH,john
Steen, p. 151, Fig. 137

ROTHSCHILD, Baron Lionel de
Berckheyde, p. 149, Fig. 134
ROTHSCHILD, Baron Louis de
Holbein, Attributed to, p. 32, Fig. 16
ROTHSCHILD, Baronne Wilhelm
Carl R. von
Pater, p. 306, Fig. 271

SIEBRECHT,j.
(?) jordaens, p. 1I8, Fig. 108
SIMONETTI
Ribera, p. 209, Fig. 206
SINETY, Marquis de
Rigaud, p. 294, Fig. 263
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SOLLY, Edward
(?) Memling. p. S7, Fig. S2

SWINTON. Lady
Drouais, p. 322, Fig. 28S

VERSTOLK V AN SOELEN, Baron
Steen, p. lSI, Fig. 137

SOMERSET, Duke of
Claude Lorrain, p. 284, Fig. 2S4

SYRACUSE, COWlt of
Machuca, p. 189. Fig. 192

SOMZEE
Mengs. Studio of. p. 44. Fig. 44

TABOURIER,L.
Watteau. p. 300, Fig. 265

VESPUCCI HONORATI, Marchesa
Colocci
Vernet, E.]. H., p. 381, Fig. 339

SONNINO. Gabriel
Vouet. p. 259. Fig. 244

TALLEYRAND
(?) Mielich. p. 42, Fig. 33

SP AETH, Emil
Kress Monogrammist, p. 36, Fig. 31

TAUNTON. Lord
Velazquez, Follower of, p. 211, Fig. 204

SP ARK. Victor D.
Hamen. van der, p. 206. Fig. 202
Steen, p. lSI, Fig. 136

TENNYSON-D'EYNCOURT
Moreelse, After, p. 127, Figs. 117-118

SPERLING. Harry G.
Berckheyde. p. 149, Fig. 134
SPEYER. Sir Edgar
Campin. Follower of. p. SO, Figs. 4S-46
SPIELMAN, E.
Zurbacln, p. 215, Fig. 212
SPINK, C. Marshall
Poussin. Attributed to. p. 280. Fig. 252
SPIRIDON,Joseph
Jordaens, p. 119. Fig. 109
SPRINGFIELD. Mass.,
Springfield Museum of Fine Arts
Claude Lorrain, p. 286. Fig. 256
STALLFORTH
Kulmbach. p. 31, Fig. 23

THIDAUDEAU
Clouet. Franrrois, p. 2S3. Fig. 243
THOMAS, Katherine
Maler, p. 35, Fig. 3
THUELIN. Abbe
(?) French Master, Active First Half
XVIII Century, p. 296, Fig. 264
THYSSEN-BORNEMISZA, Baron
Heinrich von
Altdorfer. Circle of. p. 33, Figs. 28-30
Durer. p. 12, Figs. 11-12
Memling, p. SS, Figs. So-SI
Netherlandish Master (?), Active ISS8,
p. 96, Fig. 83
Ribera, p. 207, Fig. 211
Watteau, Attributed to, p. 300, Fig. 267
TOLEDO. Don Antonio de
Pantoja, p. 203, Fig. 203

ST ANDISH. Frank Hall
Zurbacln, p. 216, Fig. 213

TORCY (see: Cotillon de Torey)

ST ANLEY, Hon. Edward A. Vesey
Velazquez, Follower of. p. 211, Fig. 204

TREVISE, Due de
Prud'hon, p. 363, Fig. 327

STEPHENS. Lyne
Vigcc-Lebrun, p. 361, Fig. 328

TREVOR, Robert Hampden
Claude Lorrain, p. 282, Fig. 2S3

STERN. Frederick A.
Antwerp Master. c. IS20. p. 88, Fig. 89
Breu the Elder, Style of. p. 29, Fig. 27
Maler, p. 3S, Fig. 3
Saenredam, p. 141, Fig. 129

TROTTI
Inza, Attributed to, p. 226. Fig. 220

STERN, Madame Louis
Robert. p. 338, Fig. 305
STEURS. Alphonse de
Claesz., Pieter, p. IS4, Fig. 141
STILLWELL. Dr. John E.
Ribera. p. 209, Fig. 206
STOTESBURY. Edward T.
Moreelse, After. p. 127, Figs. 117-118

TRUMBULL,John
Poussin, p. 274, Fig. 2S1
TUFFIER. Dr.
Fragonard, Attributed to. p. 33S. Fig.
291

ULLMAN. Frau Direktor Albert
Cranach the Elder, Studio of. p. 2S,
Fig. 26
VALENCIA
Santa Catalina Martir
Juan de Juanes, p. 190, Fig. 193

STUMM, Freiherr von
Goya, p. 229. Fig. 224

V ALLADOLID, Convent
(?) Master of the Reyes Cat6licos,
pp. 179-181, Figs. 178-183

STURGIS, W.
Claude Lorrain. p. 286, Fig. 2S6

VAUDREUIL, Comte de
Poussin, p. 274, Fig. 251

SUTHERLAND, Duke of
Poussin, p. 274. Fig. 2S1

VEGA-INCLAN, Marquis de la
Vincent, p. 360, Fig. 326

SUYCKER, Cornelius
(?) Cornelisz.,Jacob, p. 83, Fig. 87

VENDRAMIN, Gabriel
(?) Scorel, p. 86, Fig. 85

,

VIC-LE-COMTE, Auvergne, France
Cordeliers
Master of the de Latour d'Auvergne
Triptych, p. 249, Fig. 234
VIENN A, KWlsthistorisches Museum
Patinir, Follower of. p. 90, Fig. 79
Provost, Attributed to, p. 75, Fig. 68
VIEWEG,H.
Scorel. p. 86, Fig. 8S
VIVALDI
(?) Christus. Petrus, p. SI, Figs. 48-49
VOLTZ
Kulmbach, p. 31, Fig. 23
VORAU, Styria, Austria
Monastery
Master of the St. Marein Altar, p. 37
Figs. 37-38
V 0 S, Simon de
(?) Rubens, p. 106, Fig. 98
VRIES. R. W. P. De
French Artist, p. 341, Fig. 307
W ALCKIERS [Walkuers], Vicomte
Edouard de
Bourdon, p. 290, Fig. 259
Orrente, p. 204, Fig. 215
WALPOLE, Horace
Poussin, Attributed to, p. 280, Fig. 252
WALPOLE, Sir Robert
Poussin, Attributed to, p. 280, Fig. 252
W AL TERS. Mrs. Henry
Cornelisz., Jacob, p. 83, Fig. 87
W ANT AGE, Baron
Steen. p. 151. Fig. 137
WARWICK, Earl of
(?) Ruisdael, Jacob van, Attributed to,
p. 147, Fig. 133
WATEL
Master of St. Gilles, p. 240, Fig. 230;
p. 241, Fig. 231
WATERS
Murillo, p. 219, Fig. 210
W ATZDORF-BACHOFF, Frau von
Cranach the Elder, p. 23, Figs. 24-25
W AUG H, Colonel Petrie
Honthorst, p. 130, Fig. 127
WEISS, Misses
Rubens, After. p. III, Fig. 100
WEITZNER GALLERY,Julius H.
Claude Lorrain, p. 286, Fig. 256
Cornelisz., Jacob, p. 83, Fig. 87
Prud'hon, p. 363, Fig. 327
Tyrolean Master, c. ISoo, p. 10, Fig. 9
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WENLOCK, Lord
Snyders, Studio of, p. 121, Fig. III
WERTHEIMER
Drouais, p. 322, Fig. 285
WERTHEIMER, Asher
Moreelse, p. 126, Fig. II5: p. 127,
Fig. II6
Watte:lU, Attributed to, p. 300, Fig. 267
WERTHEIMER, Charles
Rubens, p. 101, Fig. 95
Watteau, p. 297, Fig. 266

Claude Lorrain, p. 282, Fig. 253: p. 285,
Fig. 255
David, p. 352, Fig. 333
Fragonard, p. 328, Fig. 295: p. 329,
Fig. 296: p. 331, Figs. 293-294: p. 333,
Fig. 292
French Artist, p. 296, Fig. 264: p. 351,
Fig. 325
- (?), p. 351, Fig. 340
Goya, p. 227, Fig. 223: p. 229, Fig. 224
Ingres, p. 364, Fig. 336: p. 366, Fig. 335
Lancret, p. 307, Fig. 270
Le Nain, p. 266, Fig. 246: p. 267, Fig.
247

