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ABSTRACT 

The Amsterdam painter Jan van Noordt (1624 - after 1676) has until recently been a M e -  

known figure. The main sources on him have been the brief mention in Arnold 

Houbraken's life of Johannes Voorhout, and a body of Surviving paintings, drawings, and 

prints. More recent documentary evidence indicates that he lived in Amsterdam, and was 

part of a prominent, if not affluent, musical f d y .  Jan van Noordt evidently did not 

many, and he seems to  have died or left Amsterdam soon after 1675. His ody 

documented artistic contact is with Abraham van den Tempel, who had studied with Jacob 

Adriaensz Backer. Van Noordt's works indicate that he too studied under Backer, in their 

style, and in their choice of subject matter. Two major shifts occurred in his style. Around 

1659, he began to pursue a stronger effect of light. Over the 1660s he graduaiiy 

incorporateci greater movement and concentration in his compositions, but around 1672, 

he adopted a rougher style, in emulation of the late work of Rembrandt. Numerous 

attributed works must be removed fiom his oeuvre, including four that can be given to 

another artist with a s i d a  name. It seerns that Van Noordt started by producing history 

and genre paintings for the open market, and had to wait until around 1659 to  achieve his 

ambition of high-level patronage for portrait and history paintings. The iconography of his 

history paintings is marked by a preference for scenes showing exemplary action, drawn 

not just fiom Roman Republican history, but also from the Old Testament and literahire. 

The literary themes present exemplars of true love, while many of the Old Testament 

themes present exemplars of wtue, in line with the depictions of history. Van Noordt's 



drawing activity seemed to primady serve his paintings, as the survivllig drawings are 

dorninated by figure studies done in preparation for known paintings. The emphasis on the 

figure, and their technique reflect the influence of Backer. In the 1660s Van Noordt 

reached the height of his success, with portraits and history paintings, and the large Juno 

in Braunschweig may be evidence that he achieved the fame that Houbraken ascribed to 

him. 
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Introduction 

This study undertakes to arrive at an account of the Mie and work of the seventeenth- 

century Amsterdam painter Jan van Noordt (1624 - after 1676). To date, a considerable 

amount of material has accnied on this artist. Many scholars have devoted time and words 

to the topic, but have not amived at more than vague conclusions. Recentiy, Werner 

Sumowski made an earaest c d  for a compreheasive study on Jan van Noordt.' Sumowski 

promoted Jan van Noordt on the basis of his flamboyant and experimental style. At the 

same tirne, he remained silent on the problem of the contradictory reception Van Noordt 

has traditionally faced. A nwnber of lavish and fashionable portraits by the artist t e s te  

that he did, for a period, command respect, and enjoy hi@-level patronage. Nonetheles, 

in the very f h t  mention of Jan van Noordt in the literature on art, in the third book of 

Arnold Houbraken's The Great meatre, published in 172 1, Jan van Noordt is only 

mentioned once, in passing, cited as the teacher of Johannes Voorhout.* 

Jan van Noordtts paintings became the historical documents most important for the 

preservation of his memory. In the eighteenth and nineteenth centuries, several signed and 

dated works entered prominent public coIlections. The fht art historian to draw attention 

to them and to their creator was Cornelis HofStede de Groot (1863 - 1930), in an article 

of 1892. Hofstede de Groot wuld narne 24 paintings.' They included three signed and 

dated examples (cat. nos. 23,43,44) in the recently-opened Rijksmuseum. 



In his research Hofstede de Groot followed the scientific principles of art-historicd 

research propounded around mid-century by predecessors such as Schelterna, and amassed 

as much documentary evidence as he could.' The consultation of documents had gained 

favow, as a corrective for the existing histories, which were suspected of containhg 

derivative oral legend. Robert Scheiler has pointed out that this generation of scholars, in 

their seeming objectivity, also foilowed preconceptions and ideals in the search for 

material, especialiy in the case of Rembrandt.' In The Netherlands, an image of bourgeois 

respectability was pursued, that defined a narrow identity of the Dutch people, in service 

of the intensely nationalist agendas then popdar. Hofitede de Groot's approach to Jan van 

Noordt was also affected by this tendency. This artist had to be disthguished fiom 

Rembrandt, as an eclectic who absorbed Flemish i d u e n ~ e s . ~  Hofstede de Groot even 

duded to, but could not document, evidence of a trip Van Noordt had made to Antwerp. 

This interpretation played down the international character of Dutch culture in the 

seventeenth century, and thus also its impact on Jan van Noordt's work In his lexiwn 

entry on Jan van Noordt of 1910, Alfied von Wunbach took over much of Hofstede de 

Groot's data.' Ironidy, he called Van Noordt a pupil of Rembrandt, perhaps in a hasty 

misreadmg of Hofstede de Groot's statement to the opposite. 

Until his death in 1930, Hofstede de Groot continueci to coiiect material on the artist, 

including literaty references, photographs, documentiuy discoveries, and references to 

many more paintings. It was part of a comprehensive and me-long study of Dutch 

seventeenth-centwy art. This legacy is now deposited in the Institute for Art History in 
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The Hague. Further notations conceniing documents in Amsterdam and other cities, made 

by Abraham Bredius (1855 - 1946), are kept there as well. Much of this material is being 

investigated and published for the first tirne here. 

Several subsequent contributions serveci to add to the number of  attri'butions pubiished by 

Hofstede de Groot. In 191 1, an article by J.O. Kronig appeared, presenting an "unhown 

Jan van Noordtn h the Royal Museum in Brussels.' His amibution of A Lu@ ut her 

Minor (cat. no. R32) to this artist was prompted by the weak evidence of a monogram. 

Kronig took the opporZunity to introduce a number of relateà attributions to the artist, 

some of them much more convincing. Similady, in a slightly later d c l e  devoted to Jan 

van Noordt, the painter- art historian Jean Decoen again focused on a single painting, 

another work in the same museum? Decoen reviewed a nurnber of lcnown painhgs, and 

added a group of attributions of mixed value. This article, pubiished in the rather obscure 

journal Cahiers de Belgique, was cited only recentiy. 

The connedon between Van Noordt and Jacob Adnaensz Backer (1608 - 165 1) was first 

drawn by Kurt  auc ch." In his moaograph on Backer, which appeared in 1926, Bauch 

devoted a bnef discussion to Backer's impact on snidents and foiiowers, and there drew 

attention to the stylistic reiationship of Van Noordt's work to that of Backer. 

Another artist Linked to Van Noordt is Govert Flinck (1615 - 1660). The preeminent 

position of Govert Flinck in Amsterdam in the 1650s had its impact on Jan van Noordt in 
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the early and middle phases of his career. This is evident fiom the coofusion of their styles, 

that had led to the long-standing attribution of the Susannu and the EI&rs in Leipzig (cat. 

no. 7) to Flinck. A number of such attribution problems, involving the distinction between 

Van Noordt and Flinck, were deait with by WoIfgang von Moltke in his monograph on 

Govert Flinck, of 1965.'' They involved some Rembrandtesque works by Van Noordt, 

and an example in the style of Backer. Von Moltke explained this situation by proposing 

that Rembrandt had been Van Noordt's tacher, and that the period of tutelage was a few 

years after that of Flinck, in the years between 163 8 and 1640. However, the associations 

with Fîinck were not as close as with Backer, Von Moltke observed. He made the 

important initial obsemtion about Van Noordt's figure drawings, noting thaî their 

technique of light and dark chalks on blue-coloured paper was the same as that used by 

Backer and Rinck. In this monograph on Flinck, Von Moltke presented a scattering of 

new materid and some inconsistent reflections on Van Noordt, yielduig an inevitably 

fhgmented image of Van Noordt's creative output. 

The existence of a school of figure study that included Backer, Flinck, and Van Noordt, 

was conihmed by Peter Schatborn in a 1979 article on Jan van Noordt's drawiags. 

Schatborn placed Van Noordt arnong these artists on the bais of their technique." The 

question of their firnction is raised in the f&h chapter of the present study, with an eye to 

the relationship between Van Noordt's drawings and the known paintings. 



Van Noordt's relationship with another Rembrandt pupii, Gerbrand van den Eeckhout, 

took the foreground in an article of 1981 by Saskia Nystad. However, the comection 

proved to receive only weak, indirect documentary support in the inventory of Johannes 

van de Cappelle." 

In the last several decades scholarly interest in Rembrandt has been recast in new modes, 

among them a focus on Dutch hidory painting. Already since the 1930~~ iconographie 

specialists had opened the possibilities for studying Dutch art in relation to literature, 

especidy its popular fom. With respect to more elevated f o m  of literature, the 1980- 

198 1 exhibition Gu&, &in& 4 H e r o e s  reevduated the contriiiution made by history 

painters to Dutch art of the seventeenth century.I4 It rectifieci the bias against Dutch 

history painting, reflected in its virtual exclusion from the Unportant Pelican volume by 

Jacob Rosenberg, Seymour Slive, and E.H. ter Kuile of 1966." Formai analysis began to 

concede ground to a more cornplex comprehension of Dutch art. Aiso the bourgeois 

image of  the Dutch, Uiherïted from the 19th century, gave way to an appreciation of the 

intemational roots and character of Dutch culture of the Oolden Age, which so strongly 

afkted history painting. The public and scholariy eye tumed to the function of this art in 

its original context. In Dutch society of the Golden Age, with its institutions and ideas, the 

interpretation of many paintings was bound to texts, of sacred scrîphire, literaîure, and 

history. 



6 

In GO& &Sain& mi Heroes, the role of Jan van Noordt as an interpreter of such themes 

was represented, but not strongly. The early, over-cleaned Susanna and the Eiders (cat. 

no. 6) that was included, could only suggest his particular approacb It remaineci to be 

indicated that the extreme effects that Van Noordt developed and rnastered in the later 

phases of his career drew on the Rembrandt idiom, as much as Flemish models. Those 

works reflected a renewed interest in the older master, that was very personal in character. 

It focused on particular aspects, such as Rembrandt's emphatic modelling of fonn and the 

rough, loose handling of the brush in his later works. 

Van Noordt inherited bis dual interest, in Rembrandt and in Rubens, fiom Jacob Adnaensz 

Backer. Because of his connedon to Backer, Jan van Noordt found a place in Werner 

Sumowski's grand series on the school of Rembrandt, which began to appear in 1983.16 A 

great number of new attributions to Van Noordt appeared in the initial series and in the 

subsequent volumes of additions, published between 1983 and 1996." In his chapter on 

Backer, Sumowski devoted a lengthy dignssion to Van Noordt. Formai stylistic analysis 

was Sumowski's priority. The section included a brief sketch of the artistic development of 

Van Noordt, bringing some cohesion to the existing materiai on the artist. The 

iconographie organîzation of his catalogues showed the repetition of themes in Van 

Noordt's oeuvre. In the two addenda volumes that followed, in 1985 and 1996, Sumowski 

treated Jan van Noordt separately, in recognition of the independent position he developed 

in relation to Flinck and other artists in the group known as the "Rembrandt-school." In 
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1986 Sumowski also published a separate monographie article on Van Noordt's paintings, 

which was significant for introducing the artist to English readerd8 

The broad scope of Sumowski's project precluded the direct study of every painting he 

attributed to Jan van Noordt. Surprisingly, he did not treat very senously the careful 

speculations of Hofstede de Groot, and afler him M e d  von Wunbach, that there might 

be another artist with a similar name.19 The present study distinguishes the works of this 

artist, that have traditionally been attributed to Jan van Noordt. It also presents several 

other important de-attributions, such as the JM>O usks Jupiter to giw her Io as a Gifr in 

the Louvre (cat. no. E4), and the Jupiter andMercury in the House of Philemon and 

Baucis in Helsinki (cat. no. R22). There are also dozens of other works that are taken out 

of the oeuvre, comprishg an adjustment that changes our pichire of the d s t  significantly. 

In tum, several works that have hitherto not been published as by Jan van Noordt cm be 

added to his oeuvre. Most important among them is the signed Cimon rmdlphigenia (cat. 

no. 24) that appeared at a resent sale in New York, because it codirms the du- role of 

Jacob Adriaensz Backer in the training of Van Noordt. This painting thus restricts 

speculation about an "early style," and aiiows the elimination of related attriiutions to the 

early Jan van Noordt. 

Sumowski's conm%utions are the most substantial since the original article by Hofstede de 

Groot in 1892. With respect to the biography of Jan van Noordt, however, they 

incorporate no new material. Ind& none of the studies on Jan van Noordt since 1892 
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has involved any new archival research. Art historians have therefore made littie progress 

in identif& his milieu. However, for some tirne already, it was known to music 

historians that the painter belonged to the Van Noordt family of organists and composers. 

For a century, the boundaries of specialisation kept art and music historiaas from arriving 

at this comection, even in speculation. Jan's brother Jacobus was Amsterdam's most 

prominent organist for several decades. The nextsldest brother, Anthoni, was also an 

established organist in Amsterdam, and in addition he pubiished a book of improvisations 

on the Genevan Psalms. Recent research on Anthony and Jacobus has yielded several 

documents mentioning their brother Jan, which were published in articles by AG. Soeting 

in 1980, Jaap den Hertog and Simon Groeneveld in 1987, and Johan H. Giskes in 1989, 

and in Rein Verhagen's monograph of the same year, on Jacobus's son Sybrandus, an 

organist and a composer." In 199 1 these results were first cited in the Iiteratwe of art 

history2' They are f U y  d y z e d  here for the first tirne, with respect to th& implications 

for Jan van Noordt's life and his art. 

The main issues adâressed in the existing fiterahire on Jan van Noordt have been his iif'e 

and his work. They form the basis for the present study as weii. My work on Van Noordt 

began with research for my Master's Thesis at Queen's University, completed in 1993. 

Much of the readily-available material on Van Nwrdt's biography and his stylistic 

development were presented in two chapters. Even tbough the thesis focused on only two 

paintings by Van Noordt (cat. nos. 12, 19), the lack of a comprehensive study required an 

analysis of his Me, and a sketch of his stytistic development, in order to place both 



paintings precisely in theu context. Because the content of the thesis has been either 

incorporated or superseded in the present dissertation, references to it wiil generaiiy not be 

made. 

The present study conforms to the monograph format, and considers all of the available 

information, and aii attributed works, and references to such works. The first chapter 

retums to the data on Van Noordt's biography, and the second and fifth chapters address 

the problems of his oeuvre of paintings, and drawings. The third and fourth chapters 

proceed to place the paintings within the context of their production. The third chapter 

deals with the market for which Van Noordt worked, approaching the issue of whether 

Van Noordt's paintings were producesi for the open market or for private patrons. The 

fourth chapter examines the artist's choices of subject matter for history paintings, and 

places them in their cuitunil context, especidiy with respect to interpretations of the 

thernes by other artists and by writers. The patterns that emerge in Van Noordt's 

iconography are suggestive of bis view of the hction of art. His systematic retum to both 

specific and general topics speaks of an order and logic, that belie the intense emotion he 

would pursue in his late works. Vaa Noordt's preferences in subject matter, as wel as 

style, point to an ambitious, serious, and humane spirit, such as would typically have 

attracted Houbraken. It makes the biographer's neglect of this artist aii the more p h g .  
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Chapter One 

"Konstnjk schilder te Amsterdam": the Life of Jan van Noordt 

The connedon between art and life surfaces often in the ïves of seventeenth-centwy 

artists that were recounted in Arnold Houbraken's Great Theatre ofNetherlmadsh 

Painters and Puintresses (1717 - 1721). It was cornmon lore, that a painter's life showed 

parallels with his works. For a biographer of artists such as Houbraken, it was a Ucely 

device, but he evidently couid not use it when he came to Jan van Noordt, in his third 

volume. The reference there is very brief; it includes no anecdotes, and mentions no 

paintings. We can only surmise that this artist was not very much in the public eye, even 

though Houbraken cals him "...the famous Jan van Noordt, history- and portrait painter in 

Amsterdam."' In fact, Houbraken did not devote a separate biogniphy to h i .  and only 

mentioned hirn because he was the teacher of Johannes Voorhout (1647 - 1723). even 

though he was "famous." Voorhout was one of Houbraken's more important sources, but 

he did not supply the biographer with much idocmation on his own kacher.* Houbraken's 

favorite dichun, "his We is like his art and his art is like his üfe,,"3 must be suspended in the 

case of Jan van Noordt. His paintings were better-known than his me. Today we can 

intimately study his paintings, but only a few aspects of his life are available to us. The 

scanty biographical data do not yield a clear idea of his pemnality. 

For a long tirne thereafter, howledge of the lives of h t c h  artists depended heavily on 

Houbraken's biographies. They became an extremely Uifluentiai compendium on Dutch art, 
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in their original form and through their later transformations in the hands of other writers, 

rnost notably Jacob Campo Weyerrnan (1677 - 1747), Jean Baptiste Descamps (1706 - 
1791), Johann Dominik Fiodio (1748 - 1821).4 Archivai researchers such as Abraham 

Bredius and Cornelius Hofstede de Groot were made aware of Jan van Noordt through 

the one citation quoted above, and could reco- his name in their searches. Just as 

Houbraken was unable to uneuth much information on this artist, so these two scholars 

would later fùid oniy scanty doaunentary traces of Van Noordt. It seems that he only 

occasionaliy made use of tegal processes for business or private purposes. In this respect, 

he contrasts sharply with his unfortunate and legaiiy-embattled brother Jacobus. Jan is 

more the counterpart of his brother Anthoni, who like him struck a low profile in t e m  of 

documents and literary references, and also Iefl an artistic legacy that s u ~ v e s  to the 

present day. 

Until recentiy, there was no evidence even wncerning Van Noordt's date of birth. The 

running estimate had been around 1620, based on two p ~ t s  which seem to be the work of 

the artkt near the beginnllig of his career. The inscriptions narne Jan van Noordt as the 

etcher. One is dated 1644, and gives Piaer van Laer (1599 - after 1642) as hventor (cat. 

no. P l), while the other is dated to the following year, and gives Pieter Lasmian (1 583 - 
163 3) as inventor (cat. no. PZ). These reproductive prints represent, like some of the 

paintings (eg. cat. no. 24), Jan van Noordt's beginaings in art. They would have been the 

work of a late beginner, if Van Noordt had done them at the age of 24 or 25, based on a 

birthdate of 1620. He was achiaily around 20 years old at the the.  For some tirne now, 
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and unknown even to many speciaiists, a document has been published that indicates the 

year of Jan van Noordt's birth as 1624. In 1987, the music historian Jaap den Hertog 

indicated an eniq in the record of the Amsterdam Chamber for Orphans in which Jan van 

Noordt appears as the son of the schoolteacher Sybrand van Noordt and Jannitgen Jacobs, 

and the brother of Jacobuq Anthoni and Lucas.' On 20 June 1641, Sybrand van Noordt 

registered his three youngest sons, who had not yet reached the age of majority, as 

orphans &er the death of their mother six months pre~ious.~ Jan appeared as Johannes, 

with his age given as 17. 

This evidence points to the milieu into which Jan van Noordt was bom, and in which he 

was raised. ûther documents declare that his father Sybrand was not oniy a schoolteacher 

but also a musician in the ernploy of the city of Amsterdam, maintaining the bells ofits 

towers, and playing the beimd (carillon) of the Zuiderkerk tower.' Sybrand is recorded in 

this post in 1642, oniy a short while after his earliest appearance in an archival document 

in Amsterdam. His bkth, d a g e ,  and the birth of his chilâren are not recorded in the 

Amsterdam archive. We are left with the impression that they aniveci in the city only a few 

years before. His son Jacobus's claim to having been boni in Amsterdam, made at his 

d a g e  in 1648, seems doubtfiil.' It is likeiy that Sybrand had previousiy perfomed 

similar fûnctions in another town or dy. With such experience he could quickly establish 

himseif in his new location. 



Sybrand van Noordt m u t  have attained a respectable level of musicianship. He 

presumably had a determining roIe in the training of his sons Jacobus and Anthoni. They 

subsequently rnoved into very prominent positions for musicians in the city, those of 

organist in the Nieuwezijds Kapei, the Oude Kerk, and the Nieuwe Kerk. The music 

historian Johan Giskes spdates that Jacobus may have w e d  at the Neuwezijds Kapel 

as eariy as 1639, at the age of 23. Giskes also described the amicable relation of Jacobus 

with the organist who was aiready established in the city, Wdem Janu Lossy. Lossy may 

have been responsible for his finai training as organist. Jacobus also maintaineci a more 

business-like lin. with the f d y  of Jan Pietersz Sweelinck (d. 162 l), the legendary 

organist and composer known as the "Orpheus of Amsterdam," whose place in the ûude 

Kerk was taken by his son Dirck upon his death. The person to replace Dirck upon his 

death in 1652 was Jacobus van Noordt, while b r o k  Anthoni twk over the post in the 

Nieuwezijds Capel? There remains the question, whether Jan aiso trained for a similar 

career, and only later devoted hllnseifllistead to the painters' proffession. A persistent 

attachent to the Sweelinck legacy seems to appear in Jan's ernulation of Pieter Lastman 

(1 583 - 1633) in particular paintings, long d e r  the older artist had died. Lastman's teacher 

Gemt Pietersz was also a memba of the Sweelinck M y ,  a brother of the composer, and 

thus perhaps also one of the many acquallitances of the Van Noordt f d y .  

The two older sons became a m o ~ g  the most prominent musicians in the city. In 1659, 

Anthoni published a volume of improvisations on the Genevan melodies for the Psalms, his 

Tablahnrr-hck wn PmImen en Fanfasyen.'o His application to the States of HoUand for 



copyright was handied in part by Constantijn Huygens (1596 - 1687), who judged the 

work's musical qualities and submitted his recommendation for approval. It did not meet a 

standard of composition comparable to Jan Pietersz Sweelinck, but it did ensure Anîhoni a 

place in the history of Dutch ~ornpositioa.~~ In 1664 he succeeded in gaining the more 

prominent post of organist of the Nieuwe ICerk.12 His older brother Jacobus aiso left 

behind a few compositions, but they betray a lower level of art. Nonetheless he seems to 

have gained a high social status by means of his position. In 1663 he appears among those 

appointai as official municipal wine-testers. "Ris job gave him an important supplement to 

the relatively modest salary he redved as organist." He clearly enjoyed the fàvour of 

well-placed citizens in Amsterdam. His position was especiaily confirmeci at the baptism of 

his son Sybrandus in 1659. Besides uncle Anthoni van Noordt, the second witness to this 

event was &ma van Erckel, wife of the extremely wealthy merchant Erasmus 

S~harlaken.~' Anna is known to art historians for her second mamage, after the death of 

Erasmus, to the painter Ferdinand Bol (1616 - 1680) in 1669." An alliance with such a 

fortune allowed Bol to give up his profession at an early age, and tum rentier. For 

Jacobus, Anna's presence at his son's baptism represented a prestigious social co~ection. 

Jan van Noordt embarked on his artistic career in the mid-1640s. His training was, by the 

few indications that we have of it, unconventional and diaise. The important question of 

the identity of his tacher can only be addressed with diverse observations. The earliest 

dated works that he made, mentioned already, are prints &er Pieter Lastmaa and Pieter 

van Laer. Both Lastman and Van Laer were aiready dead by thed6 These artists would 
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only exert a piecemeai influence on the younger artist. Around the same tirne, 1645, Jan 

van Noordt made one of the earliest of the su~v ing  paintings, the Cimon undlphgeniu 

that appeared at a ment New York sale (cat. no. 24). Like the prints, this painting was 

also derived from another artist's work; the precedent was a painting of the sarne theme by 

Jacob Adriaensz Backer (1608 - 1651) now in ~raunschweig." Because this version is of 

better quality than a second depiction now in Cherbourg, and it is closer to Backer's 

conception, it was quite likely produced in Backer's studio, with Backerls painting at hand, 

and with the benefit of the rnaster's guidance. Van Noordt was not emulating the current 

style of Backer, whose Cimon andlphigenia was painteci ten years earlier, and who had 

since adopted a lighter palette and a smoother fachrre." Therefore, the evidence of this 

painting is inconclusive. Nonetheless, Backer can be regarded as the most likely master to 

have taught Van Noordt. 

Archival evidence links Jan van Noordt to Backer's studio, albeit indirectly. Van Noordt's 

oniy docurnented artistic association in the 1640s was with Abraham van den Tempe1 

(1 622/23 - 1673). In 1646 Van Noordt signed as witness for a testament and codicil 

related to Van den Tempel's mamage in the same year. Abraham was the son of the 

Leeuwarden history painter Lambert Jacob- and was in Amsterdam studying under bis 

father's pupil Backer, f3om 1642 to 1646." It seems that Backer attracted many students, 

h m  Houbraken's account of Jan de Baen's (1633 - 1702) tutelage in Backer's studio, 

fiom 1646 to 1651. De Baen apparently had to endure the mvy and abuse of a throng." 

Van Noordt would have preceded that group by about ten years. He would have been a 
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fellow-pupil of Van den Tempel, who was more his own age. The Wceiy period of tutelage 

would have begun around 1635137, when he was 1 1, and seems to have ended around 

1 644, when he was 20.21 

The acquaintance seems to have lasteci. Alongside his career as a painter, Abraham van 

den Tempel conducteci trade in cloth together widi his brother Jacob van den Ternpei, and 

remained close to h .  for his entire Ne. Van Noordt was an acquaintance of Jacob as weii. 

His two signatures on a business agreement of 1646 in Amsterdam suggest that he 

accompanied Jacob van den Tempe1 to the notanal officeP As will be seen, Van Noordt 

agah signed an agreement with Jacob twenty-six years later, in 1673. 

Born in 1626, Abraham van den Tempel was Jan van Noordt's contemporary, and 

evidently his friend. Abraham moved to Leiden in 1646, and there began to attract 

disthguished history and portrait commissions dready late in this decade, some ten to 

meen years before this would happen to Jan van Noordt. In the interim, the work of Jan 

van Noordt followed the pastoral mode that also dominates the oeuvre of Jacob Backer. 

Two pastoral subjects uiat reair in his work, Grmi& andDaif0 and Cimon and 

Iphigenia, were also done by Backer? Besides history paintings, the other works fiom 

Van Noordt's earlier years are srnail, and fiequentiy depict shepherds and shepherdesses. 

These pieces speak of an artist working for the open market, in the hop of drawing more 

direct and lucrative patronage. Ambitious paintings, such as wouid W<dy be done oniy on 



commission began to appear around 1659. This is the approximate date of the large and 

highly-finished S u m m  ami the E&rs in Leipzig (cat. no. 7).= A Aew years later Jan van 

Noordt counted among his clients the weakhy regents of the city govemment, or 

vroedschap of Amsterdam. Likely around 1663, he canied out his portraits for Jan 

Jacobsz Hinlopen and Leonora Huydecoper, which are mentioned in their testament (cat. 

no. L3 8)? This recently- discovered document only confirms what is clear fiom the lavish 

style and opulence of Van Noordt's portraits of the 1660s: they were aimed at the core of 

Amsterdam's eiite. The shift in Van Noordt's market will be examined in greater detail in 

the third chapter. 

The production of Jan van Noordt's worksho p leaned towards fashionable portraiture in 

the profitable decade of the 1660s. Perhaps as much as any other artist, he satisfied the 

emerging taste for the Flemish style exemplified by Rubens and Van Dyck, and still behg 

camed out by Jordaens. In the previous decade, the 16509, artists such as Govert Flinck, 

Ferdinand Bol and Nicolaes Mees had mshed to adapt to the trend. Uniike them, Van 

Noordt did not bear the Unprint ofRembrandt, end had been incorporating Flemish traits 

in his work fiom the beginniag, an influence mediated by Backer. Before 1660, he worked 

in a market dominateci by Fünck, who had ken the uncontested candidate for the large- 

sale decorative pictures for the new City Hall. Fîinck's untimely death that year left a 

considerable vacuum in the market. 



In the following decade, dernand for Van Noordt's paintings was high. The history and 

genre paintings of this period are the finest and most powerfùl works of Jan van Noordt's 

career, and were likely made in the times between portrait commissions. A good example 

is the Susanna and the EIders in Winterthur, in which Van Noordt successfuliy resolved 

the problems he had enwuntered in his previous versions (cat. no. 8). The same is true of 

a recently-rediscovered Gruni& andDu~jiio, his second known treatment of this subject 

(cat. no. 30). 

At this tirne, Van Noordt had the assistarce of at least one pupil, the aforementioned 

Joha~es  Voorhout. Houbraken cited five years of training at an advanced level with Van 

Noordt, "after which he (Voorhout) only needed to consult life as his rn~dei."*~ Hofstede 

de Groot calculated that this period began in 1664, when Voorhout was 17, and ended in 

1669, just before he d e d  and started a woikshop of his own? DuMg this extremely 

productive t h e  for Van Noordt, Voorhout ükely carried out some of the work on the 

paintings, even though the evidence of two hands has not yet been detected in them. 

Voorhout's association with Van Noordt may also have involved a mutual interest in 

music. Although there is no direct proof of Jan van Noordt's own rnusicality, his student 

Voorhout did leave such traces. In 1674 Johannes Voorhout travelled to Hamburg. 

Houbraken reports that he fled the troubla of the Rampjaar, (the "disaster year," i.e. 

1672), when the French invaded the Northem Netherlands. Voorhout went fint to 

Friedrichstadt on the invitation of Jürgen ûvens, and later proceeded to Hamburg in 
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search of a better market for his art. There he painted a large group portrait, whose sitters 

included the Hamburg organist Jan Adam Reinken (1623 - 1722) and the Lübeck organist 

and composer Dietrich Buxtehude (1637 - 1707).'' The six sitters are accompanied by an 

allegorical figure of Music. Apparently they formed a circle of devotees, and it is possible 

that Voorhout also knew Reinken as a fellow musician, or perhaps through previously- 

established contacts with the Van Noordts in the Netheriands, where Reinken had his 

roots. Two years later Voorhout was back in Amsterdam, where a son was bom to him 

and Grietje Pieten Vos in 1677. Johannes Voorhout the Younger became a painter lüce his 

father, albeit Iess accomplished. In addition, he is recurded in Alkmaar in 1704 as 

providing instruction in music." He possibly reflects the interest of his father. In the 

absence of better evidence of his own participation, Jan van Noordt's connections to the 

musical world of Amsterdam in the 17th century remah ckcumstantiai. 

During the 1660s, when he was the tacher of Voorhout, VM Noordt became estabiished 

in Amsterdam. His presence there is confirmeci in documents of 1666,1668 and 1670. In 

the first two instances, he ananged the purchase of a grave in the Nieuwezijds Kapel for 

Adriana Kosten of Narden, who was the daughter of the late Dr Samuel Coster (1 579 - 
1655), the doctor and playwight. Coster is best known for having foundeû the 

Schouburgh or Theatre in Amsterdam. Van Noordt's deahg with Adnana is recorded in 

notarial acts in Amsterdam and Naarden, one of which identifies him as "lohannes van 

Noordt, artistic painter in Amsterdam."' In the third document, of 1670, Jan and his 

brother Anthmi appeded to the Mepenbank of the city of Amsterdam, to take action 
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against a certain Arent Brouwer, who was harasshg them and their servant Trijntje 

Bartels, afler she rejected Brouwer's proposal for The text of the request 

implies that the brothers were sharing a residence in Amsterdam, and the services of a 

maid, which in tum suggests that they were both unmarried. 

Jan van Noordt then became involveci in the fkr more serious aair of his brother's 

bankniptcy, a small fiscai spectacIe that took place towards the end of 1671. Giskes 

explains that for some t h e  already, the debts of Jacobus van Noordt and Elsje Corver had 

been mounting? The M y  spent lavistily, and seems in addition to have lost money on 

bad speculations. Their last hop had been the testanient of Elsje Corver's mother, but it 

turned out to be a iiability rather than an a s m  and the desperate couple was forced to go 

to the Desolde Boe&Is Kmer  (Chamber of Bankmpt Estates). The ensuing claims and 

actions produceci a great number of sdving documents, and thus ironically Jacobus has 

become the Van Noordt brother-about whom the most is known. Jan only appears once 

dong the paper bail, to clairn paintings fiom the estate: apparently he was a pfeferred 

creditor, and the works were by him They included portraits of his father and grandfaber, 

and of two of his brothers, as weiî as a Grmi& mdLk@Io." The latter might be one of 

the two h w n  versions of the subject now amiuted to Van Noordt (cat. nos. 38 and 

3 9 ,  but none of the portraits can be identifid. There is w evidence to suggest that Jan 

was fùrther afExted by his brother's d o d .  



However, Jan van Noordt could not have avoided the consequences of the general 

economic downtum in the United Provinces after 1672. The Rmnpjam was the year of the 

Triple f iance  against the Netherlands, and the nearly-successfùl invasion by the amies of 

Louis XIV. The concentration of power in the Dutch seaborne trade dissipated, and while 

the very wealthy succeeded in protecthg their fortunes, many Northem Netherlanders lost 

their entire capital. As a result, opportunhies for entrepreneurs ad investment in local 

industry disappeared. The market for-paintings shrank immediately, and £tom Jan van 

Noordt's hand only a few paintings fiom this period have survived. These works are also 

restncted to a more modest sale than before; the Magnanimity of Scipio (cat. no. 23), for 

example, is his most arnbitious and lavish work fiom 1672 on, but is ody about a metre in 

length: a rnodest -1 painting. 

It is possible that at this time Van Noordt wmt in search of a better market for his talent. 

In 1673, and then again in the next year, he gave power of attorney to another person, to 

manage his affairs. In the first case it was Pieter van Hartoghveld, a wine-merchant who 

was related to him by way of his sister-in-law Elsje Corver?' The second person to help 

Van Noordt was Jacob van den Tempei., the person for whom he had stood witness to a 

business agreement nearly thirty years earlier? Jacob had been LMng in Amsterdam, 

sharing a house with his brother Abraham and his sister-in-law, until the de& of Abraham 

in 1672. Wijnman observes that Jacob's fomines in the cloth trade had declined over the 

years (which he does not comect to the generai malaise), indicated by the modest 

cirwmstances of his marriage in 1676. His address was &en as the Bloemgracht, which 
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also was where Jan van Noordt was iocated in 1674.)' Van Noordt may have gone to seek 

business elsewhere, after facing diEculties with h d i n g  business in Amsterdam, and for 

that reason gave two of his fiiends power of attorney over his flairs. However, the 

wording in both of these documents is unspecific and follows a general formula. Such 

Iegal devices were fiequently used, for a variety ofpurposes. It is not proof that he left the 

city; neither of these two acts indicates a reason. Van Noordt rnay also have been 

indisposed by illness, or have sought experienceû businesmen to handle some of his 

affairs. 

The impression that Jan van Noordt might have departed is given again in the next archival 

document of oniy a year later. In May of 1675 a certain Abraham Blanck cded in the 

notas, to draw up an inventory of a house on the Egelantiersgracht. Blanck had been 

renting it to "Mr. Johames van Noordt, painter, and Mr. Valentijn, eye-do~tor."~~ Most of 

the items were lefi behind by the artist. They include drawing materials, ~asels, a piece of 

red tipe (a velvet fabric), a great many drawings, and a number of paintings: a depiction - 

of Christ, a multi-figured painting, and six portraits, one ofthese being of a "Do(rninee) 

Dankerts." It is significant that his landlord had an bentory drafted. Such a document 

could be used in rnaking a claim against debts, such as unpaid rent. Jan van Noordt m y  

have been expenencing financial problem, which forad him to move. No later 

documentation, either in or outside Amsterdam, has corne to light. Dudok van Heel has 

suggested that Van Noordt lefi Amsterdam for London, because of the scandal that had 

recentfy arisen around the art dealer Gerrit ~ylenburgh?~ Uylenburgh had negotiated the 
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sale of a large lot of paintings to the Elector of Brandenburg, which did not go through, 

because the authenticity of many of the paintings was questioned. Uylenburgh was forced 

into bankniptcy, and retreated to London, where he went to work for the portraitist Sir 

Peter Lely." Because Van Noordt abandoned a house and its contents around the same 

tirne, Dudok van Heel has proposed that he may have been involveci in Uyienburgh's 

deaüngs, and fied with him to London. 

It is more likely that Van Noordt stayed in Amsterdam. He seems to have been only using 

the premises on the Egelantiersgracht as an atelier, actually living elsewhere. The 

inventory does not list many of the trappings of a household, only a few tables, c h ,  and 

a "secreet" (privy). Five years d e r  he had been sharuig a residence with his brother 

~nthoni.'' In 1674 Jan van Noordt had given his address as the Bloemgracht. He possibly 

had his residence there, while w o h g  in the house on the Egelantiersgracht. These two 

addresses were only separated by a few d canals. They were both in the Jordami, the 

neighbourhood estabtished on the &y's West flanic, outside the grand canals. It was a 

modest area, populated mostly by the labourers and practitionen of skilied trades who 

served the city. Many artists also lived there. 

A Little more than a month before Jan abandoned the house on the Egelantiersgracht, the 

death of Anthoni is recorded, in March of 1675. This event may have changed Vaa 

Noordt's circumstances. In the absence of M e r  evidence concerning the artist's 

whereabouts d e r  May 1675, we cannot be sure of Jan's reason for moving out of the 
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house on the Egelantiersgracht. The only fiirther trace of Van Noordt is his signature on a 

painting of MW and the Chnsi Child in Ga-, of 1676 (cat. no. I l )  There is no 

evidence of his later activity to be derived fiom his appearance on a list of members of the 

St. Luke's guild in 1688, as it is almost certainiy spurious; this list also includes the names 

of deceased persans." His burial is not recordeci in the Amsterdam archive. 
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Chapter Two 

Influences and Initiatives: the Development of Jan van Noordt's painting. 

Jan van Noordt was well located for his study of the art of painting. It was around 1635 - 
1645, years in which the port and trading city of Amsterdam boasted a diverse market. 

ALready in 1604, in his Schildr-Boeck, m e 1  van Mander conceiveci of the Netherlandish 

world of painting as comprise- of many diierent practices. The variety and range only 

grew over the course of the intervening years. Even within the partidar specializations of 

history painting and portraiture, there were numerous styles to choose âom, for buyers, 

and for beginning artists. Amsterdam was rich in history and portrait painters, attradng 

them from al1 over the Netherlands, and fiom neighbouring countries as weli. In this 

situation, an apprentice couid attend to the work of a number of the prominent axtists of 

his city, in developing his own approach and style. 

The study of artists's choices and changes must consider the specific demands of the types 

of paintings they chose to specîalize 4 and the market they subsequently fa&. The 

scientificaiiy-accurate description of Serent flowers in a still-He, for example, was a 

ditrerent practice fiom the application of stock personages by a specialist in peasant tavem 

interiors. It would be somewhat ahistorical to ignore the demands of specific content, and 

instead focus heavily on formai elements, or the level of descriptiveness, in relation to an 

artist's creative achiwement. Hence the following chapter will pay speciai attention to the 
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demands of clarity and expression in history paintings, that were less in force with respect 

to portraits. 

A formalist bias has affected the scholarly view of Jan van Noordt. It is ûue that their 

formai aspects d e  some of his works partiCulady interesthg and excithg. They can be 

very flamboyant, in the rhythms of mass and volume which dominate in his late works, for 

example, and in the strong light and colour contrasts already present in the produas of 

around 1 650. However, Van Noordt's approach, if such may be calleci style, can also be 

characterized in terrns of bis representation of the figure, in portraits aad history paintings. 

He continuai to refhe both bis aesthetic approach and his handling of figures, into the 

very last years of known activity. Baroque energy changed from being an overall effect, to 

a device for emotional expression, in his hands. 

The tracing of Van Noordt's development is greatiy hindered by the fact tbat there are 

relatively few signed and dated works. Only ten stül bear such an inscription, and another 

three in the past were reported to have had a.' In the laîter three cases, the signature was 

later removed during cleaning or trimmUlg. This was probably the fate of many more 

currentlyiinsigned pahtings by Van Noordt. 

The first article devoted entirely to the work of Jan van Noordt, by Comelis Hofktede de 

Groot, included an anaiysis ofits formal elements? It was the f i t  of the author's 

comprehensive research on Dutch artists of the seventeenth century. He devoted separate 
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articles to lesser-known figures, including Van Noordt. Hofstedc de Grwt's approach to 

the comoisseurship of this artist's paintiogs was limited to broader charactexistics. For 

exarnple, he repeatedly cited the "wam flesh tones" or the "fiery Besh tones' of paintings 

he attributed to t h i s  artist (it turns out not to have been a consistent trait of his). We do 

not yet encounter an idea of different rnanifrntions of Van Noordt's han4 let alone a  

p roposed stylistic develo pment linking and explaining these variations. 

This task feu to Werner Sumowski, who assigned various paintings to the early and late 

periods of Van Noordt's activity. Sumowski's main interests lay elsewhere, however, and 

his strict formalism did not consider Van Noordt's pursuit of  history painting and its 

particular pro blems. For example, he dated the Kingston Sutyr d the Peaîmt Fami& 

late, presumably on the basis of its energetic movement (cat. no. 19.~ This painting lacks 

the vigour of the late works, however. In several of than, a moment of great pathos is 

heightened by sweeping movement organized through powerfiil forms of figures and 

drapery. The Kingston painting is a dark scene, the foais is &sed, wÎth a sharp Light 

Whg on the girl, who is not even involved in the story; the adon itselfis vaguely 

presented. This work comects more to earlier pahtings in which Van Noordt was stili 

approaching problems of the interaction of figures, gestures and expressions. The h l y  

movement he created was not entirely a reflection of his style, but more of the comic SI-t 

of the subject matter, an Aesop fâble, and its traditioaal iwnography. 



The terrain of greatest debate is the early work, as is the case with the study of many 

artias. Usually the weakest evocations of an artist's style are placed among the artist's 

eariier works, though they often better deseme to be seen as coming fiom an artist's circle 

or their followers. A sounder method of d&g with the early phase is to proceed fiom 

the artist's penod of leanilng, with the influence of a teacher, and move forward, rather 

than beginning with later works and moving back in tirne. With Van Noordt, however, the 

identity of his teacher has not yet been convinclligly proven. Comelis Hofstede de Groot 

could not suggest any names, but dismissed Rembrandt out of hand.' He did not remark 

upon Van Noordt's penchant for Old Testament biblicai themes, which did signal a specific 

connedon to the iconography of the Rembrandt-school. The combination of iconography 

and style was represented by other artias as weii, who rnay have been his teachers. 

Another Amterdammer who shared the inclination towards Old-Testament themes was 

Jacob Adriaensz Backer ( 1  608 - 165 1). A tradition once W e d  Backer to Rembrandt, but 

he has corne to be r e c o p h d  for his independent position.' Backer's starting-point was 

not Rembrandt, but rather the work of his tacher Lambert Jacobsz (1599 - 1636). 

Compared to Rembrandt, Backer generally shows greater elegance and emphasis on the 

nude, elements that he adopted flom Flemish pictorial fashions; elements that also appear 

in Van Noordt's work. Sumowski has foUowed Bauch's proposal made in 1926, that 

Backer is the most Iürely teacher of Van Noordt. As shown in the prevhus chapter, Van 

Noordt's documentecl linkto Backer's pupil Abraham van den Tempei, who was Lambert 

Jacobsz's son, confinns the stylistic evidence of the paintings. 



Compelling evidence of Backer's roIe in the mly stages of Jan van Noordt's career 

appears in a hitherto-unknown signed painting that recently surfaced on the New York art 

market. It is a depiction of limon midlphgeniia (cat. no. 24), beariag the artist's 

signature, and it shows key simüarities to Backeis depiction of the same theme in 

Braunschweig. The figure to the le& for instance, is taken over alaiost directly fiom the 

prominent figure of Iphigenia in the foregound centre of Backer's painting, with only a 

change in the position of the lower legs. Even ficiai features such as the pudgy eyeiids and 

broad cheeks, are the same. The Cupid in the air, and the figure of Cimon, show Backer's 

smooth, generalizing treatment of the figure. The pose of Cimon was taken not fiom 

Backer, but fhm a print &er Rubens that was Backer's source as wellO6 Significantly, Van 

Noordt changed many aspects of the figures and their poses in his second version of this 

painting, in Cherbourg (cat. no. 25). It also shows weaknesses in the modelling of the 

figures, that suggest that this painting was made without the aid of Backer's example, and 

his guidance, thus likely after Van Noordt had left the master's workshop. 

His &Wig signed and dated pallitiags do wt give much guidance in tracing Jan van 

Noordt's eady style. The mliest paintings with certain dates, the Pottrait of a Womm last 

with Nystad in The Hague, and the Cimon mdIphigeenia in intthgen (cat. nos. 39 and 

26), both in 1659, were produced when the artist was aiready thirty-five, and had k e n  

working on his own for some t h e  already. The only d e r  dated works are p ~ t s ,  not 

paintings. They are not original compositions, but copies &er works by 0th- artists. The 

Gm&m ut Tivoli is signed and dated 1645 and gives credit to Pieter Lastman (1583 - 
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163 3), and a monograrnmed p ~ t  of Gwis mid Sheep of 1644 names Pieter van Laer 

(1 599 - d e r  1642) as the source of its composition (cat. nos. Pl and P2). Amsterdam had 

at tirnes been home to both of these artists, but neither was available to teach Van Noordt 

in these years; Lastman had died aiready in 1633, and there is no trace of Van Laer after 

1642.' The two early works are not accomplished, and only show that Van Noordt 

experimented with etching. Although a nineteenth-century sale catalogue suggests a 

substantial output, mentioning --one etchings by a "Jan van Noort," they are likely by a 

later namesake. The suMving body of work gives the opposite impression, that Van 

Noordt's early foray hto this medium ended quickly. Another print after Lastman, a Judoh 

mi Tmm (cat. no. PRl), has been amiuted to km, but without any sound basis. The 

two signed prints do assert his independence at the t h e  in a medium that he would not 

have learned corn Backer, who is not known to have made prints; Van Noordt was also 

loohg beyond the work of Backer. Elements of the work of Lastman would continue to 

be quoted by Van Noordt in paintings well into his career. He would dso d d o p  his 

pastoral interests M e r ,  albeit with much more emphasis on the figure than shown in the 

eariy print after Van Laer. 

Jan van Noordt turned his experience at etching to advantage for his painting, when he 

ftrther developed the composition of his print f i er  Van Laer in an important and hitherto- 

unpublished painting. His Shephedes md Gwtsherd in a Lmdscape with Animcrkk 

repeats the placement of ainn animals in a tandscape that is kept to the foreground, with a 

hilly rise cutting off the view into the distance (cat. no. 3 1). The overaii conception of a 



loosely-composed landscape with scattered figures and animais, does not r e m  in any 

known later works by Van Noordt; he seerns to have abandoneci Van Laer's work as a 

model. The attribution of this one painting hangs on a number of important aspects of Van 

Noordi's handling of figures and fonns that compare closely to the two versions of Cimon 

cmdlphigenia, and the Milwaukee Curiias (cat. no. 20), discussed below: he used very 

soi? and smooth gradations of tone to suggest bulging roundness, with reflections adding 

M e r  emphasis. Heads, bodies, even the landscape forms, tend towards roundedness and 

curvature, and a coaspicuous demomtration of modebg. 

A precedent for such smwth yet emphatic chiaroscuro modehg lies close at han& in the 

earlier work of Jacob Backer. During the 1630s this artist began to enjoy prominence, 

working in a style that combined sûong rnodehg of fom with a large, monumental 

figure scale. He had started in a style based on the idiom of his own tacher, Lamôert 

Jawbsz. Aluiough Lambert was based to the north in Leeuwarden, the Frisian capital, he 

is best understood in relation to Amsterdam, as he had many connections to the city, 

especially to its Mennonite commdty, but also to the studio of Hendrick ~yleaburgh' 

Lambert's figure style fiirthermore refiects the influence of the prominent Amsterdammer 

Pieter Lastman, especially in the solidity of  modeIlhg in strong chiarosairo, an approach 

that had its mots in the C a r a e s m  of Adam ~lsheimer? Backer went on to synth& 

the influentid new trends in the painting of bis day, of the large figure scale, dgar  types, 

and the chiarmclcto of the Caravaggiism cumnt ui Utrecht, and the monumental art of 

Rubens and his circle in Antwerp. These artista were reacting the décorative 
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virtuosity of International Mannerism, that had been represented so strongiy in Haarlem 

around the tum of the century. After 1640, a lighter tone took over in Backer's work, 

reflecting the nsing taste for classicism among the Amsterdam patrîciate and the court in 

The Hague, for whom he worked.'" 

Van Noordt's earfiest paintings seem to take as mode1 Backe9s work of around 1640 and 

earlier. In 1640 Backer painted the Grmida m d h i l o  now in the Hermitage." Amoag 

the painthgs which can be placed in the early stage of Van Noordt's career is the Grmida 

rnmd h p l o  in Sydney, Australia (cat. no. 29). It shares much with the Backer, especially 

the background divided between light sky and shadowy forest, and the rounded and 

strongly-rnodelled forms of the figures. These aspects also appear in a third painting by 

Van Noordt, one that bMgs with it some evidence. of a signature and a date, to test@ to 

an early date for this style. The Carritas now in Milwaukee was reported as signed and 

dated 1645, when it appeared at auctions between 1914 and 1947. In this work Van 

Noordt p l a d  his side-lighted figures against a dark background, and cast the evening sky 

in a iight glow. The figures show rounded, plurnp fatures, ssimilar to those in the Sydney 

Grmiah, and which Van Noordt would soon abandon in favour of a more elegant 

elongation. The work has been nit down, but older illustrations show that the group of 

figures was once middle-scale, placed within a larger picture plane. The aimming dianged 

this relation, and unfoxtunately also excised the inscription, so that this work cannot be 

counted among the airrently signed and dated paintings. Nonetheles, it gives a reference- 

point for the dating of the earliest paintings produced hdependently by Van Noordt. He 
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made them in the years before 1645, when he was twenty-one. This was an age when most 

artists were already working on their own, and Van Noordt likely had his training weil 

behind him as well.12 

Van Noordt chose the same themes as Backer and took over some compositional aspects 

from his paintings, but moved towards a smaller figure scale. The Cherbourg Cimon and 

Iphigenia (cat. no. 25) shows this transfomation of Backer's idiorn. Indeed, it so 

suggested the style of Gerbrand van den Eeckhout (1 62 1 - 1674), that a previous owner 

had this better-known artist's signature added, and for a tirne the painting passed under 

this identification. The stocky rounded figures, and their medium scale relative to the 

picture plane, more closcly approach the Rembrandtesque style of Van den Eeckhout. It 

was re-attributed to Van Noordt on the basis of the ciose cumection to the 1659 version 

of the same theme by Van Noordt in Gottingen. Van Noordt's hand can also be 

disthguished in the smwth and fiuid handling of paint, which contrasts with the dry and 

crisp style of Van den Eeckhout. 