WESSEL
Robert, p. 340, Fig. 303
WESTFALL, Mrs. Edward A.
Orley, van, p. 81, Figs. 76-78
WICKES, Forsyth
Goya, p. 227, Fig. 223
WIESER, Professor F. von
Altdorfer, Circle of, p. 33, Figs. 28-30
WILDEN STEIN AND CO.
Boucher, p. 316, Figs. 280, 282: p. 319,
Fig. 284
Bourdon, p. 290, Fig. 259
Campin, Follower of, p. 46, Fig. 47
Chard in, p. 314, Fig. 277

Master of St. Gilles, p. 240, Fig. 230:
p. 241, Fig. 231
Memling, p. 57, Figs. 52-53
Nattier, p. 310, Fig. 276
Netherlandish School, c. 1500, p. 72,
Fig. 57
Pater, p. 306, Fig. 271
Poussin, p. 271, Fig. 250
- Attributed to, p. 280, Fig. 252
Rigaud, p. 294, Fig. 263
Robert, p. 338, Fig. 305
Saenredam, p. 142, Fig. 128
Strigel, p. 26, Figs. 18-19
Vigec-Lebrun, p. 361, Fig. 328
Watteau, p. 297, Fig. 266
- Attributed to, p. 300, Fig. 267

WILHELM II, Kaiser
Lancret, p. 307, Fig. 270
WILLIAM V OF BAVARIA, Duke
Griinewald, p. 19, Fig. 21
WILLIAM II, King of Holland
(?) Provost, p. 74, Fig. 67
WILLYS,john North
Master of the Reyes Cat6licos, pp. 179180, Figs. 178-181
WIMPFEN, Dr.
Baldung Grien, p. 29, Fig. 32
WOLFVOET, Victor
(?) Rubens, p. 106, Fig. 98
WORONZOW, Countess
Millet II, J.-F., Attributed to, p. 295,
Fig. 260
WUYTIERS, Barchmatm
Rubens, p. 106, Fig. 98
YORKE, The Honourable Mrs.
Rubens, p. 109, Fig. 97
ZARINE
French Artist (?), p. 351, Fig. 340
ZWICKY
Koerbecke, p. 4, Fig. 6
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ANTWERP
Master of the Reyes Cat6licos, p. 179, Fig. 179

HILLENSBERGER
Isenbrandt, Attributed to, p. 73, Fig. 66: Text Fig. 12

BESTE,jossine de, wife ofjean Wouters
(?) Franco-Flemish Master, Active c. 1480, p. 69, Fig. 64

HOLY ROMAN EMPIRE
Master of the Reyes Cat6licos, p. 181, Figs. 182-183

CASTILE AND LEON
Master of the Reyes Cat6licos, p. 181, Figs. 182-183

HOL Y ROMAN EMPIRE, Grand Marshal
Cranach the Elder, Studio of, p. 25, Fig. 26

BOURBON-VEND6ME,jeanne de
Master of the de Latour d' Auvergne Triptych, p. 249, Fig. 234

LA TOUR D'AUVERGNE, Comte de,jean
Master of the de Latour d' Auvergne Triptych, p. 249, Fig. 234

BRABANT, Duchy of
Master of the Reyes Cat6licos, p. 181, Fig. 183

MEGHEM,van
(?) Christus, Petrus, p. 51, Fig. 48

CHIARAMONTI
Ingres, p. 366, Fig. 335

NIEUWENHUYSE, Van
Franco-Flemish Master, p. 69, Fig. 63

CROMBRUGGE, Helena van
Memling, Copy after, p. 60, Fig. 58

NIEUWMUNSTER, Peter van
Memling, Copy after, p. 60, Fig. 58

ESQUIVEL Y ALDAMA, Don Diego Felix de
Murillo, p. 218, Fig. 214

QUARATESI
French Master, Active 1561, p. 252, Fig. 238

FLANDERS, County of
Master of the Reyes Cat6licos, p. 181, Figs. 182-183

REZZONICO
Mengs, Studio of, p. 44, Fig. 44

FREDERICK THE WISE, Elector of Saxony
Cranach the Elder, Studio of, p. 25, Fig. 26

ROVERE, Della
Ingres, p. 366, Fig. 335

FUGGER
Maler, p. 35, Text Fig. 9

VIVALDI
Christus, Petrus, p. 51, Fig. 49

HALLER VON HALLER STEIN
Durer, p. 12, Fig. 12, color pI. opposite Text Figs. lOA, D

WOUTERS,jean
Franco-Flemish Master, Active c. 1480, p. 69, Figs. 62-63
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lQ,1-1
KX-I
RZ
KX-2
KX-4
KX-S
K6A.n
KI6
RZ8
K39
dKS6x
KII6
KI 32
dKI37

K61S
KI03S
KI037
KI043
KI061
KI06S
KI071

Hondecoeter. p. IS6. Fig. 142
Mor. p. 97. Fig. 82
Master of the Kress Epiphany. p. 64. Fig. S9
Mielich. p. 42. Fig. 33
Flemish School. c. 1640. p. 113. Fig. 103
Rubens. p. 109. Fig. 97
Attributed to Isenbrandt. p. 73. Figs. 6S-66. Text Fig. 12
Master of Hoogstraeten (?). p. 72. Fig. 72
Follower of Goya, p. 231. Fig. 222
Attributed to Rembrandt, p. 136, Fig. 12S
French Artist (?). p. 3SI. Fig. 340
Attributed to Largillicrre. p. 293. Fig. 261, Text Fig. 83
Fyt and Collaborator, p. 123. Fig. 113
French Artist, Active Last Third XVIII Century.
p. 342. Fig. 321
Macs. p. 157. Fig. 143
KI4I
Maes. p. IS7, Fig. 144
KI42
van Balen and]an Bruegel the Elder. p. 100. Fig. 94
KI 43
KI60
After Rubens. p. 110. Fig. 99
French Master. Active 1561, p. 252, Fig. 238
KI67
Circle of Borrassa. p. 160. Fig. 146
KI9S
van Dyck. p. lIS. Fig. lOS
RZ27
After Goya, p. 230. Fig. 221
RZ29
Studio of Mengs. p. 44, Fig. 44
RZ39
Robert, p. 340. Fig. 303
ro42
Robert. p. 340. Fig. 304
ro43
Follower of Frans Hals. p. 132. Fig. 120
RZS5
Imitator of Frans Hals. p. 133, Fig. 121
RZ74
Imitator ofFragonard. p. 337. Fig. 301
dRZ79
Moreau, p. 346, Fig. 313
ro80
Moreau. p. 346, Fig. 314
ro8I
Manner of C.]. Vernet. p. 349. Fig. 319
ro82
Alfajarin Master. p. 182. Fig. 184
K3 01
Lieferinxe. p. 244. Fig. 229
K3 67
Perignon. p. 34S. Fig. 308
dK379
Huet. p. 328. Fig. 288
dK380
Imitator of Moreau. p. 347, Fig. 316
K3 82
Moreau (?), p. 348, Fig. 317
UK3 83
French Artist, Active 1773. p. 348. Fig. 318
dK3 84
Moreau. p. 346, Fig. 3IS
dK38S
Desprez. p. 349. Fig. 320
d K386
Fragonard. p. 337. Fig. 300
dK45 I
Robert. p. 341. Fig. 306
dK4S2
Touze. p. 3SO, Fig. 323
dK4S6
Touze. p. 3S0. Fig. 324
dK4S7
Sargent. p. 383. Fig. 343
K462
Baudouin, p. 324, Fig. 286
dK468
Baudouin. p. 324, Fig. 287
dK469
Robert, p. 341. Fig. 310
dK470
Attributed to Antolinez, p. 224. Fig. 219
K484
K488A.n Petrus Christus. p. 51. Figs. 48-49
Watteau. p. 300. Fig. 26S
dKS05
Boucher. p. 318. Fig. 283
dK5 06
Manner of Moreau. p. 347, Fig. 322
dKS07
French Artist, p. 341. Fig. 307
dKs08
Lancret. p. 308. Fig. 272
dK547
Fragonard, p. 336. Fig. 299
dKS4 8
French School, Late XVIII Century. p. 343. Fig. 309
dKS49
Saint-Aubin, p. 343, Fig. 311
dKS88
Portail.
p. 308. Fig. 273
8
dK5 9
Saint-Aubin, p. 344. Fig. 312
dK590
Claude Lorrain, p. 286, Fig. 256
K599