The Cmczfaron in Avignon is a second Van Noordt bearing a Mse Gehrand van den 

Eeckhout signature (cat. no. 13). Despite Bniyn's judgement in favour of its inscription, 

the figure style of this work, especially the ernphatic roundness of contour and modelling, 

tends much more towards Van Noordt than Van den Ee~khout.~~ Van Noordt applied 

himself to multi-figured compositions, tahg up an approach of Van den Eeckhout's 

master Rembrandt. The influence of Rembrandt's muiti-figured compositions is most 
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explicitly reflecîed in another of Van Noordt's paintings, the John the &iptisî Preaching 

that appeared at a sale in 1993 (cat. no. 9). Van Noordt's clustered grouping of the crowd, 

and his figure of the Baptist were drawn fiorn Rembrandt's grisaiIfe painting of the same 

theme, of ca. 1634, in Berlin (id. 1). l4 

This interest in Rembrandt's work was likely awakened by a third person, namely 

Rembrandt's pupil Govert Fiinck. Fhck continuad to work in the style of Rembrandt, into 

the 1640s. In 1647 Flinck produced a painting that compares in many aspects to Van 

Noordt's Avignon Cruczjkzon. A painting by him depicting the same theme, in the 

museurn in Basel, shows the same asymmetry of composition, and the same scattering of 

tighted figures in the bottom halfof the compositi~n.'~ Compared to Rembrandt in the 

same period, both of these artists lean towards the smooth and thin modelling, and the 

fluid brushwork, ofBacker. They also both create a hely aiovement h their scenes, using 

curved edges to mate sinuous undulathg lines, when Rembrandt favoured an emphasis 

on the volume and weight of forms. 

Van Noordt's eariiest p e n d  was affected by two of the most prominent artists in 

Amsterdam, Jacob Backer and Rembrandt. He foiiowed their specializatioas, of history 

and portrait painting. Backer was clearly involved in the training ofthe young artist, most 

evident in the smoothed treatment ofthe nude. Backer's role ended before 1644, when 

Van Noordt started to show a m m e  of independence. His presentation of figures 
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absorbed the influence of Rembrandt, especially in its scale, which was smaller than that of 

Backer. 

The stylistic identity of the earIy Van Noordt: distinguishing a second hst 

Our conception of Jan van Noordt's early style had until recentiy been misled by an 

anomalous painting, Ine Disobetüent Prophet in G ~ M B  (cat. no. R9). It bears a signature 

and a date o f  1653, and seems to demonstrate a hesitant and unpractised han& in 

cornparison with the contemporary and later works by Van Noordt. The artist aiiowed the 

landscape to dominate the scene, and the figures in the centre show a ainously finicky, 

timid handling, with pohted and f lut te~g  contours that make littfe sense in relation to 

fom, and generate almost no effect of volume through chiaroscuro rnodebg. These 

aspects reappear in a hitherto-uopublished Peasant Inlenor, last with a London dealer, 

bearing a signature and a date of 1660 (caî. no. R37). By this tirne the artist had for - 

certain developed a smooth and fluid style on the mode1 of Jacob Backer. These works 

can thus be excluded h m  the o r n e  of the Amsterdam painter. They were evidentiy 

made by a second, udmown Jan van Noort. A third and a fourth painting, a Shepherds 

mi Shepiie&sses a~ a Fotmmh in Rottenburg, and a Lmiiwp with Shephed and 

Shepherdesr in The Hague, can be grouped with the other two, as they also show the 

sarne figure styie and signature, only no date (caî. nos. R38 and R39). The testimony of 

style lads us to reconsider the evidaice of the signatures: the signatures ofboth of these 

pictures are in block lette- m e  the cailigiaphic form prefmed by the Amsterdam artist 
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bom in l623/4, which appeared silready in a wdicil deposited in Leiden in 1646, and on 

the Cherbourg painting of 1649. Furthemore, three out of four times, the last name is 

spelled without a "d". A smaü oeuvre can thus be given to a Jan van Noort, known to have 

been active between 1653 and 1660. 

The Rennement of Style: 1650 - 1660 

The signed and dated Cimon andlphigenia in GQttingen is a benchmark for the 

development of his style in the period s t h g  around 1650 and ending in 1660 (cat. no. 

26). It is a reworking of its predecessor in Cherbourg, of the same theme, done around 

£ifleen years eariier (cat. no. 25). The composition is stiU recognizable, with Iphigenia and 

her attendants sprawled on the ground to the le& in fiont of a fountain, and Cimon 

perched on his crook in the upper right quadrant. The major changes aEFèct the poses of 

Iphigenia and her attendants: the artist adapted the pose of the girl to the left, for the 

figure of Iphigenia herse& who now embodies more of a sensual nude display in the centre 

foreground. Equdy importaady, the artist bas greatly increased the concentration of the 

work as a whole on ber figure. By abandonhg the Iighted background and castiag a strong 

and focused light on Iphigenia, Van Noordt isolated her against the su~ounding darhiess. 

The distribution of areas of light of the eartier works, with its rhythmic effkct, has been 

abandone., in favour of a greater focus. The figure of Cimon, previously prominent as a 

second ernphasis in the ~ h a b o u r ~  picture, now almost disappears into the tries behind 



him, conceding importance to the figure of Iphigenia Lastly, the figure scale has 

increased, coming closer to that typical of Backer. 

The 1659 picture shows an overall fiuidity of brush-work that is only partidy evident in 

its predecessor. In the eadier version in Cherbourg, Van Noordt blocked in some areas 

evenly, with a slow and carefbl hand, in the highlights of the white and red fabric under 

Iphigenia and her fnends, and especialiy in the brown and red garments worn by Cimon. 

For f o m  of a sofl consistency, such as the ground, flesh, and the slo/, he generdy 

resorîed to a blotchy, unrnodulated application. 

One further example remaias, to illuminate the transition fiom the Cherbourg to the 

mttingen depictions of Cimon andlphigenia, fkom the 1640s to 1659. In 1985 Van 

Noordt's Chelia Crm'ng rhe Tiber was purchased in Paris for the Louvre (cat. no. 21). 

Its composition features a group of f e d e  figures, most of them nude, arranged across the 

horizontal length and drawn in a middle d e .  One nude figure in the foreground centre 

receives a great deal of foais, caught in a strong beam of iight, and set against a darker 

background of shadowy figures behind her, which are silhouetted against an evening glow. 

This figure serves to anchor the somewhat scattered composition, and so presages the role 

of Iphigenia in the Gottingen picture. The very sofliy glazed depiction of flesh and the 

loose hear brush strokes enlivening the drapery passages harken back to the works of the 

1640s, and mark the artist's distinctive approach. 
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The second painting dated to 1659 is the Nystad Pomuif of a Wornan (cat. no. 39). Some 

of the traits just cited in relation to the Gottingen Cimon mtd Iphigenia appear here as 

well. The compositions of a history painting and a portrait are perhaps problematic to 

compare, but it is notable that the portrait also shows a rather large figure scde, so that 

the head and shoulders of the sitter fll  its space. ûther qualities are more straightfonvard 

to relate. For example, the portrait takes up a sirnilar effect of strong light, by which the 

sitter is isolated against the background, much like Iphigenia in the Gattingen picture. The 

impact of this effect is complemented by the drarna of movement in the background, in 

f l u t t e ~ g  drapery and billowing clouds. This energy is only carried through into the sitter 

in a few details, such as the curving contours ofher folded hands. For the rest, she is 

attired in straight and sa conservative costume, and exudes alrnost grandmotherly charm 

in her pu@ features and wan srnile, even in her smal eyes, so that as a result there is 

disjunction between her and the grander aspirations of the background. Such disparities 

would soon be resolved by the artist, by enlivmhg the figure and its costume in his 

portraits of only a few years later, suggesting that the work of 1659 was one of his earliest 

in this category. 

Less imposing and ambitious are two portraits that can be placed prior to 1659. They are 

both of children, a Portrait of a Boy in Johannesburg and a Portrait of a Girl in 

Chatsworth (cat. nos. 45 and 46). Both of them incorporate aaming motiôi: a moulded- 

wood oval for the boy and a fabnc ciutain for the girl. She seems to jut out f?om ha 

background. This UifoTmaIity gives the impression that the image is simply a genre 



depiction of a child, and it is possible that this work is not a portrait, but a tronie, or 

character head. There is less doubt about the Johannesburg picture, where the artist chose 

a f o d  pose, and careftlly executed the entire picture in fluid and smooth brush strokes, 

in contrast to the occasiondy agitateci facture in the hair and drapery of the p i m e  in 

Chatsworth. The strong üghting catches broad areas of the head, collar and the shoulder, 

an efect strongly reminiscent of Jacob Backer's portraiture. A direct cornparison would be 

with Backer's Portrait of a Boy of 1634 in the Mauritshuis (a. 2).16 It seems that Van 

Noordt began to paint portraits in the late 1650% afkr wncentrating on painting history 

and genre, and that here too he looked to the mode1 of Backer. 

Consolidation of an independent style: 1660 - 1670 

In his bistory paiatings after 1659 Jan van Noordt ôecame more self-assureci and 

arnbitious, even more so than with the portraits. Soon after the Gottingen picture, he 

painted the large S- and the EIders in Leipzig,, a composition b d t  up am& a j u s  

under-We-size figure of Susanna, engaged in action and emotion (ait. no. 7). Much as in 

the contemporary Cimon d l p h g e n i a  in G8ttingen, the nude figure is bathed in light 

that falls mainly ont0 the foreground, and is thus strongly isolated agaiost an area of the 

background cast in shadow. Susanna's fonn is strongly modekd in chiaroscuro, es@ally 

her arrns and tom, so that she projects a massive presence. At the same the, the arbst's 

handling of details shows hun M e r  rehhg his approach to Light, &g her hce in 

half-shadow and descnauig its forms and f e u e s  with refiections. He did much the same 



to the left hand, capturing the long shadow of her thumb, for instance. Several stiU-life 

objects to the left side are also caught in the same light, and their roundness is emphasized 

with bright, modulated reflections, especially in the metallic pitcher and bowl, and the 

glass jug, and above them the fiuit behind the pediment, and in the stone bowl. Jan van 

Noordt would continue to inciude vimioso details such as plumply-rounded f i t ,  in 

paintings throughout his career. 

One wnsequence of the sharp isolation of Susanna's figure in the Leipzig painting is the 

separation fiom the elders behind her. It would be going too far to suggest that Van 

Noordt had a rhetoricai device of alienation in mind. Susanna seerns almost to be teacting 

to something other than the address of the efders, who are cast in shadow and placed off 

to the right side, and seem almost to be in another space. In another painting of the same 

tirne, the Kingston Massacre of the Innocents, iilight also sets off the foregrouad (cat. no. 

12). The artist Ued this space with more figures, but continued to experhent with sirong 

patches of light and shadow, so thaî some of the cohesion is 10% This effect rnay also be 

due in part to the increased darkness of the giazed areas of semi-transparent palla in the 

shadow areas, which would have grown more transparent, and hence darker, in the more 

than three hundred years since they were painted. There are many figures placed in the 

middle ground, soldiers and mothem engaged in struggle, that are now so dark as to be 

barely visible, but were surely originaly meant to be seen quite clearly. 
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The most obvious intention of the artist in the Kingston M w c r e  of the Innocents was an 

overall impression of powehl and vibrant movement. A foretaste appeared in the Leipzig 

Susanna, in the flowing and twisting highüghts of the satiny red fabric on which Susanna 

is perched, and additionally in her active pose. In the M-cre, the same elements are 

pushed fiirther, partly beuuise the theme calls for rnass violence. It does, admittedly, not 

necessarily call for so much shimmering satin, which seems to have been included for the 

drama of its sinuous reflections. Loose and twisting strokes of üght opaque colour set off 

the bnght highüghtq in long lineq dong the ridges of its folds. Similar treatment of fabric 

marks almost ali of Van Noordt's paintings fiom this tirne on. This trait characterizes the 

style of his possible tacher Backer, and of Backer's student Abraham van den Tempel, 

whose long-term social contact with Van Noordt has been doaunented. 

The signed and dated GranitkrmdDar~Ilo of 1663 shows how a larger figure scaie began 

to bring clarity of action and expression to Van Noordt's history paintings (cat. no. 30). 

Influenced by the later depictions ofthe theme by Backer, now in Hariingen and Kingston, 

Van Noordt placed his players in the foreground, eliminating the depth evident in the 

version in Sydney, not only with respect to the figures, but also the ba~kground.'~ He no 

longer includes a vista into distant space, an important element in his eariier picttues, 

which he took over fiom Lambert Iawbsz and Pieter Lsstman. With this change Van 

Noordt brought his image of Granida and Daifilots fist encounter closer to those 

produced in the 1640s by Jacob Backer. The version by Backa in Kingston, for example, 

reduces the scene to three-quarter-length figures in the immediate foreground, with some 
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trees and foliage immediately behind them (ill. 3). In the 1660s. some twenty years after 

Backer painted his interpretation, Van Noordt was swayed into adopting a similar 

approach to composition and space in his history paintings. On one occasion he also 

applied a figure sale so large that the figures were ait off by the bottom edge, in a 

Caravaggesque manner, as in the now-lost Sine Lzbero et Ceresjnget V e w  (cat. no. 18), 

also painted around 1663. Generally, however, he wntinued to depict figures in fU 

length, in his hiaory paùitings. 

In his pichires of before 1663, the movement and drama that Van Noordt had evoked was 

distributed in accents and passages throughout the composition. For example, in the two 

versions of Pretioze and Don Jan (W. nos. 27,28), the two main figures are self- 

containeci episodes. Pretioze presents sweeping and elegant lines of reflection in the satin 

fabric of her gown, a busy pattern of swirls in the forward rufBed sleeve, wmplernented by 

a lighter wave in her long blond hair. Some stronger lines are established by the band 

across her bosom, her arms on her lap, and the strongiy-lighted bottom edge of her gown 

set against the shadow below it. With Don Jan, the eleptly drwping hands in âont of bis 

black jacket, his hi@ hat, and his pointed shoes, set up a rhythmic back-and-forth of 

diagonals. Beyond these two main foci, the eye is caught by the lighted rectangle of the 

unfùrled letter in the bottom Mt, and the apple beside it, also the shadowy form of 

Majombe, and lady by various figures in the background: a young Moonsh attendant with 

a falcon and hunting dogs, and some more gypsies. The two clusters of trees dMdiag the 

sky above help to bhd these many aspects together into a whole, but not veiy strongly; 



the overall impression is stili somewhat diffuse. The strongest udjdng device is the 

tension between the faces of Pretioze and Don Jan created by their exchange of glances. 

This irnaginary iine aiso rhetorically underiines the significance of the chosen moment in 

the story, of their falling-in-love. This was probably the patron's main interest as well. 

The 1663 Grmi& andDclifiIo (cat. no. 30) is part of Jan van Noordt's gradua1 transition 

to the organization of lines and points of emphasis into larger, sweeping movement in his 

compositions. It dominates a number of multi-figured paintings that f d  in the period 

between this work and the Amsterdam Scipo, of 1672 (cat. no. 23). Arouod 1667 he 

composeci the cornpl- tumuituous J>rm> in Brauoschweig (cat. no. 14). The goddess's 

large, life-size figure anchon the composition to the left of centre, while the other figures 

conform to sweeping arcs that reflect her pose and the position of her b b s  and t o m .  

This device is especidy applied to the two nymphs, whose poses edio the lines of her 

arms. With such interrelationships, Van Noordt was working towards a greater overall 

effect; he was in bis own way approachhg the grandeur of the Flemish Baroque. This 

aspiration is speiled out literally in the s d e  of the h o ,  whkh is nearly three metres 

across. We know of no other works by Van Noordt of such a scale, and it is possible that 

it was dictated by an unusual commission fiom a m d y  patron. 

Around 1667 - 1669 he applied some of the sarne effects to bis usual easel-painting sale 

again, in the Vems and the Three Graces in The Hague (cat. no. 1 6). Here, too, the pose 

of the centrai figure of Venus establishes a motion that is carriecl through in the other 



figures and elements of the setting. The arch in the midde ground continues the c u d a r  

sweep starting at the bottom left corner and passing through the three allegorical figures 

of Grace at bottom centre and to the right side. The composition seems to have been 

rather spontaneously manged, in contnist to the huge Juno, for which he made a 

preparatory drawing now in Bremen (cat. no. D7). Here, he produced some unusuaiiy 

awkward, sometimes confusing, poses and placements. The artist aliowed himself the 

liberty of creating a fienzied energy, that evidently was meant to conjure up the pagan 

imagination of antiquity. 

By the second haif of the 1660% Van Noordt began to organize this energy to produce a 

greater overd cohesion. An extreme of concentration and movement is achieved by the 

late Su- and the EI&rs in Winterthur (cat. no. 8). The emphatidy-lighted body of 

Susanna arches to the left, and the aime of this brightiy-lit forrn, set against a dark 

background of architecture and sky, dominates the entire pime. This interpretation was 

preceded by two, diffe~g,  interpretations of exady the same theme, and the cornparison 

shows how forcefùily Van Noordt consüucted his effect of overall movement. The 

Utrecht version (cat. no. 6) feanires a Susanna who sits upright and leans a iittle away 

fkom the elders, who themsefves form a separate cluster and centre of attention, to the 

upper ight. With the picture in Leipzig (cat. no. 7), the large and brilliantiy-lit figure of 

Susanna places much more weight at the centre, but it cornpetes agaiiist the figures of the 

elders, and distracthg details such as the delightfbî stili-Me, wiwith scisson and flask, on the 

ground. In the final version, Susanna's figure domkates even more, its sale increased to 
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nearly fil1 the M e .  The presence of the elders is limited to a shadowy pair of heads to the 

upper right. The statue of Cupid in the background appears above Susanna's form, and 

completes its sinuous he. The sweep of  her legs is echoed in the red drapery at the 

bottom right, while the curve of her tom is repeated in the white sash which is draped 

over her knees. By these changes and refinements her action of himing away from the 

elders is amplifieci, to becorne a grand gesture of revulsion in the face of their immoral 

entreaty and threats. 

These are not merely stylistic changes. They contribute to the hction of the image as a 

history painting, subjugating the elements of the pictue to the expression borne out in 

S u m a t s  pose. Potentidy-distracthg elements that ody hction to set the scene, but 

have no direct bearing on the went taking place, have been reduced. One result is that 

there is no longer any evidence of wrscheictenheit (varïety), the quaiity that ECarel van 

Mander recommended for history paintings, in his Schildr-boe~k.~~ It is found in Van 

Noordt's eariier paintings, and can be associateci with the infiuence of the work of Pieter 

Lastman. 

Lastman is perhaps the artist who most fiilnlled Van Mander's theoretical proposition for 

history paintings. An overd effect of variety (copia et vmiem) was to be produced by 

incorporating landscape, a variety of figures, architecture, and ancient costume, in a scene 

where a significant event was tahg pIace.lg The artist was Ieft with a very difECUIt 

problem of organizing al1 these elements while maintahg an o v e d  fucus oa the main 



action. Virtuosity and complexity were required, tendencies that reflect the Mannenst 

roots of Van Mander, and his coifeague Cornelis Cornelisz van Haarlem. In his Lof &r 

SchiMer-konF, Van Mander recommended what Miedema has termed a "market stall" 

composition of elements, nsing through depth, tilted up in order to provide a maximum of 

"copia et vmietaï". Lastman's respome to this conceit was to mate groupings with 

kneeling figures in front, and mounted figures in the back. Furthemore he gave these 

groups a pyramidal shape, giWig stability, and framllig the action at hand, in the midst of 

so many other elements? Pymmid groupings are highly chatacteristic of his works; the 

pinnacle is oAen fomed by a mounted rider, or a similarly-elevated figure, as in his 

Coriolms and the Romun Women in Dublh2' This dwice was taken over by Rembrandt 

in a few paintings in which he foilowed Lastman rather closely, for example the Bqt im of 

the Eumch in Utrecht (Corpus AS), aîter Lastman's painting in Karlsruhe? So it also 

appeared in some works by Van Noordt, most sigdicantly in his TR'umph of David and 

the Mamcre of the Innocents (cat. nos. 4 and 12), linked to works by Jan Tengnagel and 

Lastman. It was a h o u s  solution that dtew attention to itsdf: and its own amficielity, 

and furthemore did not suit the action and emotion of many histoncal themes. Like 

Rembrandt, Van Noordt moved in the direction of greater compositional simplicity, with 

paintings such as the Wmterthw Susunnu d the Ehkrs. More independently, he resorted 

to creating broad overail movement, to un@ his more cornplex compositions. 

The paraiiel in portraiture: 1660 - 1670 



A parallel development can be traced in Van Noordt's portraiture over the course of the 

1660s. For the second signeci and dated portrait by Van Noordî, the three-quarter length 

of Dion@ W!;iranrls in the Rijksmuseum, Backer again supplied the mode1 (cat. no. 44). 

In the lightly-engaged pose, wami expression and in the restrained choice of colour, Van 

Noordt seemed to be following the lead of Jacob Backer's Portrait of o Mm in Kassel Ça. 

4).= The end result was the product of intense study, for which we stiii have evidence. 

The Rijksmuseum also owns a srnall bust-length study (cat. no. 43), painted on copper, for 

this portrait, which shows considerable movement, and a free touch, and likely f'unctioned 

as a Me study fiom which the Sitter's lkeness was taken It does not suggest the level of 

restraint which the artist elected to use in the final portrait. This overali effect does 

characterize a drawn portrait of Wijnands which was auctioned in the 1930s, and which 

likely served to plan the composition (cat. no. D 12). 

Despite his efforts to conform to the demand for finish and formaiity, by which luniry and 

statu couid be conveyed, Van Noordt apparently did not attract a large market for male 

portraits. The only sunhhg portraits dating later than that of Wijnands are of women or 

children. The absence of male &ers cannot be explaineci in terms of extreme demands 

among patrician males for formality in th& portraits, as they continueci to patronize 

Nicolaes Maes (1634 - 1693), whose tone in his portraits was genedy spirit4 and light. 

Another male portrait, that of the minister P e î m  PrM1iu.s (known only through a pria), 

which can be dated to around 1661 on the basis of the inscription, shows considerable 

animation, even in the arrangement of the sitter's costume and pose (cat. no. Copy 2). 
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Jan van Noordt enjoyed some of his greatest successes in applying his style to portraits of 

children. Mer the Dion@ WvnLatclS of 1664, the next dated portrait is the Pwtroii of a 

Young Mm and his Dog in Lyon, of 1665 (cat. 47). The briiliant effect ofthis work is due 

partly to the modehg. The sitter's features have been neated broadly and smoothiy, with 

the masterly suggestion of softness of fiesh that was partidm to Van Noordt. Within the 

artist's wwre this is perhaps the most lavish image, presenting a modulateci build-up of 

paint applied even in the costume and the background. More important is the focus that 

the artist brought to bear on his sitter. Against a light and enlivened background of sky 

and landscape to the lefi, the artist h e d  him with the dark form of a large columri 

swathed in deep red drapery. The sitter htmseifis brightly lit (the effect borders on 

severe), and powerfùliy modelled, agahst a darker and flatter background. He casts an 

inky-black shadow to the bottom right, and this dark tone also appears in the deeper folds 

of the mantle he has draped over bis arm. Sweeping movement also plays a role, especially 

within the figure, chiefiy in the drarnatic folds and edges of fabric dong the amis. These 

lines are echoed and continueci in the drapery behind him. This movement complements 

the asymmetricai and dynarnic pose, with the hat held off to the side, the other hand on the 

hip, and one foot positioned forward of the othei. By this combination of devices and 

refinements, the artist brought a vibrant power to his image of youth. 

In the other portraits of chüdren, and those of women, the artist pursued a sirnilm force of 

presentation. Examples fiom the sarne puiod include the two pahtings of A Boy wirh a 

Falcon in the Wallace Coiiection (cat. nos. 48,49). In the smaiier of the two, a large 
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plumed hat, slashed sleeves, and leather straps at the waist, contribute to the ncher effect. 

The wan smile and the calrn pose, with one hand raised to hold a falcon, the other lowered 

to hold a leash, combine with the sparse landscape background to create an atmosphere of 

gentle restraint, and great charm. In the second painting in the same collection, greater 

movement gives reason to date it a little later, in paralle1 with the development of  the 

history paintings. 

The Portrait of Two Sisrers a d  a Brother in Zeist dates to around the same tirne, ca. 

1667 (cat. no. 53). Three youag and smiling sitters are set agaiast a rich background of 

architecture and trees and a sky filied with clouds Lit sharply by a setting sun. The display 

is completed by their lavish costumes, whose folds and details provide sweeping 

movement and scattered highligbts. The two younger sibbgs are actively engaged: the girl 

embraces a viola and the boy reaches out to hold a ailcon. Their presentation supplies 

viirant testimony to the energy of youth. 

Van Noordt's late approach to movement is more strongly in evidence in the largescale 

Fmi& Pomait Ui Dunkerque (cat. no. 56). He took more obvious stylistic libaties in 

m g i n g  geshires and drapery dong larger, sweeping lines. Especially the bnght blue 

drapery covering the mother's chair fiinctions to strategicaily continue the contours of her 

figure, while the bright red mantie of the father carries through a diagonal fiom the bonom 

right corner, and closes off the top right corner. The maay elements, and the spirited 

poses, are organized to yield a weighty, dynamic overall efféct. A comparable single- 



57 

figured picture is his Portrait of o Woman with a London dealer (cat. no. 42). Because of 

his ripe, full f o m ,  hard light, and containment of movement, Van Noordt was able to 

retain a distinctive seriousness, which also characterizes his late histories. 

Both of Van Nwrdt's main specialilritions, history painting and portraiture, were 

combined in the portrait historié. In such pictufes, sitters had themselves included in the 

depiction of an histoncal scene, sometimes even as the main characters. Usually, the theme 

was well-known, such as The Magnanimity of Scipio. Instead of the ideaiized types 

reserved for history painting, one encouiiten the individual features of the members of a 

complete, bourgeois f d y .  The only certain example of this genre in the oeuvre of Jan 

van Noordt is a painting in Bordeaux, representing The Widow of E h h ' s  Serwtl 

lmplwing the Prophet for Aid (cat. no. 54). This painting was M y  transformeci into a 

portrait, when it was ait d o m  substantiaiiy on the lefi side, removirig much of the figure 

of the prophet Eiisha. What remains are the fiill-1ength portraits, of a womm and two 

boys, presumably a widow and her two sons, acting out the story of II Kings 4: 1.  The 

woman addresses the now-absent prophet with an anxious gaze and passive gesture for 

help, holding her open and empty hmd b i d e  ha. Her son to her right clasps his hands 

prayemilly, and leans fomd,  forming a curve that starts with dog below, and continues 

through the figure of his mother, towards when Elisha stood watching, at the upper Iefi. 

It continued through the ami that is now covered, which had been reaching out t o m &  

the widow. Cornpared to the Lyon Portrait of a YmgMm and& Dog, the artist has 

even more thoroughly arranged the background to complement the movernent and forms 



58 

of the foreground figures, with smoothly-abstracted landscape, and figures in a small sale, 

al1 confonning to the diagonal tenninating at the woman's head. The shadowy rectangular 

form of a barn placed diiectly behind her serves, with her black veil, to set off her brightly- 

lit visage and its calm but pleading expression. Even the vertical reflections in her satiny 

dress are oriented towards this foais of the composition. The artist emphasized the 

woman's role, in accordance with the narrative demands of the portruif historié. The 

achievement of concentration places this work around 1670. It shares with the Wmterthur 

Susmm a simiiar handling of the figure, especidy in the boy to the right: nnished, 

srnooth, with broad and powerhrl forms. It ükely precedes the late works of the 1670s, 

with their more exûeme and varied effects. 

The stylistic context for Van Noordtls later paintings 

In dweloping a greater dynamism in bis portraiture, Van Noordt conformeci to a 

"fashionable" style uiitivated arnong Amsterdam's patncian patrons. It appears in po~ts, 

and in paintings of other subjects by the prominent artists in Amsterdam who catered to 

this social class. Around 1660, the turnhg-point for Van Noordt, the most successfùl of 

these painten were Bol and Bartholomeus van der Helst (1 6 13 - 1670). Flinck had also 

been very prominent in the years up to his death in 1660. Flinck is most closely linked to 

Jan van Noordt, not only on account of a shared technical approach to drawing, but a h  

because of thek mutuai tie, by different routes, to Jacob Backer. In the 16209, (their 

choice p d y  motivated by a shared Mennonite f'àith) Fliack had gone with Backer to train 



with Lambert Jacobsz in Leeuwarden. He lefi to work under Rembrandt, but apparently 

maintained contact with Backer, who also moved to Amsterdam, by the evidence of the 

transformation o f  his style once he struck out on his own 

Backer seems to have introduced to Amsterdam a dynamic style of figure painting over 

the course of the 1640s, the last decade of his career. The earliest sign of this c h g e  in his 

work is the Bacchus dAriadne last in London, of 1643 (i. 5)?' Although the figures 

take rather calrn poses, the composition is enlivened by strong diagonals, and the dramatic 

sinuous lines of bright reflectioas in the folds of the satiny drapery. The same is true of the 

better-known Amaryllis Crowning Mirrilo formeriy in Vienna, of 1646 (id. 6)? Wah the 

later Vem, Adonis and Cupid and Vertumms and Pornona, the figures themlves take 

on more active poses (Us. 7 and 8)" Because of their large scale, they engage the whole 

picture surface in motion. Dating to around 1650, just before his death, these pictures 

were the final products of a graduai assimilation of the style of the great Flemish masters, 

espwially the robust idiom of Rubens, into an existing aesthetic based on his teacher 

Lambert Iacobsz and his infiuential contemporary Rembrandt. 

Backer was still dive when Flinck began to adopt an elegantly enlivened style for some of 

his paintings. The transition is marked by paintings dating towards the end of the 1640% 

such as his D i m  in Kimberley, and his Vemcs und Cupid in Tel Aviv, and dso by his 

pendant portraits of a couple in Raleigh, daîing to 1646.~ The effea of movement, 

generated prllnarily in sweeping awes of drapery folds, becorne more dramatic, as seen in 



the Buthheba aîks David to rmne Solomon us his Successor of 165 1 in Dublin, and 

reached extremes in paintings such as Jacob receives the Blmded Cmt ofJosph of 1655 

in Helsinki? By the t h e  of his grand work for the City Hall, the Solomon esks Godjor 

Widom of 1658, Flinck was aiso employing the dramatic fd of Iight, forcefiil poses, and 

clusten of figures m g e d  in sweeping arcs, to enhance the energy of his cornposition.19 

W e  it has been suggested that members of the Town Councii exercised decisive 

influence on the style of the cycle of paintings for this most prestigious public building, in 

favour of the courtly Flemish Baroque, it is apparent that Flinck and Backer had already 

established a local interpretation on th& own. Only spdcally in the case of Ferdiriand 

Bol was an artist pressured to adopt the new style. This occured when he became the 

favoured candidate for the rernaining City Hall paintings, after 1660." Fbck had fallen 

prey to illness in that year and died at the young age of 44. He left the City HaU cycle 

unfinished, and he also left a vacuum in the market for his style. 

Another cornpetitor for the City Hall paintings was Jan Lievens. The talented coilaborator 

of Rembrandt in the 1620s subsequentiy forged a career, with mixed succes, in London, 

Antwerp and the Hague. Lievens had arrivecl at his own intqretation of the Flemish 

idiom, during his stay in Antwap. and his tirne in London, where he studied the work of 

Anthony van Dyck in partidar. Largely because of his experience and success abroad, 

Lievens enjoyed the respect of his Dutch peers, and was also seiected to paint part of the 

Or@uu~I in the Huis ten Bosch, the residence of the House of Orange near The Hague. 

In his FNe Muses, done in 1650 for the codssion, Lievens' choice of a dynamic style 



can indeed be linked to courtly tastes, which at that time began to lean towards the 

Fleming Jacob Jordaens?' The advisors to Arnalia van Solms for the Oranjzaai, Jacob 

van Campen and Constantijn Huygens, began to aspire to the grand and intemational 

dure of Rubens and his ~ountrymen.~ Up untii then they had favoured the classicizing 

late style of Gemt van Honihorst 

At the same tirne, a flamboyant style becarne a new option for portraiture in Amsterdam. It 

did not take over, however. Consistent with the choice that people exercised in dress, 

many sitters preferred greater restraint, and there arose a range fiom consavative to 

flashy. Ofien the age and marital status of the sitter played a role in the choice of style, 

with older and married persons typically opting for les movement, dong with a simple, 

black costume. The same was tme of strict religious adherents of various persuasions 

including Mennonites, Calviriists and Jews. The style introduced by Flinck and others was 

evidently suspected as being woridiy, ü i i d ,  and seEa88f8ndiPng, with good reason. 

The dynamic style for portraits realized its most productive hterpreter in the Rembrandt 

pupil Nicolaes Mees. Boni in 1634 in Dordrecht, Maes belonged to a generation of 

Amsterdam painters younger than Van Noordt. Mer his tutelage with Rembrandt in the 

1650s, he began slready in the foliowing decade to concentrate on portraiture, and he 

altered his style as weLu A Portrait of Two Brothers 4~ Hunters, of 1661 depicts two 

stridhg boys in hunting costume 4 l'antique accompanied by fiisky dogs. The drapery and 

poses enliven the picture surface with sweepïng lines and flowing undulating c u ~ e s . ~  The 
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solid f o m  and plain sunaces of the Rembrandtesque histones and genre scenes have 

disappeared. The new effect is at first restncted to the centre of the composition. It 

becomes more comprehensive in a painting of 1664, the Porlroit of a Boy us a Hunter, 

and an adaptation of around the same tirne, the Portmit of a Boy as Cupid, and is 

tempered with elegant restraint in the Por~ait of a Young Womrm of the following yeat.."' 

The Dordrecht native was therefore ninning parallel to Jan van Noordt, in developing his 

painting style dong the lines of the latest work of the recentiy-deceased Fhck 

Maes was joined by sweral other prominent portrait and history paintem. The 

phenomendy productive and sküful portraitist Bartholorneus van der Helst began his 

career by emulating Rembrandt, then Backer, and in the 1650s took up a flamboyant style 

in portraits, for example in his Portrait of A b r h  del Court undMiaria de Keersqâeter 

of 1654 in Rotterdam." The sheer number of such f~hionable portraits by Maes and Van 

der Helst attest to the acute pressure of demand especially fkom the elite of Amsterdam. 

Van Noordt's variation on this fàshion was thus oriented towards a ready market, in the 

years between 1660 and 1670. 

nie pinnade of expression and impact: 1670 - 1676 

In the last few years of his career, Van Noordt began to develop a rough and unfinished 

m e r .  The eariiest manifestation of üiis direction is the AmsterdamMugrwmimi@ of 

Scipio (cat. no. 23). a work that fatures smoothness and finish in some ansg but a 



63 

conspicuous lack of these qualities in other parts. The foreground figures of Scipio, 

Allucius and his bride are handled rather lavishly and intensely, in the costume, the figure 

modelling, and the faciai expressions. With great assuredness the &st reproduced the 

reflective surfaces of the polished metal objects at Scipio's feet. The dog on the steps, in 

the foreground right, exhiiits virtuoso handling, with deft brush strokes at once 

functioning to suggest surfhce, volume. and to evoke the animal's lively agility. The 

beautiful caiiigraphic signature assures the viewer that the artist wnsidered his work to be 

finished. Thus he made a deliberate choice of a sketchy technique for the figures and 

architecture in the background. Not fiu behhd the betrothed bride of Ailucius stands her 

father, cast in shadow, sparsely indicated in dark contours and some light and dark 

strokes. Quick, sweeping strokes indicate the upper body of a mounted rider, appearing 

above Mucius. At the same tirne, the brutal-looking pan-hced soldier in the centre 

displays rather carefùl description The varying finish in this scene wdonns to the 

emphasis on signifiant figures. and e f f i  of aerial perspective. The rougher handling in 

specific areas does not M y  foreshadow the much more draniatic lapses of finish in some 

of the works that can be dated soon after 1672. 

The earliest of severai works showing this late development is a now-lost version of me 

Levzte and his Concubine in Gibeah (cat. no. 3), known only through a rather poor 

reproduction. Van Noordt resewed a loose and direct handling for esMally the figure of 

the field labourer. who stands to the lefi. He delineated the highlighted folds of the white 

shirt in quick strokes oflight colour. Simüar loose dabs, evidently of fiuid, thinned white 
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paint, appear in the lit area of foreground earth, and in the lighted clouds above the group. 

The dark areas of drapery folds consist of directiy-brushed lines of very dark colour. The 

parts of his tom, legs, and face, and other a m ,  that fd in shadow, show a single blackish 

tone. It was not subsequently modulated, or built up with indications of reflected light, as 

one might expect h such a prominent figure. There even s u ~ v e s  a preparatory drawing 

for this figure (cat. no. Dl); the final version is not much more elaborate. More lavish 

treatment was bestowed, in contrast, on the fiesh and drapery of the concubine in the 

centre foreground. Perhaps the contrast between the different effkcts was intended to 

emphasize rhetoricaliy the simple Whce of the swarthy and rustic field-labourer. W1th the 

group across fiom h i .  the focus is placed on the expression and gesture of need. One 

large sweeping curve travels through the woman's body, towards the hand of the Levite, 

open and swept back, in the same gesture of subrnission as made by the widow to Elisha in 

the Bordeaux pichire. A second line through her body points towards his face, as do does 

travelling through his atm and over the back of the donkey behind him. His own gaze 

across to the le4 is echoed by the angle of his turban, and, comically, by the ears of the 

donkey. The folds of drapery are auefUy aligned dong these direztions of movement, to 

a powerful effect. The somewhat turbulent effect underscores the emotion of the Levite, 

whose desperation is clearly expresseci in his rai-sed eyebrows and grimacing mouth. 

In at least two other paintings, Jan van Noordt carrieci through his use of movement and 

of unfinished, disintegrated fonn, to convey desperate emotion The Hagw md lshmael in 

the Desert in Kingston presents Sarah's maid and her son in dire predicarnent (cat. no. 1). 
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Hagar's anxiety, expressed in her troubled features, is played up in the agitated movement 

of her drapery and the wings of the resniing angel above her. The tension is increased by 

the striking wntrast of the light and opaque colours of the left ha& with the sketchy and 

dark right h a .  There, Ishmael lies on the ground, near death, the darkness also suggests 

his sinister state. Emotion is sllnüarly emphasized in the Jbseph Selling Grain in E ,  in 

Milwaukee, where several separate dramas fill the width of the horizontal fnune (cat. no. 

2). Joseph sits off to the right side, while to his left three groups of suppücants approach 

him. Closest to him, a woman gestures towards two Uifmts lying on the ground, whom 

she apparently offers in exchange for food. In the foreground to the le& a fkther lads his 

son towards Joseph, with the same grim intention; the boy is, howwer, obhious, and 

stares naively towards the viewer. At the far left stand figures who are even more helpless, 

havhg nothing to offer, and being forced to sefi themselves into slavery. They, the worst- 

off, are also painted in the roughest mannef, for the most part in directly-brushed lines of 

underdrawing, and broadly-brushed highlights. The tie between ernotiod state and sparse 

build-up is not cornprehensive, however. This technique was aiso applied to the group of 

two men at a table in the centre background, apparently negotiating the sale of grain for 

money. The head of the seated man, apparenly the seller, provides a uniquely grotesque 

accent to the drama taking place. 

The loose handling fends an dernent of wildness to the scene, which is heigbtened by the 

patchy effect of broad and direct strokes ofcolour in the dress of Joseph. the woman to 

his left, and the man and the boy in the foreground. The composition presents staccato 



rhythrns, also in the pu@ f o m  of clouds in the sky. In contra* the Kingston Hagm 

maintains the sweeping movement that was part of the development of Van Noordt's work 

through the 1660s. The diffierence is p d y  explained by iconographie tradition of the 

theme. As a smaü- and many-figured work, the Joseph scene follows a tradition 

represented by paintings by Pieter Lastman and Claes Cornelisz Moyaert." Van Noordt 

laid in his composition and figures rather fieeIy, resulting in some odd passages, such as 

the oversized foot of the father in the foreground. His conception of the event was thus 

also independent of his rnodels; he did not, for example, take over the pyramidal 

compositional scheme ofLastman and Moyaert. Whereas they created the effect of 

commotion through clusters of busy figures, Van Noordt experimented with bold effects 

of bmsh work, in patches of colour and in sketchy lines. As such, it is consistent with the 

expressive a h  of the late depidons of Hagm and The Levite and his Concubine in 

Gibeah (cat. nos. 1 and 3). 

A late date of around 1675 can be assigned to the Milwaukee Joseph Sellng Grain on the 

basis of a cornparison to a signed and dated genre painting of that year, the Boy with a 

Dog and O Falcon (cat. no. 38). There, the thythmic pattern of patches also appears, in 

the hat, the dog, the piliow, and in the background trees and sky. In the figure of the boy, 

this effect can be seen in the hair, and in the hand grasping the spear. These unmoduiated 

areas give the impression of a direct treatment, as do the many visible brushed ünes of 

dark paint that formed an underdrawhg. The results of overcleaning distort o u  present 

assessment, but even so the overall effect seems to have been sharply dramatic fkom the 
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genre depiction dong the lines of the early shepherdesses and shepherd-boys. The boy is a 

general type, and he concedes prominence to the dog; the picture is also laden with other 

attributes, such as the spear and the fdcoa In the lighter category of the character type, 

here the young hunter at play, the d s t  sought to apply the lively o v e d  effect that he had 

developed in his history paintings. The resuits were mixed; the easel-sued canvas is a riot 

of colour and movement, but lacks the attractiveness and gentle chami called for by the 

subject matter. 

ln a painting of the following year, Jan van Noordt retunied to the even and high levd of 

finish that he had pursued in eariier works. nie M q  and the Chnst CMd in Ga-, 

which likely represents nie Red on the Right into E m t ,  is signed and dated 1676, the 

latest secue date for a Van Noordt painting (cat. no. 1 1). The modeilhg of flesh in the 

two figures placed immediately in the foreground achieves a soft and almost creamy 

consistency, especially in the features of the child, and in his mother's shoulder and breast. 

The üght effect is emphatic, yielding the same fiül, ripe forms as in earlier paintings. The 

drapery is also carefùliy painted in solid and bdky forms, which also suggests a plain and 

heavy fiabric. In the tree behind th- the foliage is even treated in detail. The composition 

is generally reduced, even sparse. It is also rather stiii; the movement enlivening the figures 

is restrained, and contained within the familiar arcs. These elements set this work in 

contrast against the sketchy, energetic style of its immediate predecessors. 



Rembrandt as mode1 for an ultima maniera 

This latest painting shows that the spontaneous and les-finished technique of some of the 

works of the 1670s did not represent a new overall direction, but was but one developing 

aspect of Van Noordt's style. It must be pointed out that he applied sllnilar effécts earlier 

on, as well. They appear in specific paintingq such as the Kingston M m c t e  of the 

Innocents, of around 1660 (cat. no. 12). Ai the same the,  in most of his other pictures he 

pursued p a t e r  build-up, modulation, and rehement, as in, for example, the Leipzig 

S m t t ~ l  (cat. no. 7). Van Noordt apparently ailtivated this stylistic option for scenes of 

extreme emotion, adjusting style and technique to subject matter. His strategy was not 

without precedent. He was most likely infiuenced directly by the works of Rembrandt, 

returnhg to this artist at a t h e  when he was no longer in fashioa A cornparison cm be 

made with two Rembrandt paintings in partidar, both ia Berlin: the Moses wilh the 

Tablets of the Law of 1659 (Br. 527) and Jacob Wtestling with the Angel of ca. 1659 (Br. 

528)." There, elements of the scene are depicteci in direct dark lines of drawing, and 

diredy-brushed areas of lighter tom. 

It is overly simple to assume that the artist abandoneci his projets before completion. 

Such works seem to have beui interpreted as a wiufiil decision on the part of the artin to 

1 eave his work partly finished. Rembrandt was quoted by Houbraken as having stated that 

"A work is finished when the artist has cornpleted his intention in it"." Whüe t is diflicult 

to credit Houbraken with reliabiiity here - he cites no source - the quotaîion reveals 
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knowledge of. and response to, this special aspect of these late works by Rembrandt. It is 

thus not surprishg that Van Noordt attended to them as well, fifty years earlier. 

Van Noordt developed a loose and unfinished style in his years of maîurîty as an artist. In 

this respect he also foliowed Rembrandt. This trend in Rembrandt's work has been 

connectai to Titian, the great Venetian rnaster of the previous century, whose work was 

well-known in the Netherlands. Titian was avidly coiiected there, just as he was favoured 

by the English court of Charles 1." It was known to Dutch artists and collectors, that late 

in his long career, Titian adopted loose and open techniques for drawing and modeilhg his 

figures, and for enth compositions. This development in Titian's style was described and 

publicised by the Florentine artist and biographer Vasari, in the second edition of his Liws 

of the Artists of 1568:' Vasari's text was transmitted ta the Netherlands via a very 

important translation by the Haariem hurnanist painter and biographer Kanl van Mander, 

as one of three volumes of artists's biographies. The other two volumes were devoted to 

painters of antiquity, and to Ge= and Netherlandish paiaters, the last volume behg 

written by Van Mander hirnseK4* Van Mander was also a painter, and his respect for a 

rough style seerns to find expression in his own work, which delivers a loose and fiee 

version of the highiy-fished aesthetic of the ManneriSm thet arose in Haarlem among 

artists such as Comeiis Cornelisz van Haarlem and Hendrick Goltzius. In the didactic 

poem which precedes the artists' Iives in Van Mander's Schilder-Boeck, the writer himself 

recommended to young d s t s  that they begh in a car& and fine style, because the rough 

style of Titian was much more diflticult than it looked, and reflected rnastery and 
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experien~e.~~ The likelihood that such a suggestion exerted innuence on the mature 

Rembrandt is high, as Van Mander's text was widely known. Rembrandt could also have 

been under the direct infiuence of Titian's paintings, which were making their way into a 

number of Amsterdam coliections. Either way, there were precedents for Netherlandish 

artists deliberately opting for a loose style, even ifthey had already been practising a finer 

and more detailed one, 

Having more than one option, as cornponents of a styiistic repertoire, was a cornmon 

career strategy for artists who specialised in history painting and portraiture. These two 

categories of painting especially were vulnerable to shifk of  fâshion, whose demands 

could Vary with subject matter. The highiy fashionable and productive Nicolaes Maes. for 

instance, produced the wnsemtive Portrait of a Scholm in New York, and the even 

more restrained Portrait of a W i h  in Basel, around the samo time as the extravagant 

Portrait of a Boy ar a Hunter of 1664.~ This aesthetic range was most acutely evident in 

the work of Maes, for economic reasons; evai in bis own tirne, tbk artist was known for 

intense pandering to patron's interests!' Evidently, the degree of fiamboyance in a portrait 

was determinai by the patron, who wuid choose the existing tradition of sarere black 

dress and a formai pose, or for a more lavish display of luxurious fibric and the latest 

fashions. It remains a speculative question, whether the market in Amsterdam put greater 

pressure on an artist's flexiiüity, than elsewhere in the Northem Netheriandq in Utrecht 

and WaarIexn, for instance. 



Van Noordt also cultivated a range of style. There is a rnarked Merence between the 

Gama Mary and rhe Christ Child of 1676, and nearcontemporary works by him. Its 

quaiities contribute to a calrn and stable mood, especiaily compared to the lost Levite a d  

his Combine and the Kingston Hagm and the Angel (cat. nos. 3 and 1). The Merence 

likely relates to subject matter. The other paintings featwe much more dramtic, ernotion- 

laden themes, the one involving a brutal death, the other a sudden rescue fiom starvation. 

The Gavm painting depicts a stili moment, characterized by tendemess and intimacy. The 

gap of one year could not have resulted in a m k e d  change in style. Jan van Noordt 

maintaineci a wide styiistic range, his ch& of approach affectexi by content. The anomaly 

is the 1675 A Boy wiih his Dog and o Folcon (cat. no. 38), a genre painting interpreted in 

terms of a heaviiy-charged, ciramatic style and daMg technique, neither of which had a 

precedent in eulier genre painting by the artist. 

Throughout his career, Van Noordt partook of the srchange between the native 

Amsterdam tradition of painting, and its Antwerp counterpart. His first mentor seems to 

have been Jacob Backer, and he adopted Backer's synthesis of the styles of Rembrandt and 

Rubens. Later in his career he absorbed etements of the Flemish aesthetic of Rubens and 

Jordaens more directiy. In bis last woiks he appears to attend specifically to Rembrandt's 

late style, and also to the "unfinished" technique that sometimes accompanied it. He did 

not accept such influences wholesaie, however. He also cultivateci a lively hancihg of 

drapery and figures, that remained bis signature throughout his career (partly 

compensating the art historian for the lack of signatures on so many of his works). At the 
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same tirne, he also maintaineci a range of stylistic effects most evident in his latest works. 

While this kind of variation was part and parce1 of fashionable portraiture, with Van 

Noordt it reflected a responsiveness to the varying content of history paintings, and of the 

pictorial tradition of each particular historical theme. 
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And to accustom yourselves, with diligent aiind, 
To a rehed manner, and a neat beginaing.) 
See: Van de Wetering 199 1, p. 21, for a discussion of Van Mander's translation of Vasari's 
biography of Titian, with respect to Rembrandt's late style. 