KII3 2
K1I33
K1I34
KI326
KI327
KI328
KI33S
KI 336
KI337
KI338
KI339
KI340
KI344
KI389
KI390
KI391
KI 392
KI393
KI394
KI39S
KI406
KI407
KI408
KI413
KI417
KI41!:1
KI4I9
KI42 0
KI42I
KI422
KI43 8
KI439
KI440
KIS27
KI 536
KIS4 2
KIS8I
KIS82
KIS83
KIS84
KIS92
KIS93
KIS94
KIS95
KIS96
KI597
KI598
KI599
63 2

Follower of Campill. p. 50. Figs. 45-46

E.]. H. Vernet, p. 381. Fig. 339
]ordaens. p. II9, Fig. 109
Attributed to Coret, p. 382, Fig. 342
Merian the Younger. p. 44. Fig. 43
Cornelis de Vos. p. II2. Fig. 102
Franco-Flemish Master. Active c. 1480, p. 69, Figs.
62-64
Moreelse. p. 127. Fig. II6
Moreelse. p. 126. Fig. II5
Maes. p. 156, Fig. 145
Greuze. p. 325. Fig. 289
Follower of Velazquez, p. 2II. Fig. 204
Drouais. p. 322. Fig. 285
Boucher. p. 319. Fig. 284
Boucher, p. 316. Fig. 280
Boucher. p. 316, Fig. 282
Fragollard. p. 331. Fig. 293
Fragonard. p. 331. Fig. 294
Fragonard, p. 333. Fig. 292
Attributed to Watteau. p. 300, Figs. 267-269
French Artist. Second Half XVIII Century. p. 351,
Fig. 325
French Master. Active First Half XVIII Century,
p. 296, Fig. 264
Poussin, p. 271. Fig. 250
Lc Nain. p. 266. Fig. 246
Rigaud, p. 294, Fig. 263
Vigee-Lcbrun. p. 361, Fig. 328
Nattier. p. 310. Fig. 276
Claude Lorrain. p. 285. Fig. 255
Ingres. p. 373, Figs. 337-338
Pater, p. 306. Figs. 271. 274. color pI. opposite p. 309
EI Greco, p. 195. Figs. 198-200. color pI. opposite
p. 212. Text Fig. 45
Robert. p. 338. Fig. 305
Ie Nain, p. 267. Fig. 247
Chardin. p. 314. Fig. 277
Lancret. p. 307, Fig. 270
Master of St. Gilles, p. 240. Fig. 230, Text Fig. 53
Master of St. Gilles, p. 241. Fig. 231. Text Fig. 53
Claude Lorrain, p. 282. Fig. 253
Bourdon. p. 290. Fig. 259. Text Fig. 80
Attributed to Poussin. p. 280. Fig. 252
French Master. Active 1572. p. 257, Fig. 240
Yriarte (?). p. 221. Fig. 216
Terbrugghen. p. 128. Fig. 119
Copy after Memling, p. 60. Fig. 58
Aragonese Master. c. 1400, p. 158. Fig. 148
Cirera. p. 161. Fig. 147
School of Castile. c. 1500-10. p. 188. Fig. 191
Flemish Master. Second Half XVI Century. p. 97,
Fig. 86
South German Master, c. 1485. p. 12. Fig. 2
Kulmbaeh. p. 31. Fig. 23
Studio of Cranach the Elder. p. 25. Fig. 26
French Artist (?). Active XVII Century (?). p. 259,
Fig. 239
Northern European Master. p. 238, Fig. 228
Bourdon. p. 289. Fig. 257
French Artist (?). Late XVIII Century, p. 363. Fig.
341
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Old Copy after Rembrandt, p. 140, Fig. 124
Studio of Snyders, p. 121, Fig. II I
Perrier, p. 264, Fig. 248
Poussin, p. 274, Fig. 251
Follower of Campin, p. 46, Fig. 47, color pI. opposite
p·5 2
KI649 Ingres, p. 366, Figs. 334-335
KI650 Ingres, p. 364, Fig. 336, color pI. opposite Text Figs.
50-52
KI661A,nGossart, p. 78, Figs. 73-75
KI662 Pantoja, p. 203, Fig. 203
KI663 Vincent, p. 360, Fig. 326
KI664 Osona the Elder and Assistant, p. 184, Fig. 186
KI669 van Orley, p. 81, Figs. 77-78
KI670 van Orley, p. 81, Fig. 76
KI680 Master of the Reyes Cat6licos, p. 181, Fig. 183
KI681 Master of the Reyes Cat6licos, p. 181, Fig. 182
KI682 Murillo, p. 218, Fig. 214
KI683 Ribera, p. 209, Fig. 206
KI684 Studio ofEI Greco, p. 201, Fig. 196
KI685 After Moreelse, p. 127, Fig. 117
KI686 After Moreelse, p. 127, Fig. 118
KI688 Circle ofMassys, p. 77, Fig. 70
KI689 Master of the St. Lucy Legend and Assistant, p. 61,
Figs. 54-55, color pI. opposite p. 68
KI696 Antwerp Master, Active c. 1530, p. 91, Fig. 90, Text
Fig. 16
KI698 Circle of Ribera, p. 211, Fig. 208
KI700 Valdes Leal, p. 223, Fig. 218
KI701 Attributed to Pieter Bruegel the Elder, p. 93, FIgs.
KI633
KI634
KI636
K1642KI646

91-92
KI702 Diirer, p. 16, Fig. 17
KI708 Berruguete, p. 183, Fig. 185
K1711 Vigee-Lebrun, p. 362, Fig. 329
KI712 Retasc6n Master, p. 162, Fig. 149
KI781 Machuca, p. 189, Fig. 192
KI795 Seisenegger, p. 41, Fig. 34
KI821 Dipre, p. 247, Fig. 232
KI822 French Master, XV Century, p. 236, Fig. 227
KI823 Franco-Flemish Master, p. 263, Fig. 237
KI827 School of Ribera, p. 210, Fig. 207
KI835A,nDiirer, p. 12, Figs. 11-14, color pIs. opposite Text Figs.
lOA, B, p. 21, Text Fig. 3
KI837 Champaigne, p. 287, Fig. 258
KI838 Chardin, p. 313, Fig. 279
KI840A,nMemiing, p. 55, Figs. 50-51
KI843 Circle of Robert, p. 339, Fig. 302
KI847 Chardin, p. 311, Fig. 278
KI848 Bosch, p. 66, Figs. 60-61, color pI. opposite Text Figs.
IIA-C, Text Fig. IIA
KI849A,n,C Circle of Altdorfer, p. 33, Figs. 28-30
KI853 Cranach the Elder, p. 23, Fig. 22
KI854 After Lucas van Leyden, p. 85, Fig. 84
KI855 Jacob van Ruisdael, p. 146, Fig. 132
KI856 Austrian Master, Active c. 1480, p. 7, Fig. 4
KI857 Franconian School, Mid-XV Century, p. 3, Fig. 5
KI858 van Dyck, p. 114, Fig. 104
KI859 Master ofHeiligenkreuz, p. 232, Figs. 225-226
KI860 Master of the Reyes Cat6licos, p. 179, Fig. 179
KI861 Master of the Reyes Cat6licos, p. 179, Fig. 178
KI862 Master of the Reyes Cat6licos, p. 180, Fig. 180
KI863 Master of the Reyes Cat6licos, p. 180, Fig. 181
KI866 Murillo, p. 219, Fig. 210
KI867 German Master, Second Half XVI Century, p. 43,
Fig. 41