44. Nicolaes Maes, Portrait of a Scholar, canvas, 89 x 71 cm, signed and dated 1666, 
New York, Emile E. Wolf; Sumowski 1983-1996, vol. 2, pp. 2029 no. 1402,2128 (with 
illustration). Portruif of o Widow, canvas, 73.6 x 60.1 cm, signed and dated 1667, Bad, 
Kunstmuseum, inv. no. 1332; Sumowski 1983-1996, vol. 2, pp. 2029, no. 1403,2129 
(with illustration). For the Portrait of ta Boy as a Hanter, see note 3 5. 

45. Houbraken, vol. 2, p. 276. 



C hapter Three 

From Open Market to Private Network: buyers and patrons for Jan van Noordt's painthgs 

The making of Jan van Noordt's art depended not oniy on his own creativity and bat ,  but 

also on the demands and chcteristics of the market in seventeenth-century Amsterdam. 

The choice of style, subject matter and format belonged partly to the patron or the open 
I 

market, and not just the artist's autonomous impulse, which has lost the stranglehold it 

once had on art historicai interpretation. To us now, the artist appears in play with various 

pfionties and values of his or her own society, that affe*ed its established uses for art. For 

Jan van Noordt, this society was Amsterdam, for a period of thirty years, between 1645 

and 1675. The ownership of Van Noordt paintings by various persons in this city is 

documented in notarial inventories. Of these, the inventories taken in the seventeenth 

cenniry are the most kely indications of the initial buying public for which the artist 

produced his work. Uirfortunately, except for a few portraits, none of the SUfViving works 

can be positively hked to its original owner by way of provenance. However, the 

inventories give some usehl evidence about what kind of people bought what kiod of 

painting by Van Noordt. Another potential source of evidence about Van Noordt's 

clientele is his paintings thernseIves. Their styüstic development has been constructeci in 

the previous chapter. Quite a few undated painthgs thus take a chronological place in Van 

Noordt's surviving oeuvre. The dating of the paintings according to their type yields an 

important suggestion as to how Van Noordt's career changed in the late 16509. It seems 



that around this time the artist started to gain private patronage in Amsterdam, which 

brought with it a demand for portraits, and likely also for history paintings. 

Jan van Noordt ükely spent his early years as a painter working under the tutelage of 

Jacob Adriaensz Backer. He would thus have been srposed to that artist's milieu. Backer 

was one of the most successful painters of the Dutch Golden Age, and enjoyed patronage 

that ranged fkom the court in nie Hague, to elite coiiecton and patrons Amsterdam! 

Backer's depidon of Cimon andlphigenia in Braunschweig was emulated by Jaa van 

Noordt in his two early versions of the same theme (cat. nos. 24 and 25).2 The painting by 

Backer, or one îike it., was praised in a poem by Jan Vos, in which it was reporteci as being 

in the collection of Abraham van Bassen (16 13 - 1680) in Amsterdam.' Van Bassen was 

the scion of a family belonging to Amsterdam's regent class.' It was a likely destination for 

such a painting, of an histoncal theme drawn âom iiteraîure, and includhg many figures, 

demanding a high level of skiil of the artist, and implying some üterary knowledge on the 

part of both artist and patron The investment of education and training was often 

refiected in the higher cost of history paintings, and thus in the relative weaith of those 

who bought them. This level of patronage was aspired to by Backefs pupiil, when he 

emdated the artistic invention of his master. 

At around the same the as Jan van Nwrdt was following Backer's model bis fellow- 

pupil Abraham van den Tempe1 started to attract commissions at a high level, similar to 

that of his tacher. About 1650, Van den Tempe1 painted a series of three degorical 
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paintings celebrating the city of leiden and its cloth industry, for the Govemor's Chamber 

of the Lakenhal, the Hall of the Weavers' Guiid of that city.' He was no doubt helped to 

this assigrnent by f d y  and Mennonite fnends, many of whom were involveci in the 

cloth trade.6 He moved to Amsterdam in 1660 and proceeded directly to forge a career as 

an ambitious portraitist, cornpethg with Bartholorneus van der Helst (16 13 - 1670), 

Govert Fhck (161 5 - 1660), for clients korn the Amsterdam regent and merchant classes. 

The same career trajectory was followed by Jan de Baen (1633 - 1702), another feiiow- 

pupil of Van Noordt in Backer's studio, who enjoyed great success in The Hague, being 

charged with the portrayai of the Grand Pensionary Iohan de Witt (1625 - 1672).' 

While his feliow-pupils assumed part of Backefs market for portraits, Van Noordt 

apparently aimed to do the same for history paintings. From the evidence of the sunRving 

works and their dating (albeit in the absence of a dated work), the young h s t  seans to 

have concentrateci on history paintings, during lis early phase firom 1645 to 1650, before 

Backets death in 165 1 .  Furthemore, he favored Backeresque themes; besides Cimon d 

Iphigenio, he also depicteci Grmirta md Dar~lo (cat no. 29). and Dima md Cciliisto 

(cat. no. IS), in these years.' Apparently, this strategy did not yield satisfàctory resuits. 

Van Noordtfs history paintings fiorn the foiiowing decade nirn away fiom Backer and take 

up a variety o f  other sources. He looked to Comelis de Vos (1584? - 165 1 )  for his 

Magncmimity of Scipio of ca. 1655 - 1660, and to the Amsterdam painter Ches Cornelisz 

Moyaert (1 SO/g 1 - 1655) for bis CIwlia C-ng the Tibet of  ca. 1655 - 1658 (cat. nos. 
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22 and 2l).' This shifi in idiom suggests that Van Noordt was seeking a broader market in 

the mid- 1650s. 

It is quite likely that Van Noordt's early style did not rneet the expectations of Backer's 

patrons. Backer's smooth modehg and broad forms yielded a pleasing abstraction, and 

the older master also consistently achieved cohesiveness and concentration in his large, 

multi-figured compositions. As has been argue- in the previous chapter, Van Noordt 

began with rather abrupt effects of modelling and colour, and with dittiise arrangements of 

points of interest. The result was vigorous and Iively. These characteristics would persist 

in his work, through several phases of change. 

Van Noordt adapted to this situation by tumhg to the painting of genre subjeçts. While 

Wtudy none of his genre depictions can be dated to the period 1645-1650, quite a few 

can be placed in the 1650q on the basis of th& style. This trend can be obsewed in 

relation to the production of paintings in the three categories of bistory, genre, and 

portrait, over the course of Van Noordt's career. 

Peiiod 1645-1650 1651-1658 1659-1671 1672- 1676 
I 

History 6 9 10 5 - .- 

Genre 1 5 1 1 

Portrait O 3 15 O 
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Four phases can be wnstmcted, roughiy one for each decade. The first chronological 

division of Van Noordt's career is the estimated point when Van Noordt began painting 

genre scenes, around 1650. The second division is the beginning of Van Noordt's 

portraiture activity, and 1672 is the point at which it seems to have ended, in the year of 

economic disaster. The most important shift takes place around 1659. Van Noordt seems 

to have relied on the market for genre pictwes in the second phase of his career, fiom 

165 1 to 1658. In the next, longer period of 1659 to 167 1, he continued to produce history 

paintings and enjoyed very good patronage for his portraits, while apparently giving up on 

the genre subjects of the 1650s. 

An indication of the way in which these genre pictures found theû buyen surfaces in a 

near-contemporary probate inventory. Paintings of a Shepherdess (cat. no. L3 1) and The 

Five Senses (cat. no. L27) by Van Noordt appear in the bentory of Cornelis Doeck 

(1 6 16 - 1664). taken after his death.l0 Doeck was an art deder and erstwhile landscape 

painter. While he built up no reputation as an artist, he remains hown for having one of 

the iarged inventories of art in the seventeenth century, counting around 400 paintings. Of 

his two Van Noordts, oniy the first, of a shepherdess, auid possiily be connected to an 

existing work: the Shepherdess with a Basket in Mantta, which is datable to the mid-1650s 

(cat. no. 3 5) .  If it was not this painting, it was likely another version of it painted around 

the same the ,  a p e n d  in which Van Noordt seems to have relied to some extent on 

dealers for the selling of his paintings. It was, accordkg to Houbraken, a less desvable 

situation for an artist, than private patronage. l2 Van Noordt's genre paintings seem 
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generally to be aimed at the dealer trade, as they are srnail in d e ,  with few figures, and 

they depict themes not directiy related to literature. Doeck seemed to trade particularly in 

such smaller, less expensive works. 

Another genre work found its way into the collection of the wealthy M c  dyer Hendrik 

Oly. When Oly died in 1683, he left bebd a Girl with Fruit by Jan van Noordt (cat. no. 

~ 3 3 ) . ' ~  This painting appears in an inventory of his possessions, taken in 1700, &er the 

death of his wife Neeltje Eland." Four decades previously, OIy had established himselfin 

Amsterdmq when he bought the dye-works in the house named the "Blauwe Snoekn (the 

Blue Pike) on the Bloemgracht, Born Jan Claesz Ansloo, in 1656." Around the sarne tirne, . 

he mamied Neeltje Eland, and in the ensuing years had two children, who both died 

young.16 The fortune amassed by Hendrik and Neeltje went to other f d y  members. By 

the evidence of a number of paintings by his own band, appearhg in the inventory, Oly 

was also a dilettante painter.s7 nie large number ofworks he owned, 75, suggests that Oly 

may have also traded in art. However, they may simply have graced the walls of his 

various residences; bis inventory includes a number of houses in Amsterdam and Haarlem, 

and a later document mentions a summer house and garden located between the two 

cities. Ig 

The last known example of an individual who was in the possession of a genre subject by 

Van Noordt., st i l l  in the seventeenth century, was someone not as weaithy as Oly, but at 

the same t h e  more colourful. A *hm&Hn wi wm Oortw (Shepherriless by Van 
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Noordt)(cat. no. L29) was included in the inventory of Jan Westerhoff (? - 17 19).19 When 

this document was published by Bredius, he also indicated another record, in which 

Westerhoff was identified as the owner of a hostel named "De Hoop" (The Hope), on the 

Kloveniersburgwal in Amsterdam.m A cunous manuscript in the library of the Amsterdam 

Zoo Naturu Artis Mugiislu tells much more about WesterhoE He apparently estabiished a 

foremer to the zoo. Jan Velten, a feiiow animal enthusiast, created a small volume of 

drawings devoted to "Blauw-Jan," as Westerhoff was known in his fùnction as nature- 

showman*' Westerhoff ran a menagerie in the garden behind his hostel on the 

Kloveniersburgwal. There he put a large collection of bids, a number of exotic animals, 

and even some unusual human beings, on display for the publicP He was weli-known, and 

could count in his coileaion a bird received nom Prince Wfiarn III? In the same room as 

his Shepherdes by Van Noordt hung landscapes and animai still-Wes, suggesting that the 

pastoral subject was seen as associated with outdoor and nature subjects. Westerhoff s 

painting of a bucotic girl by Van Noordt was likely not wmmissioned fiom the artist 

himself. The only survMng painting by him that corresponds to the inventory entry for "A 

ShepherdessVs the small painting A Shepherdss with a B&t of Fruit, of around 1655- . 

1660 (cat. no. 35). Westerhoff only arrived in Amsterdam in 1664, weii aAer Van Noordt 

(as far as we know) abandoned genre subjects of this type. Westerhoff belongs to the later 

part of the 17th century, wming nom Oldenburg and gaining his Pmerschap 

(Chnsh ip)  in Amsterdam in 1664, where he d e d  Annetje Huggen Schoddenburgh 

fiom Heemstede in the same year? Mer her death in 1696 he remaniai in 1698, and he 
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died in his adopted city in 1719.= His painting by Van Noordt was likely purchased 

through an intermediary, possibly a dealer. 

Van Noordt's genre paintings seem to have been made at least in part on speculation, by 

the evidence of the inventory of Comelis Doeck. It is not ciear whether Hendrick Oly and 

Jan Westerhoff aquired their examples through dealers such as Doeck Oly could possibly 

have comrnissioned the artist hirnse& but Westerhoff aimost certainly did not. Genedy,  

genre subjects did not cal1 for personal contact b e ~ e e n  h s t  and buyer. Such works 

tended to be indirect and vague in their references, and aimed at a broad and diverse 

market. By contras, direct aceess to patrons was necessary with portraits, which 

demanded personal contact for the commission, the sitting, and often dso for decisions 

conceniing the s p d c  amibutes of the portrait. 

1 659: Van Noordt's breakthrough in portrait patronage 

Van Noordt started to attract clients for portraits around 1659, when he produced the 

signed and dated Pottrait of a Womm last in The Hague (cat. no. 39). Before this timq he 

had aIready produced two other portraits, which can be dated eariier on the basis of their 

style: the Portrait of a Boy in Johannesburg, and the Poi7rar'ic of a GkZ in Chatsworth (cat. 

nos. 45 and 46). Both of these paintings are of chrldren, and they are also d in sale. In 

bath cases, an informai tom is estabfished by the conceit of a play with the hune. It 

remains uncertain whether these works were commissioned portraits, or tronies destined 
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for the open market. A more secure testimony for establishment of Van Noordt's career as 

a portraitist is the woman's portrait of 1659 (cat. no. 39). In the wan smile and the 

emphatic gesture of clasped bands, some of the genre-like informality of the earlier 

cMdrents portraits resurfàces. At the same t h e  the artist a h  strove toward a loftier 

atmosphere, with the columns and drapery in the background. The resdting confiict of 

tone suggests that this was Van Noordt's fh t  undertaking in the more lucrative area of 

wmmissioned portraits. 

Van Noordt quickly gained a good reputation. Only a few years later he attracted a 

portrait commission fkorn the most elite stratum of Amsterdam society, as is evident fiom 

a significant recent documentary h d .  The testament of Jan Jacobsz Hinlopen (1 626 - 
1666) and Leonora Huydecoper (1 63 1 - 1663). which they had drawn up in 1663, makes 

special mention of "de Conter$eijtseLF van& Tesiclleuren, oock t Conterfijtsei wn h e r  

Swn selfs gesch&rt door J .  van Oort" (the portraits of the testamentees, also the 

port& of their son, painted by J. van Noordt himseu) (cat. nos. LA3 and LM)." 

Unfominately there are no suMWig pichires by Van Noordt that can be mnnected to this 

reference. In the text of the document, these paintings precede another one, of the parents 

with all of their children, by Gabriel Metsu, a work that has recently been identified by 

Judith van Gent as the Metsu f d y  portrait in Berlin (a. 9)." 

Jan Jacobsz Hinlopen ocaipied a p o w d  position withîn the regent class of Amsterdam 

society, a class that controlled all appointments in the city govenunent and the various 
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institutions of public -ce in Amsterdam He was the son of the iduential Jacob 

Jacobsz Kuiopen (1 5 82 - 1 629), and he occupied the city posts of C o m m i ~ s  

(Cornmissioner) and Schepen (Justice Officiai), as well as serving as en@ and lieutenant 

on the city militia? Yet his marriage to Leonora in 1657 marked a step up in his social 

position, establishing a link to perhaps the mcst prominent family in Amsterdam at the 

tirne, that of Leonora's father Joan Huydecoper (1 599 - 166 l)? Joan ocnïpied the post of 

Burgomaster six tirnes, and many other posts as weii; he was a h  able to secure numerous 

appointments for f d y  and fiieds." One of the most prominent figures of Amsterdam's 

halcyon days during the stadholderiess pend of 1650 - 1672, Huydecoper was heaviiy 

involved in the City's patronage of art and architecture.31 He was an amateur architect, and 

had a hand in the building project for the Town Hall (now the Royal Palace on the Dam). 

Not coincidentaily, his own favorite, Govert Flinck, was selected to paint the cycle of 

history paintings and allegories that fomed an important part of its interior decoration 

Van Noordt stood on the periphay ofthis world. He was linked to Fhck by way of Jacob 

Backer, that artist's erstwhiie fellow-pupil. Moreover, after the death of Backer in 165 1, 

Van Noordt's style followed thai of Flinck, in a shüt towards hcorporating ryîhms of 

reflections and unduiating lines, eSpeaally in drapery folds, briaging iiveliness into the 

broad, smooth forrns and flowing h e s  inhented 60m Backer. Indead, Van Noordt 

produced a number of lavish portraits in the 1660s, that winiess to his M e r  success in 

the application of this style. By catering to the growiag elite taste for energetic &ects of 
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movement in paintings, derived ultimately from Rubens, Van Noordt was aiming at the 

same patronage as Flinck, within the Amsterdam patriciate. 

The commission from Jan Jacobsz Hinlopen and Leonora Huydecoper marks anunusual 

rise to prominence, that Van Noordt likely owed in part to the position of his brother 

Anthoni, the organist and composer. In 1659 Anthoni published a volume of P s h  and 

Fantasias for the organ, and subsequently applied for an inaease in salary as organist of 

the Nieuwezijds Kape1? W e  this appeal was tumed down, Anthoni was placated a few 

years later with an appointment to the Nieuwe Kerk, which brought with it the sought- 

after saiary increase. He was also irnrnediately charged with an adensive expansion of the 

organ in that church. The city-appointed Kerheesrer of the ISeuwe Kerk was Jan 

Jacobsz Hinlopen? It is Iikely that Huilopen knew Anthoai bdore 1664, the year of the 

move to the Nieuwe Kerk, and in this way came to h o w  his younger brother, the painter 

Jan van Noordi, h m  whom he commissiomd a number of portraits, sometime before 

1663. 

It appears also to have been the upper limit of Van Noordt's status among patrons of 

portraiture. He did not succeed in retalliing the hvour of Jan Jacobsz Hùilopen. Afier the 

death of Leonora Huydecoper in 1663, Huiopen r d e d  two years later. In 1666, he 

turned to the very fuiionable Bartholomeus van der Helst, for a double portrait of himself 

with his young new bride, Lucia Wybraads (1638 - 1719)." He was returning to the artist 

fiom whorn he had commissioned a portrait of himself seven years previously, in 1659? 
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In the intervening years, Hinlopen had turned to Jan van Noordt for a series of portraits of 

himself, his wife and their son. This level of success was brief. There are no other firm 

indications that Van Noordt received similarly prominent commissions aftenvards. Van 

Noordt evidently could not successfbîly compte agaiPst the portrait specialist Van der 

Helst, for the most elite portrait patronage. However, duriog the decade of the 1660~~ Van 

Noordt did continue to paint portraits for relatively affluent patrons, fiom the evidence of 

the s u ~ v i n g  paintings. 

The 1660s: the decade of portraiture 

A number of Van Noordt's portraits reflect the taste and style favoured by Amsterdam's 

patricians. The most lavish are perhaps the Po- of a Young Mm with his Dog in Lyon, 

and the Fmnily Porltait in Dunkerque (cat. nos. 47 and 56). Unfortunately in these cases 

the sitters cannot be identified with any certainty. Only one of Van Noordt's portraits has 

descended to the present day with a concrete indication of who the sitter was. An 

inscription on the back of a s d  portrait on copper in the Rijksmuseurn in Amsterdam 

bears the name of Dionijs Wijnands (1628 - 1673), an Amsterdam manufâcturer of sa 

(cat. no. 43)." A second version of this portnit, threequarter-length on amvas, is signed 

by Van Noordt and dated 1664 (cat. no. 44). Van Noordt's patron for this commission 

came £?om a farnily of merchants. Dionijs's hther Hendrik Wijnantsz (1602 - 1676) had 

been a craemer, or vendor." He is represented with his wife Aeltje Denijs in pendant 

portraits in the Rijksmusaun Çds. 21.22). The social standing of this fàmily was much 
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lower than that of  the Hinlopens and Huydecopers; neither Hendrik nor his son was able 

to gain entry into the regent class by way of a ci@ appointrnent. However, this social 

status would be reached by Aiida (1655 - 1724), the daughter of Dionijs Wijnands and 

Anna Groessens (1 63 1 - ?), who in 1676 married Hendrik Meulenaer (1 65 1 - l7O4)), son 

of Roelof Meulenaer (161 8/19 - 1691), the city's postmaster for Ant~erp.~' 

Dionijs Wijnands ocaipied a cornfortable social position within Amsterdam society, and 

could lave a modest fortune to his h e k n  Recently some more information has corne to 

the s d c e ,  that places him within the world of iiterature and theatre in this city. In the 

records of the literary society Nil Volentihs A r h ,  preserved in notes made early in the 

eighteenth century by the poet and playwright Balthasar Huydecoper, and published by 

Bernardus Dongelmans, Dionijs Wijnands appears as the eleventh member of this 

exclusive literary Society.''' Nil Volentibus A t h  was founded in 1669 by Lodewijk 

Meijer and Andries Pelq with the aim of promoting French Classicist ideals in theatre.'* 

For the meetings, held every two weeks, one member presented an essay on a set topic. 

While the group hoped to see the birth of a classical school of theatre-writing in the 

Netherlands, it managed no more than the publication of theoretical tracts and the 

translation of French plays." The painter and art theorist Gerard de Laireme, although he 

did not becorne a member, was a prominent supporter and hosted severai meetings at his 

house." Dionijs Wjnands did not play a major role in the Society. He joined only a few 

years before his early death in 1673 at the age of 45. He seems to have participatecl mainly 

through attending meetings, and making a few presentations. No writings by him are 



known. He is recorded in Balthasar Huydecopets notes as having the titie of "Doctor," 

but there is no indication of his education or his dissertation t ~ p i c . ~  Wijnands forrns 

another l i 4  albeit a vague one, between the painter Jan van Noordt and the theatre in 

Amsterdam, the other one being through Samuel Coster, the founder of the Schouburg." 

The patrons for Van Noordt's portraiture also included another artist: the marine painter 

Jan van de Cappelle. Van de Cappelie practised his art while coaducting a lucrative f d y  

dying business (the sarne mde as that of Hendnck Oly, mentioned above), by which he 

was able to amass a large collection of art, includhg paintings and a large number of 

drawings. The contents of bis collection are hown through an inventory taken after his - 

death in 1679, which includes a portrait of his late wife Annetje Jans Grotincx (1632 - 
1 677), by Jan van Noordt (cat. no.  LA^).' This item immediately foliows a portrait of 

Johannes van de Cappelle himse& by Gerbrand van den Eeckhout (1 62 1 - l674), an artist 

who is sornetimes connected with Jan van Noordt, on account of s h e d  themes and 

stylistic traits." These two en- prompted Saskia Nystad to attempt an identification of 

two existing pendant portraits, in Amsterdam aad in Paris, as Van de Cappede and 

Grotincx, by Van den Eeckhout and Van ~oordt?  Ha identification is unfortunately 

based on the misattniution of the Paris painting to Van Noordt (cat. no. R45). 

Nonetheless she does draw attention to the impiication of this inventory, that Van de 

Cappelle was on fiiendy tams with Van den kkhout and Van Noordt. Curiously, 

fbrther on in the inventory another portrait of Van de CappeUe is mentioned, as having 

been made "wn vmt Nbrt's tekening" (&er Van Noordt's drawing) (cat. no.  DIA):^ 



Van Noordt seems to have enjoyed a demand for adult male portraits only for a short 

while. Only one other exarnple can be cited, the Petrus Proëlius, which has been lost, but 

is known through a reproductive print by Joan de Visscher (cat. no. Copy 2). The date on 

the print, 1661, is that of the sitter's death, and not of the original portrait, which was 

likely produceci shortly before that tirne, probably in 1660, judging by the harmony 

between the elegant pose and the restrahed arrangement of background elements, which 

shows an advance from the woman's portrait of 1659, discussed above (cat. no. 39). It can 

be placed toward the beginniog of Van Noordt's activity as a portraitist. His sitter was a 

predikant, or minister in the Reformed Church, as the inscription to the p ~ t  declares: 

"Petms PrdIitls EccIesimtes AmsteI&rnern~~? Van Noordt may bave secureci this 

early portrait commission, through his younger brother Lukas, who was also apredikt ,  

in nearby Diemen. 

Van Noordt attraded only a limited market for his portraiture, possibly through personal 

or social connections aione. In the 1660s he was cornpethg against artists who focused 

alrnost entirely on this specialty: Bartholomeus van der Helst, Niwlaes Maes, and also his 

own  end Abraham van den Tempel. Nonetheless, a spate of portrait wmmissions in the 

decade of the 1660s did permit, or force, Van Noordt to put aside the genre subjects of 

the 1 650s. It is this later îirne to which Houbraken refers, in the Great i%eatre, when he 

identifies Jan van Noordt as a "histosy- and portrait-painter." Houbraken would have 

known about Van Noordt through Johannes Vwrhout, who was one of bis more 

important sources, and who was, as Houbraken states, the pupü of Van ~oordt." 
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Voorhout likely entered Van Nwrdt's studio around 1664, by which tirne his master had 

aiready begun to concentrate on portraits and history paintings. 

A private market for the later history paintings 

The access that Van Noordt gained to a private market, through his portraits, would have 

affkcted his history paintings. However, there has SUCVived no concrete evidence, such as a 

contract, of commissions for these works. It is only in the in-between category of the 

portrait historié, that seaire examples are found of history paintings thaî were done 

specifically for patrons. In such pictures, patrons had themselves and f d y  and fiiends 

portrayed in the roles of the main figures in history paintings. Their faces thus bear their 

own specific fatures, rather than reflecting ideaiized general types. In Van Noordt's 

Hagur cmd the Angel (cat. no. 1) in Kingston, it seems that Hagar is a portrait, and in the 

Pomait of a Widow and her îwo Sons in Bord- a mother plays the role of the widow 

of Eiisha's semant (cat. no. 56). Both paintings are late works, daîing to around 1670. 

They prove that Van Noordt's patrons also had an eye for his talents as a history painter. 

However, the documentary evidemx wnceming the early owners of bis history painthgs 

shows a diverse market, and fkthennore yields no indication of direct contact with the 

artist. 

No secure pattern of patronage for Jan van Noordt's history paintings can be sketched on 

the bais of four known appearances in early inventories. They relate to four eariy owners, 
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who represent a range of social status that corresponds with that observed with respect to 

the portraits. The wealth and power of Jan Jacobsz Hinlopen was not matched, but it was 

approached by Elias Nuyts (16 14 - 1680), whose daughter Catharina (1662 - 1698) 
owned one such work, likely a Granicta md h P I o  (cat. no. L25), which subsequently 

came into the hands of her mother, Catarina Grebert (1634 - l7l4)." Theû social position 

is indicated by the famiy business, a sugar refinery on the Herengracht, known as "De 

Koning van Polen" (The King of Poland). Run by Elias's father Cornelis, it was one of the 

largest sugar reheries in the ci@, and when it burned d o m  on 3 January 1660, the loss . 

was estimateci by the writer Melchior Folckens at "&e tomen goud," or three hundred 

thousand guilders. Nonetheless, the f k d y  had sutncient resources to b v e  the disaster, 

and was able to rebuild its fortune, chiefly through the East-Indian trade. It subsequently 

estabiished a sugar-trading house, this time built in white Stone, at the same location. 

There, Cornelis's son Elias would later recommence with sugar refining? 

The daughter of Elias and Catarina, Catharina Nuijts, died young and was Surviveci by her 

husband, Elias van Valencijn (1632 - 1738).% Valencijn had an hventory of ber 

possessions drafted, which included a "Stuk mef beelden wm van Oort* (a piece with 

figures by Van Noordt)(cat. no. L~s)? This rather vague entry takes on more signifïcance 

when wnnected to a work in the inventory of Catharina Nuijts's mother Catarina Grebert, 

taken after her death in December 1714. It iacludes "Een Dimrcr met een Jugthmren door 

Vm Oort" (A Diam with a Hunting Hom by Van Noordt)." It was aimost certainly the 

same painting, passed on fiom Catharina Nuyts to her mother &er the daughter's death; it 
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evidently was regarded as belonging to Catharina Nuijts. As she was bom only in 1662, 

and Van Noordt's Iatest known works date to 1676 and before, Catharina's painting had 

likely been bought by her mother, to whom it was later retumed. This painting could have 

been a lost work of a mythological theme, but it might also have been one of Van Noordt's 

depictions of Grmi& msdhfl lo.  The figure of Granida, idealized, bearing weapons and 

holding a sheil, was perhaps Msinterpreted by the notary in 171 5 as the goddess of 

hunting, Diana. The version of Grunida that Van Noordt painted in 1663, which appeared 

recently at a London sale, was in like m e r  misread when it was catalogueci for sales in 

1788 and 1905 (cat. no. 30)? The likeiihood of a miseadkg in the 1715 inventory is 

strengthened by the fact that two paintings of Granialir mtdDar>Jo survive, whereas there 

are no known depictions by Van Noordt of Diana with a Hunting Hom. In the absence of 

fùrther evidence, however, the identification o f  Catharina Nuijts's painting rernains 

uncertain. It is also not possible to &te the purchase of the work. 

Compared to the wealth of Catharina Nui*, a lower social stahis of mere aaluence was 

occupied by the owner of a painting of Susmm md the Eiders by Jan van Noordt (cat. -. 

no. LA): Michiel van Coxie (1649 - 1688). Xn 1682, an inventory was deposited with the 

Entrance Registry of the Chamber for Orphans, that indicates an estate valued at f 10 

953." Van Coxie's marriage act identifid bh as a "kaopmm,," or merchant, fiom A 

A~nsterdam.~~ None of the documents indiates the particuiar trade he conducteci, but it 

seems to have been a family business: it appears as ifhe stayed in the W y  residence on 

the Rosengracht with his parents and his brother Coemet, who is also identifiecl as a 
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rner~hant.~" In 1675, Michiel marriecl Johanna Ida de Vos (1 655 - l678), with whom he 

had two children, before her death only three years later, in 1678. After another three 

years, he had an inventory drafled of the possessions he had storeci at the house of her 

father, Pieter de Vos. It was an entire household of goods, among them "de Su- vm 

Jm van Oort" (the Susanna by Jan van ~ o o r d t ) . ~ ~  ûf the three known versions of this 

theme by Van Noordt, only the latest one, presently in Wmterthur, can be considered as a 

possible commission fiom Michiel van Coxie (cat. no. 8). It dates to ca. 1670, when he 

would have been around twenty-one years old. However, he rnay simply have purchad 

his S u m m  by some other means, and it wuld have been a work from earlier in Van 

Noordt's weer .  

Van Coxie was oniy twenty-seven at the tirne of the fint inventory. Besides the painting 

by Jan van Noordt, he dso owned sculptures, rnaps, and a clavecembalo, as weU as a 

nurnber of other paintings. One of them is &en as "an ox by Rembraud&" and there are 

also marines by Ludolph Backhuysen and Jan ~iagelbach.~ This list of possessions does 

not reflect a systematic collection of art and objects, but rather a weli-appohted, f luent 

household. This inventory also did not include evaything owned by Van Coxie, as he 

made his residence with his own M y  on the Rosengracht., and Wely kept many things 

there as well. The inventory appmmce of Van Noordt's painting is not specific enough to 

indicate whether the yomg merchant had contact with artists such as Van Noordt, or 

instead aquired his paintings through less direct channels. 



The paintings owned by Catharina Nuyts and Michiel van Coxie cannot be placed 

decisively in Van Noordt's earlier or Iater period. Thus they cannot be connected with any 

certainty to the later phase, during which we know Van Noordt to have enjoyed private 

patronage. in both cases, the ages of the owners makes such a dating more Ucely. The 

themes they chose, Su~mna und the Eiders and quite iïkely Gruni& andDuzij?Zo were 

both very popular, not reflecting a partiailm viewpoint or taste, and suithg both the open 

market and private commissions. 

No more specific is the content of another history painting linked to an early owner. 

However, on the basis of its co~ection to a SUIYiving work, it seems to belong to the 

earlier phase of Van Noordt's weer, in which the open market played a significant role. In 

1670, a "schiIderij vun St. Jm, van Jm vmr Nmtdtfl (a painting of St John, by Jan van 

Noordt) (cat. no. La) was noted among the possessions of the deceased Jan Wolters 

(1 6 13 - 1669)~~ The subject matter corresponds with that of the painting presently in The 

Hague, which dates to ca. 1655 (caî. no. 10). However, Welters's painting may also have 

been a later version, since lost. 

With the SI Joh ,  Jan van Noordt's eariy work may aiready have attracted attention ficm 

within the highest socid class in Amsterdam. Wolters was a German émigrb fiom Bremen, 

who established himseifas a merchant in Amstercimq trading mostly in gwds fiom the 

East Indies. He enjoyed great success, aiid with his marriage to Sara de Geer in 1647, he 

gaineci entry into Amsterdam's regent class. Sara was the daughter of the wealthy arms 



manufacturer Louis de Geer. Elias points to the r a r d s  of the Exchange Bank in 

Amsterdam, where in one year, 1 669, Wolten is given as carrying out f 3 84 760 in 

transactions." He evidently sought a suitable expression of his position when he purchased 

adjoining lots on the Herengracht in 1665, almg the stretch that became known as the 

"Golden Bend" because of the lavish houses standing there." His earLy death prevented his 

plans, and the land was eventudy sold by his son Raymond, to the merchant and real- 

estate broker Laurens Wittebol." In the context of such status, the St John today in The 

Hague is not a very ostentatious worlg in sale and in style. Its date of ca. 1655 perhaps 

corresponds to an earlier, more modest period Ui Welters's Me. 

No s u ~ v i n g  work can be relateci to the Joseph und M q  (cat. no. L7) rnenîioned in the 

inventory taken on the death of the painter Melchior dwondecoeter (1635 - 1695), a weii- 

known specialist in game sW-lifes." D'Hondecoeter's ownership of a Van Noordt in 1695 - 

does not mark a high social milieu like that of Wolters. Iristead DTIondecoeter compares 

more closely to the painterdealer Cornelis Doeck, mentioned above, who owned two 

genre depictions by Van Noordt. Lie  rnany of his profession, D'Hondecoeter IüceIy soid 

the works of other artists beside his own. 

The traces of Jan van Noordt's history paintings among the possession of Amsterdammers 

in the 17th century deheate a wide range in the market for this part of his output. The 

scaie runs fkom the wealthy Cathatina Gr* and Jan Wolters, through the affluent 

Michiel van Coxie, to the modest social status of the painter Melchior d'tiondecoeter. To 



this Iist of owners can be added several members of Van Noordt's own family, who ais0 

held a relatively low social position." This variety contrasts with the limiteci circle 

patronking Joannes Vermeer in De@ as weU as with the strictly-&te public for Gemt 

~ou'sfijmchiIdenjen.* It is perhaps a skewed picture. I fwe remove family and possible 

artistdealers, we are largely left with merchantq who represented an important part of 

Amsterdam's market for art.'' 

The high point of Van Noordt's prominence as a history painter occmeû around 1667-70, 

when he painted the remarkable Jmo in Brawhweig (cat. no. 14). It mwt have been 

done on commission, &en its enormous de, neariy three rnetres across. An artist would 

generally not undextake such a costly investment of time and materiais, on speculation. 

The large size at the sarne the  indicates a wealthy patron, because it could only have fit 

on the waiis of a vev large house in Amsterdam, or those of a large country residence 

outside the city, or in another country. In addition, the picture's theme, the goddess of 

antiquity, called for a patron who was educated, and c d d  appreciate the correct 

arrangement of attributes and accompanying figures. Especiaiiy the ciaring level of nudity 

demanded a certain level of ealightenment fiom the viewer, in the hce of traditional 

religious objections in the Netherianch, to sensuality in art. The same conditions applied to 

works like Backer's Vemrs md Acdons in Eichenzeil, and Cesar van Everdïngen's Jupzter 

mi Callisto in Stockholm." These are exeptiod cases in Dutch art, and Van Noordt's 

Juno should Likewise be regarded as an anomaly in the artist's career. His success in 

securing such an arnbitious commission represents the high point of his status. W~thin his 
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oeuvre it is an unusual work. The format and the subject matter of his other history 

paintings and his portraits historiés reflect largely the status and the world of ideas proper 

to the broad bourgeois pub tic in Amsterdam and other cities in the Northern Netheriands. 



C hapt er Three: References 

1. An example of Backer's work for the House of Orange is his painting of Freedom, 
canvas, 162.5 x 1 1 5.8 cm, Berlin, JagdschloB Grunewald (iiv. no. GK 1 3073); sec: 
Sumowski 1983-1 996, vol. 1, pp. 197, no. 29, 232 (with iîîustration). It was 
commissioned as an overmantel of the N ' e  Gaflen~ of the Cade at Buren. See: C. 
Willemijn Fock, "The Princes of Orange as Patrons of Art in the seventeenth Century," 
Apollo 1 10, Decernber 1979, p. 474 (with iilustration fig. 2 1); and: Luasingh Scheurleer 
1987, pp. 44,45,46 (with illustration), 49. The high regard for Backer among Amsterdam 
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Civic Guard Company of Gptafin Comelis de Graeflmd Lieutenant Hendnck 
Lainurena, canvas, 367 x 5 11 cm, signed and dated 1642, Amsterdam, Rijksmuseum (UV. 

no. C 1 174. See: Sumowski 1983-1 996, vol. 1, pp. 203, no. 75,278 (with illustration). On 
the commission, see: Wülem Martin, "Backer's Korporaalschap uit den Kloveniersdoelen 
te Amsterdam," OvdHoIIand 50, pp. 220-224 (with illustration fig. 1). 

2. See cat. no. 24, note 3. 

3. Vos's poem appeared in the collection pubiished in 1662: Vos 1662, p. 54 1. The poem 
was later quoted by Houbraken: Houbraken, vol. 1, pp. 336-337. For the most ment 
discussion of if see: Weber 199 1, p. 2 17. Abraham Ernst van Bassen: G.kA D.T.B. 39 
(Baptism) no. 335 (IVieuwe Kerk), 26 November 1613, Abraham, son of Wmer Ernst 
[van Bassen] and Maria Pieters Hollesloot, witness Henrikje Koenen; G.AA D.T.B. 1047 
(Burial) p. 273 (Oude Kerk), 17 Jmuary 1680: Abraham Ernst van Bassen, £rom the 
Herengracht . 

4. Eüas does not include Abraham amoag the children of Wamer Ernst van Bassen (1581 - 
1630) and Maria Pieters Hoilesioot. Sa: Eiias, vol. 1, p. 303, no. 96. However, he is 
narned among four of their children who were not yet of the age of majority, in an enûy in 
the records of the Amsterdam Chamber for Orphans, made upon the death of their Mer:  
G.A A. 5073 (W.K), no. 792 (Inbrengregister) no. 2 1, fol. 205~. 1 7 September 163 1. 
Abraham's father Warner bqyeathed his four youngest children, named in the Weeskamer 
entry, thirty-two thousand guilden, part of a fortune that he had amassed îhrough the 
manufàcture of earthenware goods. In a derisory poem, Vondel dubbed him M d h  (Le. 
Malchus, the High Priest's smaat whose ear St Peter severed), in reference to the one- 
eared goods he sold. Wmer had also @ed acceptance into the &y's elite regent class, 
and Wed several minor posts in the city govemment. See: Elias. vol. 1, p. 303. 

5.  Ali three paintings belong to the Stedelijk Museum "De Lakenbal" in Laden: Abraham 
van den Tempel, Mmden Leibn cmwned by Mineniri, canvas, 176 x 221, signed and 
datbd 1650 (iuiv. no. 425); Maiden Leiah Welcomes Praprity, canvas, 207 x 266.5 cm, 



signed and dated 1 65 1 (inv. no. 427); Proprity FIeesfum War, canvas, 207.5 x 265.5, 
signed and dated 1 65 1 (inv. no. 426). On the commission, see: Wjnman 1959, p. 64. 

6. Upon his marriage, Abraham van den Tempe1 identified himselfas a "laeckendrapier," 
or cloth merchant. For Van den Tempel's connections to the cloth tntde in Leiden, see: 
Wjnman 1959, pp. 55, 56, and 64. 

7. These two portraits are presently known through wuntless copies, of which two are in 
the collection of the Rijksmuseum in Amsterdam: Jan de Baea, Portrait of Johmr & Win, 
canvas, 125 x 98 cm, inv. no. A13; Portrait of Contelis & Witt, canvas, 124 x 97 cm, inv. 
no. A14. 

8. For the relevant paintings by Backer, see cat. no. 29, note 2, and cat. no. 15, note 3. 

9. For the relevant paintings by De Vos and Moyaert, see cat. no. 22, note 3, and cat. no. 
2 1, note 4. 

10. See: Bredius, KiillsiIer-Imnture, p. 109, no. 170, mentions the second painting, but 
not the fint one, which he did record in notes left at the RKD.. Doeck's death is recorded 
three years earlier: G.A.A. D.T.B. 1091 (Burial) fol. 85v (Zuider Kerk), dd 26 May 1664: 
"kerck doodt den 26 ditto (rnaij) Cornelus Doeck onder galerij 15.-.-". Doeck's d a g e  is 
recorded in Amsterdam: G.AA D.TB. 447 (Marriage), p. 53 (Church), dd 28 November 
163 7: "Comels Willemsz van A out 21 j w  &i&t woonen op & N: Zr achrerbughal 
out 20 jam ende Cumelia Rochok vum A wcxm inde hgestrauî gearr met ham moe&r 
Comelia Rocholr hy geen m&rs hebb&"Corneiis WiIIemsz of Amsterdam painter 
living on the Nieuwe Zijds Achterburghd 20 years old and Corndia Rochols of 
Amsterdam living in the Langestraat assisted by her mother Cornelia Rocholt he having no 
parents). 

1 1. Abraham Brediuq "De Kunsthandel te Amsterdam in de XVII' auw," Amsterrkansch 
J'buekje, 1891, p. 56. Bredius clairned thaî a document of 1639 referred to Doeck as 
"erstwhile painter" ("eemjh schiIdeer"), but gave no reference. Doezk's inveatory 
mentions a nurnber of works by him (see previous note). The earliest references to Doeck 
in the Amsterdam archive, are the d a g e  record cited in the previous note, which 
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Rochek), who clairned her portion of her fitther's inheritance, presumably shortly after her 
marriage: G.A A 5073 (WK) 796 (Inbrengregister), no. 21, fol. 1 12v7 dd 12 May 1638. 
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G.A A. D.T.B. 42 (Baptism), p. 175 (Niaiwe Kerk), dd 15 Jmuary lm: Cornelia 
(witness Tnjntje Roochels); G.AA D.T.B. 42 (Baptism) p. 321 m e m e  Kerk), dd 2 
September 1642: Baefje (witness Dkck Bissdiop); G.AA DTB. 8 (Baptism) p. 33 
(Oude Kerk), dd 17 November 1644: Willem (witnesses Dirch Bisschop and Cornelia 



Roochelt); G.AA D.T.B. 8 (Baptism) p. 120 (Oude Kerk), dd 10 March 1647: 
Ernrnerens (witnesses Elsje Melchiors and Duck Bisschop). 

12. Houbraken fiequently spoke disparaghgiy of dealers, with respect to their treatment 
of artists, as in the tife of the dealer-painter Gerrit Uylenburg (Houbraken, vol. 2, p. 294), 
and in a digression on the status of artists (Houbraken, vol. 2, p. 232). He twice referred 
to dealers as "keeZbeuIen," or "headsmen-exeeutioners," in his lives of Phiiïps Wouwerman 
(Houbraken, vol. 2, p. 74) and Caspar Netscher (Houbraken, vol. 2, p. 74, and vol. 3, p. 
94). My thanks to Professor Hendrik Hom for these references. 

13. G.AA. D.T.B. 1074 (Burial) p. 63 (Noorder Kerk), 7 October 1683: "Hendrik Olij." 

14. See: Bredius, KiinstIer-Inventure, p. 2036. 

15. G . k k  5062, Kwijtscheeldgen, no. 47, fol. 141,3 March 1656: Hendrick Oly 
purchases a house and a dyeworks, on the Bloerngracht, near the Buiiebaac House, 
named the Blauwe Snalg for f4000, from Jan Claesz AnsIoo. 

16. It seerns that Oly came fiom dsewhere, and aquired bis Poorierschap in the city 
when he rnarried one of its citizens. G.AA 5033, Pmerboek, 17 November 1656: 
"Hewic Okj, Lukemrwer gehinvd met Heijtie E M  dochter van Elbert CIuesz EImt 
Lakenkoper" (Henric Otij, fhnc dyer, married to Heijltie Eland daughter of Elbert Claesz 
Elant cloth merchant). Thek chüdren are recordeci in burial notices that do not give names, 
indicating that they died shody d e r  birth: G.A. k D.T.B. 1055 (Burial) fol. 93v (Neuwe 
Kerk), dd 6 March 1657: child of Hendenck Oiij; G.A.A. D.T.B. 1 10Ob (Burial) p. 167 
(Westerkerk), dd 16 June 1659: child ofHenderick Olij. 

17. See: Bredius, Kiinder-Imn&a.re, p. 2035. The two paintings in the hventory that are 
by Oly himself, No. 19, a Landscqe with Animuk, and no. 67, a Lumbpe withfigurs, 
suggest that Oly specialized in landscape. 

1 8. N. A. A. 5970, Notary Christoffel Hellens (Afschnpen vun Tesfamenten), fols. 3 5 1 r- 
352q dd 12 December 1699, mentions a garden and a leisure-house on the garden of 
Persem Loen (Perseru Lane), dong the Sloterdi', on the H-Iemmer Treckweg. 

19. The inventory was taken on the occasion of Westerhofi's second marriage, to Bejatris 
(Beatrice) van Hoften: G . k A  D.T.B. 529 (Church), p. 138, dd 17 Juiy 1698. Anna van 
Schoddenburg had died two years eariier: G . k A  D.T.B. 1057 (Meuwe Kerk), fol. 58v, 
dd 1 1 Septernber 1696. Westerhoq evidently a Catholic, was burieci in the Carthusian 
Cemetery on 11 April1719: G.AA D.T.B. 1173 (Burial) p. 16. 

20. N.A.A. 5790, Notary Comelis van Buuren (Mimiacten wn Te-enten, etc.), pp. 
1025-1026, dd 7 Septemba 1701 (accompanied by a sealed, abbmiated version, included 



in the same notarial volume, but not paginateci). This document, the testament of 
Catharina van Papenbroeck, makes specific mention that it was passed in the house of Jan 
Westerhoff, "hospes inde Herberg de Hoop siaende op de Kioveniers burgwuP (Keeper 
of t he hostel De Hoop standing on the Kloveniersbwgwal). 

2 1. The narne was taken over £iom the name of the house, "Zwn blaainven Jm," that had 
previously been used as a bluedye-works. It s t d  on the east side of the 
Kloveniersburgwd, across from the SlijLstniat. See: W~tkamp 1888, p. 3 13; and: Gustave 
LoiseA, Histoire des menageries de I'antiquité à nos jours, Paris, 19 12, vol. 2, p. 52, 
section W. 

22. See: Witcamp 1888, pp. 3 12-3 16. 

23. D.C. Meijer, jr., "Blauw-Jan," AmsterctPnsche Jwboe&e 1889, pp. 41-48. 
Westerhoffs portrait also appears in the book by Velten. See: exhibition catalogue 
Amsterdam 1992, p. 139, no. 285a (with illustration). 

24. G.AA 5033, no. 5, Pootterboek, no. 2, p. 522, dd 13 May 1664: 'Jan Baten- 
Westerhof Olkzknburch.'' G A A  D.T.B. 485 (Marriage) p. 309, dd 4 Apd 1664: Jan 
B arentsz West erho f and Annetje Huggen. 

25. G.AA D.T.B. 1057 (Burial) fol. 58v (ISeuwe Kerk), dd 1 1 September 1696: " A m  
vm Scho&nbeurchh, W. v. Jm Westerhof Clown. burgw." (Anna van Schoddenbeurch, 
d e  of Jan Westerhof on the Kiovenienburgwal). G.Ak  D.T.B. 529 (Marriage) p. 138 
(Kerk), dd 17 Jdy 1698, Jaa Westahof and 'Bejderis" (Beatrice) van Hoftea G.AA 
D.T.B. 1 173 (Burial) p. 16 (Karthusiers Kerkhof), dd 1 1 April1719: "Jm Weszerhof R, de 
Egeh~iers tra  bij cle boangrafl laat 1 ki&nun (Jan Westerhof on the Egelantierssîraat 
near the ~ijn]bamgracht leaving behind one cbild). 

26. Cat. nos. LA3 and M. The testament was first published by Judith van Gent; see: Van 
Gent 1998, For M e r  information on Jen Jacobsz Hiniopen and Lconora 
Huydecoper, see: Elias, vol. 1, p. 309, with no. 98. 

27. See: Van Gent 1998. The portrait was pmiously thought to depict the f d y  of Gillis 
Valckenier, sec: Isabella Henrietta van Eeghen, "De famüiestukken van Metsu van 1657 
en van De Witte van 1678 met vier lewemgeschiedeni~sen,~ J a ~ l ~ k k  Amrteiodamtcm 68, 
1976, pp. 78-82. 

28. Elias, vol. 1, p. 309. See dso: Dudok van Heel W%, pws.int. 

29. Jan Jacobsz Hinlopen and Leonora Huydecoper mmied on 3 Apd 1657; see: Elias, 
vol. 1, p. 309. 



30. Huydecoper occupied this position in 1651, 1654, 1655, 1657, 1659 and 1660; se: 
Elias, vol. 1 ,  p. 384, no. 126. His son Joan would occupy it thirteen times; see: Elias, vol. 
1, p. 518, no. 191. 

3 1 .  On Joan Huydecoper as a patron of the arts and architecture, see: Gary Schwartt, "Jan 
van der Heyden and the Huydecopen of Maarseveen," Ine J .  Paul Getty Museum J m m d  
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Ordinans) no. 2 (Resolufies 1657-1664), fol. 194, dd 2 1 August 1664: "Anthonis van 
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Chapter Four 

Exempla of love and viltue. The choice of subject matter in Jan van Noordt's history 
paintings. 

In the early years of the seventeenth centwy, many new themes appeared in Dutch history 

painting. It was a tirne of change; the flourishing trading economy of the Northem 

Netherlands brought great prospenty to the merchant traders of its cities, especialiy 

Amsterdam. In this milieu, religion and education were high prionties, as reflezted in book 

publisbing, and in the rapid expansion of production of history paintings. Many of the 

themes appearing in these history paintings had been transferred âom the print tradition, 

especialiy the printed illustrations made for Bibles and volumes on mythology. By mid- 

century, when Jan van Noordt began to produce history paintings, the market for such 

works had becorne dorninated by a great many standard themes. Van Noordt himself 

yielded to the pressure of these already-established traditions within the professiorqonly a 

few of his cho-ices of subject matter appear to be novei. Comparatively, he was a greater 

innovator in the expressive use of styüstic elements. 

Jan van Noordt's output of history paintings raises the broder question of the selection of 

themes. He partook of the preference for particularly dramatic moments, exbibited by 

Rembrandt and his pupiis, especialiy in the 1630s and 1640s. This phenornenon has drawn 

the attention of a number of scholars, foremost among them Albert Blankert. In bis 

monograph on the Rembrandt-pupii Ferdinand Bol (161 6 - 1680), Blankert hypothesized 

that Bol and his fellows aîkmpted a visuai parallel to the sudden change of fortune typical 
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of tragic 1iterature.l Blankert posited that the poet and playwright Joost van den Vondel 

(1587 - 1679) had provided an impulse to these artists in his introduction to his play 

Jephta of 1659. There he explained his own setting of the biblical story within the 

framework of classical tragic poetry. Vondel introduced the tenn siuetveranctering 

(change of state), his interpretation of the classical Greek term peripeieia, a term most 

broadly disseminatecl through Aristotle's fmous theoretical tract on ~ o e t r y . ~  Blankert's 

proposition was corrected by Jasua Bruyn, who pointed out that Vondel's apdogia came 

too late to have influenced the relevant works by Bol, or those by most of the other artists 

who shared his iconographical preferences.? In addition, the s p d c  demands of the tragic 

scenario do not fit with the partidm situations conjureci by many of the stories depicted 

by Rembrandt, his foliowers, and his predecesson. The story of Jephu, which does fit 

well, was ody rarely depicted, so that it forms an exception rather than a rule in Dutch 

Baroque history painting.' Furthemore, drawing attention to such a relatively late 

publication tends to uegate the importance of the longer pictorial traditions for each 

theme. These traditions have been attracting considerable attention âom scholars of hitch 

art, among them Christian Tümpel and Volker Manuth in the area of Old-Testament 

Biblical representations, and Eric Jan Sluijter in the area of mythological depiction~.~ 

There remains the question of whether there were critical aspects of certain themes, that 

recommended thern to history painters. The issue was r a i d  again by Sluijter in the 

concludimg rernarks to bis Iwvey of Dutch mythological depictions, where he noted the 

prevalence of female nudity and the prefaence for erotically-charged stories. He drew a 
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parallel to the popularity of Susanna and the Euers among biblical history paintings.6 The 

present chapter will discuss this and other aspects of the themes selected by Jan van 

Noordt, with special attention to the artist's selection of particdar moments out of the 

story that was their literary source. Consistemies in these selections show that Jan van 

Noordt interpreted many of his sources in confonnity with two favored topics: love and 

vrtue. This inclination of one artist suggests that the broader public of his day also 

consciously interpreted their literary hentage in ternis of courting, marriage, and Wtuous 

behaviour, which were relevant to their own lives. Considerable social investment was 

placed in the exemplars of Whie and love presented in these paintings. 

Love as a Literary and Pictorial Theme 

The topic of romantic love took a place in European literature fiom the emergence of the 

courtiy tradition of the troubadours onwards. In the eady Renaissance in Italy, Dante. and 

especiaîiy Petrarch played an important role in entrencbing the expression of love in 

literature, across Europe.' This topic also appeared in plays, stories and novels that were 

available to Dutch readers in the seventeenth centuy. W e  some of this production was 

native, much of it was foreign, and made accessible by way of translation. Reflecting its 

coudy ongins, this literature emphas'ked the reahtion of ideal love, in a Neoplatonic 

sense. In this context, BoccacQo's Decameron represented an important and innuentiai 

alteration, by introducing into the c u d y  discourse on love a lighter, more crunal element. 

In his story of Cimon d@higenia7 which will be further disarssed below, he nonethela 
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propagated the tradition of ideal love, by wnjuring an unlikely meeting between the two 

lovers, and by having the young male protagonist endure considerable stniggfe to win, or 

keep, the hand of his beloved. Traces of the chivalric tradition, and of the epic framework, 

persisteci. 

In the context of the Northern Netherlands, this decidedly elite discourse on love should 

be distinguished fiom the many moralizing emblems, literary and visual, and paintings, that 

focused on presenting wisdom and guidelines with respect to love, mariage, and various 

other amorous pursuits.' This p d e i  phenornenon was directed at a popular audience, 

which included the less leamed. It was championed by the Dordrecht poet Jacob Cats 

(1577 - 1660), and reflects the practicd rnaNfestation of humanism. 

An important pladorm for the expression of love in literature and art in the Netherlands - 

was the pastoral setting. In the late deenth century, a fàshion ernerged for themes 

involving shepherds, shepherdesses, and the countryside, sparked by the publication of 

Battista Guarini's II Pmor Fi& (The FaithfÙl Shepherd) in 1 5 89.9 In the Northern 

Netherlands this mode took hold in 1605 with the publication of the play Grmi&, by 

Pieter Cornelisz Hooff. A little later t spread to the visual arts, with the earliest depiction 

of a Shepherd d a Shephercilem by Pieter Lastman, of ca 16 10.'' The unmistakably -- 

arnorous attitude of lastmants subject corresponds to the emphasis in HoofYs play, on the 

bond of love that Iuiks the protagonists, the prllicess Gramda and the shepherd Daifilo. 
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The way in which shepherds and shepherdesses were conjured as amorous figures reveals 

much about the contemporary view of love. They are figures who stand opposite the 

civilized world of mores and mannen; they are closer to nature, and the instinctive 

behaviour of the animais that surround hem, reflezting the view that natural instinct plays 

a role in human love. As these fiaive persunages were largely unrelateci to any practice in 

the tending of animals at the tirne, they couid be moulded into an ideal image. Thus they 

are inevitably described as youthtiil and physicaily attractive, undersaring the view that 

love was the privilege of the young, and favored the beautifid. The problem of distastefûiîy 

crude country rnanners could not be easily harmonized with this perfect world, however, 

and in many stories the protagonist tums out to be the wel-bred child of nobility, who -- 

through some twist ended up in the countryside. The tone of the pastoral is thus in the end 

elevated, and given the sethg the lmguage is ofken conspicuously refined as weli. As a 

type the pastoral managed, oAen playfiily and in an unlikely mamer, to resolve the 

division between low nature and high culture. 

Hooft's Granik promoted a formula that grew to becorne a more difise phenornenon. In 

the work of Jan van Noordt, pastoral scenes were also drawn âom Literary sources that 

were themselves not part of the new nisiion, but iastead came out of other contexts, 

including the fourteenth-century noveUas of Boccaccio. Van Noordt also painted a number 

of pastoral scenes, such as young boys with nests and wreaîhs, that were not taken fiom a 

literary source (cat. nos. 35 and 36). As Peter van dm Brink has demonstratecl in an 

exhibition of 1993, such representatiom should not be categorued separately, but are an 
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important demonstration of the wider impact of the pastoral." The present discussion will, 

however, concentrate on the depictions of literary themes, and on the artist's interpretation 

of these sources. 

Painting the Moment of True Love: Gruni& und Daijiio 

Jan van Noordt drew the subject of two of his suMving paintings fiom Hooft's play 

Grmida (cat. nos. 29 and 30). They both depict the moment in the fkst scene of the play, 

when the Persian princes Granida, hahg strayed fkom her hunting Party, encounters the 

shepherd Daifilo and his cornpanion Dorilea in the woods. Granida cornplains of the heat, 

and Daifilo irnmediately offers her a drink of water, fiom a shell. Both of Van Noordt's 

depictions show Daifdo kneehg and holding the sheii up to Granida, with Dorilea taking a 

subordhate place, fùrther behind in one painting and off to the side in the other. 

Van Noordt interpreted his source much in the same way as his feiiow artists had been 

doing. A number of paintings with this theme were idensed for the first tirne by Sturla 

Gudlaugsson, in an article in 1949." With a few exceptions, Dutch artists - like Van 

Noordt - di took up the same particdar scene, which fiills at the very beglliniog of the 

play. The rest of the story was largely negiected by Netherlandish artists of the 

seventeenth century. A rare exception is a painting by Gerard van Honthorst, in which the 

soldiers in Granida's hunting party are shown looking for her. The patron for uiis picture 

was likety the stadholder Frederick Henry, and it reflects his taste for obscure themes that 
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had not previously been depicted by artists.13 It was the fint depiaion of Hooft's play, but 

its example was only seldom followed, and it would not affect the subsequent pictorial 

tradition for Grmi& ami DarBIo. 

The conspicuous preference of later ariists for the scene of Granida and Daifio's first 

meeting was noted by Marleen te PoeLL4 In her analysis, Te Poe1 Iinked its popuianty to 

the theoretical concept ofperipeteiicr as presented by Vondel following Blankert's 

proposal for a theory behind Bol's history paintings, mentioned above. However, as with 

other histoncal themes, Vondel's theorizing came too late to have played a role in the 

tradition for Grmi& andDar~20, which was already weii established long before 1659, 

the year Vondel published his theorking prologue. One of the earliest known depictions of 

the meeting scene is by Claes Cornelisz Moyaert, dating to around 1629." 

Van Noordt was likely prompted to paint this scene by Jacob Adria- Backer. Backer 

depicted it at least three times, in painting in Harlingen, St Petersburg, and in Kingston, 

Canada! They aii show the figures in half-length, reflecting the influence of Utrecht 

artists such as Honthorst, who in tum were foiiowing the %hion ofpresentation sparked 

in Itaiy by Michelangelo Mensi da Caravaggio (1 57 1 - 16 10). Backer also foiiowed 

Honthorst in participating in the f'ashion for pastoral themes, and painted a numba of 

pictures of shepherds and shepherdesses, whose amorous beat puts them in the same 

category as depictions of the opeaing scene of Grmi&.'' 
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Like Backer, Jan van Noordt chose to depict the moment in which Daifilo has fden in 

love with Granida. Daifilo forsakes his shepherdess cornpanion Dorilea, apparently the 

object of his merely camal affection. Not coincidentally, she had just completed a 

monologue on the fickieness of male desue, and her concern becornes real now that she is 

at once forsaken for Granida. The latter represents tnie love for Daifüo, and this scene 

thus exemplifieci the same for the contemporary viewer. 

The role of the shepherd-nobleman Daifilo should be interpreted in this wntext. The 

unlikely platonic interpretation of this change sees Daifilo abaadoning the earthly love for 

the shepherdess Dorilea. for an ideai love, the princess Granida However, the play does 

not seem to reflect such an opposition, with its condescending view of shepherdesses and 

the arcadian He. On the contrary, they were i d e a W  in pastoral literature." The We of 

the shepherd benefits Dainlo, rather than depriving him. Contact with m e  bestows on 

him an undersfancihg of the spontaneous, unthking passion of romantic love. The 

important resulting quality of love that Dainlo embodies is tmth. 

One of the authenticating cbaracteristics of the relationship represented in Van Noordt's 

painting is the compatibiiity between the two new lovers. it at fht seems that this critaion 

is being transgressed when DaifIo, the shepherd, fds in love with the princess Granida. 

However Daifdo, as it tums out, displays a noble character and reheci mannem. His 

decided preference for Granida over Dorilea is inevitable; the latter was an inappropriate 
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candidate from the beginning. Van Noordt suggests her Iower character somewhat by 

characterizhg her as naive and unwitting. 

The rest of HoofYs story is not suggested in the painting. He has Dainlo go on to face 

many obstacles, including imprisonment by a foreign rival for Granida's hand. DaifIo 

survives and triurnphs, and rralizes his new-fond love by marrying Granida, at the end of 

the play. He thus proves not only his tme love, but also the nobility of his character, as he 

perseveres through difiiculties and challenges. These developments expand upon the initiai 

moment of meeting between DaMo and Granida, by confirmiag the truth of Daflots 

feeiing for Granida, whosz intensity was expresseci by his spontaneous gesture of offering 

her water in a sheli, the only vesse1 to hand (the shell was also an attribute of Venus). Van 

Noordt's paintings convey the stor)rs emphasis on the psychology of true love. 

Most of the aspects of true love that are associated with the story of Grmi64 and D a i o  

are also present in another theme that Van Noordt favoured. His thne surviving paintings 

of Cimon cmdlphgenia (cat. nos. 24,25 and 26) depict an episode in Giovanni 

Boccaccio's Decmneron. Dating to 13 15, this collection of comic stories was one of the 

most celebrated products of the "Eariy Italian Renaissance." Boccaccio's text would corne 

to enjoy a great deal of atposure in the sixtanth century in the Netherlands, where Di& 

Volckensz Coornhert (1522 - 1590) published a weU-hown translation of the first haif of 
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the book, in 1564. The translation of the second ha& by Gemt Hendnksz van Breughel, 

enjoyed sirnilar popularity, undergoing several reprints. l9 The various stories in the 

Decameron are presented as being told by various members of a group, over a period of 

ten days. The only part of the Decameron that was to enjoy much attention fkom painters, 

was the passage relating the first meeting of Cimon and Iphigenia, which belongs to the 

first story of the tifi day." It is dso what appears in the three paintings by Van Noordt. 

Like Daifiio, Cimon is depicted as he is expenencing ûue love for the first tirne. He is 

introduced in the story as the good-for-nothing son of the Cypnot Nobleman Asristype. 

His father has &en up on him, and has gramed him his wish to Ieave the court for the 

countryside, to live the carefree üfe of a shepherd. Cimon is walking in the woods one day 

when he encounters Iphigenia, a nobleman's daughter, with her attendants, reposing about 

a fountain. The sight of the beautifid youg woman, partly disrobed, inmicates in Cimon 

not only wurtly love but also a befitting demeanour. He retunis to his father's court a 

civilized man, who intends to pursue the hand of Iphigenia, whereupon foilows a 

cumplicated story-he of misadventures and challenges, and an eventual happy resolution, 

in which Cimon and Iphigenia are married. 

Bowaccio's story was very infiuential, and is r f x o ~ l y  a foremer  to Hooft's 

Grmi&. It spelled out the requirement that the shepherd-protagonist put his love to the 

test with a range of trials, which bear a fiiint resemblance to the labours of Herdes. These 

adventures are not only dramatic and entertaining, but they also function to prove to the 
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reader that Cimon's character has transmutated into something tmly noble, and in this way 

underline a doctrine of class and blood, as it appties to breeding and maniage. 

Contemporary Interpretations of Cimon mid lphigeniia 

Cimon's transformation from shepherd to nobleman was also recognized by later 

Netherlandish interpreters as the most important aspect of Boccaccio's story. When he re- 

wrote the taie into a piece for the stage of the Amsterdam Schmburg in 1639, the 

playdght Jan van Arp drew attention to this event specincally, in the subtitle on the 

fiontispiece: "Op den reeghel: Dow l i e f i  wtstanaigh," (concerning the d e :  ïhtmgh 

love [made] ~ i s e ) . ~ '  The accompanying print shows precisely the same scene of first 

meeting, that was preferred by painten ci. 10). 

Of the many depictions of this scene, perhaps the best-known is the painting in 

Brauoschweig, by Jacob Adria- ~acker? There, Cimon is shown, to the right and 

fùrther back, peering over a bank of earth, at Iphigenia and her Wends, who lie on drapery 

spread over the ground, in the centre and to the l&. The scene of male inmision barks 

back to Rubens's depictions of a Sotyr andNymph, more so even than to Rubens's own 

paintings of Cimon undlphigenia? Backer captured some of the humour of Boccacciots 

scenario, by giving Cion a bewondered, w i d w e d  expression, and so charactedg him 

as slow-witted, not knowing what he is seeing, or how to react. Jan van Noordt knew 

Backer's painting directly, taling over the prominent figure of Iphigenia in the foreground, 
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with a few changes, for his own depiction of the same theme (cat. no. 24). However, he 

chose to depict Cimon difEerently, posing him Ui the foreground, standing still, leaning on 

his shepherd's crook. Boccaccio's story emphasues that d e r  seeing Iphigenia, Cimon 

takes this position and remains there for awhile, before she awakens. Van Noordt's choice 

of this particular moment, slightiy later than what Backer showed, was likely influenced by 

the illustration on the 6ontispiece to Van Arp's play. This choice of pose gave the same 

comic suggestion of Cimon's character, while makllig less demand on the young artist's as- 

yet undeveloped ability to evoke facial expressions. 

The same humorous effect was likely also part of the intention behind the rather 

wlnerable, shocking display of flesh in the figures of Iphigenia and her attendants, in the 

paintings of both Backer and Van Noordt. It is strong medicine indeed, that eventually 

cures Cimon of his "problem." A less-sophisticated contemporary commentator- such as 

Jan Vos then fixated on the voluptuousness of Backer's image, and drew a moralizing 

conclusion, on the arousing effect of seehg such a beautifid, naked woman. Vos's career 

as a poet is not rated highly, and here it seems as if he did not know the story behind the 

image (he calls Iphigenia a field-nymph, for instance), which links such an erotic encounter 

with a positive outcorne, namely Cimon's hding oftnie love and the emobiement of his 

character." 

Boccaccio as Seventeenth-Centuy Pastoral 
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The scene of the meeting, early in the story of Cimon and lphigenia, seems to have 

established the combination of pastoral setting and romantic love, that would also 

characterize depictions of Grmida mdLknifilo. At the moment of his transformation, 

Cimon is stili a shepherd, and encounters Iphigenia while walking through the woods. Van 

Noordtfs painting shows Cimon standing across from Iphigenia, motionless, leaning over 

ont0 his shepherd's staff. The image of the shepherd is not as idyiiic as in Hooft's Grmida 

and its iconographical tradition; this condescendhg attitude cornes from Boccaccio's text 

itself. The pastoral life is in this case also not inte8fated with a romantic atmosphere; 

indeed, Cimon begins his role as a lover only when he abandons the life of a shepherd. In 

his pastoral role, he is not an attractive or amorous figure, but possesses a simple rnind 

and displays rough manners. In Hooft's Grmiab, DaifIo presents a rather elegant and 

rehed profile, in his m e r  of respondmg to ûmida's plea for water: a sharp contrast 

with Cimon's proionged staring at Iphigmia She awakens and sees him, she recognizes 

hirn for these characteristics and sends him offwith a rebuke Iaced with d d  contempt. 

Boccaccio, in the fourteenth century, was expressing a real image of pastoral dture,  fiom 

the Mewpoint of the citydwelier. It Mwed fiom the fhntasy image so enthusiastically 

cultivated three centuries later. Noaetheless the pastoral settirig provided a special 

platform for depicting a moment of romantic love, and in the case of Cimon md 

Iphigenia, it wuld even afEord a risqué level of erotic voyeurism. 
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While the two previously-discussed themes were widely dispersed in seventeenth-centus, 

Dutch history painting, a third histoncal theme involviag love was more the special 

domain of Jan van Noordt. Two large painting$ by his hand survive (cat. nos. 27 and 28), 

that depict a scene fiom De Spemche Heidin (The Spanish Gypsy), of 1643, by Mattheus 

Gansneb Tengnagel(l6 13 - 1 ~sz?)? This play was one of several adaptations that 

appeared in the Northern Netherlands, of a novella by Miguel de Cervantes (1 547 - 16 16), 

Lu Gztcmila di M d ,  published in Madrid in 16 1 O? The scene takes place early in 

Cervantes's story, when Don Jan fht m e t s  Pretioze. He has been out in the woods 

hunting, and he and his party have lost their way. Don Jan sees the beautifùi young 

woman, dressed in satin, among a band of Gypsies. He is overwheimed and confuseci, and 

for a moment he th& that it is Diana, the goddess of the hunt, and that deds have taken 

her prisoner. H e  watches for a while, and cornes to the r d t i o n  that she is a young 

woman, arnong a band of Gypsies, and he fds  in love with her. She sees him, and calls 

him over. Irnmediateiy Majombe, her guardian, intervenes. 

Van Noordt's two su~ving versions both depict this moment, when Pretioze a d  

Majombe both react to the attention of Don Jan. The two painthgs are nearly identid, a 

unique instance in Van Noordt's oeuvre. The protagonifi Don Jan (don Jum translateci 

into Dutch) stands to the right side, leaning his elbow on a rock He nims his head to the 

le4 to look over to Pretioze, who sits on a rnound o f h .  Behind Pretioze stands the 

old Gypsy woman Majombe, who moves forward to interject beh~een ha charge and the 
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surprise intruder. The composition is e ~ c h e d  in the distance with other Gypsies, mWng 

with the hunting party of Don Jan, which includes a young black page holding a falcon. 

Cervantes's story pmvided Jan van Noordt with yet another exemplar of tme love. As with 

the previously-disaissed texts by Boccaccio and Pieter Cornelisz Hoofk, in La Gitanih di 

M&iI the male protagonist must swive several tests and challenges, that make for a 

lively and dramatic story, before he can win the hand of bis beloved. Don Jan, at the 

insistence of Majombe, joins the band for two years. A crisis cornes when Don Jan faces 

an accusation of theft fiom a Spani*sh wornan, whose love he has spumed out of dewtion 

to Pretioze; at his amst he is uwlted by a man, whom he kills. As a result he is 

condemned to death by the local megistrate. The dénouement of the story features a 

surprishg twist, when it is reveded that Prdoze is actually the daughter of the magistrate 

and his d e ,  and that she had been stolen as an infat by the Gypsy Majombe. A birthmark 

on her breast is the evidence. The love for which Don Jan has sacrificeci so much, tums 

out to have been for a woman of bis own high social standing. The authenticity of his 

feelings is verified by this wmpatibility of ui*r blood lines, of which he was unaware. 

Sturla Gudlaugsson was the first, in 1945, to recognize the subject of Van Noordt's 

painting (cat. no. 27) and others depicting the s m e  story. He ody knew the version 

presently in New York, which was then in London. It had previously been identified as a 

genre-üke "Cavalier et une jeune Femme," or the classical story of Vertumnus and 

~ornona? Gudlaugsson pointeci out the comection to Jacob Cats' Het Spense 
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Heydimetje (The Spanish Gypsy Girl) of 1637, a Dutch adaptation in verse poetry, of 

Cervantes's story. Gudlaugsson placed Van Noordt's painting within the context of wrnic 

themes in genre paintings, linking it to Jan Steen's many Doctof s Visits, with their 

mocking scewios of naivete and amiety mounding unexpeded pregnancies. More 

recently, Peter van den Brink wffected Gudlaugsson by comecting Van Noordt's 

paintings more specifically to Tengnagei's version of Cervantes's story, and by placing it in 

the context of pastoral depicti~ns.~ Nonetheless, to a limiteci extent, the story of De 

Spaensche W i n  does incorporate an element of humour, in Don Jan's extravagant 

reaction to the sight of Pretioze. Van Noordt played dong with this conait by contrïving 

a Ianguid, hp-wristed, drooped-chin pose for Don Jan, which he studied thoroughiy in an 

elaborate preparatory drawing (cat. no. D8). In his han& Don Jan is a miid caricature of 

Spanish nobility, aimed at the bourgeois self-image of an Amsterdam audience. The black 

page also belongs to this Dutch view of the Spanish. 

Nonetheless, the mood and intention of this play are not cornic, but serious. Van Noordt's 

painting should be placed among history painting, rather than the genre of Steen. The 

character of Van Noordt's humour is not sarcestic and rauwus, but light and tender, so 

that it does not negate Don Jan's sincerity. Van Noordt thus responded to the explanation 

given in the play, that Don Jan was already âistmght at the ment death of his mother. 

The comic element is also subsewient to the larger story of the realization of the young 

nobleman's love for Pretioze. A similady tender sensibity governed the many current 

amorous pictorial themes that wae placed in a pastoral setting, among whidi the most 
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with the tradition for Cimon md Iphigenia, the artist's choice fell upon the scene in which 

the fire of love is sparked, and again it takes place in an outdoor, pastoral setting. 

The consistent preference among painters for the moment of love has aiso been noted by 

Ivan Gaskell? Gaskell analyzed both the literary and the pictonal interpretations of 

Cervantes's novella in the Northern Netheriands. He viewed this choice o f  artists as a 

deliberate avoidance of the morally dubious aspects of the original Spanish story, that 

tread over the boundaries of the more restrictive dture of bourgeois Holland. Gaskell 

connected this censoring tendeacy in art to the great effort expendeci by writers, to justify 

and alter some of the potentially-offensive elements of the story of La Gi&zniIZa di M d i i ,  

the most prominent problem being Pretioze's practice of chirornancy." Tengnagel for 

example, went so far as to publish a moraliPag summary ofthe story in a separate 

prologue to his play. Van Noordt apparently hew tbis parallel account, as he 

incorporated parts of the descriptions that appear there, but not in the play itself? 

However, it would be helpfiil to emphasize instead the moral goals of the pets and 

painten interpreting Cervantes, over general moral standards for behaviour. The latter 

likely did not play a significant role in the revisions of the story. There was, after ail, 

surprisingiy high tolerance in the Northem Netherfands for the public presentaîion of 

morally dubious scenarios in the theatre, as the heritage of the Alucht, or farce, wodd 

indi~ate.~ Rather, it is sigdcant that a separate category was chosen by Tengnagel, a d  
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his precurson Cats and Dusart. They sought to mate a lofty kind of moral drama, and for 

this reason felt compeIied to rame Cervantes's picaresque plot. 

Similady, Van Noordt created an ideal to recommend to bis viewen. He isolated the 

narrative of an exemplary love affair in Tengnagel's adaptation of Cervantes's noveiia, 

when he focused on the decisive moment in the developrnent of Don Jan's love for 

Pretioze. In doing so, he coatinued on in the painterly tradition that had already been 

established in depictions of Grmi& and Doifilo and Cimon and lphigeniu, of presenting 

a moment of tme love. The decision was likely as much a social as an artistic one. These 

paintings functioned to present Dutch viewers, especiaiiy young male ones, with 

exemplars of ûue love, in a framework that addressed the requirements of steadfastness, 

persona1 inclination, and class compatibility. 

The context: Exemplars of V i e  in History Paintings 

The presentation of mordy exemplary behaviour is one of the possible iùnctions of 

history painting. The depiction of isioria, or "Iiistory," was conceived as a means to 

inspire Mrtuous action in its viewers, already when it was first theorized as a separate 

category of art. The stage was set by the fifteenth-century Florentine d s t  and humanist 

Leon Battista Alberti (1404 - 1472), who duded to the powa of the islwa to present 

moral dramas, in his DeZh Pitiwu of 1435." Alberti's view of history painting was iinked 

by Anthony BIunt to his quasi-republican politicai orientation, which itsdfcailed for 
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senous involvement and contribution on the part of citizens, and prized virtu, or virtuous 

action.'%unt drew a contrast with the contemplative and metaphysical view that 

Neoplatonism took on art, a view that would gain prominence later in the fifteenth 

century, especiaily in the work and thought of MichelangeIo (1475 - 1564). 

In the Dutch Republic in the seventeenth century, there was iittle talk of Neoplatonism, 

but both the newly-republican state, and the new1ydominant Calvinist religion of this 

country, brought a great deal of emphasis to bear on the role and responsibiiity of the 

individual, in politics and in individual conduct. Furthemore, v i h  formed an important 

part of Neostoicism, a Christian adaptation of Stoic thought, which combined its practicai 

aspects with a sincere Christian engagement? The new synthesis found many adherents in 

the Northem Netherlands, especialiy among the educated elite. They accmpanied their 

peers in Flanders, reflecting the Muence in both wuntries of the humanist scholar Justus 

Lipsius." Stoic principles, especiaiiy that of ap>alhoa (idifference), offered a rationaiist 

bais amidst the hinnoil and tragedy of the religious wars that accompanied the 

Refomtion in the Low C~untnes.~ Among Flemish artists, Rubens and Van Dyck 

showed a keen interest in ~eostoicism." 

With the exception of Gerrit van Honthorst, none of the artists h the Noruiem 

Netherlands, as fbr as is known, followed this revival of the ancient philosophy so 

closely." Instead, it seems to have drawn the interest chiefly of Dutch poets and 

playmights, many of whom had corne under the influence of Joseph Scaliger, professor in 
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Leiden. His -dents included Samuel Coster, who pursued moral edification in his plays, 

and with whom Jan van Noordt had an indirect personal ~ink.~' By the second halfof the 

seventeenth century, when Van Noordt was active, Neostoicism had a more diffuse 

presence in his culture, stimuiating interest in the painterly depiction of exemplary actions 

fiom history. 

The traditional source for themes of this kind was the history of republican Rome. This 

was the source of subject matter for a number of the paintings decorating the Amsterdam 

Town Hail, for example." At the same the, however, a grrat rnany other themes for 

history painting were introduced fkom the Old Testament. Van Noordt participated in this 

fashion, selecting many of his themes f?om this part of the Bible. These themes too couid 

function to present exemplars of v h e .  This emphasis is disengaged fiom the larger 

redemptive-historid interpretation that these stories have in the Biblical text. Exemplars 

of v h u e  domhate Van Noordt's selection of themes fiom the Old Testament, consistent 

with his less fiequent depictions of Roman history. 

Roman Republican Exemplars in Van Noordt's paintings: Scipio and Cloelia 

Roman Republican history was one of the prime sources of mord exemplars for the 

intellectual culture of Europe in the seventeenth mniry. Indeed, early Rome was 

characterized by the deeds of its heroes, thaaks in gnat put to Livy, the Latin historian of 

early Rome. Livy saw one of the most important bctions of his own writing of history as 
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being the presentation of exemplars of good and bad conduct." Such exempla also 

inspired Jan van Noordt. Events fiom this period of Roman histoly appear in three of his 

suMving paintings. Two of these take up the ~ o u s  story of the Magnanimity of Scipio, 

(cat. nos. 22 and 23). and the third painting depicts the flight of Cloelia across the Tiber 

and back to Rome (cat. no. 21). Both themes feature a remarkable action, taken to fiirther 

the cause of the Roman republic in a time ofconnict. 

Early Rome drew the special interest of Northem Netherlanders in the sixteenth and 

seventeenth centuries. They could draw a cornparison with the history of their own land, 

in partiailar its stniggie aga& the Spaaish crown, that had led to independence. The 

depictions of the stories of Scipio and Cloelia were based on the accounts of the historians 

Livy and Plutarch. Livy's history of &y Rome was widely available in the Netherlands in 

the seventeenth century, having b e n  published in a number of Latin editions, and several 

translations into D u t ~ h . ~  Plutarch was dso transiated, in 1601." Livy singleci out the 

military commander Scipio, &hg special emphasis to his deeds as Waious and in service 

of Rome. 

The story of the Magricaimiîy of Scipio was also p m e d  in another account. The 

version by the Greek historian of Rome, Polybius, was used as a source for the later, 

better-known version by Livy. The key figure, Pubiius Cornelius Scipio (23 516 - 183 

B.C.), was perhaps the most important rnilitary commander of early Rome, leading the 

successfil campaigns against the Carthaginians in Northem Italy and Spain, and the 
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eventual conquest of Carthage itself.' The event in Van Noordt's painting took phce in 

2 10 B.C.; Livy tells how, after taking one of the towns in Spain, Scipio's soldiers 

encountered an unusuaiiy beautiîùl young woman, and brought her to hun as conqueroh 

booty, for his pleasure. Scipio spoke to her and discovered that she was betrothed to be 

married, to the young nobleman Mucius. The commander sumrnoned Mucius and his 

parents, and handed her over to them, untouched. The young womads parents, upon 

hearing this news, approached Scipio, and offered him a lavîsh gift of gold, explaining that 

they had originally assembleci it as the nuisom for their captive daughter. Scipio accepted 

the treaSuTe, oniy to present it to the young couple as his wedding gifi to them. The local 

people, the Celtiberians, were so impressed by their conqueror's moderation and liberality 

that they sided with Rome, providing Scipio with a critical strategic aid in his eventual 

victory against Carthage. 

Interpretations of Scipio 

Livy's account of the story was much more sympathetic than that of his precursor 

Polybius. Polybius sketched Scipio as an opportunist who dtivated a supernaturai 

persona. This negative characterization even prompted John Calvin, centuries later, to uist 

aspersions on Scipio's ambition." In contrast, the Latin historian Livy presented him as the 

supreme moral exemplar. In doing so Livy contnbuted some details that are clearly 

embeiiishmeats, such as gMng the young woman a nobleman fiancé named Mucius. Livy 

also put into Scipio's mouth a speech to Mucius, in which the commander defines his 
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action as done in duty to Rome, and places the emphasis on his sexual continence." In his 

Fou~idztion cflhe Art of Painting, Van Mander presented Scipio to students of painting 

as an exemplum of semal self-restraint, dong with Alexander the Great.4g The painter- 

theorist Gerard Lairese, writing early in the next century, but reflecting the painterly 

practice of the previous age, singied out this v i . e  as weîi, in callin8 up the pictorial 

theme of Scipio's Continence as an exarnple of a "moreel tafineel" or scene of morality.' 

Along the same line, the leamed poet Ludolph Srnids (1649 - 1720) summoned Scipio as 

an example of ~hastity.~' 

The emphasis stiifted fiom Scipio to the couple, in those depictions of The Magnanimi& 

of Scipio painted as portraiB histories. Commissions for such works were typically linked 

to the occasion of mamiage or betrothal, with the young couple depicted dong with one 

set of parents, as in the painting by Gerbrand van den Eeckhout in Toledo, where the 

couple ocaipies the foreground antre? la the portrait historit! in Budapest attriiuted to 

Van Noordt (cat. no. R27), the focus is less on Scipio than the bride, whose sexual 

innocence and purity is refiected in her conspicuoudy rnodest attitude. 

This cornplex episode in history, however, presents other virtues as well, chiefly 

generosity and justice. The latter quality of leadership weighed heaviiy in the eyes of those 

Dutch who remembered the atrocities meted out by Spanïsh amies during the first bloody 

decades of the Eighty Years War. Thus the Magnanimity of Scipio was also selected for 

paintings decorating town halls, the local scats ofjustice, in the Northem ~etherlands? 



133 

At the same time, the particular moment chosen by artists, when Scipio tums the parent's 

ransom over to the couple as a wedding gift, drew attention to Scipio's generosity, and 

echoes the praise of Allucius (in Livy's account), who "...filled his countrymen with the 

weli-eamed praises of Scipio, saying that there had corne a most godlike youth, 

conquering everything by a m  and especially by generosity and faveurs."" Indeed, Van 

Noordt's two depictions of this event are most precisely entitled "The Magmimity of 

Scipio." This virtue in a d e r  was particularty recommended by the sixteenth-century 

hurnanist Dirck Volckertsz Co~rnhert.'~ 

Scipio's second gesture, of retuming the gift, could aiso be seen as the application of 

justice, with Scipio refushg a tribute that was not rightfully his. The composition with the 

presentation of treasures is loosely parallel to depidoas ofMimius CWZÛS Denikzhrs 

Refusig the G@ of the h n i t e s ,  in which a Roman ernissary maintains the interests of 

the state by refushg a gift, a theme that was most strategicdy selected for the 

Burgomaster's Chamber in the Amsterdam Town Hall." There were thus muitiple fàcets to 

the painterly presentation of Scipio as exemplm virhrtis. 

Cloelia as exernplar of Fortitude 

Van Noordt's second Roman republican theme parallels the edifjhg funaion of his two 

treatments of me Magraonimity of Scipio (cat. nos. 22 and 23). His Cloelia Heeing 

acrosr the Tiber in the Louvre (cet. no. 21) similady presents a moral exernplar, albeit a 
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patrician daughter Cloelia, as told by the Greek historian Plutarch, in his Life of Publicola. 

Plutarch recounted the siege of Rome by the Etruscm king Lars Porsena, an event that 

took place in 508 B.C.. Porsena had aliied himselfwith Tarquinius Superbus, the deposed 

king of Rome, who sought to recoup bis throne. M e r  suBering several setbacks, Porsena 

negotiated a truce with the Roman consul Valerius Publicola, and both sides exchanged 

hostages as a guarantee. Cloelia was among the ten young women and ten young men 

fiom the Roman nobility, handed over to Porsena. One day when the women were at the 

river bathing, and found thernsetves unattended, Cloelia seized the opportunity and led the 

group across the Tiber back to Rome. Porsena demandeci and secured their retum, but had 

undergone a change of mind. He surnmoned Cloelia and praised her for her bravery, and 

rehquished his siege. 

This episode also appears in Livy's history of early Rome. However, Van Nwrdt attended 

to Plutarchis account, raîher than that of the better-known Livy, foilowing the artistic 

tradition of this storyn Plutarch noted the legend that Cloelia made the crossing on 

horseback, and the depictioas by Rubens and Claes Cornelisz Moyaert (i. 16) show the 

group preparing thernselves at the river's edge, with a horse ~aiting.'~ Similady, in Van 

Noordtk painting in Paris, Cloelia stands in fiont of a mount, amidst her feliow captives 

who undress for the swim." The account of Livy omitted the c o l o d  equestnan elment, 

which nonetheless proved irresistible to artists. 
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This distinction between the two texts seerns to have been somewhat softened for the 

seventeenth-century Dutch reader. The translater of the widely-dispersed 154 1 Dutch 

edition of Livy felt compelied to cite the legend fiom Plutarch, albeit with skepticism. 

Nonetheless, the 16 14 reprint of  the Livy translation included a p ~ t e d  illustration to this 

story, showhg Cloelia on horseback, and her cornpanions as weli! The crossing by horse 

amplified the audacity of Cloelia's action, as it was thought that women never rode." 

Contemporary Interpretations of a Painting of Cloelia 

The main emphasis in this story feli on the courage of Ctoelia's deed, so that she 

exemplified the Wnie of ~ortitude.~' As such, Plutarch included her arnong his examples 

of the bravety of women, in his MoruIia." In the seventeenth century- the poets Vondel 

and Vos both wrote epitaphs on a painting by Nicolaes van Helt Stockade (1614 - 1669)- 

which was in the collection of a Mr. Hoogenhuis in the late seventeenth century, but has 

since been losta Their commcnts suggest that Van Helt Stockade drew on Livy's version 

of the story, and showed Cloelia herseIfswimrning the Tiber. Vondel and Vos both 

focused on Cloelia's daring, in challenging h a  capton and risking d a "  In bis eariier 

poem on a version by Rubens in the StadhoIder's coliection, Pieter Cornelisz Hooft went 

hrther, and made the link between daring and Whie: 

"For virtue, no path goes untraveiied: so the maideas 
teach us, who risked their bodies in the ment, for &&m." 
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The figures in Van Noordt's painting project a severe sobriety, reflecting this special 

ernphasis on the display of courage, and on Cloelia as moral exemplar. The figure of 

Cloelia, with her eyes cast downwards, seems to contemplate the risk she is about to take. 

The sombre mood contrasts with that of Rubens' painting, which was in the collection of 

Amalia van Solms in The Hague at the tirne? Rubens followed the p ~ t e d  illustration in 

the edition of Livy of 1614, in showing eweryone mounting or already on honeback, and 

created a scene of great liveliness and drama Van Noordt's approach owes much more to 

the dark cast and stable composition of the Moyaert painting in Oslo. At this early phase 

in his career, he was carefid to avoid masking the serious mord message with a -- 

flamboyant style. He started to d o y  these two elements only much later, and the r e d t  is 

evident in the second depiction of Scipio, of 1672 (cat. no. 23). 

Biblical History as a Source for Moral Exanplars 

The integration of Classical thought with Chnstianity occupied not only Lipsius but a h  a 

number of liberal Christian humanists in the Northern Netherlands in the sUrteenîh and 

seventeenth centuries. The views of the Dutch humanist Dirck Volckertsz Cwmhert were 

strongly infiuenced by Neostoicism, as refieçted in his moral Wse Ze&Kurtsl& is 

~ellevenkumt.~ Coomhert is best hown for advocating tolerance of Merence in 

doctrine, a p ~ c i p l e  that grew out of bis vision of a Christianîty based on indmdual 

morality." Comparable principles re-emerged in the Northem Netherlands in the - . .- 

seventeenth century, in the teachings of the Remonstrants, and in the religious pracfice of 
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the ~o l leg iants .~~  Given this conte* it is not surprishg to see Biblical themes pressed into 

service by Dutch artists, to present exemplars of virtue, dong humanist-Neostoic lines. 

Such an interpretation applies to a number of Biblical themes in Van Noordt's oeuvre, 

consistently with his depictions of Roman history. 

The Most Popdar Bibiical Exemplar: Susanna 

The single most important theme for Van Noordt was Susanna mid rhe Ehkrs. He took it 

up at least three times, in paintings in Utrecht (cat. no. 6), Leipzig (cat. no. 7), and 

Wmterthur (cat. no. 8), that belong to separate points in bis career. Two preparatory 

drawings by hhn also suniive, one for each of the latter two paintings (cat. nos. D2, D3). 

These images relate to the scene of Susanna's coconfrontation with the Elders, as told in the 

apocryphal section of the book of Daniel (13: 15-25). Susanna was the beautifid wife of 

the weaithy Joachim, who owned a house with a courtyard, where the two elders of the 

town were used to holding court during the day, settling disputes. Foilowing theû 

conspiraq, they stayed behind in the court one evenirig, hiding. When Susanna went to 

take her evening bath thcre, bey approached her and demanded sex, threatening to accuse 

her of adultery if she reftsed, whiçh she did. Th9  followed through, and the assembly 

condemned her to death. However, the young Daniel (divhely inspired) challengeci then 

insisting that they test* separately. Their stones conflicted, and the assernbly in tum 

condemned them to death for thek false accusation. Susanna's innocence and her virtue 
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were proven. The biblicai story highlights the s p e d  prophetic insight of the youthfui 

Daniel, as much as the faithfulness and chastity of Susanna. 

Sluijter has observed that Susanna was the most popular Biblical theme among Dutch 

painters of the seventeenth century." For an acplanation he pointed to the stoq's potential 

for the erotic display of female flesh, parailel to the conspicuous choice of themes such as 

n>e J u d p e n t  of Paris, and Diam and Callisto, out of classical mythol~gy.'~ Indeed, the 

artistic tradition for Susanna consistently favored the scene of her in the bath, partly or 

hlly disrobed. The much later, and much more modest scene of Susanna's exoneration by 

Daniel at the trial was also painted, but oniy ~eldorn .~  Van Noordt conformeci to the more 

prominent tradition; in ail three pictures Susama is being confronteci by the elders, while 

she bathes. 

The theme of Susama did not present eroticism alone, but allied it with a clear, and high, . 

moral example. nie special success of the story arose perhaps out of this highly-cbarged 

combination of lering en wrmaak (edification and deligbt), the same pair of qualities that, 

on a Lighter leveî, characterized so meny genre themes that arose in Dutch painting of the 

seventeenth ~ e n t u r y . ~ ~  In the case of Susanna, there were merd moral messages. The 

moa important was the value of chastity, exemplifieci by Susanna, who preserved ber 

sexual purity, even in the face of the threat of death This virtue was sïngied out by Peter 

Paul Rubens, in the inscription he composed for a p ~ t  d e r  his own design, of Suwvta 

cmd the Eldes." There, he dedicated bis representation of Susanna to the celebrated 
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Dutch poet and scholar Anna Roemers Visscher (1 583 - 165 l), who had preserved her 

virginity by not marrying: 

To the very chosen virgin ANNA ROEMERS VISSCHER, 
for the brilliant eyes of this illustrious Batavian, 
fluent in many of the arts, of Poetry tmly emdite, 
celebrated for much more than her femlliine beauty, 
here this rare exemple of chastity." 

When Visscher addressed a poem to Rubens, on an unspecified painting, a year later, she 

did not mention having been associated with the voluptuous image of Susanna, and she 

seemed not to abject? Nonetheless, to many observers at the the, the sensuality of the 

many depictions of Susanna and the Elders was problematic. In a poem on a painting of 

Susanna, Vondel praised the protagonist's beauty and chastity, but closed by reflecting 

upon the arousing potential of the work; he even referred to Saint Paul's cornplaints about 

his "physical weakness," and the "thorn in his flesh."" The pictorial tradition of Susaana 

gave the Reformeà minister Jan Evertsz Geesteranus (1 586 - 1622) grounds for his weii- 

known attack on ali painting. It was widely disseminatecl through its inclusion in Duck 

Raphaelsz Camphuysen's Stichtelyke Rymen Verses), which was the most 

popular Protestant song-book of the Dutch Golden Age. In the chapter entitled 

Idolelenchus, which Carnphuysen first included in his edition of 1647, Geesteranus 

protested the moral contradiction of artists' depictions of Susanna: 

They place a naked wornan bathing between suiton 
As a cancer for good mords and evil for the seehg eye 
And it would have to be Susanna, a virtuous wornan." 
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In spite of its sardonic edge, Geesteranus's statement reflects the fact that Susannak role 

as moral exemplar was an integral part of the rnany depictions of her co&ontation with 

the elders. 

A second moral message of this theme was the criticism of lust in old men. The priat of 

Susanna fier Rubens, mentioned above, served as a commentary on this phenornenon, 

when it was shown hanghg on the wall in a genre scene of An OIdMan in a Broihel in St 

Petersburg, anributecl to Jan Steen.? This other interpretation was also taken up by 

Rubens himse& in another print of Susanna after his design, this time by Paulus Pontius, 

to which Rubens added the inscription " T m  sendis umorn (Shamefùl is the old man who 

loves).8o Sorne of the paintings of the subject produced in the Northern Netherlands also 

drew attention to the morally reprehensible behaviour of the eiders. They are given a 

prominent place, and are characterized as quite old and driven by desperate lust, in the 

famous depiction of 1647 by Rembrandt (Br. 5 16), for instance." Rembrandt's foliower 

Salomon Koninck (1609 - 1656), only two years later, also incorporateci the double moral 

message by emphasiig the elden, ushg expression and geshire, and by plachg them in a 

strong iight ci. I l ) .=  

The Function of Van Noordt's Stlumnas as Exemplars of Chastity 

Within this context, Van Noordt's paintings fàvour the positive moral example of Susanna. 

Among his three depictions of the theme, the one in Utrecht (cat. no. 6) gives perhaps the 
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most attention to the elders, but even there they are decidedly secondary in prominence, 

confined to the upper right corner. In the second known depiction, in Leipzig (cat. no. 7), 

Susanna is more dominant, through her scale and her energetic pose, which also yield a 

fleshly display, albeit not ideaiizeâ. The emphasis on Susaana appiies again to the last of 

the three paintings by Van Noordt, in Wuterthur (cat. no. 8). However, there her figure is 

sharply isolated against the background, by the strong Light effect, which is consistent with 

Van Noordt's style &er 1660. The dark visages of the two elders, to the upper right, are 

an obscure presence. Also, Van Noordt adopted a l e s  arnbiguous pose for Susanna, 

cornpared to the Leipzig picture, where she seems to be reacting with surprise at the 

elder's sudden presence, or perhaps tuming awkwardly away fiom them after they have 

made their proposal a moment later. In the painting in Wmtenhur, Susanna curls up and 

tums her back to the two elders, in a clearer, more expressive pose of rejection. These 

changes underscore her deguarding of ber chastity, and her rejection of the elders' 

immoral advances. The three known venions thus show Van Noordt r e w g  the 

representation of the theme as a presentation of Susanna as aa exemplar of h e .  

A Field Labourer as Exemplar of Generosity 

The one painting by Van Noordt of The Levite mdhis Concubine in Gibeah (cat. no. 3) 

forms a paralle1 to the theme of Slcsamur undthe EUkvs. This picture too isolates an 

example of m o d y  commeadable behanour, that ocnus within a larger and more complex 

story that has broader historical and theological aspects. The subject mis almost 
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exclusively painted by Dutch artists of the seventeenth century, most ofthem members of 

the circle around Rembrandt. To the modem viewer it is at tim a puzziing question, why 

they selected this g d y  story to paint. The book ofJudges (19: 16-21) teils of a Levite, a 

man from the pnestly tribe of Israeî, who is travehg with bis concubine. They stop in a 

Gibean town thinking that it is d e .  Unable to find lodgiogs for the aight, they go to the 

t o m  square. There, a field labourer sees them, and out of concern for their well-being, 

invites them to his house. It is of no avail, for the house is besieged by men of the town, 

who dernand the Levite for sex. When the concubine is offered instead, the men abuse her 

so bady she dies. In outrage, the Levite dismembers her body and sends out the parts to 

the different tribes of Israel, in an appeal for justice. The t o d o k  are slaugbtered for 

their senseiess crime. 

Out of this tale of rape and violence, artists almost always chose the sceae in which the 

labourer offers the couple h~spi ta l i ty ,~  and it also appears in the painting by Jan van 

Noordt. Hospitality was one of the Seven Acts of Mercy. Furthemore the field laboureis 

action exemplifieci the Whie of Generosity, much as the scene of The Magnanimity of 

Scipio. Van Noordt's painting was in the late 19th century even interpreted simply as a 

scene of Genemity, when it was not yet ~ o ~ e c t e d  to the story of the LeMte? The other . 

moral messages of the story, such as its wamings against homosexuaiity, violence and 

lasciviousness, are ignored in fàvour of the mon positive recommendation of this virhie. 

Van Noordt's J m p h  in EgYpt 
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With the painting of Joseph Selling Grain in Egyp! in Milwaukee, Jan van Noordt took up 

the story in Genesis, of Joseph, the son of the Jacob (cat. no. 2). Sold into slavery by his 

brothers, Joseph rose to a position of great influence in Egypt when he interpreted a 

dream of the Pharaoh, and prophesied of seven years of Fdmine that would foilow seven 

years of plenty, which came to pas.  Joseph was placed in charge of storing up grain 

during the abundant years, and sekg  it during the famine. Alne. Bader was the first to 

recognize that Van Noordt's painting shows the situation during the final year of famine, 

when the population was driven to the point of seUing themselves and their children to the 

Pharaoh, for food.'' In the middle gro~nd, to the right, sits Joseph, accornpanied by 

administrators, including a busy accountant peMg over his book at the right. Joseph 

looks over to the woman in the centre, who offers her two baby children to him. To the 

left stand a number of men and boys, who ftom their clothes and expressions are 

impoverished and desperate. They are about to submit themselves to slavery, in exchange 

for food. In the background le& a man emerges fiorn the building cmyhg on his back a 

sack of grain. 