KI868

German Master, Second Half XVI Century, p. 43,
Fig. 42After Rubens, p. III, Fig. 100
Scorel, p. 86, Fig. 85
French Master, Active First Third XVI Century,
p. 251, Fig. 235
K1875 Circle of Brunswick Master, p. 71, Fig. 71
KI876 Poussin, p. 269, Fig. 249
K1877 Jacob Cornelisz., p. 83, Fig. 87
KI 878 Tyrolean Master, c. 1500, p. 10, Fig. 9
KI881 Style ofBreu the Elder, p. 29, Fig. 27
K1886 Maler, p. 35, Fig. 3, Text Fig. 9
KI887 Antwerp Master, c. 1520, p. 88, Fig. 89
KI888 Salomon van Ruysdacl, p. 145, Fig. 131
KI89 1 Vouet, p. 259, Fig. 244
KI892 Attributed to Holbein the Younger, p. 32, Fig. 16,
color pI. opposite p. 37
K1893 Fyt, p. 123, Fig. 112
K1894 Claude Lorrain, p. 284, Fig. 254
KI896 Zurbacln, p. 216, Fig. 213, color pI. opposite p. 213
KI 897 Circle of Bouts, p. 54, Fig. 56
KI899 Cranach the Elder, p. 24, Fig. 15
KI900 Netherlandish Master (?), Active 1558, p. 96, Fig. 83
K1903 Studio of Massys, p. 76, Fig. 69
KI908 Attributed to Fragonard, p. 335, Fig. 291
K1911 van Dyck, p. 116, Figs. 106-107, color pI. opposite
p. 197
KI912 Voet, p. 125, Fig. 110
KI913 Attributed to J.-F. Millet II, p. 295, Fig. 260
KI924 Prud'hon, p. 363, Fig. 327
KI938 Griinewald, p. 19, Figs. 20-21, color pI. opposite p. 36,
Text Fig. 4
K1942 Juan de Flandes, p. 186, Fig. 187
KI943 Juan de Flandes, p. 187, Fig. 188
K1944 Juan de Flandes, p. 187, Fig. 189
KI945 Juan de Flandes, p. 188, Fig. 190
KI946 Woensam, p. 39, Fig. 39
KI965 French Master (?), Active Late XV Century, p. 243,
Fig. 236
KI966 Berckheyde, p. 149, Fig. 134
KI967 Pieter Claesz., p. 154, Fig. 141
KI970 Follower ofPatinir, p. 90, Fig. 79
KI971 EI Greco, p. 194, Fig. 195, Text Fig. 43
KI972 Baldung Grien, p. 29, Fig. 32
KI973 Goya, p. 227, Fig. 223
KI986 van Beyeren, p. 154, Fig. 140
K1987 Steen, p. 151, Fig. 136
KI988 de Witte, p. 148, Fig. 135
K1989 van Ostade, p. 150, Fig. 138
KI990 Provost, p. 74, Fig. 67
KI993 Circle ofPleydenwurff, p. 6, Fig. 7
KI994 Aragonese Master, First Half XV Century, p. 159,
Fig. 150
KI995 Aragonese Master, First Half XV Century, p. 159.
Fig. 151
KI996 Dipre, p. 248, Fig. 233
KI997 Rubens, p. 106, Fig. 98
KI998 Molenaer, p. 135, Fig. 122
KI999 Saenredam, p. 141, Fig. 129
DOOO Master of St. Veronica, p. I, Fig. I
D002 Attributed to van Orley, p. 82, Fig. 80
D003 Netherlandish Master, c. 1525, p. 82, Fig. 81
D004 David, p. 358, Fig. 330
Do05 thru 2030 Gallego and Assistants, pp. 165-177, Figs. 152177, Text Fig. 32
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K2031
K20P
1U034
1U035
K2041
1U043
K2046
1U048
K2050
K2 051
K2 0 52
1U053
K2 054
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K2083
K2087
K2088
K2ogo
K2og1
K21 0 3
1U104
K2105
K2108
K210g
K2I11
K2114
K2116

Cranach the Elder. p. 23. Fig. 24
Cranach the Elder. p. 23. Fig. 25
Master of the St. Marein Altar. p. 37. Fig. 38
Master of the St. Marcin Altar. p. 37. Fig. 37
Nattier. p. 309, Fig. 275
Netherlandish Master, c. 1500, p. 72, Fig. 57
David, p. 352, Figs. 331-333, color pI. opposite p. 324,
Text Fig. 130
Watteau. p. 297. Fig. 266, color pI. opposite p. 308
Fragonard. p. 329, Figs. 296, 298
Fragonard, p. 328, Figs. 295, 297
Saenredam, p. 142, Fig. 128
Strigel. p. 26, Fig. 18
Strigel, p. 26, Fig. 19
Honthorst, p. 130, Fig. 127
Largillierre, p. 292, Fig. 262
Goya. p. 229, Fig. 224
Memling, p. 57, Figs. 52-53. color pI. opposite p. 53
Attributed to Jacob van Ruisdael. p. 147. Fig. 133
German Master. Active c. 1465. p. 6, Fig. 8
Attributed to Inza, p. 226. Fig. 220
Siberechts, p. 124. Fig. 114
Orrente. p. 204, Fig. 215
Murillo, p. 219, Fig. 209
van der Hamen, p. 206, Fig. 202
Valdes Leal, p. 222. Fig. 217
Master of St. Bartholomew Altar, p. 8, Fig. 10
Salomon van Ruysdacl, p. 145, Fig. 130

K2II7
K2IlS
K2II9
K2120
K2124
K2 12 5
K2126
K2127
K212S
K2129
K21 48
K2 152
K2156
K2 157
K2160
K2166
K2167
K2168
K2 172
K2176
K2 177
K2 179
K2183
K2 18 4
K2 18 5
K2187

Rubens. p. 104. Fig. 101
Jan Bruegel the Elder. p. 99. Fig. 93
Zurbaran. p. 215. Fig. 212
de Hooch. p. 153. Fig. 139
Kress Monogranunist. p. 36. Fig. 31
Fran~ois Clouet, p. 253. Figs. 241-243
Flemish Master, Active c. 1540. p. 88, Fig. 88
EI Greco, p. 191, Figs. 194, 197. Text Fig. 42
\Voensam, p. 40, Fig. 40
La Tour, p. 321, Fig. 290
Boucher, p. 315, Fig. 281
Juan de Juanes, p. 190, Fig. 193
Koerbecke, p. 4, Fig. 6, Text Fig. I
Master of the de Latour d'Auvergne Triptych, p. 249,
Fig. 234, Text Figs. 59-60
Ribera, p. 207, Fig. 211
Attributed to Provost, p. 75, Fig. 68
Jordeans, p. 118, Fig. 108
Manner of Velazquez, p. 214, Fig. 205
Beham, p. 38, Fig. 36
van der Hamen, p. 205. Fig. 201
Vouet, p. 261. Fig. 245
Cranach the Younger, p. 41, Fig. 35
de Keyser, p. 134, Fig. 123
Circle of Rembrandt. p. 138, Fig. 126
Steen, p. 151, Fig. 137
Rubens, p. 101, Figs. 95-96, color pI. opposite p. 196

INDEX OF PLACES
ALLENTOWN, Pa .• Allentown Art Museum
Franconian School, Mid-XV Century. p. 3, Fig. 5
Hals, Frans, Follower of, p. 132. Fig. 120
Keyser. de, p. 134, Fig. 123
Kress Monogrammist. p. 36, Fig. 31
Kulmbach. p. 31, Fig. 23
Maler, p. 35, Fig. 3, Text Fig. 9
Massys, Studio of, p. 76, Fig. 6g
Master of the St. Marein Altar. p. 37, Figs. 37-38
Moreelse, p. 126, Fig. 115: p. 127, Fig. 116
Netherlandish Master, c. 1525, p. 82, Fig. 81
Orley, van, Attributed to, p. 82, Fig. 80
Ostade. van. p. ISO, Fig. 138
Rembrandt, Attributed to, p. 136, Fig. 125
Ruisdacl,Jacob van, Attributed to. p. 147. Fig. 133
Snyders, Studio of, p. 121, Fig. III
Steen, p. 151, Fig. 137
W oensam. p. 40, Fig. 40
A TLANT A. Ga .• High Museum of Art (Atlanta Art Association
Galleries)
Orrente, p. 204, Fig. 21 5
BIRMINGHAM. Ala .• Birmingham Museum of Art
Aragonese Master, c. 1400, p. 158, Fig. 148
Flemish Master. Active c. 1540, p. 88, Fig. 88
Ribera. School of, p. 210, Fig. 207
BRUNSWICK, Me., Walker Art Museum. Bowdoin College
Berruguete. p. 183. Fig. 185
CHICAGO, Ill.. David and Alfred Smart Gallery, University of
Chicago