Van Noordt here selected a theme that was even ruer than the story of the Levite and his 

Concubine, in Dutch Baroque painting. Sumowski counts only seven examples by artists 

linked to Rembrandt.' Eariy Amsterdam painten such as Lastman and Moyaert 

introduced the theme into painting, in the 1620s and Moyaert returned to it as late as ca. 

1650." The most fàmous depiction was the painting produced by Nicolaes van Helt 

Stockade (1 6 14 - 1669). which he completed in 1656 as part of the decoration for the 
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Chamber of the Treasurer, of the City Hall in Amsterdam." The poem on this painting 

written by Vondel reveals how Joseph served as moral exemplar for the occupants of the 

office of Treasurer: 

AU Egypt brings the governor treasures and possessions. 
And has lived seven years off the distributeci grain. 
The fiee population &en by need becornes the King's slave. 
One man's foresight caii sustain thousands." 

Vondel's sentiment was characteristically echoed by Jan Vos, in bis poem on the sarne 

painting." The treasuren were to avoid depleting the city's resowces, in case they should 

be trdy needed later. They could look to Joseph as an example of Prucilentia, or foresight. 

Joseph had been interpreted as an exemplar of this classicd virtue already in the fourth 

century, by Ambrosius of  ila an.^' In the seventeenth century, the translaton of the States 

Bible made specific mention of Joseph's foresight, in their mgin notes." John Calvin 

made a more general reference to Joseph's Wtue in his commeritary on the aory in 

Genesis? He went on to point out the role of Joseph's actions in securlig the fuhre of the 

nation of Israel. This historical implication seems to have played a minimal role in Van 

Noordt's depiction o f  the story. The artist and his predecessors selected specifically the 

moment in which Joseph saves the Egyptims h m  starvation, which was the m e  proof of 

the value of his foresight. 

It is well known that the history of the Old Testament nation of Israel did have a special 

significance for the young nation of the United Provinces? Yet contemporary Dutch 
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commentators on depictions of Old Testament themes did not tend to interpret them as 

refiections of their national identity. As demonstrated above, the selections by Jan van 

Noordt and other artists of particular moments in the stories of Susanna, the Levite and 

his concubine, and Joseph selling grain to the Egyptians, show a consistent interest in the 

example of virtue presented by the chief protagonist in these scenes." The promotion of 

v h e  related to the conceni for individual conduct, that was central to neostoicism, which 

was disseminated in the Netherlands by figures such as Lipsius, Coornhert, and Scaliger. 

On a different leveI, the same concem for individual conduct was popularized by moralists 

such as Jacob Cats. Interest in Amsterdam theatre, and possibly a Wendship with the 

playWnght Samuel Coster, prompted the Amsterdam history painter Jan van Noordt to 

favour the exemplary fùnction of history paintings. With his scenes from Roman 

Republican history it was a predictable interpretation, les  so with Old Testament subjects. 

The pattern is mirrored in the art ids selectioa from Iiterature. He chose moments in the 

stories such as Cimon and Iphigenia, of the first meeting of lovers, that fhctioned to 

present moral exemplars of ideal love. 

A number of history paintings by Van Noordt do not relate to the exemplary function 

outlined in this chapter. The Cructjikion in Avignon (cat. no. 13). and the M4trsc1cre of the 

Innocents in Kingston (cat. no. 12) adhere to traditioaal nligious iconography. Besides 

these works, there are several that rernain on the margin of the exernplary hction. The 

Triumph of h i i d  of around 1660 does celebraîe a moral exemplar, but not the exemplary 

action (cat. no. 4). The specific moment that was seleaed, when David is welcomed into 
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Jerusalem, instead draws attention to the ensuing contlict between David and Sad, by 

which David would eventudy gain the throne. Lastly, the painting of Hagar mid Ishmael 

in the Deseri in Kingston presents a dramatic change (cat. no. 1). However, as Hagar has 

given up hope and abandoned her child, her situation does not present a particularly strong 

moral example. 

The interpretation of many of Van Noordt's themes in t e m  of moral example does not 

exclude the possibility of a Dutch Baroque taste for scenes of sudden change of emotions, 

in the same paintings. AU three of Van Noordt's lit- exemplars of love, for example, 

show a sudden tumaround. The depictions of Susanna, Scipio and Cloelia Likewise have a 

dramatic context. However, we never encounter the tragic figure who must endure a 

change for the worse, the ewniq and arrive at the recognition: mgnorisis.% The 

changes are mainly for the better, atnmiing the positive example of the protagonist. 

Indeed, Van Noordt's choices, even for moral aemplars, do not conform to any over- 

archg  theory. They dernand that the present-day obsaver suppress the ail-too- 

fashionable urge to theory. and factor out the impulse to ratiodity, system, and order that 

rose to preeminence in the Enlightenment of the eighteenth century. This artist and his 

works cal attention to the speîific character ofDutch 17th-centwy thought, in which 

unrelated and sometimes ewn conflicting propositions could mexist ,  each one enjoying 

sorne importance. 
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Chapter Five 

Jan van Noordt's Drawings: Technique and Function 

For most Dutch seventeenth-cenhicy painters, the rnaking of drawings was a vital part of 

their practice. So also for Jan van Noordt, as has become Uicreaingly evident in recent 

decades. A major problem with respect to his drawings has been the Iack of  signed 

examples, that could serve as a touchstone for characterizkg his drawing style. For many 

years, art historians hesitated to venture the attribution of drawings to this artist, 

mmetimes even when there was a direct connection to known paintings by him. Thus the 

drawing of a Sated F e d e  Nu& in Hannover (cat. no. D2) was recognued as a study 

for Van Noordt's Suscmna m>d the E i k s  in Leipzig (cat. no. 7), in the 1960 catalogue of 

the Hannover collection. Nonetheless, the author maintainexi the existing attribution of the 

sheet to Jacob Adnaensz Backer. l In 1965, Von Moltke suggested it was by Van Noordt, 

and ody in 1979 did Peter Schatbom conclude decisively in favour of the younger artist.' 

With this and several related drawings, Schatbom formed the stylistic basis for attributhg 

a nurnber of  other drawings to Van Noordt, includiag some that had been givea to Backer 

(cat. nos. D 1, D 1 1, D 14). He assernbled an oeuvre of 13 drawings, consisting entirely of 

figure and portrait snidies. With the additions and subtractions of the present study, the 

tota~, n~es  to 1 S. 

This group is too small to be represeatative, however. Van Noordt presumably produced 

many more. The inventory of  his studio taken in 1675 iists 23 "bundles" of drawings.' 
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Even if many of those abandoneci cirawings were by pupils or other artists, at least some of 

the bundles would have consistai of his own work, totalling dozens of sheets. The 

relatively few that have surviveci allow ody very limiteci conclusions about Van Noordt's 

practice as a draughtsrnan. The SUCViving drawings do show a significant pattern. Many of 

them conneet directly to known paintings by the artist. The link suggests that, in the 

practice of Jan van Noordt, drawing pefiormed an important hction as preparation for 

painting . 

Ident-g the Oeuvre of Drawings: Style 

The style and technique of Van Noordt's drawings point to Jacob Adriaensz Backer as the 

likely teacher of Van Noordt, corroborating the aidence of the paintings. A drawing 

formerly attributed to Backer, has proven to be a key work for the identification of Van 

Noordt's drawing style.' The Simdng Mm Wemng a Hizt in the British Museum (cat. 

no. D8) was first recognized by J.H.J. Meilaart in 1926 as corresponding directiy to the 

figure of Don Jan in Van Noordt's painting of Pretioze d D o n  Jcm, which was then in 

the London art trade (cat. no. 27)' The agitated effect of loose zigzag hatching, and the 

occasional use of fine ünes, distinguish the style of this sheet nom that of Backer. At the 

same tirne, it shares with Backefs drawn oeuvre an elegant o v e d  effect, resulting fbm 

the use of long siauous lines, and clear contours, with eflFicient, emphatic m o d e h g  using 

both light and dark ch&. A sUmiar styie of hwing was also adopted by otha a d s t s  

who were associated with Backer, under his influence. Govert Flinck, who knew Backer 
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from their days of instruction in the studio of Lambert Jacobsz in Leeuwardeq converted 

to it in the second haifofthe 1640s, around the time that Van Noordt was probably 

studying with Backer! 

This comection of the two artists through their diawings must be quaiifid, however. We 

lack the evidence to wncreteIy identify Van Noordt's early drawing style, of the 1640s. 

The London drawing marks the rniddle-point of Van Noordt's career as an artist. On the 

basis of its comection to the two painted depictions of Pretioze and Don Jan, it can be 

dated to around 1660. None ofthe artist's drawings can be placed much d e r .  There are 

two mode1 studies that relate to figures in his painting of Vems andthe Three Graces in 

The Hague (cat. no. 16), and on this basis can be dated to around 1655 (cat. nos. D5 and 

D6). Although it is almost certain that the artist made many earlier drawings, and very 

likely in a stnilar style, none are known to have suMved fiom the period between 1645- 

1650, immediately d e r  Van Noordt started on bis own. 

The later development of Van Noordt's drawing style is indicated by the cornparison of 

two parti& sheets. The drawing in Amsterdam of Femde Nu& (cat. no. D3), is 

closely related to the painting of Susmm mid the EIrlers in Winterthur, aliowing for a 

dating of around 1670 (cat. no. 8). The link between figure study and nnal painting is 

much the same as between the above-mentiuned drawing in Hannover (cat. no. D2), and 

the earlier depiaion of Susaiw in Leipzig (cat. no. 7), placing both works arouad 1659. 

The two drawings, of the same subject, done at diieremt times, demonstrate the changes 
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in the artist's approach during the intervening period. The Hannover study is more finished 

and static than its Amsterdam counterpart, with a variation of contours giving a very 

subtle impression of form. In the later drawing, in Amsterdam, Van Noordt employed 

stronger contrasts of he, and da& shadows, to give a more bulging and vigorous seme of 

the volume and weight of flesh A h ,  the iines are more loosely drawn, and the hatching is 

more open, without any smudging to produce a smoother effect. These quahies give the 

impression that the artist worked quickly, also in applying the highlights, which are laid 

d o m  in thicker, more direct strokes o f  white chak, which produce a specular effect. In 

the head, many details have been treated in a ausory way, in contrast with the eariier 

drawing in Hannover, where S m ' s  fiightened expression can be read cleariy in the 

drawing, almost more so than Ui the painting. 

The same broader treatment seen in the Amsterdam Seuted Woman appears in the Stu@ 

for the Labourer in Gibeuh in Amsterdam (cat. no. Dl). The directiy-applied highiights 

have becorne very ünear and sinuous, and pardel the overall efféct of movement in the 

painting for which this b w i n g  was made, the lost Levite d his Concubine forrnerly in 

the Ofenheim colleaion (cat. no. 3). which can be dated to 1673. Lady, the same distinct 

use of highlights and contour appears in two male figure studies, in Amsterdam and 

Rotterdam (cat. nos. D9 and D10). They can also be placed in this Iast identifiable phase 

of the artist's development as a draughtsman. 
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Van Noordt produced almost al1 of his drawings using the technique of two tones of CU 

on greyish paper. As alluded to above, he inhented this technical feature of bis drawings 

from his teacher, Jacob Adriaensz Backer. Whereas a number of Dutch artists apptied it 

occasionally, Backer used it aimost excl~sively.~ He apparently learned it during his penod 

of study under Lambert Jacobsz in Leeuwarden. William Robinson suggests quite 

plausibly that Rubens's use of this technique for many of his studies provided Lambert 

Jacobsz with a mode1 for his own drawing~.~ Unfortunately there are no su~ving  

drawings to demonstrate Lambert Jacobsz's style. Sumowski has suggested that Backer's 

feliow-pupil Govert Fhck also acquired the technique oflight and dark chalks whiie 

studying under Lambert Jacobsz However, since it appears in Flincks drawings only afker 

1 640, it seems plausible that the younger artist was simply i d luend  by his older fellow- 

pupii Backer. Until then his repertoire had consisteci largely of techniques leamed fiom 

Rembrandt, who fiivoured the traditional combinations of black chalk or itik on white 

ground, using ink washes to suggest tonalities. For Flinck, and later Van Nwtdt, the use 

of light and dark chalks on grey paper provided a painterly range of tones. This technique 

more closely appro><imated the modelling of figures in the final painting. 

Jan van Noordt's drawings in relationship to his paintings 

Van Noordt's painting activity set the criteria for his drawings. The development of his 

drawing style followed that of his paintings. Drawing was apparently not an independent 

means of expression for him An o v e ~ e w  of the evidence of the few su~ving drawings 



164 

indicates that they were closely tied to the production of paintings. Three-fifb of them, 

nine drawings, can be identified as preparatory drawings for specific paintings. In a 

number of these cases, Van Noordt took over the figure directly from the drawing such as 

with the British Museum dtawing of A Srmdng Man Weuring a Hat (cat. no. D8), 

mentioned above. in other cases he modified the pose in the final painting, as with the 

female nude studies used for the depictions of Susanna (cat. nos. D2, D3). This pattern of 

co~ection permits one to conclude that one of the remaining drawings, of a Seated Youth 

(cat . no. D4), also functioned as a figure study for a now-lost painting, probably of The 

Prodigal Son. 

At the same the,  Van Noordt seems to have made many of his paintings without the help 

of preparatory drawn studies. The Kingston painting of The Mizwcre of the InnocenB is 

particularly unresolved in the organizaton of the figures in the background, which is often 

confusing, and somethes üiogicai (cat. no. 12). An iafiared reflectogram study of this 

painting has revealed that the artist planned his picture quite spontaneously, with the 

underdrawing consisting of short hatches rather than long flowiag contours. and 

furthemore, that there were many changes and additions at the painting stage. Indeed, the 

background and setting of most of Vaa Noordt's paintings were likeIy designed on the 

canvas. Most of his drawings do not include these aspects of the composition, but instead 

concentrate on the figure. 
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A painting that clearly combineci preliminary study and spontaneous composition is Van 

Noordt's Pretiore d D o n  Jan, represented in two nearly-identical versions (cat. nos. 27 

and 28). The study drawing for the figure of Don Jan to the right attests to the artist's care 

of preparation (cat. no. D8). The background is, however, Wed with a more looseiy- 

ananged and drawn crowd of Gypsies, attendants, and hunting hounds. They were 

apparently drawn directiy on the canvas, without the aid of preparatory studies. 

For three other drawings, the fùnction with respect to Van Noordt's paintings is less 

obvious. Sheets in Amsterdam (cat. no. D 13) and Mtlnttii (cat . no. D 14). and one last in 

Paris (cat. no. D 15) portray memben offamilies. They were quite Lkely also made in 

preparation for multi-figured works, that have since disappeared. We know that Van 

Noordt was acaistomed to painting famiy portraits, by the evidence of examples in 

Bordeaux (cat. no. 54). Dunkerque (cat. no. 56). and one îhat was last at a sale in Paris 

(cat. no. 55). The closest connection arnong these pieces is between the dynamic f d y  

group in Dunkerque and the lively drawing in Amsterdam. 

Van Noordt's drawings in the academic mntext 

While Backer appiied many of his drawings to the preparation of paiatings, he also 

produced some that bctioned purely as figure studies. He was joined by several other 

artists in Amsterdam, among them Govert Flinck, in pursuing a semi-academic approach 

to drawing fiom the live model. There are nude studies by both artists that show the same 
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model and pose, from slightly different angles, attesting to their simuItaneous produ~tion.~ 

These sheets date to the second halfof the 1640s, a time during which Flinck is 

documented to have been drawing fiom the model." Another document attests to Flinck's 

continuation of this academic practice, after Backeh death in 165 1 ." Among the 

examples of such studies by Backer, only one can be connected to a painting. They were 

mainly drawings of wornen, in languid poses that generate light erotic overtones, not 

whoily consistently with acadernic aims. 

Backefs example very likely iduenced Van Noordt. The swiving drawings by Van 

Noordt are primarily figure snidies, rather than compositional studies. Indeed, d u ~ g  the 

latter half of the 1660s, his own studio may have been the site for a kind of Academy for 

drawing from the nude. This can be deduced fiom the evidence of Houbraken's 

biographies of Johannes Voorhout, Van Noordt's pupil, and of the Enkhuizen-bom painter 

Dirck Ferreris (1639 - 1693). Ferreris apparently joined Voorhout in attending this 

"drawhg-schoolw shortly affa he rehirned fiom Rome, around 1667." This would have 

occurred d u ~ g  the pexiod of Voorhout's tutelage under Van Noordt, which took place 

approximately 1664-1669.13 The single aspect of Van Noordt's role as a teacher that 

Houbraken citeâ, is that he taught Voorhout to work fiom nature, or He, as his model. 

Houbraken's scattered derences point to an academic approach to artistic training in Van 

Noordt's workshop, that the master would have taken over fiom Backer and Flinck. 



Only two of the su~v ing  drawings seem to have fùnctioned purely for study, in the 

academic sense (cat. nos. D 10 and D 1 1). They are both drawings of male nudes, 

convincingly observed. They seem to have been taken from the same model, and so 

possibly reflect oniy one session of rnodel study. niey do not correspond to any of his 

paintings, and also do not evoke a figure in any histoncal theme. As mentioned above, the 

style of these two drawings dates them to around 1670. 

Conclusion: pauiterly versus academic cntena 

Viewed as a whole, the oeuvre of drawings indicates that Van Noordt himself relent4 in 

the academic practice of drawing nom the model, that was aimed at refining the artist's 

understanding of anatomy, and dtivating a repertoire of poses. He apparentiy did not 

make many drawings tint hctioned purely as independent shidies. Van Noordt seems to 

have produced most of bis drawings with a painting in mind. Some of the drawings, me 

the Su- study in Hannover (cat. no. DZ), seem to have been done without the aid of a 

live modei, to judge by the errors in anatomy. The concentration on the figure in Van 

Noordt's drawings owed to the influence of Backer, and to the prominent place that he 

began to give the figure in his Iater paintings. Yet even in these paintings, Van Noordt's 

interest was not absorbed by the figure alone. It was balanced with the pahterly goal of 

overd ernotional expression, and the iconograpbic project of aemplary themes, as 

previous chapters have demonstrated. 
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Conclusion 

Jan van Noordt is inseparable from the most important centre of art in the Northem 

Netherlands in his the,  Amsterdam The background of his family is obscure, but it seems 

that by 1640 he was f i d y  established in this city, with his father and his brothers. Jacob 

Adriaensz Backer was also there, and it was through Backer that Van Noordt established 

his contact with Abraham van den Tempel and bis brother Jacob. Van Noordt seems to 

have also made the acquaintance of the Amsterdam doctor and piaywright Samuel Coster. 

Apparently, Van Noordt did not marry or have children. He stayed in Amsterdam until the 

end of his known period of activity as an artist. 

The earliest of three paintiags of Cimon md Iphigeniu (cat. no. 24) by Van Noordt 

demonstrates his dependence on the Amsterdam painter Jacob Adnaensz Backer at the 

beginning of his career, in the mid-1640s. The two prints he produced at that tirne are 

isolated instances. He iikely studied with Backer. Van Noordt tumed to compositions that 

concentrateci on the figure, and emphesired modelling, folowing Backefs idiom. Around 

1659 he changed his style in favour of greater concentration of light. In the decade of the 

1660s he adopted smooth f o m  and fiowing lines. The movement of these Iuies, usually 

dong the edges of forms and in drapery folds, begins to show more organization towards 

the end of the decade, generating a dynamic overall effa. A second important change 

occurred around 1672, when Van Noordt adopted a rougher style, incorporating open 

bmsh work and unnnished passages. He was apparently emulating the late work of 
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Rembrandt. in this way he brought a strong expression of pathos to his late works, which 

were rnostly history paintings. 

The identification of Van Noordt's style and its development has brought with it the de- 

attribution of rnany works. This is an important step towards recognizing the artist's goals 

and his success in achieving them. He seems to have achieved private patronage, such as 

Backer had commandeci, at the middle point of his career, around 1659. Almost aii of his 

portraits date to after this point. Until around 1660, Van Noordt's output consisted largely 

of history paintings, and genre sames, the latter being mostly pastoral themes. An analysis 

of the appeaT8nce of his works in eariy inventories suggests that these genre scenes were 

not painted on commission, but were sold through dealers. By 1663 at least, Van Noordt 

had attracted attention in the most elite strata of Amsterdam society, painting portraits for 

Jan Jacobsz Hiniopen md Laonora Huydecoper. His success was, however, apparently 

limited, as no evidence of other portmit coLnmiSSions at this lent has corne to light. Only 

history paùitings by Van Noordt appear in the inventories of a number of affluent 

Amsterdarnmers. The same broad stratwn of successful merchants, just below the patrician 

class, is indicated by one of the two identified sittm for portraits, Dionijs Wjnands. After 

the economic domtuni of 1672, Van Noordt seems to have Iost his private patronage for 

portraits, and continued to paint history paintings. Yet it would be speculative to link the 

new situation with the aperimentai, expressive direction of his M e  in these later years. 
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Some of the concems of his society are borne out in the choice of subject matter of Jan 

van Noordt's history paintings. While aesthetic theones Wred to tragic theatre have been 

proposai, it seems that the teaching hct ion of history paintings often depended on the 

presentation of exemplars of behaviour. This strategy lies behind some of the artist's more 

pualing choices of theme, such as the scene of the field labourer offering shelter in the 

Bibiical story of the Levite and his Concubine in Gibeah, and the meeting scene f?om 

Pieter Cornelisz Hooft's play Grmi&. These themes relate to two broder categories, that 

apply to most of the history paintings in the oeuvre, namely, exemplo of W N e  and 

exempln of love. The second of these two provideci the context for Van Noordt's rnost 

original iconographie contriiution to history painting, represented in two depictions of 

Pretiore and Don Jan (cat. nos. 27,28), based on a conternporary Dutch play version of a 

noveiia by Cervantes. 

The hown survivïng drawings by Van Noordt confirm the link to Backer, and the 

apparent importance of portraiture and history painting. Their technique of iight and dark 

c h a h  on medium-toned, bluttinted paper, was borrowed diredy fkom Backer. In 

contrast with Backer, Van Noordt did not produce many independent figure shidies. A 

high proportion of his drawings comects to figures in known paintings. He seems to  have 

made drawings mainly in preparation for figures in portraits and history paintings. 

The surviving pictonai evidence shows tbat Van Noordt was not the eclectic he was once 

thought to be. He consistentiy foliowed Jacob Adriaensz Backer's acample in many 
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aspects of his artistic weer. Hîs absorption of aspects of Flemish style seems to have been 

mostly through Backer, and only partly through direct exposure to Flemish art. The lack 

of more solid indiutton of this discipleship may be due to special conditions. Van Noordt 

possibly started painting as an amateur, taking a different direction than his musician 

brothers. It is possible that he thereupon divided his tirne between art and business, much 

like his fiiend Abraham van den Tempel. His merchant activity would likely have been 

curiailed when he achieved greater success gaining pnvate commissions toward the end of 

the 1650s. 

in the 1660s in Amsterdam, Jan van Noordt created paintings that combined fiamboyance 

and seriousness in style and in subject matter. He was evidentiy much inspired by the lofty 

aspirations and the success ofBackets career, before its premature end in 165 1. Van 

Noordt also seems to have aîtended to the work of Govert Fiinck, who had a dominant 

position in Amsterdam in the 16503, and who was closely associateci with Backer. Around 

the time of Flinck's death in 1660, Van Noordt began to produce his most distinctive 

works. He achieved a resolved approach to light and composition, that lent great force to 

expression. His work was in demand during the foilowing decade. His reputation duhg 

this period remains a point of speculation. The high point of his career probably occmed 

around 1667-1670, when a patron asked him to paint the JMO now in Brarilischweig (cat. 

no. 14). Its grand sale and lofty subject matter point to a very high level of patronage, 

about which nothing is knom.for cenain. It temains possible that Van Noordt painted this 

canvas for the large walls of a noble or courtly residence outside of the Netheriands. 
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Reports of such an illustrious commission may underlie Houbraken's implication that he 

achieved fame in his own day as a history and portrait painter. 



Catalogue 

History Paintings 

Hagm mrd lshmael in the Desert (Genesis 2 1 : 9-2 1) 

Kingston, Canada, Agnes Etherington Art Centre, grft of Dn. AM?ed and Isabel Bader in 
1997 

Provenance: 
Purchased by Robert Hannington in England in 1848; Baltimore, c d  &on of Dr. George 
Reuling; d e  Dr George Raiüng et al., London (Anderson Galleries), 4-5 November 
1925, lot 1 56; W. W. Rice (a niece of Dr. George Reuliog); New York, Dr. Frederick 
Mont, dealer, Raleigh, North Carolina, Chrysler Mus- sale Walter P. Chrysler Ir., New 
York (Sotheby's), 1 June 1989, lot 49 (with colour illustration); Milwaukee, collection o f  
Drs. Alfied and Isabel Bader 

Lit erature: 
Schneider 193 1, p. 5 1 1; Sumowski 1983-19%, vol. 1, p. 142 note 49; vol. 5, pp. 3061, 
3064 note 53% and 3075 (with colwr illustration); vol. 6, p. 3737, with no. 2408; Van de 
Kamp 1994, pp. 3 1.49 note 46 

Exhibitions: 
Birmingham, et al. 1957-1958 (not ntimbered or paginated) 

In this work Jan van Noordt depicted the Old Testarnent story of the banishment of Hagar 
and Ishmael to the desert. Genesis 21 teiis how Abraham expelied Hagar, the Egyptian 
sewmt of his d e  Sara, and Ishmael the son he had with Hagar, h m  bis household. 
Abraham did this at the insistace of Sara, who was angry at Ishmael for iosulting her son 
Isaac. Soon Ishmael began to waste away firom heat and starvation, and Hagar abandoneci 
hirn under a bush, because she could not beat to sa him d e r  and die. Jan van Noordt 
chose the moment when her lament gained the ear and the sympathy of W. The angel 
approaching her fiom above is about to d e h  a divine message of hop, that both of 
thern will Live, aad fùrthemore, that Ishmael wiii go on to fiither one of the world's great 
nations. Hagar had been sent away once earlier, when she was pregnant (Genesis 16). 



This is the second expulsion, as her son Ishmael is present. He appears as a vulnerable 
infant. The States Bible left the age of Ishmael in confusion, explaining that the "chiid" 
(kinr) was actually a boy of 17.' Van Noordt opted for the traditional depiction of Ishmael 
as an infant, an element which might have aimed to increase the viewer's sympathy. The 
figure of Hagar also does not accord with the story, which identifies Hagar as a young 
woman. Van Noordt has depicted a rniddle-aged woman, and one who does not have the 
idealking, generai featwes typical of history paintings. They are the fatures of a patron, 
who cornmissioned this painting as apomait historit!. The &ter may have sought to 
connect herself with Hagar's specific pli& of hahg a child in danger, or more generally 
with the exemplary humiiity that Hagar showed in her desperate situation. 

The significance of the story of Hagar and Ishrnael to Northem Netherlanders in the 17th 
century remains unclear. Perhaps they were ataacted to its elements of crisis and 
compassion. The moment of angelic intervention furthemore provided a female parallel to 
the scene of Abraham's Sacn@e of lsaac. The story of Hagar occurs several times in the 
work of Rembrandt and his followers.* 

The scene conceived by Jan van Noordt is remarkable in Dutch art, for its dramatic force. 
Rarely does one encounter a composition where the main figures so crowd out the 
immediate foreground, as Hagar and the angel do here. The angel especiaiiy projects into 
the viewer's space, through the strong foreshortening of his figure. Furthexmore, the artist 
wnceived the scene as turbulent and dramatic. Hagar twists away to the right, having cast 
Ishrnael under a bush to the le& while the angel sweeps down f?om heaven with wings 
spread, toward the viewer. Elements of this composition came from other artists' 
depictions of the sarne subject. Most signifiant was a drawing by Rembrandt, showing a 
similar composition in the centre section, wbich Van Noordt may have had as his source.' 
He enlarged the scde of the figure of Hagar, drawing attention to her expression of 
anxieîy and desperation. 

To add to the dramatic dkt, Van Noordt lefl the broad contours of the underpainting to 
show through in the final work, apparently in emulation of the technique of some of 
Rembrandt's history paintings fiom around 1660.' Jan van Noordt applied this simüar 
approach in the bottom right area of his painting, where Ishmael lies on the ground. This 
daring lapse of finish lends his work an elernent of mw force. The sweeping movement and 
the loose and direct handling in this picturc comects to the genre depiction of A Boy 
a Dog and a Falcon (cat . no. 3 8), indicating a date of around 1675. 

1. See: States Bible 1637, Genesis 2 1 : 15, note 2 1. 

2. For a survey of the iconography ofthis and related subjects taken fkom the story, see: 
Hamann 1936, and Van de Waal 1947. 



3.  Rembrandt, Hagar and the Angel, reed pen and bistre, with corrections in white body- 
colour, 182 x 252 mm, Hamburg, Kunsthalle (inv. no. 2241 1); see: Benesch, vol. 5, p. 
253, no. 904, (with illustration plate 1 179). 

4. See: Chapter Two, note 38. 



Joseph Selhg Grain in Egypl (Genesis 47: 1-26) 

Canvas 
75x 118cm 
Formerly monogrammed: GR 

Milwaukee, Collection of Drs AlfFed and Isabel Bader 

Provenance: 
Heidelberg, coilection of Bankier Fnes; Basel, W. Raber Gallery, ca 1930 (as B. 
Fabritius); Aarau, collection of Emil Rothpletz, in 1938 (as Aert de Gelder); sale Robert 
Biedermann-Mante1 et al., Lucerne (Fischer), 16-20 June 1964, lot 1594 (as attriiuted to 
Aert de Gelder) 

Lit erature: 
Surnowski 1983-1996, vol. 1. pp. 140,142 note 60, 167 (with colour illustration); vol. 5, 
p. 3 1 1 1, with no. 2138; vol. 6, pp. 3588 (as dated 1675). 3737, with no. 2408; Sumowski 
1986, pp. 28,37 note 41; collection catalogue Bordeaux 1990, pp. 226,227 note 8; 
exhibition catalogue Utrecht 1993, p. 241 note 8; Von Moltke 1994, p. 170, no. R 8; Van 
de Kamp 1994, pp. 47,53 note 159 

Exhibitions: 
Kaiarnazoo 1967, p. 13 (with illustration, as Jan van Noordt, EJishu und the Wirtow of 
Ob&&); Milwaukee 1974. no. 19 (with illustration, as J w p h  Sellng Grcrin in E m ) ;  
Milwaukee 1976, p. 60, no. 25, and 61 (with colour illustration); Yokohama et al. 1986- 
1987, pp. 91 (with colour illustration, as ca. 1650), 159, no. 35; Kingston 1984, pp. 74 
75, no. 35 (with illustration) 

The subject matter of Van Noordt's work was previously thought to be the Census in 
Bethlehem, but Altied Bader dnw the comection to the story of Joseph and its treatment 
by Claes Cornelisz MO-' The depiaion of this theme is d i s c u d  in greata de td  in 
the second chapter. The people of Egypt fhce starvation after m e n  years of famine, and 
appeal to Joseph, who oversees the stores of grain that had been stockpied during years 
of plenty. Genesis 47: 1-26 telis how the people of Egypt subjected themselves and their 
land to state ownership, for food. Joseph, in his role as highest govemment official, 
oversees this business. His own brothors wifi dso corne to him out of Palestine to buy 
grain. and so he will be raiaiteci with bis W y .  

The story promoted the vimie of foresight, as a God-@en talent required of a der.' This 
dry political message is not emphasized by Jan van Noordt, who instead created a human 



drarna. Compared to the depictions by Moyaert, Van Noordt imparted greater pathos. He 
emphasized the confiision ofthe children, the desperation of their parents, and the 
sympathy of Joseph, largely through facial expressions and bodily poses (for example the 
low bow of the father meekly approaching Joseph), but also through the turbulent 
movement of his late style. The energetic and bulging figures form several groups, 
organized in a pulsating rythm across the horizontal format. The Flemish approach of 
engaging the entire picture d a c e ,  in favour of an ovenvhelrning effect, is here elaborated 
with a strong focus on a few figures, in whom the moment is encapsdated: the anxious 
father and his distracteci son in the foreground, and Joseph, seated and ponde~g,  in lavish 
garments and a turban. Unfortunately, the expression of Joseph's own reaction has 
suffered under the bnwh of a restorer, who rendered him cross-eyed. Olivier Le Bihan 
noted that this painting shares a deeply emotiod tone with other late paintings by the 
artist, such as the portrait of a widow and her two sons, in Bordeaux (cat. no. 54).' 

Van Noordt's interpretation becornes clear when compareci to the works that innuenceci it. 
In choosing this theme, Van Noordt looked back to the work of the socalled "Pre- 
Rembrandtists." Paintings by Claes Cornelisz Moyaert and Pieter Lastmui depia the same 
episode in Genesis.' However, their static figures and restrained gestures produce very 
orderly scenes, h t  emphasue Joseph's rationality, rather than the crisis facd by the 
people around him. Van Noordt also looked to the work of Pieter Las- for his figure 
of Joseph, which was taken fiom Lastman's figure of David in the David and Uri& in The 
~ a g u e . ~  

1. Pieter Laitam, Joseph W n g  Grain in E't, panel, 58.4 x 87.6 cm, signed and dated 
1612, Dublin, National Gaiiery of Ireland (mv. no. 890). Set: Kurt FrQse, "Rembrandt 
und Lastmaq" Cicerone 5,19 13, pp. 6 1 0 6  1 1 (with illustration); and Hermina Tunsina 
van Guldener, He? Jozefwrhd in de N&rh&e KM wn & zeventiettLte eïmq 
dissertation, Utrecht, 1947, pp. 78-80. See also exhibition catalogue Amsterdam 1991, p. 
75, as. 22 and 23. 

2. Bader 1974, no. 19. 

3. One of the earliest hown moral interpretations of Joseph, as a .  exemplar of Prudence, 
was by Ambrosius. See: Ursufa Ndgen, in: L.C.I., vol. 2, col. 423 (W. Joseph von 
~gypten). See also: States Bible, 1637, Genesis 41 : 16, note 23, which emphasizes that 
Joseph's interpretation of Pharaob's dream, in ternis of years of plenty and famine in 
Egypt, was divinely inspireci. Verse 38, note 49 f.urther characterizes Joseph as a leader in 
Egypt: Ver-? wijdteyt en ~ r s i c h t i c h ~ C o e  Godl si~m geesi desen man op eene 
bysonclere wifse gegeven heef (Manhg wisdom and foresight, which God gave this man 
through his spirit in a special way). 

4. Exhibition catalogue Bordeaux 1990, pp. 226-227. 



5. Astrid Tümpel lists three versions of the theme by Claes Cornelisz Moyaert: canvas, 
136 x 179 cm, ca. 1650, agston, Agnes Ethe~gton  Art Centre (acc. no. 23-38 [1980]), 
see: Tümpel 1974, pp. 122 (with illustration no. 167), 253, no. 50; panel, 69 x 103 cm, 
monogrammeci and dated 1633, Budapest, Szépmüvészeti Miizeum, (inv. no. 5259), see: 
Tümpel 1974, pp. 94 (with illustration no. 126), 252.253, no. 48; (support not known), 
122 x 168, monogrammed and dated 1644, Stockholm, B. Rapp (dealer), in 1956: Tümpel 
1974, pp. 1 14 (with illustration no. 154), 253, no. 49. 

6. Pieter htmn,  Davidmtd Ilriah, panei, 41.5 x 62.5 cm, signed and dated 1619, The 
Hague, Mauritshuis, on loan âom the Instituut Couectie Nederlaad (mv. no. NK 2834); 
see exhibition catalogue Amsterdam 199 1, pp. 108-109, no. 12 (with colour illustration). 



ïhe Levite cnid his Concubine in Gibeah (Judges 19: 16-2 1) 

Canvas 
48 x 60 cm 
Formerly signed and dated 1673 

Present location wrknown 

Provenance: 
Sale Paul Man& Paris, 10 May 1895 (Lugt 53522), lot 72 (as Generosity, by Jan van 
Noordt, 48 x 60 an, signature putidy effaced: "Un homme richement costumé à 
l'orientale est arrs à ClLoite. Une jeune femme stqpuii sicr ses genous. Demiire ce 
groupe, un mulet c h g é  & bagages. A gauche, un viellmd &bout semble inviter les 
voyageurs a pénétrer cLas sa maison. La femme placée au premier plm est celle que 
figure ctas la Continence de Scipion L mtcsde dAmetclirm.." [A richly dressed man in 
oriental dress is seated to the right. A young woman bows on her bees. Behind the group 
a mule loaded with baggage. At the Ieft, an old man standing seerns to invite the traveIIen 
into his house. The woman in the foreground is the same as the one who appears the 
Continence of Scipio in the museurn in Amsterdam]); Vienna, collection of Wilhelm 
Ofenheim, in 1930 

Literature: 
Hofstede de Groot 1 892, pp. 213, no. 1 7.2 17, no. 18 (as an historical subject with three 
figures in a landscape, signed "J. ... rt" and dated 1673); Wurzbach 1906-19 10, vol. 2, p. 
243; Kronig 19 1 1, p. 156; Poglayen-Neuwali 1930, p. 130 (with illustration fig. VT, as a 
BiblicalScene by Barent Fabritius); collection catalogue Louvre 1929-1933, vol. 3, p. 42, 
with no. 1233 (as the Levite in Gibeah, by Van Noordt); Sumowski 1983-1 996, vol. 1, p. 
142 note 49; Manuth 1987b, p. 1 14, note 387 

Judges 19 tells of a Levite travelling with his concubine through the area of Gibeah, and 
stopping in a t o m  square to rest for the night. They are offered a place to stay by a field 
labourer, who is concemed for their saféty. That evening his house is a s d t e d  by men of 
the town, who demand the Laite, for m. They are placated by the offer to be given the 
mistress, whom they then abuse to de&. In reaction, the Levite dismembers her body and 
sends out the parts throughout the tribes of Israel, in an appeal for justice. The t o m  is in 
tuni wiped out, in revenge for its crime. It is a pesome story, that delivers severai moral 
messages: waniings against homose>arality, infidelity, and recomrnendations of hospitality. 
A rarelydepicted theme in the art of any period, it was taken up almost exclusiveiy by 
Rembrandt and his pupi .  An important article by Voiker Manuth addresses the ~ c u l t  
question of the meaning and interest of the theme of the Levite in Gibeah.' Manuth points 



out that the cruel fate of the concubine was over-interpreted in the States Bible 
translation, as divine punishment for her udaitffilness to her partner? The depictions by 
seventeenth-century Dutch artists mainiy take up a positive message; they focus on the 
kind and concerned offer of the field labourer in the square, and project the importance of 
showing hospitality to one's neighbour and to travellers from elsewhere. The figure group 
is even similar to that found in allegorical scenes of Hospitality. The scene of Hospitality 
was traditionally included in p ~ t e d  and painted series of the Seven Acts of Mercy, 
denved from Christ's Sermon on the M o u d  

Van Noordt's depiction of the theme of the Lente and his Concubine bears the stamp of 
his late style. The main figures are large in d e ,  and they occupy the imrnediate 
foreground. Drapery and figures are m g e d  in broad, sweeping movements. These 
aspects generate a powedhl energy that enlarges the emotions of the figures: the 
desperation of the two traveîiers and the warm sympathy of the field labourer who offers 
them shelter and protection. These characteristics link this work with A Boy wirh a Dog 
and a Falcon, a modest-sized genre piece that Van Noordt painted in 1675 (cat. no. 38). 
Another work fiom the same period, the Hagar andlshmaeI in the de se^ in Kingston, 
pursues the same vigorous motion (cat. no. 1). As in that work, areas of the present 
painting are left rather unfinished, with dark painted lines of the underdrawing showing 
through. There is evidence from writers such as Houbraken that an unfinished style of 
painting could express a crude and comic mood, or the fiesh and unvarnished conception 
of the artia. In the present painting, however, its most likely eEect was to wntn'bute to 
the drama of the predicameat of the Levite and his gkifiiaid seeking refuge in an 
u n f d a r  place. Its stark rawness wmplements the hrnibling energy of the forms and 
brush work. 

The drawn study of a man in poor clothing, clearly the Gibean field-labourer, in the 
Rij ksprentenkabinet in Amsterdam, comsponds almost exactly to this representation (cat . 
no. D 1). The figure fàces Ieft, and points away fiom us. The vigorous rhythm5 of bulging 
forms in the dcawing are aiso only reflected in the style of Van Noordt's psintîngs of 
around 1675. The date of 1673 reported by Hofstede de Groot in 1892 is entirely 
plausible.' 

2. States Bible, 163 7, Judges 19: 1 note 1 : "Hier uyt o d n  me& de ongebonctenheyt 
van des Levijteen byv~if/ (de noch in @haidnoch in J& gemofr wert) (Also came 
about because of the looseness of the Levite's concubine (who was punished in neither 
Ephraim nor in Judah); Judges 19: 2: "Muer zij> wyw~rhoereerde/ by hem z~Fde/ ende 
tooch vrm hem wech me haers &rs huys (but his concubine whored when she was with 
him, and left him for her fither's house). Note 5 elabontes: Ofle/ tegens hem: D. tegen de 
houwe des houwelijxldie sijhem bel@ hadde/ be&eef sgoverqei met mideren. Wmt 



of wel de bywi/en in't oude Testameni vm alsukke eere en& weerdicheyt niet en waren/ 
also de opperste vrouwen ende nrwders des huys-gesind so waren sy nochtans echte 
vrouwen/ ende hare kitderen echte kinderen. .. (Or against him: this against the vow of 
marriage which she had promised him, she committed adultery with othen. Because even 
though the concubines of the Old Testament did not have the honour and status as did the 
head wives and mothers of the f d y ,  yet they were still bue wives, and theû children tme 
children.. .). See: Manuth l987a, pp. 20-21. Manuth points out that the translators arriveci 
at the sarne interpretation of the guilt of the concubine as did Martin Luther in his 
translation. This similarity was no coincidence, as the States1 commission urged that the 
currently-used translation be presewed wherever possible; this would have been the 
Bietskens translation, of Luther's text into Dutch See De Bniin 1993, p. 234. 

3.  Manuth 1987% pp. 21-22. 

4. See Literature. 



The Triumph of David (1 Samuel 1 8: 6-7) 

Canvas 
135 x 176 cm 
Indistinctiy signed ami dated bottom left: J d  (in ligature) 1166 

Present location unknown 

Provenance: 
London, Shaper collection; sale, Ludwig-Peter von Pdnitz et al. (anonymous section), 
London (Sotheby's), 12 December 1973, lot 55 (as indistinctiy signed); sale, London 
(Christie's), 8 July 1977, lot 83 (with ihstration); sale London (Christie's), 15 Febmary 
1 980, lot 1 03 (with illustration); London, Tdalgar Galleries (as signed and dated bottom 
lefi); sale, New York (Sotheby's), 6 October 1995, lot 23 1 (with illustration) 

Literaîure: 
Bénézit 1976, p. 750; Sumowski 1983-1996, vol. 1 ., pp. 140, 142 note 64, 170 (with 
illustration); vol. 6, p. 3588; exhriition catalogue Paris 1987, p. 87 (with illustration) 

Exhibitions: 
Listed in the 1980 sale cat. as having ban exhibited in the Singer Museum in Laren 

Van Noordt created a thegtncal and festive welcome for the Biblical hero David retuming 
home fkom his famous confkontation with the Philistine giant Goliath. The young 
shepherd-warrior leads an entourage of soldiers and prisoners, and bears the head and 
sword of his victim. They approach âorn the Mt, and are greeted by a group of women 
and girls at the nght side of the scene, who sing and present fiowers to David. 

The reception David received is descn'bed in some detd  in the Biblicai text, 1 Samuel 18: 
6-7, including the gathering of the women fiom di the Israelite tri'bes, the playing of 
music, and the singing of a two-part response song praising David over King ~aul . *  It was 
a charged moment, because the jealousy of Saul was sorely provoked by this cornparison, 
sending him into depression and gMiig grounds for his eventual war against David, by 
which David eventually gainecl the throne. The head of Goliath and his sword, being 
canied by David, do not actually belong to tbis went, but are a codation with the earlier 
presentation by David of these items to Saul (I Samuel 17: 57). 

Van Noordt thus chose a moment that brought with it an atmosphere of foreboding. Jan 
van Noordt had not yet M y  mastered the painted expression of motions in &ces by the 
time of this painting, around 1660. However the visages here show a distinct 



apprehension, as opposed to the expected jubilation at victory, and suggest the coming 
troubles that will accompany David's rise to power. 

The Triumph of David was traditionally regarded as a prefiguration of Christ's entry into 
~erusaiem. * It was occasionally depicted b y Netherlariâish artists. Van Noordt 's precedent 
was a painting by Jan Teagnagel (di. 12), which was the source for the stage-like 
arrangement in the direct foreground, with the two maui groups across fiom each other? 
The rich print tradition for the story focused not on David's triumph, but instead on the 
scene in which David with the Head of Goliath before Sad, which is also the subject of an 
early painting by Rembrandt (Br. 488).4 One of Rembrandt's sources had been a print that 
appeared in a series on the !Se of David by Phillips Galle pubiished in a Bible edition by 
Plantin in Antwerp in 1 5 75 .' David's Triumph is included as a background vignette in the 
scene of 7he Meeting of David cmd Jonathan, which may have been the inspiration for 
Tengnagel. 

1. The musid instruments shown do not correspond with the States Bible, 1 Samuel 19: 
6, note 11, which refers to a specific musical instrument, not known to the translators, 
who wuld ody give "musical instruments". They spdate  that it was a three-stringed 
instrument. 

2. The typologicd comection to Christ's Entry into Jerusalem was already dram in the 
Biblia Paupenïm and the S@um h u m m e  saI[vationis, the most important Medieval 
collections of typological interpretations: see: RL. Wyss, in: L.C.I., vol. 1, col. 486, sv. 
David. 

3. Jan Tengnagei, The Triumph of M d ,  pan& 55 x 73 cm, London, Katz (dealer), in 
199 1 .  It was there given to Lastman. Asüid Tümpel has recently reattributed it to 
Tengnagel but interprets the theme as Z k  R e m  of J e p t k  exhibition d o g u e  
Amsterdam 1991, pp. 4 3 4 5  (with illustration no. 33). 

4. Rembrandt, DaMd with the Head of Goliuth before W, panel, 27.2 x 39.6 cm, signed 
and dated 1627, Basel, 8ffentliche KullStSammlungen Basel (iimv. no. G 1958.37); see: 
Rembrandt Corpus, vol. 1, pp. 129-1 36, no. A 9 (with illustration). 

5 .  See: Montanus 1575. 



David 

Canvas 
64 x 53 cm 

Present location unknown 

Provenance: 
Sale, Vienna (Dorotheum), 5 November 1963, lot 4 (with illustration, as J.A Backer) 

The subject at first seems to be a young cavalier. The half-length format seen here was 
favored for m i e s ,  or character heads, but also for images of saints, especially in senes. 
The figure is dressed à l'antique, placuig ît in Antiquity, or in Biblical times. The youthfiil 
visage and the prominent display of the huge sword lads to the conclusion that the young 
David is shown here with Goliath's mord, d e r  his batîlefield victory over the Philistine 
champion. 

Like the St John the Evmtgelst (cat. no. IO), this work combines flamboyant movement of 
clothhg and accessories. Both works additionally share a strong chiaroscuro reminiscent 
of the early compositions of Jacob Backer. Backer's broad-featured id&ed type of male 
head is also taken up here, moreso than in the former work. The inaccessibility of this 
picture prevents any fiirtha assesment of its aanbution to Jan van Nootdt. The foais on 
curling edges and the refiections in the Mt of the sword are comparable to the painting of 
SI John and point to a date of around 1650-1 655. 



Suwnna and the Elders (Daniel 13) 

Utrecht, Museum het Catharijneconvent, on loan fiom the Instituut CoUectie Nederland 
(inv. no. NK 1 700) 

Provenance: 
Amsterdam, collection of F. Schmidt-Degener, Amsterâam, Fa Fetter (dealer), ca. 1940; 
sale, Amsterdam (Fa. Fetter), 1941, lot 17 (with illustration); sale MC.Ph. De Vassy et al. 
(anonymous section), Amsterdam (Fmierik Muller & Co.), 20-23 October 1942, lot 69; 
Amsterdam, W. Paech (dealer); Amsterdam, Eduard Plietzsch (dealer, in seNice to the 
German occupying force); Stichting Nederlands K~ll~fbezit ,  in 1945; lent to Utrecht 
Kunsthistonsch Instihiut; returned to The Hague, Dienst voor 's-Rijks verspreide 
KunsWoonverpen in 1965 for restoration (now the Mtuut Collede Nederland) 

Lit eranire: 
Sumowski 1983-1996, vol. 1, p. 143 note 70, vol. 6 pp. 3736, no. 2403,4020 (with 
illustration); exhibition catalogue The Hague 1992, p. 260 (with illustration fig. 35b) 

Exhibitions: 
Amsterdam 1939, no. 69a (with illustration no. 16); Washington, Detroit and Amsterdam 
19804981, pp. 212, no. 55, and 213 (with ülustration, as ca. 1660); Utrecht 1989, pp. 92- 
95, no. 20 (with illustration); Amsterdam and Jenisalem 1991-1992, p. 253, no. 33 (with 
wlour illustration) 

Collection catalogues: 
The Hague 1992, p. 227 (with illustration) 

The Apocryphal book of Daniel teus how Susanna, the beautiful wife of Joachim, is 
confronteci by two eldas, who are used to holding court at the wealthy Joachim's house. 
They demand sex, threatening to accuse her of adultery if she refises, which she does. 
They accuse her, but she is Widicated by the youthful prophet Daniel., who shows their 
testimony to be false. The story valourizes Susanna's stesuifhness and Daniers 
perceptiveness and clevemess, and condemm the aduiterous lust and perjury of the 
elders. ' It is a h ,  however, erotidy charged; the elders' obsession over Susanna's 
incomparable beauty is especiaily anphas id .  



The immense pictorial popularity of Susanna's infamous bath was due to the combination 
of rnoralization and voyeurism. The tension between these two disparate concem usually 
lads artists to emphasize one over the other. Van Noordtk three known Susannas ail 
show difFerent emphases. The Leipzig picture indulges most in fleshly display, while the 
Winterthur painting, in conû-ast, foases intensely on Susanna's rejection of the 
unwelcome proposition (cat. nos. 7 and 8). The present work shares with Rembrandt's 
Susanna in Berlin (Br. 340) a sophisticated ernphasis on Susanna's experience of moral 
dilemma, moreso than of her eventual fh resolve.' Indeed, the present work is 
reminiscent of Rembrandt's interpretation, presentiag Susanna in a dled  pose; later the 
artist would invest her figure with the movement typical of Rubens and Van Dyck3 Van 
Noordt would also go on to attempt greater extremes of expression in his faces. Here he 
maintains the restraint typicai of his history paintings before 1660, when he was beginning 
to develop this aspect of his art. The Cimon nnd lphigenia of 1659 in G8ttingen (cat. no. 
26) was likely made a few years after this Susanna, which dates to around 16%. 

1. Rembrandt, Su- and the EMers, canvas, 76.6 x 92.7 cm, signed and dated 1647, 
Berlin, Gemaldegaierie Staatiiche Museen Preussischer Kulturbesitz Çmv. no. 828E). 

2. For fûrther disaission of the interpretation of Susanna as a moral exemplar, see Chapter 
Four, pp. 137-141. 

3. Peter Paul Rubens, Suamm d the Eldrs7 panel, 198 x 21 8 cm, ca 16 10, Madrid, 
Real Academia de Belas Artes de San Fanando; Anthony Van Dyck, Su- and the 
Eiders, cancanvas, 194 x 144 cm, Munich, Bayerische Staatsgemaldesammlungen (inv. no. 
595). 



Susanna and the EIders (Daniel 1 3) 

Canvas 
168 x 146 cm 

Leipzig, Museum der Bildende Künste (inv. no. 1636) 

Provenance: 
Leipzig, collection of Johann Thomas Richter (1 728 - 1773); by descent to his son Johan 
Friedrich Richter, sale Richter, Leipzig (Rost and Wiege), 15 January 1787 (Lugt 4122)'; 
Leipzig, Fischer wliection; sale Fischer, Leipzig, 8 May 1820 (Lugt 9791), lot 68 (to 
Lehmann, as 722 x 62.52 [169.8 x 147.4 cm]); Leipzig, Lehmann collection; LUtzschena, 
collection of the Baron Max Speck von Stemburg; by descent to his son the Baron 
Alexander Speck von Stemburg; acquired by the Museum der Bildende Kiinste in 1945; 
retumed to the Speck von Stemburg f d y ,  and subsequently donatexi to the musaun in 
1997 

Literature: 
Richter 1775, p. 3 14 (as Flinck); Parthey 1863, p. 441; HoBede de Groot 1892, pp. 216- 
21 7, no. 17 (as Jan van Noordt); Becker 1904, no. XXX (with illustration, as Joan van 
Noordt); Wurzbach 19064910, vol. 2, p. 243; Kronig 191 1, p. 156; Plietzsch 1915, p. 51; 
Decoen 193 1, p. 18; "Deutscher Privatbesitz stellt au," Weltkunst Xi, no. 22/23,6 June 
1937, p. 2; collection catalogue Hannover 1960, p. 25, no. 3; Von Moltke 1965, p. 229 
(with illustration); Sumowsls 1983- 1996, vol. 1, p. 143 note 70; vol. 6, pp. 3 736, with no. 
2403; Prêtre 1990, pp. 88-89 (with ülustration fig. 1 12); H e k d  1989, p. 156, note 50; 
Surnowski 1998, pp. 78,79 note 22 

Selected collection cataiogues: 
Speck von Stemburg 1827, no. 3 (as Govert Flinck); Speck von Stemburg 1889, p. 17, 
no. 14 1; Leipzig 1942, pp. 6 1-100; Leipzig 1967, p. 144, no. 1636; Leipzig 1979, p. 172, 
no. 1636; Leipzig 1995, pp. 138, no. 1636,336 (with inustration no. 484) 

Exhibitions: 
Leipzig 19 14, no. 2 1 8; Leipzig 193 7, no. 54; Leipzig 1998, pp. 157- 159, no. 1/84 (with 
colour iliustration) 

The theme is discussed in the previous entry for the Utrecht version of the theme. In the 
present painting, Susanna is shown fàcing toward the viewer, and striking an awkward 
pose, as if in the middle of movhg away fiom the eiders. They are taking Susanna by 
surprise as she bathes, and she is in the process of recognizing the suddem turn ofevents. 



The painting emphash the clash between her state of innocence, and the sinister 
intentions of the elders. The cornparison with the other two paintings indicates that they 
represent a different moment than the present picture. Both of those pahtings have 
Susanna curling away; in the Utrecht painting she listens to the elders' proposition, and in 
the Winterthur painting she h d y  signals her rejection of it. These two versions present 
the subsequent dilemma of the extortion. The emphasis shi€ts to Susanna's experience of 
agony, her resolve to behave Whiously, and her contempt of the proposition she faces. 

At this point in his m e r ,  Jan van Noordt drew heavily fiom other Amsterdam artists in 
developing his approach to history painting. For a long tirne, this picture was thought to 
be by Govert Fhck, likely because the nude figure was similas to the style Flinck initiaüy 
ado pted from Rembrandt. Indeed, an eighteenth-century observer set up the cornparison 
of this figure with a & m e  by Titian aiso in the Richter coiidon, as an opposition of 
prosaic reality versus ideal  beau^.^ Such a characterization of the Rembrandtesque style 
was by then a cornmonplace. Yet this painting also shows the impact of the FIemish 
Baroque on Van Noordt, especidy in the large figure sale and emphasis on movement. 
In adopting elements fiom Rubens and Jordaens, Van Noordt was also foiiowing the laîer 
Flinck and Backer. The emphasis on the nude refiects the approach of Van Noordtts two 
forebears. The connection to both of these artists in Van Noordt's work is W e r  borne 
out by bis figure drawings, in their use of black and white chalk on blue paper. One such 
drawing in Hannover was made by Van Noordt in preparation for the figure of Susanna in 
this painting (cat. no. D2). 

1. Unfortunately the only known copy of this catalogue, the one cited by Lugt, in Berlin, 
perished in the war. 

2. See: Richter 1775, p. 3 14. 



Sumna and the Elders (Daniel 13) 

Wmterthur (Switzerland), collection of Gino Cornuni 

Provenance: 
Sale M. Baron de Bankheim, Paris, 12 April 1747 (Lugt 662), (g'Qndeur naturelle, 
tableûu rempli de pssiorn, pm Jean vco, Nooîr, & k 0 2 e  de Rembrandt, h. de 3p Ilpo 
l. uk 3p 3 p  [ 127.1 x 105.5 cm]); sale Freinau von und ni Brenken, Cologne (Heberle), 1 
Apd 1886 (Lugt 45591), lot 90 (as Gotttkied Schalcken, signed "G. Scalkean and dated 
1673; to Baitzke); Munich, colidon of A. Rupprecht, in 1889; sale HTh. Hbch, Munich 
(Joseph Albert), 19-20 September 1892 (Lugt 5 1022), lot. 192 (with ülustration, as 126 x 
102 cm, signed and dated G. Schalcken 1673); Paris, Demotte Gallery, 1925 - 1928 

Literature: 
Hofstede de Groot 1907-1928, vol. V, p. 327, no. 5 (as Schaiken); Schneider 193 1 (as Jan 
van Noordt), p. 5 11; Thierne-Becker, vol. 29, p. 570 S.V. Gottfried Schalcken; Bernt, vol. 
2, p. 925 (with illustration); Sumowski 1983-1996, vol. 1, p. 140, 142 note 50, 143 note 
70, and 176 (with illustration); vol. 6, p. 3 589,3 736, with no. 2403; Sumowksi 1986, pp. 
28, 37 note 4 1; exhliition catalogue Paris 1987, p; 85 

Exhibitions: 
Munich 1889, no. 152 

For a disaission of the theme and its intefpretation, see the entry for the palithg in 
Utrecht (cat. no. 6). Wth the third h o m  depiction of the conûontation between Susanna 
and the Elders, Jan van Noordt ELffiVed at yet another interpretation. In Rembrandt-like 
hhion, he isolateci the figure of Susanna, by placing it in strong iight, and by having it fW 
the foreground space of his composition. The recent, unfortunate, trimming of the sides 
has served to heighten this eEkct. Her dynamic pose expresses powerfully her rejection of 
the Elders' advances, and of their proposition. Van Noordt developed another pose of this 
figure, in a drawing now with the P. de Boer Foundation in Amsterdam (cat. no. ~ 3 ) . '  It 
is aiso a fbrther development of his own conception in the painting in Utrecht, where the 
energy of her movement is stiil more testraineci. He abandoned the ratha awkward and 
titillahg display of the hterim version. the painting now in Leipzig. 

This painting can be identified with an entry in the catalogue of a sale in Paris in 1747, 
which described the work as "We size, a picaire Wed with emotion, by Jan van Noordt, of 



the school of Rembrandt." Indeeû, this painting shows the artist at the height of his power 
to embue his figures and compositions with emotional expression. By the late 16609, Van 
Noordt started to d u c e  the distracting details by which he sought to enrich his earlier 
works, for exarnple the Leipzig Susunna. The rendering of fom, especially in the body of 
Susanna, starts to achieve the powerfid buiging roundness typical of works after 1665. 
The artist began to exploit sweeping movement in figures and fabric, a characteristic 
element of works done fiom around 1670 onwards. Especially the organization of 
Susanna's pose shows Van Noordt's exploitation this expressive element in his painting. 
On the bais of style this work can be dated to around 1670. 

1. Schatbom 1978, p. 120. 





corresponds especially to another eerly history painting, the Cmitas in Milwaukee (cat. 
no. 20)' The faces show the same rounded modelling in translucent paint, with an 
emphasis on strong light and reflections. Van Noordt evidently sought in this way to 
dramatise the otherwise-static event. 

1. Pieter Breughel the Elder, John the Bqtist Preaching, panel, 95 x 160.5 cm, signed 
and dated 1566, Budapest, Szépmüvészeti Muzeum (mv. no. 5 1.2829); see: collection 
catalogue Budapest 1968, vol. 1, p. 101-2; vol. 2 (with illustration plate 95). 

2. Rembrandt, The Preaching of J d n  rhe B q p t i ,  canvas on panel, 62.7 x 8 1.1 cm 
(enlarged f?om 39.8 x 49.5 cm), ca. 1634 1635, Berlin, Gemaldegalene Staatliche Museen 
Preussischer Kulturbesitz (m. no. 828K). Rembrandt Corpus, vol. 3, pp. 70-88, no. A 
106 (with illustration). Kurt Bauch cites several variations on this theme in the work of 
Rembrandt and his foliowers. See Bauch 1957, p. 205. 

3. See: Rembrandt Corpus, vol. 3, p. 82. The depiction of the same theme in the museum 
in Oldenburg, that has been attributed to Jan van Noordt, is based on Rembrandt's 
composition More he enlarged it. See cat. no. R17. 

4. Matthew 3 :4 and Mark 1 :6. 

5. Surnowski 1983-1995, vol. 1, p. 142 note 54. Sumowski reports that the initial 
attribution by Albert Blankert was based on the figures. 



St John the Evangelist 

Canvas 
70 x 50 cm 

Private Collection, The Hague 

Literature: 
Sumowski 1986, pp. 25 (with illustration fig. 5),26,36 note 30 

Van Noordt painted John the Evangelist as a haMength figure, drawing emphasis to his 
youffi l  visage, and to two important attributes, the chalice and the dragon. They refer to 
a story about an attempt on John's life by Aristodemos, d e r  the evangelist interfered with 
the worship of Diana at Ephesus. John was given a chalice to drink fiom, but he saw a 
snake or dragon emerge fiom if and recognized that it was poisoned.' Van Noordt chose 
a curious presentatioo for the dragon, placing it as a tiny creature on top of an enormous 
gold cup. 

The gold cup itselfis an fiee evocation of the famous Nizutilus Cup created by the 
silversrnith Adam van Vianen. Van Noordt changeci the fatures and abstracted the figures 
and left out the lid. The original was not adually made of gold but was only gilt. Its 
materiai was actually siiver, formed through the technique of chasing, for which Van 
Vianen was fàmous. Van Vanen's uip was initialiy in the possession of the Silversrnith's 
Guild in Amsterdam, hawig been cornmissioned by them in 1614? 

The St John the Evrmgelisî shares with Van Noordt's &y Satyr and the Pec~s~nt Fami& 
strong chiaroscuro with deep shadows, and a smooth and flowing handling (cat. no. 19). 
Much of the paint appears transluceat, except for the bright red that Van Noordt 
distributed in various areas, such as the lipq the reflections in the golden Nautüus aip, and 
in the wrist and knuckles of the nwer hand that holds the cfoak at the chest. The sash at 
the neck is also painted thickiy in opaque white. The overaii predominance of dark and 
restrained wlours, especiaüy in the clothing, places this work with history painting done 
between 1650 and 1655. 

Van Noordt's painting apparentiy soon found its way to Antwerp. where it was included as 
one of the works hanging on the waii in a Cabinet of Pahtings by Hieronymus Janssens 
(ili. 13)1 The representation there, arnong works with varying subject matter, suggests 
that this painting was not made as part of a series, a typical arrangement with paintings of 
the evangelists. Like the DaMd, of a diierent size and in a later style, it is an independent 
presentation, done for the open market, like the ironies of Rembrandt and his students. 



1. L.C.I. vol. 7, col. 119. A concise sumrnary of the story appears in: Hall 1974, p. 115. 

2. Adam van Vianen, Nmtilus Cup, silver, gilt, height 25.5 cm, width 13.2 cm, depth 10.9 
cm, signed and dated 1614, Amsterdam, Rijksmuseum. Van Vianents celebrated creation 
made its way into numerous h t c h  seventeenth-centuy paintïngs. See: Duyvené de Wit- 
Klinkhamer 1966, pp. 79-103. See also: exhibition catalogue Utrecht 1984, p. 75, no. 6 1 
(with illustration); Ter Molen 1984, vol. 2, no. 409; and exhibition catalogue Amsterdam 
1993, pp. 452-452, no. 1 12 (with illustration). 

3. Hieronymus Janssen, View of a Gallery of Paintings, canvas, 60 x 77 cm, Madn'd, 
private collection. See: exhibition catalogue Madrid 1992, pp. 234-237, no. 33 (with 
illustration). My thanks to Albert Blankert for this infiormation. 



M' and the Christ Child 

Canvas 
88 x 124 cm 
Signed and dated lower left: Jv Noordt A" 1676 

Gaw, Gama Cade Foundation (mv. no. 54 13-1) 

Provenance: 
Gam, collection of the Baron Redz-Thott, fiom 1785; transferred to the Foundation 

Lit erature: 
Hofstede de Groot 1892, pp. 2 14, no. 2 1,218, no. 24; Wurrbach 1906-19 10, vol. 2, p. 
243; Decoen 193 1, p. 18; Christine S. Schloss, in: collection catalogue Hartford 1978, p. 
168 note 4; Sumowski 1983-1996, vol. 1, pp. 140, 143 note 74, 180 (with illustration); 
vol. 5, pp. 3111, with no. 2136,3112, with no. 2141 

Collection catalogues: 
GaMa 1785, no. 112; Ga- 1876, p. 40, no. 112; Ga- 1914, p. 35, no. 120 

The artist has shown a mother, seated, with her child on her lap. Given the satin& in a 
wildemess, with the wornan seated on the ground, and a basket at her side, Van Noordt 
almost took up the pictorial tradition of the Rest on the Flight into Egypt. Notably, Joseph 
and the donkey are absent. Van Noordt took one step M e r  the traditionai emphasis on 
the pair of Mary and the Infant Jiesu. In doing so he transfomed the traditional 
iwnography of "The Rest on the Flight into Egypt," which u s d y  included dI three 
figures. By only depicting these two figures in the story, usually in a stili moment and 
fieed from the m t i v e  wntsrt, the artist brought the viewets attention to bear on their 
experience and theû thought processes, and thus defined the event anew, in punly human 
temis. This approach appears more fiequently in the work of Rembrandt, providing a 
platform for his particular genius in &cial expression The same fkcility was much more 
slowly developed by Van Noordt, over the course of his career. He ofien prefemed a 
restrained suggestion of facial expression, as seen in this image. 

The resffil composition and haadling here show Van Noordt adapting bis style to his 
theme. This composition is not as dyaamic as the 0th- fiom Jan van Noordt's late period, 
where its date of 1676 M y  places it. In The Kingston Hagw (cat. no. 1) and the 
Bordeaux Portrait of a Widow d k r  two Sovrs (cat. no. 54). the artist had been 
developing the effect of movement by creating sweeping h e s  and linea. waves in the 
contours of figures and drapery. He buih up energy by ernphasizing the robust mass of 



t hese volumes. What links these two images with the present one is their demonstration of 
the artist's long-sought mastery of the depiction of human emotion. The other two 
examples present passionate extremes of feeling. In the Gaum picture he is much more 
moderate, achieving an atmosphere of restful tendemess. The mother, reciiies against a 
tree, her slack features attesting to fatigue, but perhaps also to her devotion to her 
remadcable child. He srniles and playfully reaches for her breast. Their stiiiness is ftrther 
underlined by the choice of a horizontal format. 

1. My thanks to Albert Blankert for pointing out the connection to this approach in 
Rembrandt's work, which has been discussed most extensively by Christian Tiimpel. 
Tümpel coined the term heraus26~11ng (fieekg-out-of) for it: Tümpel 1968, pp. 16 1-187. 



ïhe Maswrcre of the Innocents (Matthew 2: 16- 1 8) 

Canvas 
91 x 110cm 

Kingston, Agnes Etherington Art Centre, gift of Drs M e d  and Isabel Bader 

Provenance: 
Sale C. Sherston et 41. (anonymous section), London (Christie's), 29 October 1948, lot 
150 (as signed and dated: J. van Noordt 1669); London, collection of Dr. E. Schapiro, in 
1953; fkom there acquired for the Agnes Etherington Art Centre in 1980 by Dr Alfred 
Bader 

Literature: 
Surnowski 1983-1996, vol. 1, pp. 140, 143 note 6 1, 169 (with colour illustration), vol. 6, 
p. 3588; De W~tt 1993, passim. 

Exhibitions: 
Kingston 1988, pp. 106-109, no. 26 (with illustration) 

The story depicted in this painting appears in only one of the four gospels, Matthew, who 
tells of the mass -ticide of baby boys in Bethiehem, ordered by the d e r  under the 
Romans, Herod. Herod had earlier been infornecl, by the tbree Magi of the presence of a 
future king in Israel. Womed about an insuredon, he attempted to elllninate the young 
Jesus Christ, by having aii young boys in the town put to the sword. 

The Massacre of the Innocents is not a cornmon theme in hitch seventeenth-centwy art. 
The most direct precedent for Jan van Noordt's depiction of this theme is a work by Pieter 
Lastman, in Bmmschweig (ill. 14). Jan van Noordt took over the motif of sddiers 
throwing babies fiom a building.' Van Noordt sams to have independeatly chosen to 
include a prominent obelisk, which could be a proleptic retérence to the Fiight into Egypt., 
by which the young Jesus escaped this violence.' In temu of style, however, Jan van 
Noordt drew heavily on Remish Baroque for b i s  painting, which is  pitched in its emotiom 
and movement. Rapid sinuous lines of reflections in drapery are only the accent to a 
surface mobilised with overaii sweeping lines, powerfui gestures of stniggle, and 
expressions of panic, anguish, and bnitality. A few other paintings by the artist also 
generate a turbulent atmosphere, ttirough simiiar effècts; a good txample is the Nympizr 
d a  Satyr with the Instituut CoiIectie Nederland in The Hague (cet. no. 17). The present 
work can likewise be dated to around 1660, consistent with the traces of a date reported 
in sale entry of 1948.) Such paintiags most strongîy evoke the style of the Fîmwig Jacob 



Jordaens, an artist who was held in high regard by many regent patrons of art in 
Amsterdam, and dso by the House of Orange in The Hague. Van Noordt did not use a 
grand scale, one of the most important devices of Jordaens and his fellow artists in 
Antwerp. A depiction by Rubens, published in a print by Paulus Pontius. was likely a 
direct example for him.' Such an energetic overd effect was also wmmon for the 
Mannerist painters of the late sixteenth century, and is also to be seen in the depiction by 
Comelis Cornelisz. van Haarlem (1562 - 1638), which at the tirne hung in the Prinsenhof 
in Haarlem, and which Van Noordt kely hew, as it was describeci by Van Mander.' Van 
Noordt developed a range of approaches, from simpler, more monumental figure 
arrangements, to more crowded groupings, such as also seen in the Rijksmuseurn &@io 
of 1672 (cat. no. 23). 

The centrai figure of the mounted soldier reappears in modifieci fonn in a painting by Van 
Noordt's pupil Johannes Voorhout. One of the soldiers tormenting Christ in Voorhout's 
Crowning with i%om, fomerly with Bob Jones University, swings his forearrn across in 
front of him, to strike a similar p0se.l He dso wears a similar costume of amour. It is a 
rare sign of the master-pupil relationship between these two artists. Voorhout shidied with 
Van Noordt fiom 1664 to 1669, a few years &er this painting was likely made. Voorhout 
may have scen this work still in Van Noordt's studio, or at the place of a buyer or dealer. 
His own painting is early and probably dates to his penod of study. 

1. Pieter Lastmaq The Maslsacre of the Innocenis, panel, 85 x 122 cm, 1607-1 608, 
Braunschweig, Herzog Anton Ulnch-Museum (mv. no. 209). 

2. My thanks to J. Douglas Stewart to suggestiog this interpretation. 

3. See Provenance. 

4. Peter Paul Rubens, ï k  Miasacre of the Imolcents, canvas, 199 x 302 cm, ca. 1636 
1638, Munich, Alte Pinakothek Çiv. no. 752); see: exhibition catalogue Kingston 1988, p. 
108; colection catalogue Munich 1998, pp. 3 14-3 17 (with wlour illustration); Paulus 
Pontius, after Rubens, Z k  MLLSSL~CT~ of the Itu10icents, etching, in two sheets, 62.2 x 44.7 
and 47.2 cm: Holstein, vol. XVD, p. 149, no. 5; Voorheim Schneevoogt 1873, pp. 24, 
25, no. 107.1 am gratefid to J. Douglas Stewart for signahg the importance of Pontius's 
et ching . 

5. Cornelis Cornelisz van Haarlem, llre M a r ~ m e  of the Innocents, panel, 270 x 255 cm, 
signed and dated 159 1, Haariem, Frans Halsmuseum, on loan &om the Instituut Coliectie 
Nederland. See: exhibition catalogue Detroit, Washington and Amsterdam, p. 78. For Van 
Mandets description, see: Van Mander~Miederna 1994- 1999, vol. 1, pp. 43 0-43 1, fol. 
2%. . 



6. Johannes Voorhout, The Crowning with ï%oms, canvas, 77.5 x 63.5 cm, sale, New 
York (Christie's), 21 May 1992, lot 119 (with illustration, as si@ J. Voorhout); 
fo rmerly Bo b Jones University, Greenville, South Carolina. 



nie Cnrcifixioon 

Avignon, Musée Calvet, aquired in 1833 

Provenance: 
Possibly: sale C.A. de Court, widow of J. Meemian, Leiden (P. van der Eyk), 25 October 
1754 (Lugt 846). lot 3 1 (as Gabrand van den Eekhout, for f 61 .O); possibly: sale Diderick 
Smith, Amsterdam, 13 July 1761 (Lu@ 1165), lot 15 (f 150.- to Mens) ;  sale Dr Johan 
Pieter Wierman, Amsterdam (Van der Land), 18 August 1762 (Lugt 1237), lot 2 (f 530.- 
to Hogenberg); sale, Amsterdam, 30 November 1772 (Lugt 2082). lot 1; sale Jan Tak, 
Soetenvoude, 5 September 1781 (Lu@ 3295), lot 5 Cf 499.- to Delfos); sale M. van 
Leyden, Paris, 10 September 1804 (sale postponed to 15 November), lot 30 (as 40 x 3 5 
pouces [ 1 O8 x 94.5 cm], 4OOf to Mr. La Roche)' 

Lit erature: 
Roy 1972, pp. 165-166 and 220, no. 61 (as G. van den Eeckhout, ca. 1655); Sumowski 
1983- 1996, vol. 1, pp. 140, 142 note 55, 149, 165 (with illustration, as Jan van Noordt), 
vol. 6, pp. 3588,3735, with no. 2396a; Bruyn 1984, p. 149 (as Gerbrand van den 
Eeckhout); exhibition catdogue Paris 1987, p. 86 (as Jan van Noordt); exhibition 
catalogue Basel 1987, p. 1 14 (with illustration 3 la, as Jan van Noordt) 

Van Noordt placed the cruded Christ to the right of centre with Mary at the foot of the 
cross. In front of it, one of the two thieves is beimg bound to a cross lying on the ground, 
whüe the other thief is king preparcd for execution at the left side. The soldier with the 
long staffto the left probably refers to the moment just More Christ's death, when he is 
offered a sponge with vinegar for his thirst. This depiction bars maay similarities to 
Govert Flinck's Crllc~jhion of 1647, now in Basel. They both have CMstts cross w g h t  in 
light, standing to the right of centre!, and clusterd groups below.' The present work bars 
a Gerbrand van den Eeckhout signature, whose aîypical fonn marks it as fdse. The 
attribution to Van den Eeckout was Wrely inspireci by the Rembmdtesque use of light, 
and Van den Eeckhout's reputation as a follower of Rembrandt, disseminateâ most 
prominently by Houbrakea3 B ~ y n  accepts the attribution to Van den Eeckhout, however 
the many-figured composition is atypical for Eeckhout, as Roy has pointeci out.' In this 
respect it bears grester similarity to Van Noordtfs depidon of John the B q t i ~ l  Preoching 
(cat. no. 9), and is properly placed in this artist's oeuvre. There are many correspondences 
with the figures there and in bis other early paintings, especially the Caritas in Milwaukee 



(cat . no. 20). The soA and glowing light, iiluminating several areas against the surrounding 
darkness, yields a round4 modehg of form bat is typical for the early Van Noordt. His 
authorship is also indicated by the curved edges and forms that generate agitated 
movement. The patchy modeUing in translucent paint, and the diision of focus indicate 
an early date of ca. 1645. 

1 .  My thanks to Volker Manuth for indicating these references. 

2. Govert Flinck, me Crtlc~jkion, panel, 119.2 x 89.2 cm, signed and dated 1647, Basel, 
Kunsthalle (iv. no. 212); see: Von Moltke 1965, pp. 3 1,77, no. 57, (with iliustration 
plate 15); see ais0 Sumowski 1983-1996, vol. 2, pp. 1024, no. 630, 1062 (with wlour 
illustration); and: exhibition catalogue Basel 1987, p. 114. 

3. Houbraken mentions that Van den Eeckhout was a close fiend of Rembrandt, and also 
States that he was one of the best pupils of Rembrandt, and could approach his master's 
power to evoke the expression of emotions. Houbraken, vol. 1, p. 174; vol. 2, p. 100. 

4. For Bruyn's wrnment, see: R e m b r d  Colptrs, vol. 1, pp. 70-88, no. A 106. Roy 
maintained the attribution to Van den Eeckhout; see: Roy 1972, pp. 165466,220, no. 61. 



Juno in the Clou& 

Canvas 
275 x 287 cm 

Braunschweig, Herzog Anton Ulrich-Museum (inv. no. 1373) 

Provenance: 
Impounded by the state in 1740 ("Raujgericht'); transferred to SchloB Brauaschweig, 
Ducal collection, in 1820; transferred to the Herzog Anton Ulrich-Museum in 1945 

Lit erature: 
Sumowski 1983- 1996, vol. 5, pp. 3 1 12, no. 2 140,3287 (with illustration); exhibition 
catalogue Utrecht 1993, p. 241 note 8 

Collection catalogues: 
Brawhweig 1983, p. 156, no. 1373 (with illustration); Braunschweig 1990, pp. 5455,  
no. 26 (with colour illustration) 

The formidable female figure in this painting is the goddess of classical antiquity, Juno. An 
abundance of attributes makes the identity unmidceable. A summary of h o ' s  
iconography appeared in Carel van Mander's Schikier-kck of 1604, which was well- 
known arnong artists.' Conespondhg to his description, her crown and scepter, purple 
cloth and robe, a chariot and horses, and h a  many jewelled trappings here cornplde her 
regai splendeur. The obligatory peacocks are also preseat. Off to the Idf Juno's husband 
Jupiter can be identified by the eagle with bohs of Lightnhg in his beak, and by his ccown. 
He is seated and looks on, holding his head in wonder. Another p o w e h  spectator is the 
old woman appearhg above to the right, with sagging breasts and snakes for hair, she 
represents Ihvidiu9 or envy. Juno is joined by sttpulti, who play with Juno's jewels and 
treasures. 

The other accompanying figures are less conventional for representations of luno. 
Immediately to the lefk of the goddess, a female figure holds a mirror before her, an 
attribute that identifies her as Pmdentiu? Foresïght, or intelligence, is one of Juno's 
qualities. The goddess also presides over fatility in Nature, which is r e f d  to by the two 
figures in the distance to the right of the goddess. There, Bacchus, god of wine, raises his 
cup, and Ceres, goddess of grain, holds ears of corn? Van Noordt depicted this pair in his 
painting of Sine Libero et Ceres, Pget  Vems (cat. no. 18). in similar poses, but fiom 
dif5erent angles. 



The three fernale figures to the right, who drape Juno's peacocks with pearls, are the 
Horae (the Hours), who attend to Juno.' The Horae, children of Zeus and Themis, are 
goddesses of the seasons, and were traditionaliy linked to blooming (Thalo, Spring), 
growing (Arno, Summer) and ripening (Cmpo, Auhunn) in Nature. Their comection to 
fertility linked them in tum to Juno.' One of them holds an ear of corn, which may refer to 
Summer. Their ethical names were given to hem by Hesiod: Spring becarne hown as 
Eunomia (law and order), Autumn as Dike (Justice), and Summer as Eirene (Peace). 
Another role of the Horae, that seems to be represented here, was as wardeas of the slq; 
they rolled the clouds back fkom the gates of Olyrnpus, whenever the gods went forth in 
their chariots. The Horae were only rarely depicted in art, and there is no precedent for 
Van Noordt's representation of them as attendants to Juno. Van Noordt seems to have 
ben lead directly by the antique reference, in Homer's IIiad (Va 479). 

By presenting a deity with her attncbutes, not in the codext of a partidar story, Van 
Noordt's painting foUows the approach applied by Hendnck Goltzius, who produced 
numerous prints of mythological figures, usuaily in series6 Rembrandt's two depictions of 
Fforu in St Petersburg and London (Br. 102 and 103), sirnilady bction as portraits of 
deities, which fom a marginal category of history painting.' Themes h w n  from classical 
literature reflected humanistic aspirations of the artist or patron, and remind us of Jm van 
Noordt's father, who was a schoolteacher as well as a carillonneur. He may have sparked 
his son's interest in Iearned subjects.' 

Juno's features do not accord with Van Noordt's typical idealirations, and this painting 
may be aportrait historié. SurnowsLi has suggested that the sitter might represent a 
member of the House of Orange, because the wlour takes special prominence? However, 
we have no other evidence of a iink ôetween the artist and the House of Orange. During 
the period of this painting there was no stadholder, nor was there anyone at the court in 
The Hague who could have sat for such a portrait. The rbqd pose is highly unusual and 
does not speak specifically in favour of a courtly patron for this work Van Noordt may 
have taken as mode1 someone fiom his circle, as had Rembrandt for the paintings 
mention4 above, for which Saskia was the Sitter. 

1. Van Mander, Upbeekhghen, fol. 126b (s.v. Juno). 

2. One of Ripa's personifkations of Prudence is a woman holding a &or, by which she 
can recognize her own fauts and shortcomings. See: Ripa 1644, pp. 622-623 (s-v. 
Prudknza, of Wgsheid). 

3. For the iconopphy of Bacchus and Ceres, see cat. no. 18. 

4. For a discussion of the roies of the Home and their wmection to Juno, or Hera, see: 
Pauly 1979, vol. 2, cols. 12161217 (s.v. Horui]. 



5 .  Thomas Doring k t  proposeci the identification of these three figures as the Horae, 
linking them to Juno by way of their associations with Justice, and with fertility in Nature. 
See: collection catalogue Braunschweig 1990, p. 54. 

6 .  Jan Saenredam, after Hendnck Goltzius, Juno, engraving, 3 17 x 247 mm, 
monogrammeci and dated 1596; Bartsch 64; Hoiistein, vol. 23, pp. 48-49, no. 65. 

7. Rembrandt, Flora, mas, 125 x 101 cm, signed and dated 1634, St Petersburg, 
Hermitage, (inv. no. 732); see: Rembrandt Corpus, vol. 2, pp. 495-503, no. A 93 (with 
illustration). Rembrandt, Flora, mvas, 123.5 x 97.5 cm, fdsely signed and dated 1635, 
London, National Gallery, (inv. no. 4930); see Rembrandt Corpus, vol. 3, pp. 148- 160, 
no. A 1 12 (with illustration). 

8. On Van Noordt's family, see Chapter One, pp. 13-16. 

9. See: Sumowski 1983-1996, vol. 5, p. 31 12. 



Jupiter mi Callstu (Chid, Mefamorphoses II, 40 1-4-40) 

Panel 
77 x 107 cm 

Present location unknown 

Provenance: 
Amsterdam, Enneking Gallery, in 1965,; sale, Cologne (Lempertz), 1 1 December 1989, 
lot 409 (with colour illustration, as Jan van Noordt); sale, Paris (Drouot: Étude Tajan), 9 
April 1990, lot 90 (with colour illustration., as Jan van Noordt) 

Literature: 
Moltke, 1965, p. 275, addendurn (with illustration, as not by Govert Fhck); exhibition 
catalogue Delft, 1965 (with iliwtration, as Fhck); Sumowski 1979-1985, vol. 5, p. 1958; 
Sumowski 1983- 1996, vol. 1, pp. 140, 143 note 69, 174 (with illustration, as Jan van 
Noordt); Sluijter 1986, pp. 128, 129,462 note 128-6 

The subject of this picture is the sedudion of çallisto, as told by ûvid in his 
Metamorphoses.' Callisto was one of Diana's nymphs, who were supposed to rernain 
Wgins, like the goddess herseIf. Callisto, the most beautiflll among hem, caught the eye 
of Jupiter, and in order to approach ha, he changed into the shape of the goddess Diana, 
to whom she was devoted. In this guise he approached Callisto as she was resting ftom the 
hunt. When he asked her how the hunt had gone, she began to teli him about it, und he 
embraced her. The ensuing pregnancy outraged Diana, who turne- the hapless nymph into 
a bea., and she was pursued by h a  own son, the hunter Arcas. The sethg is aeated in 
Van Noordt's painting by the quiver and mows lyhg on the ground in the foreground, 
and the two dogs to the lefi. Van Noordt showed the moment nght before Jupiter's 
advance. Callisto is seen from the ba& her hand r a i d  in a geshire that emphasizes how 
innocenty engrosseci she is in the description of the action of the hunt, to her goddess. We 
see the face of Jupiter in Diana's guise, crowned with a haErnoon, smdhg with pleasure at 
Callisto's beauty before him, bis eyes looking desirously h o  hem The upper halfof 
Callisto seai fiom the back, and the figure and fàce of Jupiter, cornespond closely to a 
painting by Backer of the same theme, which is ükely only a m e n t  of a larger 
composition @. 15). Van Noordt was evidently Muenceci by his tacher's work. just as 
with his &y depictions of C i o n  and 1phigenia2 

Sluijter has t r a d  the evolution of the iconography of this scene in Dutch painthp.' The 
iüustration by Bernard Salomon to an important Ovid edition of 1557 was widely 
influentid.' Of greater importance for seventanth-century artias was the depiction by 



Rubens, now in Vienna, which emphasised the sensual figure of Callisto, reclining nude 
across the foreground, and the affectionate gesture of Jupiter, in Diana's guise.' This 
painting seems to have been the source for Backer. 

The attribution of this easel-size panel to Van Noordt was first made by Willern van de 
Watering. The back view of the figure of Callisto, with its broad and rounded shoulder, is 
typical for Van Noordt's depictions of female figures out of classical mythology. The 
swelhg form of her hanci, raiseci in the air, fùrther shows Van Noordt's characteristic 
approach to anatomical form, especiaiiy in the use of the underârawn contour iine to 
strengthen the effect of roundness. The strong dark-üght contrast distinguishes this 
painting as a Van Noordt, compareci to the paier palettes Backer and Flinck typically 
appIied to such subjezts. A patchy qwiity, rrmlting fiom distributed highlights and flat 
areas of lighter tones, with abrupt transitions fiom light to dark, places this painting 
around the same time as the Cherbourg Cimon dlphigenia, thus cira 1650. Von 
Moltke has identifid as a study for the figure of Callisto, a drawing now with the De Boer 
Foundation in Amterdard The poses do not correspond closely, however, and the 
painting was iikely made independently of this drawing. 

1 . See: Ovid, Metmorphoses, in: Ovid, vol. 1, trans. Frank Justus Miller, Loeb Classical 
Library 43, Cambridge, Massachusetts, 19 16, pp. 89-9 1. 

2. Jacob Adriaenu Backer, Jupiter mrdCaIlisto, canvas, 68.3 x 57.5 cm, sale, London, 
Christie's, 29 October 1993, lot 57 (with colour illustration, as M t  van Honthorst). 

3. Sluijter 1987, pp. 128-132. 

4. See Borluit 1557. 

5 .  Peter Paul Rubens, JIlpter and Callisto, panef, 126 x 184 cm, signed and dated 16 13, 
Kassel Gemâldegalerie Staatiiche Museen (iv. no. GK 86). 

6. Attributed to Govert Fiinck. Reclining F e d e  Nude, black and white chalk on blua 
grey paper, 240 x 390 mm, Amsterdam, P. & M. de Boer Foundation. S e :  Von Moltke, 
1965, p. 219, no. DZZO; and: Sumowski 1979-1985, vol. 5, pp. 1958-1959, no. 898 (with 
illustration). The match is not very close, especially not in the foxm of the back and 
shodder, and in the isolation of the figure agaiiist a broad and o p  background. 



Venus and the nree Graces 

The Hague, Instituut CoUectie Nederiand (mv. no. NK 1697) 

Provenance: 
Amsterdam, F. Rotbman, dealer, in 1927; The Hague, collection of AC. Baron van 
Heerdt; aquired by the Dienst voor 's-Rijks verspreide Kunstvoonverpen in 1946 (now 
the Instituut CoUectie Nederland) 

Lit erature: 
Bloch 1927, p. 605 (with illustration); Schneider 193 1, p. 5 1 1; Staring 1946, p. 47 (with 
ülustration 1, plate XVI); Von Moltke 1965, p. 272; Sumowski 1983-1 996, vol. 1, p. 143 
note 68; vol. 5, p. 3 1 12, with nos. 2 140 and 214 1; exhibition catalogue Utrecht 1993, p. 
241 note 8 

Exhibitions: 
Exhibition catalogue The Hague 19361937, p. 39, no. 150 

Collection catalogues: 
The Hague 1992, pp. 226 (with illustration) 

Van Noordt sought to capture the spirit of pagan rnythology with a vibrant energy, and 
this picture can be grouped with the A!jmphs md a Satyr also in The Hague (cat. no. 17). 
The goddess of Love is seated fbrther back, and is joined by the three Graces, Agleia, 
Euphrosyne and Thaleia, seated and reciining in the foreground. The Graces, or Charities, 
were the daugiters of Jupiter and EYrynome, and one of their traditionai roles was to 
attend to Venus, preparing h a  for the Feast ofLove, arousing her with their dancing and 
music.' Hem, she is also joined at her right side by Cupid, who leam against hm, holding 
an arrow in his hgers. The group of figures forms an arc around the centre, a motion 
echoed in the arch behind them, a piece of garden architecture comisting of trimmed 
shrubbery flanked by square piUm topped with vases. The motion is repeated agah in the 
silhouette of a dome, M e r  back Four putti cavort about with a long festoon, and 
swathes of drapery continue the motion with its sweeping and rippiing folds. This 
turbulent composition had its precedents in the work of the great F i d  masters. Van 
Noordt achieved a sinnlar o v d  &kt in his Mizsszme of the Iimxenfi in Kingston (cat. 
no. 12). The present work, with t s  less-resotved composition, iikeiy dates a Linle earfier, 
to around 1655. 



Van Noordt was in the process of developing his representation of nude figures, at the 
time of this painting. Jordaens' vigourous and robust female deities are the likely mode1 for 
the broad and round-shouldered figure in the centre foreground, who also appears, in a 
different pose, in the Nymphs and Satyr. For the figure of one of the Graces to the cight, 
the artist seems to have adapted the pose of a drawing in R e ~ e s  ofjust the head and 
shoulders of a female mode1 (cat. no. D6). The figure of Venus is more compact and 
smooth, and bars many similarities to the Susanna in Utrecht, and to the drawn figure 
study in Munich (cat. nos. 6 and D2). 

1. See Roscher 18844937, vol. 1, col. 875-876 (s.v. Charis, Charifen). 



Canvas 
83 x 67 cm 

The Hague, Instituut Collectie Nederland (iv. no. 3260) 

Exhibitions: 
The Hague 1946, p. 20, no. 41; Utrecht 1946, p. 32, no. 75 

Collection catalogues: 
The Hague 1992, p. 227 (with illustration) 

Several aspects of this image strongly suggest that the art& depicted a specific story, one 
not weil known, and without an iconograpbic tradition. The various female figures to the 
right side are likely nymphs. The figure in the centre received more emphasis, caught 
diredy in the fa11 oflight, and orienteci toward the viewer. She is possibly a goddess, and 
if so, she would likely be Diana, who was traditiody accompanied by Dry&, or wood- 
nyrnphs. ' However, Diana's distinctive attributes of hunting gear, and the crescent-moon 
at her forehead, are not present. The wood-nymphs were also traditiody accompanied 
by the satyrs, their brothers, and approaching the nymphs from the I& side is an 
ipthyphaliic satyr2 He seems to bave bis hands in the £ire, perhaps ailuding to bis aroused 
state and its hazards. He aiso seems to be entreating the nymphs; an erotic proposition 
would be consistent for him. One of the nymphs at the fàr right, l h g  forward over the 
shoulder of the prominent nymph standing at the centre, menaces him with a s d ,  
clenching her fist over h a  head. Such specific d v e  dues suggest that a specific event 
is represented here, but it ha9 not been possibk to identify the scene. It is possible that 
Van Noordt simply made use of Classical persormges in a genre-like fh~hion.~ 

The artist wnjured a sinister, mysterious atmosphere in which to place these figures of 
classical antiquity. An eerie fiickering üght illuminates the fkces of the two nymphs M e r  
back, harshly, so that they look somewhat grotesque. The central figure is more lavisbiy 
and smoothly painted, but her features are in turn a üttle androgynous: especiaily her waist 
and breasts are unpronounced, the unconventionality adds to the mysterious atmosphere. 

This painting can be grouped with several others by Van Noordt, including the Venus mrd 
the Three Graces also in The Hague, which fature many-figwed compositions and a 
swirling overall movement (cat. no. 16). Even the tnes and foliage in the background, and 
the illuminated edge of a cloud, are engaged. The &kt is sixnilar to the Marwce of the 



Innocents, indicating a date of ca. 1660. The use of iight to emphasize certain figures ais0 
emerged in Van Noordt's paintings of around this the .  

1 .  See: Roscher 1884-1937, vol. 3, part 1, col. 522. 

2. See: Roscher 18844937, vol. 3, part 1, col. 520-521. 

3. Eric-Jan Sluijter has suggested that simiiar scenes by Comelis van Poelenburg were free 
inventions, developed fiom the theme of Diana and Actaeon. Sluijter 1986, p. 76. 



Sine Cerere et Liberofnget Venus (Terence, Eumrchs 4, 5, 732) 

Canvas 
Dimensions unknown 
(Photo in the file of the Statens Fotografisamling pan Charlottenborg, Copenhagen) 

Lit erature: 
Decoen 1931, p. 18 

This remarkabie fiagrnent i~ ody hown through a single photo presewed in Copenhagen. 
It shows the god of wine, Bacchus, decorated with grape laves and holding a bunch of 
grapes in his right hand. He raises a bowl of wine in his lefi hand, as other figures watch 
Behind him to the left is a Satyr, and across âom h h  to the right is Ceres, the goddess 
presiding over grain, aadling a sheafin her rigbt am. Further back, wearing a tiara and a 
large peul is Venus, goddess of love, accompanied by Cupid. She raises an orange in 
one hand, while suggestively pinching her nipple with the other. This group was 
comrnonly depicted together, formjng an emblem-like reminder that love does not thrive 
where basic needs such as food and druik are not provided as well. The saying HWtthout 
Bacchus and Ceres, Venus tums Frigid," which circulated widely in Antiquity, was best 
known f?om a line in a play by the late Classicd writer Terence, to which Van Mander 
also made reference. ' 
The pose of Bacchus relates indirectly to a depiction of the same subject by Hendrick 
GoltPus. h his pen drawing on canvas, now in St Petasburg, Goltzius in turn modifieci 
the pose of the sculpture of Bacchus by Michelmgdo in the Bargell~.~ Goltzius showed 
Bacchus raising a cluster of grapes abow his head, whereas Van Noordt had him raise a 
bowl of wine before bis eyes. n i e  same print by Goltzius may have influenced Van 
Noordt: his Venus is farther back, but faas the viewer instead of lookhg over to 
Bacchus, and his figure of Ceres is aiso nearest the viewer, but tums more to the side. Van 
Noordt evidently saw Goltzius's work of sBdy yem prevîous and mated his own version, 
with eeer and more spontaneous poses, and a more hapbazard arrangement, in which 
Ceres partiy blocks our view of Venus. 

This myîhologicai scene can be grouped with the Nyrphs d a  Sclryr and Venus and the 
ï k e e  Gmces, both in The Hague (cat. nos. 16 and 17). Like thern, it combines several 
figures in a spirited composition. With its broadly-brushed, agitated f o m  of drapery in 
the foreground, and its more My-formed volumes built up in opaque ligbted areas and 
strong reflections in the shadows, it ükely dates a little later, to around the middle of the 
1660s. 



1. See: Terence, nie Eumich, in: Terence, vol. 1, tram JO hn Sargeaunt, Loeb Classical 
Library 22, Cambridge, Massachusetts, 1 989, p. 3 1 1. Van Mander referred to the proverb 
in Terence, in his discussion of Venus in Ovidfs Metamorphoses. See Van Mander, 
WtZeggtnge, fol. 2%. 

2. Hendrick Goltzius, Sine Cerere et Bacchofnget Vems, Pen and brown ink on 
grounded canvas, 228 x 170 mm, St Petersburg, Hermitage (inv. no. 18983). See: 
Remicek 196 1, vol. 1, pp. 284-286, no. 128; vol. 2, p. 3 87 (with illustration). 
MichelangeIo, Bacchu, mahie sculpture, height 1 83.8 cm without base, ca. 1496-7, 
Florence, Museo Nationale (Bargeilo); see: Hartt 1969, pp. 70-77, no. 5 (with 
illustrations). 



The S4fyr and the Peasant Fami& 

Canvas 
80 x 96.5 cm 

Kingston, Canada, Agnes Etherington Art Centre 

Provenance: 
Sale C.E. Vertue et al., London, 18 July 19 10, lot 59 (as Barent Fabritius, 3 1 x 37.5 in. 
r78.7 x 94.3 cm]); E3 1.10 to Grant); collection of Sir Charles Newton Robinson; sale J-C. 
Robinson et al., Berlin (Lepke), 3 1 March 1914, lot 48 (with illustration, as B. Fabritius); 
Melchet collection; sale Lady Gwwi Melchett, London (Sotheby's), 23-24 May 195 1, lot 
1 1 (with illustration, as B. Fabntius); sale, London (Christie's), 18 December 1953, lot 93 
(B. Fabritius, 3 1 x 38 in. 178.7 x 96.5 cm]); sale Dr Max Welti et al., Lucerne (Fischer), 
22 June 1954, lot 2309; Milwaukee, Dr A&ed Bader; given to the Agnes Etherington Art 
Centre by Drs M e d  and Isabel Bader 

Literature: 
Van Braam 195 1, p. 208, no. 1339 (with illustration, p. 29, as Barent Fabritius); Pont 
1958, p. 13 1, cat. B, no. 15 (as Joan van Noordt?); Sumowski 1983-1996, vol. 1, p. 142 
note 64; vol. 5, pp. 3062 note 2.3 112, with no. 2142; vol. 6, p. 3588; Sumowski 1986, 
pp. 27, 28 (with illustration fig. 8), 36 note 34 

With this painting Jan van Noordt took up Aesop's Fable of The Satyr and the Peasant. 
The Fables represented classical literature at its most popular, they were brief stories 
enacted by animais a d  commonerss with moralizing conclusions aimed at teaching the 
reader. They were part of the education of childnq and had enjoyed this use since 
Antiquity.' In the present instance, the story begins with a satyr, found in a holiow in the 
woods by a passing peasmt, who takes him home, because he is fieezing and starving. Set 
near the fire while the W y  is at supper, the satyr gradualiy revives, and he notices that 
the peasant first blows into bis baads to wsrm them, and then blows into his soup to cool 
it. He is almed by tbis person who "blows hot and cold," and takes füght. The lesson is 
that one shouid never trust those who voice contradictory views. 