German Master, Active c. 1465, p. 6, Fig. 8
Steen, p. 151, Fig. 136
CLAREMONT, Calif., Pomona College
Franco-Flemish Master, p. 263, Fig. 237
COLUMBIA, Mo., University of Missouri
Rembrandt, Old Copy after, p. 140, Fig. 124
COLUMBIA, S.C., Columbia Museum of Art
Boucher, p. 315, Fig. 281
Claesz., Pieter, p. 154, Fig. 141
Maes, p. 156, Fig. 145
Ribera, p. 207, Fig. 211
CORAL GABLES, Fla., Joe and Emily Lowe Art Gallery,
University of Miami
Cranach the Elder, p. 23, Fig. 22
Isenbrandt, Attributed to, p. 73, Figs. 65-66, Text Fig. 12
Jordaens, p. 118, Fig. 108
DENVER, Colo., Denver Art Museum
Austrian Master, Active c. 1480, p. 7, Fig. 4
Beham, p. 38, Fig. 36
Brunswick Master, Circle of, p. 71, Fig. 71
Cirera, p. 161, Fig. 147
Dipre, p .. 248, Fig. 233
Lieferinxe. p. 244, Fig. 229
Master of the Reyes Cat6licos, p. 180, Fig. 181
Murillo, p. 218, Fig. 214
Netherlandish Master, c. 1500, p. 72, Fig. 57
Provost, p. 74, Fig. 67
Retasc6n Master. p. 162, Fig. 149
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EL PASO, Tex., EI Paso MuseWll of Art
Antolinez, Attributed to, p. 224, Fig. 219
Castile, School of, c. 1500-10, p. 188, Fig. 191
Dyck, van, p. II4, Fig. 104
Largillierre, Attributed to, p. 293, Fig. 261, Te."I':t Fig. 83
Murillo, p. 219, Fig. 209
Ribera, Circle of, p. 2II, Fig. 208
Rigaud, p. 294, Fig. 263
Valdes Leal, p. 223, Fig. 218
Zurbaran, p. 215, Fig. 212
HOUSTON, Tex., Museum of Fine Arts
Goya, Follower of, p. 231, Fig. 222
Hamen, van der, p. 20S, Fig. 201
Murillo, p. 219, Fig. 210
Pantoja, p. 203, Fig. 203
JACKSONVILLE, Fla., Cummer Gallery of Art
Fyt and Collaborator, p. 123, Fig. II3
KANSAS CITY, Mo., William Rockhill Nelson Gallery
Ruysdael, Salomon van, p. 14S, Fig. 130
LA WRENCE, Kans., University of Kansas Museum of Art
Maes, p. IS7, Figs. 143-144
Sargent, p. 383, Fig. 343
Woensam, p. 39, Fig. 39
LEWISBURG, Pa., Bucknell Univenity
Perrier, p. 264, Fig. 248
LINCOLN, Nebr., University of Nebraska
French Artist (?), Active XVII Century (?), p. 2S9, Fig. 239
Merian the Younger, p. 44, Fig. 43
MEMPHIS, Tenn., Brooks Memorial Art Gallery
Inza, Attributed to, p. 226, Fig. 220
Voet, p. 12S, Fig. 1I0
MONTGOMERY, Ala., Montgomery Museum of Fine Arts
Franco-Flemish Master, Active c. 1480, p. 69, Figs. 62-64
NASHVILLE, Tenn., George Peabody College for Teachers
Provost, Attributed to, p. 7S, Fig. 68
NEW ORLEANS, La., Isaac Delgado Museum of Art
Mengs, Studio of, p. 44, Fig. 44
NEW YORK, N.Y., Mrs. Rush H. Kress
Balen, van, and Jan Bruegel the Elder, p. 100, Fig. 94
Campin, Follower of, p. So, Figs. 4S-46
Claude Lorrain, p. 286, Fig. 256
Corot, Attributed to, p. 382, Fig. 342
Flemish School, c. 1640, p. II3, Fig. 103
French Master, Active IS61, p. 2S2, Fig. 238
Goya, After, p. 230, Fig. 221
Master ofHoogstraeten (?), p. 72, Fig. 72
Mielich, p. 42, Fig. 33
Mor, p. 97, Fig. 82
Robert, Circle of, p. 339, Fig. 302
Rubens, p. 109, Fig. 97
- After, p. IIO, Fig. 99
Vincent, p. 360, Fig. 326
NEW YORK, N.Y., Metropolitan Museum of Art
Hondecoeter, p. IS6, Fig. 142
NORTHAMPTON, Pa., Northampton Area Joint School
Board
Yriarte (?), p. 221, Fig. 216
NOTRE DAME (South Bend), Ind., University of Notre Dame
Moreelse, After, p. 127, Figs. II7-II8

PITTSFIELD, Mass., Miss Hall's School
Flemish Master, Second Half XVI Century, p. 97, Fig. 86
PONCE, Puerto Rico, Musco de Arte de Ponce
Machuca, p. 189, Fig. 192
Velazquez, Follower of, p. 2II, Fig. 204
PORTLAND, Ore., Portland Art Museum
Antwerp Master, c. IS20, p. 88, Fig. 89
Comelisz., Jaeob, p. 83, Fig. 87
Millet n,J.-F., Attributed to, p. 29S, Fig. 260
South German Master, c. 148S, p. 12, Fig. 2
RALEIGH, N.C., North Carolina Museum of Art
Berckheyde, p. 149, Fig. 134
Breu the Elder, Style of, p. 29, Fig. 27
Cranach the Younger, p. 41, Fig. 35
Hals, Frans, Imitator of, p. 133, Fig. 121
Massys, Circle of, p. 77, Fig. 70
Master of the de Latour d'Auvergne Triptych, p. 249, Fig. 234,
Text Figs. s9-6o
Pleydenwurff, Circle of, p. 6, Fig. 7
Rembrandt, Circle of, p. 138, Fig. 126
Siberechts, p. 124, Fig. II4
Terbrugghen, p. 128, Fig. II9
SAN DIEGO, Cali£, Fine Arts Gallery
Alfajarin Master, p. 182, Fig. 184
Borrassa, Circle of, p. 160, Fig. 146
SAN FRANCISCO, Cali£, M. H. De Young Memorial
Museum
Aragonese Master, First Half XV Century, p. IS9, Figs. ISO-lSI
Claude Lorrain, p. 284, Fig. 2S4
Dipre, p. 247, Fig. 232
Fyt, p. 123, Fig. II2
Goya, p. 227, Fig. 223
Greco, EI, p. 194, Fig. 19S, Text Fig. 43
Hooch, de, p. IS3, Fig. 139
Jordaens, p. JI9, Fig. 109
Master of the Reyes Cat6licos, p. 179, Fig. 178; p. 180, Fig. 180
Osona the Elder and Assistant, p. 184, Fig. 186
Poussin, p. 269, Fig. 249
Ruysdael, Salomon van, p. 14S, Fig. 131
Scisenegger, p. 41, Fig. 34
Tyrolean Master, c. ISOO, p. 10, Fig. 9
Velazquez, Manner of, p. 214, Fig. 20S
Vos, Comelis de, p. 1I2, Fig. 102
SEATTLE, Wash., Seattle Art Museum
Beyeren, van, p. 154, Fig. 140
Honthorst, p. 130, Fig. 127
Molenaer, p. 13S, Fig. 122
Rubens, p. 106, Fig. 98
\Vitte, de, p. 148, Fig. 135
SOUTH BEND, Ind., University of Notre Dame
Moreelse, After, p. 127, Figs. JI7-JI8
TRENTON, N.J., New Jersey State Museum
French Artist (?), Late XVIII Century, p. 363, Fig. 341
TUCSON, Ariz., University of Arizona Museum of Art
Cranach the Elder, Studio of, p. 2S, Fig. 26
French Master, Active First Third XVI Century, p. 2SI, Fig. 23 S
Gallego and Assistants, pp. 16S-177, Figs. IS2-177, Text Fig. 32
Juan de Juanes, p. 190, Fig. 193
Master of the Reyes Cat6licos, p. 179, Fig. 179
Ribera, p. 209, Fig. 206
Vemet, E.]. H., p. 381, Fig. 339
Vigee-Lebrun, p. 362, Fig. 329
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WASHINGTON, D.C., National Gallery of Art
Altdorfer, Circle of, p. 33, Figs. 28-30
Antwerp Master, Active c. 1530, p. 91, Fig. 90, Text Fig. 16
Baldung Grien, p. 29, Fig. 32
Baudouin, p. 324, Figs. 286-287
Bosch, p. 66, Figs. 60-61, color pI. opposite Text Figs. IIA-C,
Text Fig. IIA
Boucher, p. 316, Figs. 280, 282; p. 318, Fig. 283; p. 319,
Fig. 284
Bourdon, p. 289, Fig. 257; p. 290, Fig. 259, Text Fig. 80
Bouts, Circle of, p. 54, Fig. 56
Bruegel the Elder, Pieter, Attributed to, p. 93, Figs. 91-92
Campin, Follower of, p. 46, Fig. 47, color pI. opposite p. 52
Champaigne, p. 287, Fig. 258
Chardin, p. 311, Fig. 278; p. 313, Fig. 279; p. 314, Fig. 277
Christus, Petrus, p. 51, Figs. 48-49
Claude Lorrain, p. 282, Fig. 253; p. 285, Fig. 255
Clouet, Franr;ois, p. 253, Figs. 241-243
Cranach the Elder, p. 23, Figs. 24-25; p. 24, Fig. 15
David, p. 352, Figs. 331-333, color pI. opposite p. 324, Text
Fig. 130; p. 358, Fig. 330
Desprez, p. 349, Fig. 320
Drouais, p. 322, Fig. 285
Diirer, p. 12, Figs. II-14, color pIs. opposite Text Figs. lOA, B,
p. 21, Text Fig. 3; p. 16, Fig. 17
Dyck, van, p. II5, Fig. 105; p. 116, Figs. 106-107, color pI.
opposite p. 197
Fragonard, p. 328, Figs. 295, 297; p. 329, Figs. 296, 298; p. 331,
Figs. 293-294; p. 333, Fig. 292; p. 336, Fig. 299; p. 337,
Fig. 300
- Attributed to, p. 335, Fig. 291
- Imitator of, p. 337, Fig. 301
French Master, XV Century, p. 236, Fig. 227
French Master (?), Active Late XV Century, p. 243, Fig. 236
French Master, Active 1572, p. 257, Fig. 240
French Master, Active First Half XVIII Century, p. 296,
Fig. 264
French Artist, p. 341, Fig. 307
French Artist, Active Last Third XVIII Century, p. 342, Fig. 321
French School, Late XVIII Century, p. 343, Fig. 309
French Artist, p. 348, Fig. 318
French Artist, Second Half XVIII Century, p. 351, Fig. 325
French Artist (?), p. 351, Fig. 340
German Master, Second Half XVI Century, p. 43, Figs. 41-42
Gossart, p. 78, Figs. 73-75
Goya, p. 229, Fig. 224
Greco, EI, p. 191, Figs. 194, 197, Text Fig. 42; p. 195, Figs.
198-200, color pI. opposite p. 212, Text Fig. 45
- Studio of, p. 201, Fig. 196
Greuze, p. 325, Fig. 289, Text Fig. 104
Grunewald, p. 19, Figs. 20-21, color pI. opposite p. 36, Text
Fig. 4
Hamen, van der, p. 206, Fig. 202
Holbein the Younger, Attributed to, p. 32, Fig. 16, color pI.
opposite p. 37
Hilet, p. 328, Fig. 288
Ingres, p. 364, Fig. 336, color pI. opposite Text Figs. 50-52;
p. 366, Figs. 334-335; p. 373, Figs. 337-33 8

Juan de Flandes, p. 186, Fig. 187; p. 187, Figs. 188-189; p. 188,
Fig. 190
Koerbecke, p. 4, Fig. 6, Text Fig. I
Lancret, p. 307, Fig. 270; p. 308, Fig. 272
Largillierre, p. 292, Fig. 262
La Tour, p. 321, Fig. 290
Le Nain, p. 266, Fig. 246; p. 267, Fig. 247
Lucas van Leyden, After, p. 85, Fig. 84
Master of Heiligenkreuz, p. 232, Figs. 225-226
Master of the Kress Epiphany, p. 64, Fig. 59
Master of the Reyes Cat6licos, p. 181, Figs. 182-183
Master of St. Bartholomew Altar, p. 8, Fig. 10
Master of St. Gilles, p. 240, Fig. 230, Text Fig. 53; p. 241,
Fig. 231
Master of the St. Lucy Legend and Assistant, p. 61, Figs. 54-55,
color pI. opposite p. 68
Master of St. Veronica, p. I, Fig. I
Memling, p. 55, Figs. 50-51; p. 57, Figs. 52-53, color pI.
opposite p. 53
Moreau, p. 346, Figs. 313-315
- (?), p. 348, Fig. 317
- Manner of, p. 347, Fig. 322
- Imitator of, p. 347, Fig. 316
Nattier, p. 309, Fig. 275; p. 310, Fig. 276
Netherlandish Master (?), Active 1558, p. 96, Fig. 83
Northern European Master, p. 238, Fig. 228
Orley, van, p. 81, Figs. 76-78
Pater, p. 306, Figs. 271, 274, color pI. opposite p. 309
Patinir, Follower of, p. 90, Fig. 79
Perignon, p. 345, Fig. 308
Portail, p. 308, Fig. 273
Poussin, p. 271, Fig. 250; p. 274, Fig. 251
- Attributed to, p. 280, Fig. 252
Prud'hon, p. 363, Fig. 327
Robert, p. 338, Fig. 305; p. 340, Figs. 303-304; p. 341, Figs.
30 6,3 10
Rubens, p. 101, Figs. 95-96, color pI. opposite p. 196; p. 104,
Fig. 101
- After, p. III, Fig. 100
Ruisdael,Jacob van, p. 146, Fig. 132
Saenredam, p. 141, Fig. 129; p. 142, Fig. 128
Saint-Aubin, p. 343, Fig. 3II; p. 344, Fig. 312
ScoreI, p. 86, Fig. 85
StrigeI, p. 26, Figs. 18-19
Touze, p. 350, Figs. 323-324
Valdes Leal, p. 222, Fig. 217
Vernet, C.J., Manner of, p. 349, Fig. 319
Vigee-Lebrun, p. 361, Fig. 328
Vouet, p. 259, Fig. 244; p. 261, Fig. 245
Watteau, p. 297, Fig. 266, color pI. opposite p. 308; p. 300,
Fig. 265
- Attributed to, p. 300, Figs. 267-269
Zurbanin, p. 216, Fig. 213, color pI. opposite p. 213
WILLIAMSTOWN, Mass., Lawrence Art Museum, Williams
College
Memling, Copy after, p. 60, Fig. 58
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Alfajadn Master, p. 182, Fig. 184
Altdorfer, Circle of, p. 33, Figs. 28-30
Antolinez, Attributed to, p. 224, Fig. 219
AntonelIo da Messina, p. 244, Text Fig. 55
Antwerp Master, c. 1520, p. 88, Fig. 89
Antwerp Master, Active c.1530, p. 91,
Fig. 90, Text Fig. 16
Aragonese Master, c. 1400, p. 158, Fig. 148
Aragonese Master, First Half XV Century,
p. 159, Figs. 150-151
Austrian Master, Active c. 1480, p. 7,
Fig. 4

Clouet, Franr,:ois, p. 253, Figs. 241-243
- Ascribed to, p. 255, Text Fig. 62
Cock, Matthys (?), p. 91, Fig. 90, Text
Fig. 16
Cornelisz., Jacob, p. 83, Fig. 87
Corot, Attributed to, p. 382, Fig. 342
Coysevox, After, p. 348, Fig. 318
Cranach the Elder, p. 23, Figs. 22, 24-25;
p. 24, Fig. IS
- Studio of, p. 25, Fig. 26, Text Figs.