The tradition for depidg  this Fable was rather young. The Flemish artkt Jacob Jordaens 
was the best-known artist to have taken it up, and he did so severai times.' In the painting 
by Jordaens in Brussels, the Satyr actually strikes an admonitory pose, m g  the view and 
raising his finger. Jordaens' painting, and the print by Vorstermans after it, were well- 
known, and were singled out for mention by Arnold Houbrakea, writing Jordaens' 
biography in 17 17.' In the North, the Rembrandt-pupil Barent Fabritius retumed to this 



theme repeatedly, and fellow-pupil Gerbrand van den Eeckhout also painted it.' The 
seminal image seems to have been the illustration print in the edition of the Fables 
published in Bruges by Pieter de Clerck in 1567. In the Northem Netherlands, it was re- 
used for the translation by Joost van den Vondel. pubüshed in 1617 as the Royd A n i d  
Park (VorsteIzjk Wmanci(e der ~ieren).' The engraver Marcus Gheeraerts depicted the 
satyr rising up fiom the table. looking up at the peasant Sitting across fiom hhn, who is 
blowing into his soup. In Van Noordtts painting the story has progresseci a little further, as 
the satyr has already left the table, and is making his way off to the right. 

The interpretations by Jan van Noordf as weii as those by Barait Fabritius, fùnction much 
more as narratives than didactic moraiizations. The Dutch paintings draw attention to the 
event and its actions and emotions. Van Noordt emphasized the surprised reaction of the 
satyr, by placing his dark figure, posed in an awkward back-step, against the light 
background sky. The others are set against the shadowy, ramshackle dwelling. The 
peasant and his wXe look over in astonishment, while their daughter sits under the table, 
oblivious to the drama above. The expressions are not clearly articulated, an aspect that is 
consistent with the artistes early work, which shows a rather timid handling of facd 
features, in diin and semi-tramparent paint. In this respect the present work is similar to 
the Cimon midlphgenia in Cherbourg (cat. no. 25), especidy in its handling of the 
sihouetted figure of Cimon. Looser in handhg and technique, it was likely done around 
1650.~ The paint has almost certallily becorne more transparent with age, and a large 
reclinîng figure in the centre, that had b a n  painted over, has become visible again. 

1. See: Henryson 1987, pp. 6-7. Gopen relates the wide use in England of Aesop's Fables 
and Ovid's Metamorphosts as school texts. Most educated pasons would have been very 
farniiiar with them. This pedagogical practice continueci on unabated fiom the days of the 
Roman Empire, and was quite iikely cornmon in the seventeenth-century Netherlands as 
well. 

2. Jacob Jordaens, The &tyr und the Peasant Fmnily, anvas, 1 85 x 168 cm, Brussels, 
Museum van Oude Kunst (izzv. no. 6179); see: dCHdst 1982, pp. 97, no. 62,98 (with 
colour illustration). Canvas, 174 x 205 cm, Munich, BayerisChe 
Staatsgemüiddungen (iiv. no. 425); see: dWuist 1982, pp. 97,99, no. 63 (with 
colour illustration). Cmm, 190 x 159 cm, Gôteborg, Konsmiusaim; see: exhibition 
catalogue Antwerp 1993, pp. 106-1 07, no. A 25 (with colour illustration). Canvas, 172 x 
194 cm, Kassel, -degalerie Staatliche Museen (iiv. no. 101); see: d'Hulst 1982, pp. 
94, no. 59.97 (with colour illustration). Canvas, (dimensions not known), Moscow, 
Rtshkin Museum (ïmv. no. 26 15); see: exhibition catalogue Ottawa 1968, p. 243, with no. 
296. 

3. Houbraken, vol. 1, p. 157. Houbraken even included a note explainhg the Wle. 
Vorstermans's print reproduced the version in Munich (see note 1): Lucas Vorstermans 



Jr., after Jordaens, The W y r  and the P e m t  Fmily, engraving, 408 x 399 mm: 
Hollstein, vol. 43, pp. 92, no. 97,93 (with illustration); see: exhibition catalogue Ottawa 
1968, p. 242, no. 293,404 (with illustration). A version in the Kunstmuseum in Goteborg 
is a close variation on this composition; see: exhibition catalogue Ottawa 1968, p. 242, no. 
293. 

4. The versions are: Barent Fabritius, nie Soty and the Pearmt Fami&, canvas, 50.8 x 
63.5 cm, Hartford, Wadsworth Athenaeum, (Ella Gallup Sumner and Mary Cath Sumner 
Collection); see: Polit 1958, pp. 32-33, 113, no. 26. Pont dates this picture to 1653-4. See 
also Sumowski 1983-1996, vol. 2, pp. 910,915, no. 549,929 (with illustration). Canas, 
194 x 95 cm, signed and dated 1662, Bergarno, Accadernia Carrara; see: Pont 1958, pp. 
49, 1 13, 114, no. 27.; and Sumowski 1983-1996, vol. 2, pp. 910,912,920, no. 568,946 
(with illustration). Gerbrand van den IEeCkhout, De Satyr md the P e m t  Fmily, 
canvas, 57 x 76 cm, signed, Stockholm, Nationalmuseun (inv. no. 418); see: Sumowski 
1983- 1996, vol. 2, pp. 72 1,73 1, no. 421,784 (with illustration). Another version was on 
the art market in 1950: canvas, 56 x 65 cm, signed and dated 1653; see: Sumowski 1983- 
1996, vol. 2, pp. 72 1, 730, no. 416,779 (with ülustration). 

5 .  See: Vondel 161 7, no. 67. 

6. Sumowski viewed it as a late picture, and compareci it to the Mantta Shepherdss (cat. 
no. 35). See: Swnowski 1986, p. 27. 



Milwaukee, collection of Mr. and Mrs. Wfiam C. Treul 

Provenance: 
Possibly: sale, Amsterdam, 16 September 1739 (Lugt 507; Hoet I, p. 599), lot 13 1 (as 
Van Noort, Een V m  met Kinderîjes, Verbeel&& de Liefd, heel konstig (A Woman 
with Chüdren, representing Love, very artistic) for f. 1 O)'; sale John R Clayton, Esq. et 
al., London (Christie's), 30 January 19 14 (Lu@ 73722), lot 98 (as The Madonna and 
Child, with the infant Saint John, and 2 children in a Landscape, by J. van Noordt, signed 
and dated 1695.47% x 41 in. [120.6 x 104.1 cm], to Leger); London, Leger Gallery; New 
York, Ebich Gallery, in 1924; sale Robert Cluett, Jr. et a%, New York (Parke-Bemet) 24- 
11-1939, lot 72 (with illustration, signai and dated lower right: JAN V. NOORDT 1645, 
48.5 x 42 in. 11 23.2 x 106.7 cm]); sale Henry Rogers Benjamin et al., New York (Parke- 
Bernet), 1 5- 1 7 May 1947, lot 23 5 (with illustration, signed and dated l645,48.5 x 4 1.5 
in. [123.2 x 105.4 cm]) 

Literature: 
Willem L. van de Wate~g,  in exhibition catalogue Washington, Detroit and Amsterdam 
1980-198 1, p. 212; Sumowski 1983-1996, vol. 5, pp. 3 112, no. 2141,3288 (with colour 
illustration); vol. 6, p. 3737, with no. 2403a; Sumowski 1986, pp. 21,34 note 4 

Copies: 
Panel 90 x 71 cm, sale, Luceme (Fischer), 29 May - 1 June 1990, lot 2025 (with colour 
iliustration, as a copy after Jan van Noordt) 

W1th this picture Jan van Noordt engageci the allegorical tradition for representing Charity, 
as Sumowski recently recogoized. Since its appearance at a sale in 19 14, it had been 
interpreted as a "Madonna and CM4 with St John the Baptist." The youth in the bottom 
le& bowing forward with his back to the viewer, was originaiiy a complete figure before 
the painting was cut down at ail sides. He was tbought to be St John the Baptist as a 
youth, honohg the infant Jesus on his mother's lap. The woman and child closely foliow 
the tradition for the Vugin and Child. However, this image diverges h m  the Christian 
theme through the inclusion of two other children to the right side. As eariy as in 1739, a 
sale catalogue iisted "A Wonm  wilh ChiMeen, representnig love, by Van Noordi," which 
rnay well be the present picture, already interpreted as a Càritm- 



Van Noordt produced a rather pastoral rendition of this allegorical theme, by adapting the 
shepherd and shepherdess types he was accustomed to painting at this aarly stage in his 
career. They bear similarities to the ShepherdBoy with a Bir& Nesi recentIy with 
Sotheby's, and the Shepherdess and Gwtsherd with Leger in 1960 (cat. nos. 37 and 3 1). 
The stylistic similarity is signincant as well; as in these pictures, the present painting has a 
very strong light fkom the ight, and translucent glazing that builds up a smooth and 
rounded modelling of flesh, especidy in the nude child. Reflections help to complete the 
impression of volume. Undulating contom cary a rhythmic motion through the 
foreground, complemented by the arrangement of rounded fonns of bodies and faces. The 
date of  1645 reported in the sale catalogues of 1939 and 1947 is quite plausible, given the 
style. This date places it contemporary to several of the depictions of this and similar 
themes by Jiirgen ûvens, suggesting that there was contact and mutual influence between 
these two artisk2 

1. Cat. no. L20. See: Hoet, vol. I, p. 606. 

2. The euLiest painting by Ovens wiîh a similar theme is: Allegory of Molhr Ncinre, 
panel, 82 x 67.4 cm, signeci and dated 1646, SchioD Gottorf, Schleswig-Holsteinisches 
Landesmuseum; Sumowski 1983-1996, vol. 3, pp. 2218,2222 note 9,2224 (with colour 
illustration). Four depictions of Cm*tas by him are hown: C@tas, canvas, 1 18 x 102 cm, 
Amsterdam, Rijksmuseum (inv. no. A 1257); see: Sumowski 1983-1996, vol. 3, pp. 2227, 
no. 1498,2253 (with lustration). Caritas, canvas, 130 x 115 cm, SchloD Dyck, collection 
of Cecilie Fiirstin ni Salm-Reifferscheidt; see: Sumowski 1983-1 996, vol. 3, pp. 2227, no. 
1493,2248 (with colour illustration). CaB'&zs, canvas, 89 x 74 cm, signed and dated 1657, 
Budapest, Szépmiivészeti Miizaim (iv.no. 191); se-: Sumowski 1983-1996, vol. 3, pp. 
2226, no. 1490,2245 (with colour illustration). Can'tas, amvas, 83 x 106 cm, New York, 
c o l i d o n  of Dr D.B. Biegun, in 1957; see: Die Weliktcst, 1 December 1957, p. 7. 



Chelia C d n g  the Tiber (Livy, The Emly History of Rome, ïI, 1 3; Plutarch, Lije of 
Publicola XM, 2-5) 

Paris, Louvre (inv. no. RF. 1985-25) 

Provenance: 
Sale, Paris (Hôtel Drouot, Étude Zaurin-Guilloux Bflertaud-Tailleur), 29 May 1985, lot 
56 (as Jacob van Loo); Paris, Galerie Chéreau 

Lit erature: 
Sumowski 1983- 1996, vol. 6, pp. 3736, no. 240 1,40 18 (with illustration); Louvre 1986, 
p. 140 (as Jan van Noordt) 

Exhibitions: 
Paris 1987, pp. 85-87, no. 56 (with illustration) 

The theme of this painting, and its sources, are discussed in detail in the chapter on 
iconography.' Van Nwrdt depicted the Roman girl Cloelia on the bank of the Tiber, about 
to lead her fellow-hostages aaoss the river in an escape âom the Etniscaa King Lars 
Porsena Cloeiia's bmvery prompted her captor to break off his seige of Rome. The source 
for the iconography of Cloelia for most depictions was Plutarch's Life of Pubblcoh, which 
specifies that Cloelia crosJed the river on horseback2 Dutch artists only seldornly depicted 
this story of ferninine bravery out of Roman history. The literary source that they likely 
wouid have consulteci was not Plutarch, but the translation of Li ntst published in 1541, 
and rep~ted several times.' The translater added a dismissive reference to the legend of 
the equestrian crossing. A revised edition of tbis text, published in 1614, supplieci a 
woodcut illustration, giWig the story emphasis and 8ccessibility for artists; surprisiagly, 
Cloelia is shown mounted- 

The inspiration for Van Noordt was likely the depiction of the theme by Claes Moyaert, 
which adopted a sunilarly static, pyramidal composition (i. 16): It is also possible that 
Van Noordt was aware of the large depiction by Rubens that was in the collection of 
W a  van Solms, widow of the Stadholder Prince Frederik Hendrik. However, Van 
Noordt foilowed Moyaert in showing only Cloeiia crossing oa horseback, whenas Rubens 
showed several women mounting horses. Also the squat figure proportions and d e r  
overall figure scale chosen by Van Noordt more closely approach the Moyaert.' 



A date of around 1655 - 1658 is supporteci by the style of Van Noordt's painting. It shares 
with other early paintings, the Cherbourg Cimon md lphigenia (cat. 25) for example, the 
use of translucent glazes for the darker areas. Van Noordt could be spare in his build-up 
of opaque colours, and thus in his description of figures and faces as well. The foreground 
figures, cast in light, show a strong modeliing oftheir round and fleshy bodies, but the 
figures farther back are thinly painteci, and shadowy. The depiction of expressions is also 
quite restrain* and uneugaged features of Cloelia suggest a grim sobriety on her part, as 
she embarks on her risky undertaking. 

1. See Chapter Four, pp. 133-136. 

2. See: Ptutarch, nie Life of PubIicoh, in: Plutcarch's L W ,  vol. 1, trans. Bernadotte 
Pemn, The Lueb Classical Library 46, Cambridge, Massachusetts, pp. 55 1-553; and: Livy, 
Livy, vol. 1, trans. B.O. Foster, The Loeb Classical Library 1 14, Cambridge, 
Massachusetts, 19 19, pp. 26 1-263. See also: Silvain hvessière in: exhibition catalogue 
Dublin 1985, p. 71. 

3. See Chapter 4, note 42: in the edition of 1541, the story appears on fols. Ur-28v. 
Significantly, this text was revised and new illustrations were added in 1614, and four 
reprints of it were carried out in that year: Titus Livius, De Romeynsche historien ende 
geschieclenissen Mer& wrciert en& met niewe byvoeghingen venn., Amsterdam 
@irck Pietem), 1614. The story of Cloelia, illustrateci with a woodcut, appears on fols. 
17v-18r. For the edition of 1646 pubiished in Amsterdam by Jan Jacobsz Schipper, this 
illustration was copiecl, and the image thus reversed: fol. 24v. Jaques Foucart has pointed 
out the publication of a lengthy conversation novel by Madeleine de Scudéry in Paris in 
1654- 1661. A translation into Dutch foiiowed shortiy. This work attested to the popularity 
of the theme, but it had little impact on artists, as it appeared rather late. Furthemore its 
endless text bctioneû primarily as a platfom for refined conversation. Madeliene de 
Scudéry (given as "Mr. de Scudery,") Clelie, Rmmrch histone, 10 vols., Dordrecht (vol. 
1 : Jasper and Ioannes Goris, 1664; vois. 2-10: the widow of Jasper and Dirk Goris), 1664- 
1676 (The Hague, Royal L i b q ) .  The text is a Dutch translation of: CIeIie, histoire 
romaine, 1 O vols., Paris (Courbe), 1658-1663: see Jaques Foucart, in: exhiiition 
catalogue Paris 1987, pp. 85-87. 

4. Claes Claesz Moyaert, Cld ia  Crmng the Tiber, panel, 41 x 60.5 cm, signecl and 
dated 1642, Oslo, Nationalmuseun Cmv. no. i 8s); sa: A. TiimpeI 1974, pp. 1 1 1, 1 12 
(4th illustration), 267, no. 185. 

5. Peter Paul Rubens, CIwIia Crosshg the TZwq canvas, 236 x 343 cm, forrnerly Berlin, 
Staatliche Museen ai Berlin, Preussischer Kuiturbesitz (now lost: forrnerly inv. no. KFM 
946). See: Carola van Meeren, "' Tot reddinge m hure ll~~~aCaienschOl>' De lotgevallen 



van de schildenjenvenameling van Frederik Hendrik en Amalia, " in: exhibition catalogue 
The Hague 1998, pp. 66 (with illustration no. 5). 67,255 note 46. 



n e  Mag~nimity of Scipio (Livy, Historiamm ad urbe c u ~ i ~ u ,  XXVI* 50; Polybius, The 
Histories X, 19, 3 -7) 

Present location unknown 

Provenance: 
Sale The Harewood Charitable Trust et clL (anonymous section), London (Christie's), 12 
July 1985, lot 2 17 (with illustration); collection of Yves Stey, Lyon, Dr Jean-Claude Anaf 
(dealer) in 1 988; sale Dr Jean-Claude AI& Paris (Hôtel Sofitel), 3 1 May - 1 June 1 988; 
Cusset, Tempera Achat-Vente, in 1992; sale, Brussels (Paleis voor Schone Kunsten), 14- 
17 Febmary 1995, lot 1 179 (with colour illustration, p. 120) 

Literature: 
Advertisement in La Gazette de l'Hate1 Drouot 97, no. 21, 1988, p. 99 (with illustration); 
exhibition catalogue Perth, Adelaide and Brisbane 1997, p. 1 10 note 2 

Jan van Noordt depicted the story of the Roman commander Scipio Aficanus, best known 
through the awunts of the Roman historian Livy and his Greek predecessor Polybius.' 
The theme and its interpretation have been disaissed in detaii in Chapter Four.2 Scipio had 
retmed a beautifid young girl, who had been brought to him by his soldiers as a gift for 
his pleasure, untouched to her betrothed. Her parents then came and offered him the 
raasom they had gathered for her, out of gratitude. Scipio is hm shown p r d g  the 
treasuces to the couple as a wedding gift. By these deeds Scipio exemplifieci the v h e s  of 
sema1 continence. and of generosity. The second of these two is presented in Van 
Noordt's painting, which shows Scipio giving away the parentsr g i . .  

Van Noordt placed the Roman commander on a r a i d  platfonn under a canopy. to the lefi 
side. He holds out a commander's baton in his left han& a gesture of comrnand to give 
away the dver and gold objects in the foreground lefi. To the ngbt of centre, Aiiucius and 
his betrothed approach him, meekly kneelirig. Rishg up behind them are the figures of her 
parents whose gestures express astonishment and humble gratitude. Jan van Noordt 
adopted the composition âom the interpretation of the same theme by the Fleming 
Comelis de Vos (i. 17): Wre De Vos, Van Noordt placed the action entirely in the 
foreground. He took over the figure of the kaeeling slave to the le& handing a gold vase, 
but he added the negro page tu the right, who holds AUucius's bat and cloak4 Spruyt 
attributed the invention to Rubens. However Rubens's painting of the same theme, best 
known through his oii sketch, M e r s  fiom the works by De Vos, and Van Noordt, in that 



it places Allucius in the foreground le& separated fiom his bride.' Also, Rubens divided 
the area of sky to the upper right with columns, rather than leaving it open. Spruyt was 
evidently mistaken, and Van Noordt perhaps thought that he was foUowing the famous 
Flemish master as well, with this pichire. 

Van Noordt's painting reflects his style ofaround 1660. He began to lave behind the 
rest rained description of figures and expressions, and succeeds in suggesting emotions 
such as as the desperation of the parents and the gratitude of the couple. Furthennore, the 
stiff opaque forms of the early 1650s have given way to a looser elegance, involving 
flowing strokes of the brus4 which reaches refinement in the satin gown of Mucius' bride. 
The anis made use of semi-transparent layers of paint, leaving some foms vague and 
insubstantial; this effect can especigdy be seen in darker areas, for example the lefi-hand 
side, where Scipio sits in the shade of a canopy. This work dates to around the same time 
as the Kingston Mar~~lcre of the Innocents, around 1660, a period when Van Noordt was 
still accustomed to borrowing directly from works by other artists. 

1 .  See: Livy, Livy, vol. 7, traas. Frank Gardner Moore, The Loeb Classical Library 367, 
Cambridge, Messachusetts, 1943, pp. 191-195; and: Polybiuq me Histories, vol. 4, tram. 
W.R. Paton, The Loeb Classical Library 64, Cambridge, Massachusetts, 1925, p. 149. For 
further discussion of the iconography of this theme, see Manuth 1998, pp. 145- 146; 
Sutton 1982, p. 14 note 12; and Lepper-Mainzer 1982. 

2. See Chapter Four, pp. 129-133. 

3. Cornelis de Vos, The Magnunimity of Scipo, canvas, 174 x 242 cm, Nancy, Musée des 
Beaux-Arts. See: Czobur 1967, passim (with illustration fig. 29). 

4. Van Noordt was likely infiuenced by the original painting, rather than a priiit of this 
composition by Philippe Lambert Joseph Spruyt: etching, 297 x 324 mm. One wpy of ibis 
rare etching is in the collection of the Rijksprentenkabhet, Amsterdam: inv. no. OB 59 
800. See: Voorhelm Schneevoogt 1873, p. 140, no. 37. It does not hclude the figure with 
the vase, and so foiiows the oil sketch of the composition: pan& 47.2 x 53 cm, Budapest, 
Szepmtiv6szeti MuzaUn (inv. no. 1489); see: Czobor 1967. 

5. Peter Paul Rubens, Ihe Magnunmtity of Scipio, panel, 3 1.3. x 49.7 cm, Bielefeld, 
collection of Professor k Oetdke; see: McGraîh 1997, vol. 2, pp. 265-267, no. 49c (with 
illustration fig. 1 77). 



nie Magnunimity of Scipio (Livy, Hisforiarum ad urbe conditu, XXVI, 50) 

Canvas 
103 x 88 cm 
Signed and dated, bottom right : J m  v. N'dt An" 1672 

Amsterdam, Rijksmuseum (iv. no. 1762) 

Provenance: 
Sale Hendrick Muilman Banderheer van Naamtede, Amsterdam (Van der Schley and De 
Vries), 12-1 3 April 18 12 (Lugt 8345), lot 1 12; aquired by Mogge Muilman, Amsterdam, 
H. van der Poil coliection; given to the Rijksmuseum in 1880 

Literatwe: 
Hofstede de Groot 1892, pp. 213, no. 16,216, no. 13; Wunbach 1906-19 10, vol. 2, p. 
243; Kronig 191 1, p. 157; Bauch 1926, p. 68 note 92; Decoen 193 1, p. 17 (with 
illustration), no. 11; Pigier 1955, p. 184 (with illustration no. 12); Pigler 1956, p. 409; 
Czobor 1967, p. 351 note 5; collection catalogue-Budapest 1968, p. 493; Bénézit 1976, p. 
750; Christine S. Schloss in: coiiection catalogue M o r d  1978, p. 168; Schatbom 1979, 
pp. 123, 126 (detail illustration, ill. 16); Bernt 1980, p. 926 (with illustration); Sumowski 
1983-1996, vol. 1, pp. 140, 143 note 72, 178 (with illustration); vol. 5, p. 3 1 12, with no. 
2 141; vol. 6, pp. 3736, with no. 2403; Haak 1984, p. 489 (with illustration no. 1085); 
collection catalogue Bordeaux 1990, pp. 226 note 2,227 note 12; adiibition catalogue 
Utrecht 1993, p. 241 note 8; Golsn 1994, p. 204 

Selected coiiection catalogues: 
Amsterdam 1885, p. 38, no. 256a; Amsterdam 1976, p. 419, no. A708 (with ilhistration) 

Exhibitions: 
Amsterdam 1950 p. 73, no. 216; Perth, Adelaide and Brisbane 1997, pp. 1 10-1 1 1, no. 42 
(with colour illustration) 

The theme of this painting is disaisseci in the previous entry, and in detail in Chapter 
Four.' Van Noordt has depicted Scipio on the right side, standing on a dois, under a 
vaulted portico, 4 t h  his commanders behind hun On the steps at the bottom left kneel 
Mucius and his bride, and ûehind them stand her parents. Scipio stands and raises his right 
hand, to address hîs audience. Van Noordt made important chmges from his prevîous 
version, placing Scipio on the opposite side, and elevating hUn above his audience(c8t. no. 
22). Wlth his composition here he adopted the classical tradition of d w t i o ,  which in 
antiquity was used for scenes of emperon addressing their so1diers.l 



Compared to the earlier version by Jan van Noordt (cat. no. 22), this one is more finished, 
and achieves the more powerful expression and mood. The artist attended to the various 
intense emotions, and the thought of Stipio arriving at his decision. He captureci, to a far 
greater extent, the expressions of the abject couple and pleading parents, to the c h e s s  
and compassion of Scipio, and the admiration of his commanders. Van Noordt re-used the 
most prominent and expressive figure in the previous version, namely Mucius's bride. The 
bride's mother is also borrowed fiom an earüer paintings by Van Noordt, of Pretioze md 
Don Jm, where she takes the role of Majombe (cat. nos. 27,28). 

1 .  Van Noordt may have ban f d a r  with the scene of Qdloclltio in the painting by Pieter 
Lastman of Coriolamcs and the Ruma wornen in Dublin, which was based in part on a 
famous Italian renaissance evwation of the classical tradition: the fiesco of me Vision of 
Colf~lantine by Giuiio Romano and Rafaellino, in the Sala di Constantin0 in the Vatican; 
see: Broos 197976, p. 200. 



Cimon and lphgenia (Boccaccio, Demerone, m h  day, first story) 

Canvas 
104.8 x 149.2 cm 
Signed bottom centre: Joan V. Noordt 

Present location unknown 

Provenance: 
Sale, New York (Sotheby's), 28 January 1999, lot 229 (with colour illustration) 

With this eady painting Jan van Noordt partook of the contempomy fashion for the 
pastoral. The scene is taken from the fowteenth-century Italian erotically-tinged comedy 
of Boccaccio's story of Cimon mdlphigeniu, in the Decamerone.' This theme and its 
interpretation are discussed h detail in Chapter Four? Van Noordt's painting depicts the 
moment when Cimon first enwunters Iphigenia resting with her cornpanions near a 
fountain in the woods, and fds in love with her. He then transforms his manner, from that 
of a crude and simple shepherd to that of a courtier. As such it forms part of a pictorial 
tradition of the first meeting of lovers. Van Noordt favoured a number of themes that 
simiiarly presented exemplars of tnie love. 

This painting is the earliest of three known versions by Van Noordt. He was directly 
Uifluenced by Backer's depiction of the same theme in Brauaschweig (a. 1 8).3 The figure 
of the woman in the foreground lefl is a reworking of Backer's figure of Iphigenia Ody 
the position of the legs hes been changed. The modeliing of this figure and of Cupid above 
and Cimon to the nght, closely ernulates Backer's style. These similarities give a strong 
indication thaî Van Noordt was working in Backer's studio when he made this pichire. 
The second depiction of the same thew, the painting in Cherbourg (cat. no. 25), departs 
from the smooth modelling of Backer, and htrduces mer changes to the poses of the 
figures, giving the impression that it was made &er Van Noordt lefi Backer's studio, and 
could not benefit fiom having the example in fiont of him as he worked. 

The figure of Cimon is Van Noordt's own invention. In Backer's interpretation, he enters 
as an intruder from the background. Van Noordt posed Cimon in the foreground, standhg 
stili, leaniog on his shepherd's crook His choice lay doser to Rubens's own interpretation 
of Cimon rmdlphgeniu.' Boccsccio's story emphasizes that Cimon tske this position and 
remain there for a whiie, More Iphigenia awakens and tries to send bim away. This aspect 
of the text was also presented in the fiontispiece to a version of the story set as a play. Jan 
van Arp published his Chinton in Amsterdam, and had it presented in the Schouburg, in 
1639, ten years before the present painting.' The prht shows the same scene of Cimon's 



realization of love, as he dreamily leans on his staff, and it may have prompted Jan van 
Noordt's revision of Backer's model. 

1 .  Boccaccio 1972, pp. 406417. 

2. See Chapter Four, pp. 118-122. 

3. Jacob Adriaensz. Backer, Cimon midlphgeeni, canvas, 150 x 230 cm, Braunschweig, 
Hertog Anton Ulrich-Museum (iv. no. 670). See: Sumowski 1983-1996, vol. 1, pp. 194, 
no. 7,2 1 O (with colour illustration, as ca. 163 5). 

4. Peter Paul Rubens, Cimon und Iphigenia, canvas, 208 x 282 cm, Vienna, 
Kunsthistorkches Museum (inv. no. 1 166). Cimon md Iphigenia, panel, 29 x 44 cm, 
Gosford House (Scotland), collection of the Earl of Wemyss (iiv. no. 145, as by or after 
Rubens); see: Held 1980, vol. 1, pp. 320-322; vol. 2, (with illustration plate 247). Rubens' 
composition was reproduced in an enpving by J.A. Preaaer: see Voorheh Scbneevogt 
1 873, p. 13 1, no. 107 (as "Nymphs surprised by a Shepherd"). The standing pose also 
appears in a drawing attnbuted to Govert Flinck, which dates to ca 1655, a e r  Van 
Noordt's earliest painted versions, which may have influenceci Flinck: Cimon and 
Iphigenia, black chalk, pen, washed with bistre, with srnail corrections in white, 464 x 405 
mm, Paris, Louvre, Cabinet des Dessins (inv. no. [21.295] 272); see: Moltke 1965, p. 176, 
no. D28 (with illustration). 

5. Van Arp 1639, fiontispiece. See: exhibition catalogue Utrecht 1993, p. 212. 



Cimon and Iphzgenia (Boccaccio, Decmerone, fifth day, first story) 

Canvas 
94 x 122 cm 
Inscribed on the stretcher: "Actaon van Noorthnaître de Rubens" 

Cherbourg, Musée Thomas Henry 

Provenance: 
Possibly: sale D. Ietswaart, Amsterdam, 22 April 1749 (Lugt 704; Hoet II, p. 253), lot 
227 (f.3 1-0 to G. Morel): "Een stuk daar Hymen de drie Naakte Nimfen leggende vin4 
door Jan van Noord (A piece in which Hymen h d s  the three reclining nymphs, by Jan van 
Noord); Budapesf Friedrich Glück collection, 19 14; Gythgfls, collection of Joseph 
Phztor; sale Count Peter Vay de Vaja et al., Budapest (S teiaer), 1 5 April 19 1 8, lot 122 
(with illustration, vol. 2, cover and pl. III; as Gerbrand van den Eeckhout); sale, Colope 
(Lempertz), 27 June 1974, lot 65 (mth iUustration, as by GY. Eekhout); sale The Earl of 
Haddhgton et al., London (Christie's), 30 November 1979, lot 62 (with illustration); sale 
Broadhead et al., London (Christie's), 3 1 Oaober 1980, lot 149 (%th illustration; as 
Gerbrand van den Eeckhout, powily by Johannes van Noordt); sale, Amsterdam 
(Christie's), 29 May 1986, lot 150 (with illustration, as Jan van Noordt); Amsterdam, John 
H. Schlichte Bergen (dealer); aquired by the Musée Thomas Henry, Cherbourg, in 1986 

Literature: 
Von T6rey 1919, p. 248, îii. fig. 4, p. 246 (as G. van den Eecichout); Roy 1972, p. 224, 
no. 93, (as G. van den Eeckhout); Sumowski 1983-1996, vol. 1, pp. 140, 143 note 67, and 
172 (with illustration, as Jan van Noordt); vol. 6, p. 3589, 3736, with no. 2401; Sumowski 
1986, p. 36 note 16; Bladcert 1989, p. 15 (with colour illustration) 

Exhibitions: 
Paris 1987, pp. 85.86 (with illustration); Kobe and Tokyo 1993. pp. 220,22 1 (with 
colour illustration) 

Collection catalogues: 
Cherbourg (Musée Thomas Henry), 1993 (not paginated) 

For at least eighty yesrs, a layer ofoverpaint covered much of this painting. The 
alteratioos were removed in a recent cleaning, which unwvered a Cupid above, an open 
background of sky. The original composition would prove to be very close to the signed 
painting of the same theme that later surfàced at a sale in New York (cat. no. 24). Cimon 
stands to the right, a dark figure against a iight, open sky. Below to the le& Iphigenia and 



ber attendants lie on the ground. There are many significant differences of detail however, 
especially in the prominent nude figure in the foreground left. Van Noordt moved her right 
am, draping it over her head. Her left arm is not stretched out, but folded under her head, 
with only the hand ernerging. In the New York painting, this figure corresponded very 
closely to the depiction of the same theme by Jacob Adriaensz Backer, in Brawhweig. 
The present painting moves fùrthcr away f%om this original modei, and must therefore 
have been done iater than the New York painting. It does not include the male attendant 
present in the New York version, and in the Backer as well. Also Cupid, and the hunting 
paraphemalia in the foreground, are reduced in prominence. Van Noordt produced a less 
cornplex image with more concentration on the main figures. Van Noordt also chose a 
slightly later moment, showing Iphigenia after she has awakened, whereas in the version in 
New York, he followed Backer and showed Iphigenia and her company still asleep. Here 
she leans up and tum toward Cimon, to address him. 

One of the additions made by the unknown retoucher, which was later removed, was a 
false Gerbrand van den Eeckhout signature. Nonetheless, even before the cleaning, the 
painting was already long recognïzed to be by Van Noordt.' The fluid, semi-transparent 
application of painf and the spare, restrsined handling of hces and expressions comect to 
a number of early paintings by him, such as the Caritas in Milwaukee (cat. no. 20). The 
abrupt transitions ftom light to da& evident in the earliest paintings of around 1645, are 
present here as weL However, the laborious building-up of the sUTface has diminished. 
Areas have been brushed in rather broadly, resulting in a patchy quaïty, a h  seen in Van 
Noordt's depiction of the story of Callisto (cat. 15). There is evidence that the present 
painting was at one time sigued by him, in the form of an erroaeous Uiscription on the 
stretcher. 

1. Sturla J. Gudaugsson (19 13 - 1971) was the fkst to recognize Van Noordt as the artist, 
in a note p e ~ e ~ e d  at the RK.D.. 

2. The inscription on the stretcher aîtributes the painting to Adam van Noordt, the teacher 
of Rubens. The wnter of this inscription probably b d  it on a now-vanished signature, 
but ~ ~ ~ e c t e d  it to the name of the better-known Fiemish master. See: Jaques Foucart in: 
exhibition catalogue Paris 1987, p. 85. 



Cimon und lphgenia (Boccaccio, Decmnerone, tifth day, kst story) 

Canvas 
77.5 x 96.5 cm 
Signed and dated, lower left: bNoorrdl fl659, and inscribed in a later hand: 
W00rdf.P. 1659 TE. VJ. 1750 (several other paintings in the museum show this 
inscription as well) 

Gottingen, Art Collection of Gottingen University (mv. no. 130) 

Provenance: 
Possibly: sale D. Ietswaart, Amsterdam, 22 Apd 1749 (Lugt 704; Hoet II, p. 253), lot 
227 ("Een s l ~ k  daar Hymen de drie Nùukte NiMn leggende vind. door Jm van Noord 
[ A  piece in which Hymen fhds the three nymphs reclining, by Jan van Noord; f .3 1-0 to G. 
Morel]); Celle, collection of Johann Willielm Zschom; bequeathed to the University in 
1796 

Literature: 
Fiorillo 1815- 1820, vol. 3, p. 233; Parthey 1863, vol. 2 , p. 195, no. 1; Hofstede de Groot 
1892, pp. 212, no. 9,216, no. 16; Wurzbach 1906-1910, vol. 2, p. 243; Bauch 1926, p. 68 
note 12; Pigler 1955, p. 184; Pigier 1956, p. 343; Ben& 1976, p. 750; Christine S. 
Schloss, in: collection catalogue M o r d  1978, p. 168 note 4; Sumowski 1983-1996, vol. 
1, p. 143 note 67; exhibition catalogue Utrecht 1993, pp. 239,24 1 note 4 

Exhibitions: 
Bmmschweig 1983, 86, no. 33, 87 (with illustration); Dortmund 1984, p. 12 

Collection catalogues: 
Celle 178W., no. 60; Gottingen 1806, p. 7, no. 5; Gottingen 1905 p. 32, no. 74; 
GOttingen 1926, no. 130; Gottingen 1987, pp. 106-107, no. 62 (with illustration) 

This painting is the latest known depiction by Van Noordt of the meeting of Cimon and 
Iphigenia, from the story in B d o r s  Deameron. The theme is discussed in the entry 
to Van Naordt's earliest version (cat. no. 24), and in detail with respect to its 
interpretation in Chapter Four.' The nobleman-tunied-shepherd Cimon appears to the 
right, standing, leaning over his shepherd's crook The young daughter of nobility, 
Iphigenia, who has been resting with her companions, is shown in the foreground left, 
lying on the ground, nude. Cupid appears in the sky above, haWig loosed an arrow on 
Cimon. He has fden in love with the beautifd Iphigenia, and will successfiiily pume her 



hand in marriage. This scene belongs to a group of paintings in Van Noordt's surviving 
oeuvre, that present exemplars of true love. 

Boccaccio's story was a favourite theme with Van Noordt, who depicted it three thes. 
The present painting clearly foiiowed upon the composition in Cherbourg (cat. no. 25). 
The central figure of Iphigenia is derived fiom the corresponding figure in the Cherbourg 
painting, a figure that is not present in the version in New York. This painting dso 
continues the move toward simplification and concentration, that was observed with 
respect to the Cherbourg painting. Van Noordt introduced a focuseci light effect, 
illuminating the figure of Iphigenia against a darker mounding area She is M e r  
emphasized through a larger figure scale, as her figure is now brought forward into the 
immediate foreground. These effects of light and composition were part of the sharp 
transition of Van Noordt's style in the late 1650s. 

1. See Chapter Four, pp. 1 10-1 14. 



Pretioze and Don Jm (De Spemche Heidin) 

Canvas 
132 x 170 cm 

New York, Adam Williams Fine Art 

Provenance: 
Collection of T. Ockley; sale C. Fairf&u Murray et ai., London (Christie's), 20 January 
1920, lot 353 (as Gerbrand van den Eeckhout, Vemmnus and Pomona, canvas 52 x 67% 
inches [l32 x 17 1.3 cm]; to Tooth); London, A. Tooth & Sons, dealer, advertised in 
Burlingon Magarine 66, October 1924, p. mci, November 1924, p. d, December 
1 926, January 1927; sale, London (Christie's), 1 5 February 1929, lot 8 1 (as J. van Noordt, 
Cavalier mtd a Young l.ody, wwilh ~porlikgfi&pres d g p s i e s ,  canvas, 52 x 67 in (132 x 
170 cm), for £136.10~); London, J. Leger & Son, advatised in Burlington Maganne 73, 
April 1 93 1, p. xi; United States, Private collection; sale, Genoa (Boeno), 23-24 February 
1998 (as French Schooi, 17th centuy, "&ne allégorique") 

Literature: 
Gudlaugsson 1945, p. 33 (with illustration no. 25); Staring 1946, p. 74; Cats 1966; 
Gudlaugsson 1975, p. 29 (with illustration no. 25). 33; Bénézit 1976, p. 750; Sumowski 
1983-1996. vol. 1, p. 142 note 64; vol. 6, pp. 3534 note 88, 3576; Schatborn 1979, pp. 
119-120 (with iiiustration no. 3); Gaskell 1982, pp. 263,267, (with illustration 46a); 
exhibition catalogue Utrecht 1993, pp. 22,235 and 238 note 1 (wdates the preserit 
picture and the second wpy, &en below); Sumowski 1998, p. 79 note 15 

Copies: 
1) Canvas, 1 17 x 188 cm, sale S. Eckman Jr. et al. (anonyrnous section), London 
(Sotheby's), 18 October 1967, lot 1 1 (as A Huating Party Resting, by J. van Noort: "with 
a woman in elegant dress, aa attendant and a negro holding a hawk and dogs in rniddle 
distance, four figures convershg in the background; in a rocky s h g  with trees") 
2) Canvas, 128 x 179 cm, sale, London (Sotheby's), 15 December 1976, no. 17 (as 
Veriunms and Pornona, by Jan van Noordt: "Pomona, in blue seated in the left 
foreground, Vertumnus disguiseci as an old woman wvered by a brown shawl behd, a 
young man in black with a black hat to the right, dogs and a servant with a fdwn 
behind!') 

To the right stands a man leaning against a large rock He tums to the left, and Iooks 
across to a young woman in a satin gown, seated on a mound near the centre, who retums 
his gaze. Behind her is an old hag, draped in a rough cloak with a hood. Further back are 



some more figures, including a young black man holding a falcon. Previously, it had been 
identified as a genre-like "Cavalier et une jeune Femme," or the classical story of 
Vertumnus and Pomona Gudlaugsson pointed out the co~ection to Jacob Cats' Het 
Spertse Heydinneelje (The Spanish Gypsy Girl) of 1637, a Dutch adaptation in verse 
poetry of Cervantes's La GitanMa tü M d i i ,  first pub iished in 16 10. * More recentiy it has 
become clear that Van Noordt's painting follows an adaptation of this stoiy for the stage, 
published in 1643 by Mattheus Gansneb Tengnagel.' Especidy the roses in Pretioze's hair 
and hands, and her lwurious white gown, are explicity mentioned by Tengmgel, in his 
monoiogue of Don Jan as he spies on the gypsy band, with Pretioze in their midst.) 

But heavens, what do 1 see! This is beyond my understanding! 
It is a gypsy band of men and of women! 
People strew flowers about! They must be holding a wedding! 
Or it is a preliminary for a similar feast. 
And if someone was mamieci, then it was the one, 
Who in white clotbing sits in the rniddle preenhg. 
1 wish that she wodd just look amund! There she tums to look! 
what sparkle [. . .] 

Because she is dressed spiendidly, Don Jan at first mistakes her for the goddess Diana. It 
is an aspect not refiected in Cats's earlier version of the story. Cats's poem was pubüshed 
with print illustrations by Adnaen van de Verne, including one of the scene of the fkst 
meeting. There, the figure ofpretioze wears rather plain clothing.' 

The somewhat aflFkted pose of Don Jan is explaineci by reference to the play, which 
indicates that he is aiready saddened by the recent loss of his mother, and that he bas taken 
great fnght at the voices of the Gypsy band deep in the forest. He is a little crazed, and 
first thinks that Pretioze is the goddess Di- taken prisoner by a band of devils. It is in 
this rather helpless state that he is then smitten with love for her. Van Noordt paid special 
attention to the figure of Don Jan, devising a limp-wristed gesture to project his emotional 
state. The artist arrivai at this invention in a lavish and careful preparatory study drawing, 
in the Amsterdam Rijksprenteakab'iet (cat. no. D8). 

Van Noordt painteci this picture around 1660. Its composition does not relate to previous 
depictions by other a s ,  but rather to his own painting of The Triumph of Md, ükely 
done a few years eariier (cat. no. 4). It shows the same approach of placing of important 
figures at some distance across from each other, in the foregound. Perhaps a theatrical 
device, to create tension between them. is reflected here. 

1. Cats 1637; see: Gudlaugsson 1945. 



2. The frontispiece to Tenpgel's text mentions the play's performance at the Schouburg 
in that year. See: Tengnagel 1643, frontispiece. 

3. Tegnagel 1643, p. 76. Tengnagel's text has two parts, the £kst a heavily-moralking 
prose recounting of the story of Don Jan and KonstanceRretioze, and the second a play 
version of the sarne story. The prose section contains greater description, going so far as 
to s p w  that Pretioze's white dress shows blue reflections, and that her white skin is 
blue-veined. On the other hand, the play mentions the wreathes of flowers being woven by 
Pretioze, that also appear in the painting, but are not cited in the prose text. 

4. Gaskell observed that the luxurious costume of Pretioze in Van Noordt's painting 
discounted the conneaion drawn by Gudlaugsson to Van de Verne's print. Gaskell, who 
only knew the London sale picture, thought that Pretioze wore a diadem in her hair, 
referring to Don Jan's mistaking her for Diana; it is, however, a rose, as Van den Brink has 
pointed out. See: Gaskell 1982, p. 263; Gudlaugsson 1945, p. 33; Peter van den Brink, in 
exhibition catalogue Utrecht 1993, pp. 236,238 note 5. 



Pretioze andDon Jan (De Spaemche Heidn) 

Canvas 
130 x 167.5 cm 

Linschoten, Huis Linschoten, Ribbius Pelletier Foundation 

Provenance: 
Cuyk, Collection of the Jonkheer Adriaan Cornelis Snoek; Rottevalle, Collection of 
Davina A J. A Snoek (1 836 - 1892) and Ds. Henderykus Wg'belingh (? - 188 1 ), by 
inheritance; Utrecht, Adnana Louisa Wijbelingh (1863 - 1939) and Gerlacus Ribbius 
Pelletier (1 856 - 1 WO), by inheritance; Linschoten, Gerlacus Ribbius Pelletier Jr. (1 887 - 
1969); after his death the painting was transfened to the ownership of the foundation 

Lit erature: 
Sumowski 1983-1996, vol. 6, p. 3534 note 88 

Exhibitions: 
Utrecht 1993, pp. 22,23 5-23 8, no. 45 (with colour illustration p. 23 7) 

The two versions of Pretime andDon Jàn present the only known example of exact 
repetition in the oeuvre of Jan van ~oordt.'  It seerns that they were done at around the 
same time, as they show no significant differences, except slightiy with respect to th& 
measurements and the positions of the bordas. The present work, which is in bad 
condition. has been ait down at the top and bottom edges. 

1 .  For a discussion of the theme and its sources, see the previous catalogue entry, and 
Chapter Four, pp. 122-127. 



Grmida and Duzifilo 

Canvas 
94.6 x 85.7 cm 

Sydney, Art Gallery of New South Wales (iv. no. 1.1973) 

Provenance: 
Collection of Mrs. Vera Gascoigne Murray; bequeathed to the Gallery in 1 973 

Lit erature: 
Gazette &des Beoux-Arts, series 6 vol. 83 (supplement), 1974, p. 75, (with illustration no. 
241); Sumowski 1983-1996, vol. 1, pp. 140, 142 note 57, 166 (with illustration); vol. 5, p. 
3 11 1, with no. 2137; vol. 6, pp. 3735, with no. 2397,3736, with no. 2402; Sumowsi 
1986, pp. 27,28,3 1 (with illustration fig. IO), 37 note 36; Le Bihan 1990, p. 226 note 7; 
exhibition catalogue Utrecht 1993, p. 241 note 9; exhibition catalogue Perth, Adelaide and 
Brisbane, p. 1 1 O (with illustration) 

In an article in 1949, Sturla Gudiaugsson identifid this literary source for a number of 
Dutch paintings.' It is dimssed in pa te r  detail with respect to its hterpretation in 
Chapter Four.' Wlth a ffew exceptions, artists consistently took up the moment in the first 
scene of the play, when the P e n h  p ~ c e s s  ûranida, having strayed âom her hunting 
party, enwunters the shepherd D d o  and his companion Dodea in the wwds. Granida 
cornplains of the heat, and Daifiio immediately offers her a drink of water, fkom a sheii. He 
bas fden in love with her. His shepherdess cornparion Dodea is at once forsaken for 
Granida, who represents true love for Dainlo. In the ensuing story Daifilo must overcome 
obstacles and compaition at the Pasian court, to reaüze his ttew-found love. The 
consistent choice for the "Ming-in-love" moment for a painting was less an aesthetic, than 
a philosophical-moral prefixence, for promoting the pursuit of true love in relationships, 
rather than sensuaiity. 

Van Noordt was undoubtedly lead to this theme by the work of his own teacher, Jacob 
Adriaensz Backer, one of the artists to have treated it most frequentiy. Surprisingly, it was 
not Backefs later depidons of the 1640~~ when he taught Van Noordî, that seerns to have 
most influenced his pupil, but rather his earliest-biom version in St Petersburg, of around 
1 63 5 ci. 19) .' Its s d e r  figure scale and stronger clnaroscuro modehg mon closely 
approach Van Noordt's painting. 

This is one of Jan van Nwrdt's earliest paintings. It even contains two distinctive motifs 
also present in the Shepherd undShepher&s with GWLÎ md Sheep last with Leger in 



London (cat. no. 3 1), narnely the sheep to the le& lying behind Granida, and the rnilk can 
lying in front of Daifilo to the nght. Both works also show sirnilarities in style; in both, the 
rolling landscape is meticulously modelled in the iight falling sharply from the lefl side. 
Another work of the same period, the Carifus in the Treul collection (cat. no. 20) 
compares closely in the handling of the figures. It shows the same emphasis on volume and 
chiaroscuro modeUing, the stocky proportions of the figures. Compositionally, both works 
also display Van Noordt's eariy approach of distriiuting highlighted areas. 

Equaiiy significant for Jan van Noordt's oeuvre is the caretril, restrained pursuit of 
expression through the figures in this painting. Granida, heavily-laden in her royal garb, 
exudes an hautew; a characterization enhanced by her strident pose and the subtly- 
bemused expression that the artist was able to convey in her features. Across fiom her, 
Daifilo's long face, and wide-eyed stare betray the wave of emotion that has gushed over 
him. Van Noordt developed the grace and expression even M e r  in his second hown 
version, of 1663, around eighteen years later (cat. no. 30). 

1. See: Gudlaugsson 19484 Gudlaugsson 1948b, and Gudlaugsson 1949. 

2. See Chapter Four, pp. 1 15-1 18. 

3. Jacob Adriaensz Backer, Grmicab m d h ~ i o ,  canvas, 125 x 16 1.5 cm, ca. 1635, St 
Petersburg, Hermitage; see Sumowski 1983-1996, vol. 1, pp. 135, 193, no. 6,209 (with 
illustration). Granidz mdDrn$Io, mvas, 126 x 162 cm, ca. 1640-1645, Harlingen, 
Museum het Hamernahuis (inv. no. 1 179); see: Sumowski 1983-1996, vol. 1, pp. 137, 
194, no. 10,2 13 (with illustration). Granitab dDoijilo, canvas, 133 x 162, 
monogramrned, ca. 1645-1 650, Kingston, Agaes Etherington Art Centre; see: Sumowski 
1983-1 996, vol. 2, pp. 991, 1006 note 4, 1008 (with illustration). 