Baldung Grien, p. 29, Fig. 32; p. 30, Text
Fig. 8
Balen, van, and Jan Bruegel the Elder,
p. 100, Fig. 94
Baudouin, p. 324, Figs. 286-287
Beer, Jan de (?), p. 88, Fig. 89
Beham, p. 38, Fig. 36
Berckheyde, p. 149, Fig. 134
Bernat, Martin (?), p. 182, Fig. 184
Berruguete, p. 183, Fig. 185
Beyeren, van, p. 154, Fig. 140
Bloemaert, Abraham, After, p. 142, Fig.

David, p. 352, Figs. 331-333, color pI.
opposite p. 324; pp. 352-355, Text Figs.
13 0, 13 2- 133; p. 358, Fig. 330
Desprez, p. 349, Fig. p.o, Text Figs.
II 5-116
Dipre, p. 247, Fig. 232, Text Figs. 56-58;
p. 248, Fig. 233
Drouais, p. 322, Fig. 285
Durer, p. 12, Figs. II-14, color pIs.
opposite Text Figs. lOA, D, p. 21; p. 13,
Text Fig. 3; p. 16, Fig. 17
Dyck, van, p. II4, Fig. 104; p. II5, Fig.
105; p. II6, Figs. 106-107, color pI.
opposite p. 197, Text Fig. 27
- (?), p. 104, Text Fig. 22
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Bol, Ferdinand, p. 139, Text Fig. 30
Borrassa, Circle of, p. 160, Fig. 146
Bosch, p. 66, Figs. 60-61, color pI.
opposite Text Figs. IlA-C; pp. 66-68,
Text Figs. IIA-C
Boucher, p. 3IS, Fig. 281; p. 316, Figs.
280,282, Text Fig. 109; p. 318, Fig. 283,
Text Fig. IIO; p. 319, Text Figs. IIIII2; p. 319, Fig. 284
Bourdon, p. 289, Fig. 257; p. 290, Fig. 259,
Text Fig. 80
Bouts, Circle of, p. 54, Fig. 56
Breu the Elder, Style of, p. 29, Fig. 27
Bruegel the Elder, Jan, p. 99, Fig. 93
- and van Balen, p. 100, Fig. 94
Bruegel the Elder, Pieter, Attributed to,
p. 93, Figs. 91-92
Brunswick Master, Circle of, p. 71, Fig. 71
Caffieri,Jean-Jacqucs, After, p. 325, Fig. 289
Campin, FolIower of, p. 46, Fig. 47,
color pI. opposite p. 52; p. SO, Figs.
45-46
Castile, School of, c. 1500-10, p. 188,
Fig. 191
Champaigne, p. 287, Fig. 258
Chardin, p. 311, Fig. 278; p. 312, Text
Figs. 101-102; p. 313, Fig. 279, Text
Fig. 103; p. 314, Fig. 277
Christus, Petrus, p. 51, Figs. 48-49; p. 52,
Text Fig. 17
Cirera, p. 161, Fig. 147
Claesz., Pieter, p. 154, Fig. 141
Claude Lorrain, p. 282, Fig. 253; p. 284,
Fig. 254, Text Figs. 77-79; p. 285, Fig.
255; p. 286, Fig. 256; p. 287, Text Fig. 76
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Cranach the Younger, p. 41, Fig. 35

Flemish Master, Active c. 1540, p. 88,
Fig. 88
Flemish Master, Second Half XVI Century, p. 97, Fig. 86
Flemish School, c. 1640, p. II3, Fig. 103
Fragonard, p. 328, Figs. 295, 297; p. 329,
Figs. 296, 298; p. 331, Figs. 293-294;
p. 333, Fig. 292; p. 336, Fig. 299; p. 337,
Fig. 300
- Attributed to, p. 335, Fig. 291
- Imitator of, p. 337, Fig. 301
Franco-Flemish Master, Active c. 1480,
p. 69, Figs. 62-64
Franco-Flemish Master, p. 263, Fig. 237
Franconian School, Mid-XV Century,
p. 3, Fig. 5
French Master, XV Century, p. 236, Fig.
227
French Master (?), Active Late XV
Century, p. 243, Fig. 236
French Master, Active First Third XVI
Century, p. 251, Fig. 235
French Master, Active 1561, p. 252, Fig.
238
French Master, Active 1572, p. 257, Fig.
240
French Master, Active Second Half XVII
Century, p. 292, Text Fig. 82
French Artist (?), Active XVII Century (?),
p. 259, Fig. 239
Frencll Master, Active First Half XVIII
Century, p. 296, Fig. 264
French Artist, p. 341, Fig. 307
637

French Artist, Active Last Third XVIII
Century, p. 342, Fig. 321
French Artist, Late XVIII Century, p. 343,
Fig. 309
French Artist, Active 1773, p. 348, Fig. 318
French Artist, Second Half XVIII Century,
p. 35 1, Fig. 325
French Artist (?), Late XVIII Century,
p. 363, Fig. 341
French Artist (?), p. 351, Fig. 340
Fyt, p. 123, Fig. II2
- and Collaborator, p. 123, Fig. 113
GalIego and Assistants, pp. 165-177, Figs.
152-177, Text Fig. 32
Gertnan School, c. 1365, pp. 233-234,
Text Fig. So
Gertnan Master, Active c. 1465, p. 6, Fig. 8
German Master, Second Half XVI Century, p. 43, Figs. 41-42
Gossart, p. 78, Figs. 73-15, Text Fig. 13
Goya, p. 227, Fig. 223; p. 229, Fig. 224
- After, p. 230, Fig. 221
- Follower of, p. 231, Fig. 222
Greco, El, p. 191, Figs. 194, 197, Text Fig.
42; p. 192, Text Fig. 44; p. 194, Fig.
195, Text Fig. 43; p. 195, Figs. 198-200,
color pI. opposite p. 212, Text Fig. 45
- Studio of, p. 201, Fig. 196
Greuze, p. 325, Fig. 289, Text Fig. 104
Grunewald, p. 19, Figs. 20-21, color pI.
opposite p. 36, Text Fig. 4
- After, pp. 19-20, Text Fig. 5
Hals, Frans, FolIower of, p. 132, Fig. 120
- Imitator of, p. 133, Fig. 121
Hals, Harmen (?), p. 132, Fig. 120
Hamen, van der, p. 205, Fig. 201; p. 206,
Fig. 202
Holbein the Younger, Attributed to, p. 32,
Fig. 16, color pI. opposite p. 37
Hondecoeter, p. 156, Fig. 142
Honthorst, p. 130, Fig. 127
Hooch, de, p. 153, Fig. 139
Huet, p. 328, Fig. 288
Ingres, p. 364, Fig. 336, color pI. opposite
Text Figs. SO-52; p. 366, Figs. 334-335;
p. 367, Text Figs. II7-I20; p. 368, Text
Figs. 121-123; p. 373, Figs. 337-338;
p. 374, Text Figs. 124-129
Inza, Attributed to, p. 226, Fig. 220
Isabey, pp. 352-354, Text Fig. 131
Isenbrandt, Attributed to, p. 73, Figs.
65-66, Text Fig. 12
Jordaens, p. II8, Fig. 108; p. II9, Fig. log
Juan de Flandes, p. 186, Fig. 187, Text
Figs. 35-39; p. 187, Figs. 188-189;
p. 188, Fig. 190
Juan deJuanes, p. 190, Fig. 193
- After, p. 190, Text Figs. 40-41

INDEX OF ARTISTS

Keyser. de. p. 134. Fig. 123
Koerbecke. p. 4. Fig. 6; p. S. Text Fig. I
Kress Monogr:lmmist. p. 36. Fig. 31
Kulmbach. p. 31. Fig. 23

Moreelse. p. 126. Fig. liS; p. 127. Fig. I16
- After. p. 127. Figs. I17-US
Murillo. p. 21S. Fig. 214; p. 219. Figs.
209-210

Lancret. p. 307. Fig. 270; p. 30S. Fig. 272
Largillierre. p. 292. Fig. 262. Text Fig. S2
- Attributed to. p. 293. Fig. 261. Text
Fig. S3
La Tour. p. 321. Fig. 290. Text Fig. 106
Le LOrr:lin. Louis-Joseph. pp. 32S-326.
Text Fig. 104
Le Nain. p. 266. Fig. 246; p. 267. Fig. 247
Leonardo. School of, p. 2S4. Text Fig. 61
Le Rouge. Pierre. p. 242. Text Fig. S2
Lieferinxe. p. 244. Fig. 229
Lucas van Leyden. After. p. SS. Fig. S4

Nattier. p. 309. Fig. 27S; p. 310. Fig. 276
Netherlandish Master. c. IS00. p. 72. Fig. S7
Netherlandish Master. c. IS2S. p. S2. Fig. 81
Netherlandish Master (?). Active ISS8.
p. 96. Fig. 83
Northern European Master. p. 23S. Fig.
22S

Mabuse (see: Gossart)
Machuca. p. IS9. Fig. 192
Maes. p. IS6. Fig. 14S; p. IS7. Figs. 143-144
Maler. p. 3S. Fig. 3. Text Fig. 9
Masip. Vincente Juan. p. 190. Fig. 193
Massys. Studio of. p. 76. Fig. 69
- Circle of. p. 77. Fig. 70
Master ofHeiligcnkreuz. p. 232. Figs. 22S226; pp. 233-234. Text Fig. SI
Master of Hoogstraeten (?). p. 72. Fig. 72
Master ofthe Kress Epiphany. p. 64. Fig. S9
Master of the de Latour d' Auvergne
Triptych. p. 249. Fig. 234. Text Figs.

S!rOO
Master of the Reyes Cat6licos. p. 177. Text
Figs. 33-34; p. 179. Figs. 17S-179;
p. ISO. Figs. ISO-lSI; p. lSI. Figs.
IS2-1S3
Master of the St. Bartholomew Altar.
p. S. Fig. 10
Master of St. Gilles. pp. 239-240. 242.
Text Figs. S3-S4; p. 240. Fig. 230;
p. 241. Fig. 231
Master of the St. Lucy Legend and
Assistant. p. 61. Figs. S4-SS. color pI.
opposite p. 6S
Master of the St. Marein Altar. p. 37.
Figs. 37-3S. Text Figs. lOA. B
Master of St. Sebastian. p. 244. Fig. 229
Master of St. Veronica. p. I. Fig. I
Memling. p. SSt Figs. So-SI. Text Fig. 14;
p. S7. Figs. S2-S3. color pI. opposite
p. S3; p. SS. Text Figs. ISA-D
- Copy after. p. 60. Fig. SS
Mengs. Studio of, p. 44. Fig. 44
Merian the Younger. p. 44. Fig. 43
Mielich. p. 42. Fig. 33
Millet II. J.-F.. Attributed to. p. 29S.
Fig. 260
Molenaer. p. 13S. Fig. 122
Mor. p. 97. Fig. S2
Moreau. p. 346. Figs. 313-31S
- (?). p. 34S. Fig. 317
- Manner of, p. 347. Fig. 322
- Imitator of, p. 347. Fig. 316

Orley. van. p. SI. Figs. 76-7S
- Attributed to. p. 82. Fig. 80
Orrente. p. 204. Fig. 21S. Text Fig. 47
Osona the Elder and Assistant. p. 184.
Fig. 186
Ostade. van. p. ISO. Fig. 13S
Pantoja. p. 203. Fig. 203. Text Fig. 46
Pater. p. 306. Figs. 271. 274. color pI.
opposite p. 309
Patinir. Follower of, p. 90. Fig. 79
Perignon. p. 34S. Fig. 308
Perrier. p. 264. Fig. 248
Piranesi. p. 338. Text Fig. I14
Pleydenwurff. Circle of. p. 6. Fig. 7
Portail. p. 30S. Fig. 273
Poussin. p. 269. Fig. 249. Text Fig. 6S;
p. 271. Fig. 2S0. Text Figs. 69-70;
p. 274. Fig. 2SI; p. 27S. Text Figs. 71-74;
p. 280. Text Fig. 7S
- Attributed to. p. 280. Fig. 2S2
- After. p. 269. Text Fig. 67; p. 271.
Text Fig. 69
Provost. p. 74. Fig. 67
- Attributed to. p. 7S. Fig. 68
Prud·hon. p. 363. Fig. 327
Quellinus. Er:lSmus (?). p. 123. Fig. I13
Regnier. Nicolas (r). p. 263. Fig. 237
Rembrandt. p. 136. Text Fig. 2S; p. 139.
Text Fig. 29
- Attributed to. p. 136. Fig. I2S
- Circle of. p. 138. Fig. 126
- Old Copy after. p. 140. Fig. 124
Retasc6n Master. p. 162. Fig. 149
Ribalta. p. 190. Text Figs. 40-41
Riber:l. p. 207. Fig. 2I1; p. 209. Fig. 206
- School of, p. 210. Fig. 207
- Circle of, p. 21I. Fig. 208
Rigaud. p. 294. Fig. 263
Robert. p. 338. Fig. 30S. Text Fig. II3;
p. 340. Figs. 303-304; p. 341. Figs. 306.
310
- Attributed to. p. 339. Text Fig. lOS
- Circle of, p. 339. Fig. 302
Rubens. p. 101. Figs. 9S-96. color pI.
opposite p. 196. Text Fig. 20; p. 104.
Fig. 101; p. 106. Fig. 98; p. 109. Fig. 97
- After. p. 101. Text Fig. 21; p. 104.

Text Fig. 22; p. lOS. Text Fig. 23;
p. 107. Text Figs. 24-2S; p. 1I0. Fig. 99;
p. III. Fig. 100
Ruisdael.Jacob van. p. 146. Fig. 132
- Attributed to. p. 147. Fig. 133
Ruysdael. Salomon van. p. 14S. Figs.
130-131
Saenredam. p. 141. Fig. 129; p. 142. Fig.
128; p. 143. Text Fig. 31
Saint-Aubin, p. 343, Fig. 3II; p. 344,
Fig. 312
Sargent, p. 383, Fig. 343
Scorel, p. 86. Fig. 8S
Seisenegger. p. 41, Fig. 34
Siberechts. p. 124, Fig. II4
Snyders, p. 122, Text Figs. IS-19
- Studio of, p. 121, Fig. III
South German Master, c. 14SS, p. 12,
Fig. 2
Steen. p. lSI. Figs. 136-137
Strigel. p. 26. Figs. IS-19; p. 27, Text
Fig. 7
Terbrugghen, p. uS. Fig. II9
Touze. p. 3SO. Figs. 323-324
Troy. Franrrois de, After, p. 293, Text
Fig. SI
Tyrolean Master. C.ISOO, p. 10, Fig. 9;
p. II, Text Fig. 2
Valdes Leal, p. 222, Fig. 217; p. 223, Fig.
218
Velazquez, p. 212, Text Fig. 48
- Follower of, p. 2II, Fig. 204
- After, pp. 2II-212. Text Fig. 49
- Manner of, p. 214, Fig. 20S
Vernet, C.J., Manner of, p. 349. Fig. 319
Vernet. E.J. H., p. 381. Fig. 339
Vigee-Lebrun, p. 361, Fig. 328; p. 362.
Fig. 329
Vincent, p. 360. Fig. 326, Text Fig. lOS
Voet. p. I2S. Fig. I10
Vos. Cornelis dc, p. 1I2, Fig. 102
- Attributed to, p. I13, Text Fig. 26
Vouet, p. 259, Fig. 244; p. 261, Fig. 245,
Text Fig. 63; p. 262, Text Figs. 64-66
Watteau, p. 297, Fig. 266, color pI.
opposite p. 308; p. 298, Text Fig. 88;
p. 300, Fig. 265. Text Fig. 107; p. 301,
Text Figs. 91-92, 94-100
- Attributed to. p. 300. Figs. 267-269
- After, pp. 297-298. Text Figs, 84-87;
p. 301, Text Figs. 90, 93; p. 302. Text
Fig. 89
Witte, de. p. 148. Fig. 135
Woensam. p. 39. Fig. 39; p. 40. Fig. 40
Yriarte (?). p. 221, Fig. 216
Zurbaran, p. 215, Fig. 212; p. 216, Fig. 213,
color pI. opposite p. 213
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