Granida and DaijZo 

Canvas laid ont0 panel 
l37x ï17crn 
Signed and dated:Jm v. Noori f 1663 

Present location unknown 

Provenance: 
Sale Jonkvrouw M. J. Cosson et al., Leiden, 21 October 1772 (Lugt 2070), lot 1 (as 
canvas laid ont0 panel, signed and dated 1665,52 x 38 duim [133.6 x 97 cm]: Een 
kapitaal schilderij, verbeeldende Granida en Daiphilo, en verder bijwerk, alles wonderlyk 
fk en kragtig geschildert [a fine painting, representing Granida and Daifilo, and other 
accessories, everything w o n d d y  solidly and powef ly  painted], f 27 to v. Leyden); 
saie "Deux Amateurs", Leiden (DeKios), 26 Aupst 1788 (Lugt 4343). lot 107 (as canvas 
laid ont0 panel, 52 x 3 8 duim [133 x 97 cm]), s i p d  and dated 1663: Drie Beelden wucar 
van twee zitten am de Voet van een Boom. wocir w>or een V r w  staat, prugtig gekleed 
in't saty", en twee jachihodèn, zij houd in hoar hand een sort van Schulp; her schyni te 
zijn de Historie wn Gruni& en h @ i o  [Three figures of which two sit at the foot of a 
tree, in front of which a wornan stands, splendidly dressed in satin, and two hunting dogs, 
she holds in her hand a sort of shek it seems to be the History of Granida and Daifilo]; 
f 7.5 to H. Hoogstraten); sale Prince Tatarsky (dm: Koudacheff), Amsterdam (Fredaik 
Muller), 27 June 1905 (Lugt 63555), lot 22 (with illustration, as "Composition 
Mythologique"); Berlin. collection of Frau Ida von Schubert, Ui 19 14; saie, London 
(Phillips), 7 July 1998, lot 78 (with colour illustration) 

Literature: 
Hofstede de Groot 1892, p. 21 5, no. 10; coiiaction catalogue Semenov 1906, p. 254; 
Wurzbach 1906-1910, vol. 2. p. 243; Kronig 191 1, p. 157; Bauch 1926, p. 68 note 12; 
Stechow 1929, p. 185 (as Gruni& m d h ~ l o ,  a painting neglected by Budde); Decoen 
193 1, p. 18 (as Dimu and a Shepherd); Gudlaugsson 1949, pp. 38 (with illustration), 40; 
Sumowski 1983-1 996, vol. 1, pp. 140, 143 note 71. 177 (with illustration); vol. 5, p. 
31 11, with no. 2138, p. 31 12, with no. 2140; Te Poe1 1986, pp. 32,61, no. 28.94 (with 
illustration); Sumowski 1986, pp. 27,32 (with illustration flg. 1 l), 37 note 37; exhliition 
cataiogue The Hague 1992, pp. 268-269 (with illustration fig. 3%); Giskes 1989. p. 93 
(with illustration); Le B h  1990, pp. 226 note 1,227; exhibition catalogue Utrecht 1993, 
pp. 238,239 note 10,241 note 7 

Exhibition catalogues: 
Berlin 1914, p. 32, no. 112 



Copies: 
Canvas, 65 x 83 cm, Berlin, pnvate collection, in 196 1 (photo received by the RKD. 
from W. Paul, the restorer at Charlottenburg in Berlin, in 196 l)(ill. 20) 

This second known version of Granida andkifilo foiiowed the first one by about 
eighteen years (cat. no. 29). The chosen moment is the same one, of the initial meeting of 
the two protagonists in Hooft's play, which takes place in the first scene: Granida to the 
right graciously accepts the shell of water fiom the kneeling and enamoured DWo in the 
centre. His despondent shepherdess-companion Dorilea sits off to the left and hums her 
glance away from the scene. Remarkably, Daifilo malces exactiy the same spread-fingered 
gesture as in the previous depiction; what strikes us as awkward must have seerned at the 
time an elegant and fitting gesture of devoted se~tude.  

Van Noordt's composition dEers strongly from that of the version in Sydney. The scene is 
reversed fiom left to right. Their sale is also larger, suggesting the infiuence of Jacob 
Adriaensz Backer later depictions of the theme, in Harlingen and Kingston1 The influence 
of these two versions is also reflected in the lighter tonality of the preseat picture, 
compared the Sydney painting. Another contrast is the space; in the picture in Sydney, the 
action and its setting recedes fkom right to le4 whereas here they occupy roughly the 
same foreground plane. Some depth is preserved, with the indistinct open landscape 
behind the figures. Bmeen DaifIo and Granida, a moud juts out fiom the sloping 
hillside. Its form sweeps towards Grariida, f o r h g  a rhetoricd ernphasis of Daifilo's loving 

These landscape elernents wntnite to an o v d  effect of movement which was by then 
characteristic of Van Noordt's style, and it ocairs throughout in this picture. The ha& 
wmic sprîg of roses rishg above Dorilea continues the sweeping c w e  of her body, 
propped up against a rock. The artkt aiso organized the fall of Grauida's satin gown into 
long cuMng forms, that carry tbrough a motion into the form of her am,  extended in the 
action of accepting Daifilo's gifi of wata. The goal was to b d d  up drama, also through 
the strong use of pinks and blues in the elegant figure of Granida, and warm oranges and 
yellows in the shepherdess Dorila A dashiag spray of direct bru& strokes comprises 
Dorileats rough costume, and her fice, cast in dark shadow, lit only by reflectcd light, is 
coloured a bright orange. The orchestration of such eff'ixts generates an exciting briUi811=, 

wntallied within a mastdy-balmced arrangement which lends eiegance and repose. 
Backer's synthesis of Flemish movement and Rembrandt3 stability and force, was here 
&en flamboyant ch- Whüe dram contour hes attest to a carefid prepdon, 
translucent paint layers also point to later additions, for example the dogs at the bottom 
ri& and also the outer fold of Gtanida's made. 

The exciting reappe81811ce to the public eye of this important work brought wïth it some 
disappointment. It has been overcleaned, something which had been only barely discemible 



in the old reproduction in the catalogue of the Tatarsky collection sale in 1905. Granida's 
translucent veil fluttering in the breeze, reduced to wîspy traces, was even mistaken for 
smoke fiom the sheli, by Hofstede de Groot, who did not recognize the subject matter. 
Nevertheleu, the balance of motion and the elegant grace of the figure of Granida remain 
in evidence. Another strength is the overaii focus on Granida's face. There, Van Noordt 
successful1y conveyed a calm and composed expression of noble gratitude. 

1. See cat. no. 29, note 2. 

2. See: Chapter Four, pp. 108-1 12. 



Genre 

A Shepherdess and a GaaWlerd in a huis-  with Animais 

Canvas 
83 x 115cm 

Present location unknown 

Provenance: 
London, Leger Gallery, in 1960 

Literature: 
Schneider 193 1, p. 5 1 1 

This hitherto-unpublished painting was fïrst attributed to Jan van Noordt by Sturla 
Gudlaugsson.' It relates in its composition and subject matter to the signed and dated p ~ t  
by Van Noordt, after a now-lost drawing by Pieter van Laer (cat. no. Pl). Van Laer 
(1 S92/95 - 1642) was an Italianate genre painter, who spent much of his career in Italy, 
and played a leading role among the Bamboccianti, the group of painters in Rome who 
specialized in low-üfe genre. Another Italianate painter, Jan Baptist Weenix (1621 - 1663), 
also produced a painting sllnüar to the present one in content and composition, the 
Milhaid with Fmnr Animals in Luad? Within Van Noordt's oeuvre, however, this 
painting occupies a separate category. He took his own p ~ t  as his starting point for the 
composition. The painting likely dates shortiy &a 1644, the date on the print. This is thus 
one of the eariiest known paintings of Van Noordt's career- 

The artist loosely composed some figures and animals in a niral landscape. A shepherdess- 
girl is seated on a maund to the right, with her hat and a flute on the ground before her. 
Further back and to the left side, a shepherd-boy crouches beside a goat, xnilking it with 
one hand, into a bowl held in the other- A sheep lies on the ground to the left of them, 
partly hidden behind a large copper jug. The space between the two figures @es a view 
into the distance featuring a waterfall and a building with a tower. Framiag this opening to 
the right is an embankment, with two trees juttine into the sky, dnnding the composition at 
its centre axis. The landscape is wild and roiiing, and there are more tries to the l& side, 
in the distance. The eye is drawn from the foregromd to the right, into the distance at the 
left. 



The suggestion of space is just one way in which Van Noordt transformed the scene in his 
own print after Van Laer. He also distributed areas of light over the dark area of landscape 
in the bottom haK He incorporated two prominent figures, taking the place of the vague 
background figure of the mükmaid in the composition by Van Laer. The modelling in 
both, but especially the nearer girl is soft and M y  rounded, a quality the adst pursued 
from the beginning of his career. Already the girl's dress shows the dramatic movement in 
curwig folds of fabric, that rnarked this artist's work throughout his career. The lively 
movement is c&ed through in other passages of this work, such as the forms of 
landscape, and even the pufQ clouds above. Thus Van Noordt stmck a üght tone, to 
match his low subject matter. The humour is underlined by the smiling shepherd boy 
awkwardly milking a patient goat, and the grinniag girl who naively concentrates on 
installing a flower in her cleavage. 

1. Annotation with the photograph at the RKD. 

2. Jan Baptist Wee* MilKrnaid with F m  Animais* canvas, 66 x 79 cm, Lund, 
collection of Hugo Engelson; formerly St Petersburg, Hermitage, collection catalogue St 
Petersburg 1895, p. 407, no. 1707. 



Musical Company on a Terrace 

Canvas 
75 x 61 cm 

Berlin, JagdschloB Grunewald (inv. no. GK 1 2238) 

Provenance: 
Paris, Solly Collection; Beriin, Collection of Kaiser Friedrich Willielrn III (1 770- 1 &IO), in 
1 82 1 ; Berlin, Berliner SchloB; Potsdam, Bildergderie Sanssouci; Berlin, JagdschloB 
Grunewald, since 1932 

Literature: 
Hofstede de Groot 1892, p. 2 17, no. 20; Wurzbach 1906l910, vol. 2, p. 243 

Exhibitions: 
Berlin 1890, p. 69, no. 320 (as Jan Baptist Weenix) 

Collection catalogues: 
Gninewald 1933, p. 17; Gninewald 1964, p. 109, no. 144 (with illustration, as Jan van 
Noordt) 

A group of flamboyantly-dressed young people engage in merry-making and amorous 
play, in the open space of a terrace. This painting belongs to the pictonal tradition of the 
"Meny Company," which was estaôlished around 16 10 by M e m  amsts such as Esaias 
van de Velde, D i .  Hals and W111em Buytewech. They bad transfomeci the image of the 
"Courtly Garden of lovew, which had h e d  a long Mie in late medieval manuscript 
illuminatioh paintings, and lata on in printed illustrations.' A second source for the 
"Meny Company" had been the two related traditions ofthe "Garden of Fools" and the 
bibiical parable of The Prodigai Son, both of which moralired against l8SCiviousness and 
drink. 

In the second halfof the seventeenth centwy, in Amsterdam, the Rembrandt-pupil 
Gerbrand van den Eeckhout painted a considerable aumber of elegant companies at 
leisure, as weil as simiiar scenes, of soldiors in inns, ofien playing cards. Among these 
works in partidu,  the Meny Company on a T e r r e  of 1652, in Worcester, 
Massachusetts, most Iürely provided the inspiration for the present picture.' Van Noordt's 
painting dates a litde later, towards the end of the same decade. It approaches the 
Gattingen Cimon d l p h g e n i a  of 1659 in its emphatic and resolved modeliing (cat. 29). 



Other close cornparisons include Van Noordt's undated Shepherdess with a Basket of 
Fruit in Mtinttii, and the Cfoeiia Crossing the Ilber in Paris, in the slender hands and 
fingers, the facial type of the women with large foreheads and small eyes, and more 
generally in the rounded foms (cats. 3 5 and 21). The Grunewald painting is more lavish, 
in the flamboyant treatment of drapery and costume, appropriate to the image of affluent 
society associateci with the "Meny Company." Exotic trappings abound, including a 
peacock above the arch, a masked entertainer entering h m  the left, a young black page to 
the right, and small dog sporthg a rather wiid coiffure in the foreground. The dog casts a 
knowing glance at the viewer, u n d e r b g  the traditional moral of this type of scene. 

1. The standard saidies on the Dutch pictorial tradition of the Merry Company are: 
Wùrtenburger 1937, and Renger 1970. See: Haverkamp Begemann 1959, pp. 23-24, and 
Keyes 1984, pp. 77-80. The theme of the Garden of Love has been examined by Roberta 
Smith Favis: The Gmden of Love in Fi@eenrh- Century NetherIandlsh md Gennrm 
Engrming. dissertation, University of Penosylvania, 1974, and more recently in: Thea 
Vignau Wdberg-Schuurman 1983. A significant seventeenth-century example of the genre 
is: Cupide's Lusthof ende der amouTeusen boogaert (Cupid's Country RMeat and the 
amorous orchard). Amsterdam (Jan Evertsz Cioppenburch), 16 13. This tradition 
occasionally surfaced in swenteenth-centuy paintings, for example in the background of 
Frans Hals's Portrait of l'c M m  cmd Be* vcm der Laen: canvas, 140 x 166.5 cm, 
Amsterdam, Rijksmuseum (m. no. A 133); see: exhibition catalogue Haarlem 1986, p. 
128, no. 20. On the history of the Italîan Courtly Garden of love, see Watson 1979. 

2. See: Keyes 1984, p. 78. 

3. Gerbrand van den Eeckhout, Meny Comprmy on a Terrace, 53 S x 66.1 cm, signed and 
dated 1652, Worcester Art Museum, inv. no. 1922.208. See Sumowksi 1983-1996, vd. 2, 
pp. 747, no. 50 1, 864 (with colour illustration). 



A Shepherd and a Shepherdess with a &rd3 Nest (Allegory of FertiIify) 

Present location unknown 

Provenance: 
Sale. Paris (Drouot-Richelieu), 28 June 1996, lot 50 (with illustration, as having once been 
larger); sale. Amsterdam (Sothebfs), 6 May 1997, lot 3 (with colour illustration) 

Lit erature: 
Sumowksi 1983-1996, vol. 6, pp. 3737, no. 2403% 4021 (with colour illustration) 

This is the h t  of two amorous pastoral pairs tbat survive nom the hand of Van Noordt. 
In both, a young shepherdess is approached âom behind by a young shepherd. The two 
are show in waist-length, and fiii the fiame. There is a slight dBerence in subject matter, 
with the shepherdess in the present painting holding a bird's nest containing some eggs, 
instead of a basket of f i t .  Also, the shepherd pushes fùrther into the foreground, adding 
emphasis to his grinning expression of giee. 

The nest and eggs form an obvious refaence to the couple's love and the hope of fertility. 
It does not even amount to hidden symôolism, such as the erotic referaces of birds and 
cages in popular genre depictions.' Pastoral themes such as this one comprised a rare 
platform for explicit expression of aoticism in Dutch seventeenth-century painting. They 
cirdated among a rdativeiy elite audience, and it seems that social privilege protected 
patrons and artists from ecclesiasticd critiusm and cemue. 

This work can be dated a little eartia than the second pastoral pair by Van Noordt (cat. 
no. 34), largely on the basis of the handling of the figures. The shepherd's mddy and 
expressive face is treated rather sparseiy, which is more consistent with &et works. It is 
contrasteci with the very soft, aimost pudgy rounded fatwes of the woman. A s i m .  
treatment of a wornan's head appears in the latest known version of Cimon andlphgenia 
by Van Noordt (cat. no. 26), a comection which speaks for a dating close to 1659. 

1. For a disaission of aviary -tic references in Dutch seventeenth-century genre 
representations, see: De Jongh 1968. 



Shepherd and Shepherdess with a Basket of Fruit (Allegoy of Fertility) 

Reported by Hofstede de Groot at a sale in Gennany, in a note with the photograph at the 
RK.D. 

This painting presents an amorous exchange between a shepherd and a shepherdess. He 
stands b e h d  her to the lefk side, grasping her shoulder with one han4 and peers across to 
the basket of ripe f i t  which she cradles in the le&  am^ She turns to look at him, smiies, 
and with her other hand reaches for an apple. The visual joke of the comparison between 
round miit and her exposed breast, sets a playful tone for this encounter. 

Van Noordt painted a nurnber of related pictures, tresting amourous and pastoral themes. 
A similar work, in composition and content, is A Shepherdesr ïmd Shepherd waih a Bird's 
Nesi (cat. no. 33). except that the basket of f i t  is replaced by a bird's nest with egps. Van 
Noordt's treatment of the theme was aiready reported in the inventory of the Amsterdam 
dealer-painter Cornelis Doeck in 1664, which includes "A Shepherd and a Shepherdess by 
Van Noordt " (cat. no. L3 1). Neither of the two is a more likely candidate, because both 
can be dated to before 1664 on the bais of style. In the present work the smoothly- 
modelled flesh and drapery, and the elegant feahies of the shepherdess, bear close 
comparison to the signed and dated Grmi& d D a i f i l o  of 1663 (cat. no. 30). 



A Shepherdess with a Basket of Fnrit 

Canvas 
75 x 63 cm 

Mhttii, Finland, Gosta Sedachius Museum of Fine Arts (inv. no. 32 1) 

Lit erature: 
Surnowski 1983-1996, vol. 5, pp. 31 12, no. 2142,3289 (with illustration); Sumowski 
1986, pp. 26,27 (with ülustration fig. 7), 36 note 32 (as an Allegory of the Semons, after 
1660) 

Exhibitions: 
m n a  1980, p. 61, XIO. 282 

Collection catalogues: 
Mitntta 1965, no. 279 (with illustration); ManttEL 1978, p. 76 no. 3 15 (with illustration) 

Copies: 
Canvas, 89.5 x 60 cm (with rounded corners), sale, Vienna (Dorotheum), 15 March 1990, 
lot 18 (with illustration); sale, Amsterdam (Christiek), 29 May 1986, lot 90 (with 
iuustration) 

This painting aâopts a simple composition. A young shepherdesq wearing a large hat and 
carrying a basket of fruit in âont of hms faces the viewet. Not a large figure, she leaves 
space around her, where the landscape background can be seen. There may have been 
other figures at her side; there exists a copy of this work in which appear a Satyr with a 
tambourin to the le& and two cows and two sheep in the background right. In the present 
painting the shepherdess's pose, leaniag back and to the le& is a little inexplicable, but in 
the copy it is bdanced by the figure of the satyr. However, no technical research has been 
done, to confim whether these extra figures were once present. 

Another comparable work is in the collection of the U f i  in Florence, there ataibuted to 
Jacob Backer.' It is similar in therne, and in the waist-1engt.h presentation of the figure. 
While it is Wrely not by Backer, its attribution to Van Noordt aiso cannot be supported. 
The handling of flesh and Mric are much broader and yield less volume than typical of 
Van Noordt, as seen in the present work. Strangely, however, even the facial features 
resemble those of Van Noordt's shepherdess, which may have been its mode1. 



The handling of f o m  in the figure points to an early date. The strong reflections, in 
particular at the nght elbow, the forehead, and the underside of the large brim of the hat, 
produce the sarne rounded modeliing as seen in the Milwaukee C'mitas, and reappears in 
the Cherbourg Chon and Iphigenia (cat. nos. 20,25). The distinctive pointed shape of 
the Shepherdess's fingen is also familiar, tiorn the Milwaukee and Cherbourg paintings. 
Van Noordt likely palnted this Shepherdess a little after 1645. The basket shows the 
artist's considerable ski1 at still-life. In tum, however, some of the drapery passages are 
weak, particularly in the skirt, where stylized folds unconvincingly suggest the heavy 
weight of coarse fabric. This sarne stiff treatment characterizes some of Van Noordt's 
early Biblicai history paintings. Sumowski makes an appropriate cornparison to the 
Kingston Satyr and the Peasant Fami& (cat no. 19), but places both of these works Iate, 
whereas 1 believe that they characterize Van Noordt's style between 1650 and 165 5. 

1. Attnbuted to Jacob Adriaensz Backer, Shepherdss with a Basket of G r q s ,  panel, 7 1 
x 59 cm, Florence, Uffizi (inv. no. P108); see: Marco Chiarini, I dipinti ohdese del 
seicenfo e del settecento, collection catalogue, Florence (Gallerie e Musei Statali di 
Firenze), 1990, pp. 3 1, 32 (with colour illustration). 



A Shepherd Boy with a Wreath of F h e r s  

Panel 
61 x 53 cm 

a 

Lund, Sweden, Collection of Hugo Engelson, in 1964 

Provenance: 
Stockholm, E. Burg-Berger Gallery, in 1937; Stockholm, couection of Mr. Nasiell, 1937; 
sale, Stockholm (H. Bukowski) 1 1-14 November 1959, lot 173 (with illustration plate 20, 
as Albert Cuyp); sale, Stockholm (H. Bukowski), 6-9 November 1963, lot 152 (with 
illustration plate 21, as Benjamin Gemtz. Cuyp) 

Copies: 
Panel, 56.5 x 48 cm, sale, London (Christie's), 14 March 1903 (Lugt 60937), lot 7 (as: 
Portrai! of a young gtH, in green &es, wwirh a wreath offlowers). Panei, 57.5 x 49 cm, 
Leipzig, Kunstsalon Franke, in 1933; Collection of Mrs. J. Vuyk, in 194 1; sec  Hofstede 
de Groot 1907- 1928, vol. 2, p. 52, no. 155a (as Albert Cuyp). 

This young shepherd is one of Jan van Noordt's earliest treatments of an amorous pastoral 
theme. The persona of Cupid fiom classical mythology has been transpianted, as it were, 
to that fantasy realm of shepherds and shepherdesses that was evoked by numerous 
literary works and paintings in the Netherlands during the seventeenth century. A boy 
wears a simple, loose rustic costume with a large-brimmed hat, and is accornpanied by a 
sheep whose head pops up at the bottom lefi. Besides his beckoning gaze, somewhat 
melodramatic, it is the wreath of flowers he holds in one hand and the single rose in the 
other that make explicit his role as inspirer to love. Such weaths appear in numerous 
amorous mythologicai paintings, especially of Amadlis rmd MNWo, produced in the 
same context, and pinks and roses were included in many portraits to indicate engagement 
or mamage.' This painting, with its modest sale and unspecinc subject matter was iikely 
not produced for such a specific occasion, but rather for the open market. 

This painting dates to around the same time as the Sydney Grmiab and Daijilo, and a 
little later than the genre scene of a Shepherd Boy a d  Girl last with Leger (cat. nos. 3 1). 
These works share a translucent modelling that yieids a soft modeiiing of flesh. These 
areas are set against heavier, aEer forms of fabric, where the paint is thicker, more 
opaque, and more directly modeled. The patchy effects in some passages is reminiscent of 
the 1649 Cimon andlphgenia. The cuMng forms of the drapery folds are aiso 
characteristic of Van Noordt's style around 1650. With respect to the composition, the 
distributed highlights are typicai of the early works, and mate an overail liveiiness. Here, 



the atmosphere especiaily complements the amorous subject matter and the affable, 
charming visage of the figure. 

1. For carnations as symbols of engagement, see Smith 1978, pp. 62-63. For roses as 
symbols of marriage, see: De Jongh 1967, pp. 25-34. Sluijter has also observed the erotic 
connotation of floral wreaths in mythologicai scenes; see Sluijter 1993 b, p. 50. It is most 
explicit in a painting of a pastoral couple by Govert Flinck; see: McNeil Kettering 1977, 
pp. 4 1-42 (with illustration fig. 24). The English traveller Fynes Moryson, in the early 17th 
century, noted the marital symbolism of wreaths of roses in HoUand at the tirne: "On 
Friday in the beginning of the Month of July, at fïve a dock in the evening, I tooke ship, 
upon the mast whereof was a garland of Roses, because the master of this ship then 
wooed his wife, which ceremony the HoUanders used." see: Moryson 1907, vol. 1, p. 1 14. 



A Shepherd Boy with a Bird's Nest 

Panel 
73 x 56.5 cm 

Present location unknown 

Provenance: 
Sale Mrs. Ruddle Brown and others (anonymous section), London (Christie's), 25 July 
1952, lot 1 13 (as De Noordt, 29 x 24 in. [73.6 x 61 cm], support not given, for f5.5, to 
Dent); sale R-V. Sutton and others (anonymous section), London (Christie's), 8 January 
1 97 1, lot 122 (as Van Noordt, Portrait of a Boy Holding a Bird's Nest, 76.3 x 5 9.6 cm, 
for £ 140, to Drumond); sale, Amsterdam (Sotheby's), 7 May 1993, lot 34 (with colour 
illustration, as signed Flinck) 

Literature: 
Sumowski 1983- 1996, vol. 6, pp. 3737, no. 2403% 402 1 (with colour illustration) 

A young and grinning boy carries a bird's nest in his hands. His fotward lean gives the 
impression that he is running, and that he has apparently stolen the nest and is making off 
with his egg-filled prize. This picture has its precedents in a Flemish print tradition of nest- 
thieves. Such images usualIy show a group of young men taking a nest out of a tree, and 
are based on a drawing by David Vinckboons, which was in tum inspireci by the painting 
by Pieter Breughel the Elder in Vienna.' Van Noordt seems to have adapted this type for 
his painting, possibly iduenced by a painting aîtriiuted to ~ a c k e r . ~  Around the same 
time, Jürgen Ovens depicted a variation on the theme, a Giri and a Boy with a B M s  
Nest.." 

This odd theme involving a bird's nest is possibly a reference to fertility, much like the 
painting of a pastoral couple recently at a sale in Amsterdam (cat. no. 33). The moral 
attached to Breughel's painting, stated that obtaining a bird's nest was not just a matter of 
knowing where it was, but also of fetching While such wisdom can be broadly applied, 
a later version of the emblem makes a specific reference to arnorous purmits, stating that 
success in love demands action, and not just knowledge. This message was kely implied 
in the original. Here, the boy plays the same Cupid-Lke role that is taken up by his 
counterpart who holds a wreath in the painting last in the Engleson collection (cat. no. 
36). He has taken action, and thus he also spurs the viewer on, in the putsuit of love. 



1. Hesse1 Gemtsz ( d e r  a drawing by David Vmckboons), The Nesi 7hiefi Autumms, 
with a view of Maersen Cade, etching, 263 x 349 mm; see: Iflustrated Bartsch, vol. 53, p. 
399, no. 3 (with illustration); Hollstein, vol. 7, p. 107, no. 19 (after David Vinckboons); 
exhibition catalogue Amsterdam 1997, pp. 108-1 10, no. 16. Pieter Breughel the Elder, 
n e  Nest ThieL panel, 59 x 68 cm, signed and dated 1 568, Vienna, Kunsthistorisches 
Museum. 

2. Attributed to Jacob Adriaensz Backer, A Boy with a Bird's Nest, canvas, 76 x 63 cm, 
sale, Amsterdam (Paul Brandt), 2-8 November 1965, lot 3 (with illustration, p. VII). Its 
provenance is given in the sale catalogue: sale, London (Sotheby's), 10 February 1965, lot 
9 (to Hoogsteder); Duntreath, Stirlingshire, collection of Sir Archibaid Edmonstone; 
Northington, Hampshire, collection of L.C. Wallach. 

3. Jürgen Ovens, A Girl and a Boy with a Birdk Nest, panel 74 x 60.5 cm, sale, Berlin 
(Lepke), 10 May 1921, lot 149 (with illustration plate 27, as D.D. Santvoort). 

4. Exhibition catalogue Amsterdam 1997, p. 110. The author concedes that amorous 
themes, no matter how disguised as other, more mundane themes, aimost inevitably 
showed some firm indication of the underlying erotic message. The emblem cited here, 
however, is explicit. 



A Boy with a Dog and a Falcon 

Canvas 
8 1.3 x 65.4 cm 
Signed and dated bottom Ieft: J. van Noordt 1675 

Private collection 

Provenance: 
Sale L. Stockbroo van Hoogwoud en Aartswoud, Amsterdam, 13-14 November 1855 
(Lugt 22627), lot 28 (as 84 x 66 duim [85 x 66 ml; f 15, to Manvis, dealer); sale L. 
Stockbroo van Hoogwoud en Aartswoud, Hoom, 3 Septernber 1867 (Lugt 29948), lot 
577 (as: Een meisje met een honrl, gemerk Jm v m  Noordt [A  girl with a dog, signed Jan 
van Noordt], for f80, to Bourgeois); New York, collection of Dr. John E. Stiilweil; sale 
Dr. John E. Stillwell, New York (Anderson Galleries), 1 December 1927, lot 238 (with 
illustration, as dated 1645); New York, Bucher Galleries, in 193 1; Sale Dr. Leon 
Lilienfeld and others, New York (Sotheby Parke-Bernet), 1 7-1 8 May 1972, lot 1 13 (with 
illustration); collection of Albert Parreno; New York, Bob Haboldt & Co.; sale, London 
(Sotheby's), 8 July 1998, lot 1 89 (with colour illustration); Maastricht, Noortman (dealer) 

Literature: 
Hofstede de Groot 1892, p. 2 10; Schneider 193 1, p. 5 1 1; advertisement in Art News, 5 
December 193 1; Sumowski 1983-1 996, vol. 1, p. 142 note 50; vol. 6, pp. 3588,3737, no. 
2408,4026 (with colour illustration); Sumowski 1986, pp. 21, 34 note 5; collection 
catalogue Lyon 1993, p. 1 10 note 2 (as 1645) 

Exhibitions: 
Paris Habolt 1991, pp. 52, no. 2 1, 53 (with colour illustration) 

A young boy poses as a hunter, accompanied by his dog. He is equipped with a spear, and 
a hooded falcon. The part of his costume that is visible, seems to identify it as the kind of 
hunting costume à l'antique, that is seen more often in Dutch paintings of the period. The 
small animal is a pug, also known as a Dutch mastiff, an exclusive breed of hunting dog 
imported from the East.' The lwcury and leisure aspects of the sport are here ernphasized, 
especially in the rather pretentious setting. The scene takes place in a monumental 
courtyard, with a classical column swathed in drapery in the background, behind which 
appear open sky and a wood. The boy and bis dog sit on some stone steps, one of which 
bears the artist's calligraphie signature and the date of 1675. There are flowers behind 
them and b i t  in the foreground. The styiish display is completed by the bright red mshion 
under the dog. 



The festive mood and the many attributes suggest that this is a genre depiction raîher than 
a portrait. The boy cornpetes with the other elernents for attention. Furthemore, he strikes 
a rather informal pose, and his smiling expression lacks the usual restraint found in 
ponraits. His p u e  cherub-üke feahires do not seem to be those of a particular person. 
Most importantly, however, the open and loose style applied by the artist seems 
inconceivable as applied to a portrait produced in Amsterdam in 1675. In the years leading 
up to this picture, Van Noordt had been applying this style mostly to scenes of history 
with a heavy emotional overtone. Here he attempted to conjure a jovial atmosphere with 
the same means. Directly-applied patches of light colour create a strong rythm. This 
energy is canied through in the cutting diagonais of the spear, the do& and the feathers of 
the boy's hat. The harsh contrasts and colours rnake an uncornfortable match with the light 
subject matter. Ln cornparison, Van Noordt treated his young hunters of the mid-'sixties 
with greater smoothness and gentleness (cat. nos. 48 and 49). Here, the result is somewhat 
chaotic, without a binding action or focus, as there had been in the earlier history 
paintings, by which the viewer wi interpret the dramatic effects. 

1. See: Secord 1992, pp. 78-8 1. 



Portraits: Women 

Portrait of a Woman Wemzng a PIuin Kerchief anà a Coij 

Canvas 
73.7 x 54.5 cm 
Signed and dated bonom lefi, under the vase: JvNood~P 1659 

The Hague, Nystad Gallery, in 1952 

Provenance: 
Sale David Balfour and others (RA. BetheU section), London (Christie's), 21 December 
195 1, lot 5 1 (with illustration, for 142, to W. Sabin) 

Literature: 
Nystad 198 1, p. 7 1 1 (with illustration) 

Van Noordt seerns to have made a late beginning as a portraitist by the evidence of this 
signed and dated work of 1659. There are only a few portraits in his oeuvre that can be 
dated earlier. His work up to this point includes mainly genre and history pahtings. In 
those works he was able to develop an approach to the figure, that he here applied to the 
single sitter: srnooth and strongly-rounded modelling, and a restraint in expression. It also 
shows his typically iively energy achieved in swelling forms and cuMng edges. This 
movement is camied through in the background, where draperies hang nom classical 
columns, a pretentious setting adapted fiom the grand portrait fashion entrenched by 
Anthony van Dyck. It is somewhat incongrnous with the more modest presentation of the 
sitter. Her sober dress, which does not feature any lace or cuffs, even lads  to the 
suggestion that she might have been a Mennonite. The artist did achieve a convincing 
characterization of her, as unassuming, warm, and graceful. The slight srnile and the 
glance to the side lend a touch of humour consistent with the artist's early genre 
depictions. The mismatch with her surroundings lends credence to the notion that Van 
Noordt was at the time oniy starting to develop an approach to portraiture. 



Portrait ofa Woman on the S~eps of a Terrace 

Canvas 
113.5 x 91 cm 
Falsely signed, bottom left: F. Bol 

Present location u h o w n  

Provenance: 
Sale, Amsterdam (Mak van Waay), 10-12 February 1942, lot 4 (with iliustration, with 
dimensions of 1 16 x 92 cm, as Ferdinand Bol, signed bottom left: F. Bol); The Hague, 
Vermeulen Gallery, 1943- 1 945; sale, Lucerne (Galerie Fischer), 3-7 December 1963, lot 
1639 (with illustration no. 55, as Jan van Noordt) 

Literature: 
Collection catalogue Hardord 1978, p. 168, no. 104, note 5; Blankert 1982, p. 186, no. 
R220 (as Jan van Noordt) 

A young girl poses in a glittering satin dress, and is adomd with strings of pearls around 
her neck and wrists. Her hair is arrangeci in long fding ''pijp-cruIIen" (pipe-curls). The 
Iavish display is completed behind her with a classical column, and drapery suspended 
above, fiaming the view to a garden. This portrait had previously been given to Ferdinand 
Bol, however the liveliness of the piled folds of her clothing indicates the late style of Jan 
van Noordt, as do the swelling f o m  of her hands. Staccato rhythrns in the fabric, and an 
overall organization into a longer, sweeping line through the figure, connect this work 
more specifically to the portraits and history paintings of around 1670. These elements 
create a busy energy, that is typicd of Van Noordt's depictions of chiidren. The naive, 
wide-eyed expression, at the same tirne serious, further characterizes the sitter as youthful. 



Portrait ofa Woman 

Angrnering, West Sussex, collection of Peter and Susan Holland 

Provenance: 
Munich, Drey (dealer), in 1914'; England, collection of H. de Vere-Clifton; London, Ch. 
Duits (dealer), in 1965; sale, London (Christie's), 30 July 1976, lot 90 (with illustration); 
The Hague, S. Nystad (dealer); Voorschoten, collection of J. A. van Rossem; sale, London 
(Phillips), 5 December 1989, lot 24 (with colour illustration) 

Literature: 
Nystad 198 1, p. 7 1 1 (with illustration no. 4, as attributed to Jan van Noordt); Sumowski 
1983- 1996, vol. 1, pp. 140, 143 note 79, 184 (with illustration, as Jan van Noordt); vol. 6, 
p. 3 589; Bruyn 1984, pp. 150 and 187 (as not by Jan van Noordt, but rerniniscent of G. 
van den Eeckhout) 

A mature woman directs a dm, strong gaze towards the Mewer. Her hands are folded, 
and her lightly-smiling lips and slightly-lowered eyelids further project control and self- 
assuredness. Jan van Noordt flaîtered his sitter by srnoothly abstracting her likeness. The 
artist furthemore invested lavish care in this picture, to the point of including the detailed 
architecture of a country house and moat in the background left. These possessions afnrm 
her pnvileged social position. Her sober dress suggests that she is the matron of a 
patncian farnily. The rather formal pose and simple composition were perhaps also 
demanded by the commission; they are enlivened by the movement imbued throughout, in 
the swelling forms of the fingers, the undulating bottom edge of her collar. The 
characteristically vigorous approach of Jan van Noordt after 1665, evident in these 
passages, is extended to the background sky with its biilowing clouds dramatically Iit at 
the horizon by a strong orangish evening glow, a colour also refiected in the shadow side 
of the sitter's neck and face. 

1. Reported by Cornelis Hofstede de Groot, in a fiche kept at the RK.D. in The Hague. 



Portrait of a Womm 

London, Hall and Knight Gallery 

Provenance: 
Sale Mme. G. and others (anonymous section), Paris (Drouot: Maurice Rheims), 12-13 
November 1952, lot 73 (with illustration plate V, as C. Netscher); Paris, private 
collection, in 1962; Bergamo, Steffanoni, dealer, in 1973 (as Janssen); sale, London 
(Sotheby's), 8 June 1998, lot 30 (with colour illustration, as Jan van Noordt) 

Literature: 
Sumowski 1983-1996, vol. 6., pp. 3737, no. 2406,4024 (with illustration) 

Jan van Noordt was at the height of his late-starting career as a portraitist, when he 
painted the present work, around 1670. Over the course of the 1660s he moved towards a 
smooth and broad treatment of flesh and drapery. It seems that he came under the 
influence of Abraham van den Tempel, one of the few artists whose contact with him is 
documented. Van Noordt even adopted Van den Tempei's abstraction, and in this way 
could flatter his young sitter, who is dressed in costly sath fabric and pearl jewelry, even 
funher. Van Noordt's own hand remains very much in evidence, as Jacques Foucart was 
the first to recognize.' The painting especially displays the aitjst's approach to drapery, in 
which rnodeiiing with chiaroscuro and reflections achieve strong and distinct volumes, and 
also bring added emphasis to his characteristically waving lines of edges and folds. The 
pursuit of such a vigorous drarna reflects the artist's parallel activîty as a history painter. A 
technical aspect further links this work to the Iate history paintings. The area beside the 
figure in the bottom right corner, which shows a stone vase resting on a balustrade, has 
been lefi unfinished, to the degree that it shows the Lines of the underdrawing, contrasting 
with the lavish painting in other areas, especidiy in the figure. 

1. Note with the photograph at the Centre du Documentation of the Louvre, Paris. 



Portraits: Men 

Portrait of Dionijs W i j n d  (1628 - 1673) 

Oil on copper 
20.5 x 16 cm 
Inscribed on the reverse: Dion& W~;itmids 166-1 

Amsterdam, Rijksmuseum (inv. no. A7 10) 

Provenance: 
Amsterdam, Jiu. J.S.H. van de Poil; bequeathed to the Rijksmuseum in 1880 

Literature: 
Hofstede de Groot 1892, p. 2 16, no. 14 (as not likely by Van Noordt); Moes 1897, vol. 2, 
p. 655, no. 9335; Wurzbach 1906-1910, vol. 2, p. 243; Decoen 1931, p. 17; Staring 1946, 
p. 75; Kolleman 1971, p. 120; Bénézit 1976, p. 750; Schatbom 1979, p. 1 18; Bernt 1980, 
vol. 2, p. 924 (with illustration); Sumowski 1983-1996, vol. 1, pp. 140, 143 note 77, 182 
(with illustration); vol. 5, p. 3 1 12, with no. 2 145 

Selected collection catalogues: 
Amsterdam 1885, p. 38, no. 256c; Amsterdam 1976, p. 4 19, no. A7 10 (with illustration, 
as Jan van Noordt) 

The inscription in a 17th-century hand on the back surface of this painting's copper 
support identifies the sitter as "Dionijs Wijnands." It is the same person who appears in a 
large, threequarter length portrait, and also in a drawing, al1 taking the same pose (cat. 
nos. 44, D12). Staring expressed some doubt about Van Noordt's authorship of the small 
copper panel, in his article of 1946, but did not put forward any relevant observations. The 
close match of colour, and the lively bulging fonns, especidy of the hand, are strong 
stylistic links to the large pahted version on canvas, which is signed and dated. The 
painting on copper was iikely made in preparation for it. This delightfbl s m d  image, with 
its vivacious effect of loose and quick bnish-strokes, gives the impression of having been 
taken fiom Me. Its composition includes only the head and torso, suggesting that the artia 
used this sitting to capture a iikeness. He later translatecl it into the form of a large three- 
quarter portrait including a background of architecture, drapery and a vista. 

This group of works suggests that the artist took his portrait commission very seriously. It 
appears to have been an important step towards elite patronage for Van Noordt. Although 



it was known for some the ,  G. Koiieman was the first to pubiish f i h e r  information on 
the identity of the sitter, in 197 1 .' Wijnands was bom in 1628, the son of the kruemer 
(vendor) Hendrick Wijnantsz and Aeltje de Nijs, who are depicted in portraits in the 
collection of the Rijksmuseum (ills. 2 1, 22).* Dionijs's marriage to Anna Groessens is 
recorded on 27 February 1654.' The couple was able to build up a small fortune through 
the manufacture of silk fabncs in Amsterdam. In 1663 Dioiijs was listed as one of the 
members of the city's new cornmittee of silk manufacturers.' On his early death in 1 673, he 
was given as living on the Bloemgracht, which is where his wife had been living before 
their marriage, and also where Jan van Noordt was recorded as living in 1674.' The couple 
likely spent their nineteen years together at this address. Their social success is indicated 
by their daughter's marriage to Hendrik Meulenaer, the son of the prominent Amsterdam 
merchant and regent Roelof Meulenaer, and his wife Maria Rey, who are known through 
their portraits by Ferdinand Bol of 1650, hanging in the ~ijksmuseurn.~ Indeed, the pose 
struck by Meulenaer, with one hand on the hip, is quite s d a r  to the one taken by 
Wijnands, fourteen years later. It adheres to a formula used often by Bol. 

In addition to his social standing, Wijnands also enjoyed literary status. In 1671 he became 
one of the eleven members of the group Nil Volenfibus Arhuurn, led by Andries Pels, and 
advocating a Classical approach to theatre, based on French models.' Neither the two 
painted portraits or the drawing however, include any references to this aspect of 
Wijnands's Iife as it manifesteci itseif seven years earlier in 1664. Van Noordt's special 
attention to this portrait may have stemmed from his own apparent enthusiasm for the 
theatre. This interest is reflected in his depiction of themes appearing on stage in 
Amsterdam, and may have grown out of social connections, such as to Dr. Samuel Coster 
(1 579 - l665), the founder of the Amsterdam Schouwburg, or city theatre.' 

1. Kollemans 1971, p. 118. 

2. G.A.A. D.T.B. 40 (Baptism) p. 440 (Nieuwe Kerk), 5 March 1628. 

3. G.A.A. D.T.B. 473 (Mamage) p. 210 (Church) 27 February 1654. Attributed to 
Nicolaes Maes, Poraait ofHendrick W i j n m t ~ ,  canvas, 45 x 34 cm, Amsterdam, 
Rijksmuseum (inv. no. A 703); Portrait of Aelfje Denijs, canvas, 44.5 x 34 cm, 
Amsterdam, Rijksmuseum (inv. no. A 702); see: collection catalogue Amsterdam 1976, p. 
3 59, S. v. copy &er Nicolaes Maes. 

4. G.A. A 5020 (Privilegiën en Kwboeken) no. 16, Keurboek "O," fol. 34v, dated 17-24 
April 1663. See: Leonie van Nierop, "De zijdenijverheid historisch geschetst," Tij&chnP 
vmr geschiedenis 46, 193 1, p. 43. 

5. His death was reported in the annais of Nil Volentibus A r h m ;  see: Dongelmans 1982, 
p. 209 (document no. 801), where he was given as having died 11 September 1673. 



G-A- A. D.T.B. 1056 (Burial) p. 87 @Iïeuwe Kerk), 15 September 1673. On Jan van 
Noordt's location in 1674, see Chapter One, note 32. 

6. Alida Wijnands was baptized on 12 Febniary 1655, as the child of Dionijs Wijnands and 
Anna Groesens: G.A.A. D.T.B. 1 OS (Baptism) p. 28 (Westerkerk). For her marriage, see 
chapter 3, note 32. 

7. Dongelmans 1982. He first appeared as a group member on 27 Januq 167 1 : p. 3 10, 
no. 859. 

8. See Chapter One, p. 20, and note 3 1, conceMng Adriana Kosters, daughter of Samuel 
Coster and granddaughter of Adnaen Lenaertsz. 



Portrait of Dionijs Wonanth (1628 - 1673) 

Canvas 
124 x 103.5 cm 
Signed and dated middle right: Joan van Noordt f A01664 

Amsterdam, Rijksmuseum (inv. no. A709) 

Provenance: 
Amsterdam, Collection of Jhr. J.S.H. van de Poll; given to the Rijksmuseum in 1880 

Literature: 
Hofstede de Groot 1892, pp. 212 nos. 12, 14 and 16; Moes 1897, vol. 2, p. 655, no. 9335; 
Wurzbach 1906- 19 IO, vol. 2, p. 243; Decoen 193 1, p. 17; Staring 1946, pp. 74-75 (with 
illustration no. 2); Ko1lema.n 197 1, p. 120; Bénézit 1976, p. 750; Schatborn 1979, p. 1 19 
(with illustration no. 2); Bemt 1980, vol. 2, p. 924 (with illustration); Sumowski 1983- 
1996, vol. 1, pp. 140, 143 note 78 

Selected collection catalogues: 
Amsterdam 1885, p. 38, no. 256b; Amsterdam 1976, p. 4 19, no. A709 (with illustration) 

The sitter is discussed in the previous catalogue entry. This threequarter-length p o ~ a i t  
closely follows the smaii study on copper in pose, and also in the the red drapery swathed 
above, and the stylized bulging form of the sittets hand below to the right. In this large 
version Van Noordt added a tail hat on a table, and a view out a window, onto buildings 
and a drarnatic cloudy sky, lit red by a sunset. The ripe, heavy forms, and the 
predominance of black and red, lend a senous air to the wann smiling expression and 
lively movement of this depiction. The display of emotion relates to the portraits of Jacob 
Backer; it compares closely to his Portrait of a Mm in Kassel (ill. 4).' 

1. Jacob Adriaensz Backer, Portrait of a Man, canvas, 127 x 1 O0 cm, Kassel, Staatliche 
Kunstsammlungen, Gemaldegalerie SchloD Wllhelmshohe (iv. no. M 1984/5); see: 
Sumowski 19834996, vol. I ,  pp. 138,203, no. 71,274 (with illustration). 



Portraits: Children 

Portrail of a Boy 

Canvas 
63.5 x 48.5 cm 
Falsely monogrammed lower right: AB 

JO hannesburg, JO hannesburg Art Gallery (inv. no. 9) 

Provenance: 
Amsterdam, Bernard Houthakker collection, in 1929 (as signed by Flinck); Johannesburg, 
Eduard Houthakker collection; given to the Johannesburg Art Gallery in 1949 

Literature: 
Bax 1952, pp. 23, 134 (as Jacob Adriaensz Backer); Von Moltke 1965, p. 253, no. RI36 
(with illustration, as Jacob Adriaensz Backer); exhibition catalogue Chicago 1969, p. 47; 
Marais 197 1, pp. 6-7; Sumowski 1983-1996, vol. 1, pp. 140, 143 note 83, 186 (with 
illustration, as Jan van Noordt); vol. 4, p. 3737, with no. 2407; Surnowslci 1986, pp. 26 
(with illustration fig. 6), 36 note 3 1; Carman 1994, p. 53 (with illustration) 

Exhibitions: 
Amsterdam 1929, p. 14, no. 48 (as G. Flinck); Delft 1950 (as Jacob Adnaensz Backer) 

Collection catalogues: 
Johannesburg 1988, pp. 20 (with illustration fig. 1 l), 92 - 94, no. 3 1 

This portrait of a boy wearing a made and a broad collar was formerly attributed to 
Flinck and Backer, before Kurt Bauch suggested Jan van Noordt.' It relates closely to 
Backer's Portrait of a Boy of 1634 in the Mauntshuis, showing a similarly strong side 
lighting, which fdls evenly on broad areas of the head and the heavy fabricS2 Especially the 
bold shape of the white coliar points to Backer's influence, as do the reduced form and 
folds of the mantle. The att&ution to Jan van Noordt rests partly on the emphatic 
rnodelling, achieved through the strong reflections in the head and hands. This mild 
exageration also occurs in the hair, where refleztions suggest a shine. Another 
characteristic touch is the treatment of the eyes, where the artist highlighted the eyelids 
and made the eyes somewhat small, producing a hard effect. It is a modification of 
Backer's own distinct, but softer, handling of this feature. Van Noordt evidently sought a 
strong and dramatic effect in his early portraits. He introduced a lively energy through the 



undulating lines of edges and folds, in the figure, but even more so in the fabric. These 
aspects tie this work to paintings such as the Cherbourg Cimon mzd Iphigenia and the 
Kingston Sap ond the P e m t  Fmniiy (cat. nos. 25, 19). It can be dated to around the 
sarne time, between 1650 and 1655. 

1. Note on the back of the photo at the Rembrandthuis Study Centre in Amsterdam. 

2. Jacob Adriaensz Backer, Portrait of a Boy, canvas, oval, 94 x 71 cm, signed and dated 
1634, The Hague, Mauritshuis; Sumowski 1983-1 996, vol. 1, pp. 200, no. 52,255 (with 
colour illustration). 



Portrait of a Y m g  Girl Wemng a Beret 

Panel 
55.5 x 41.7 cm 

Chatsworth, Trustees of the Chatsworth Settlement (inv. no. 466) 

Literature: 
Von Moltke 1965, p. 250, no. RI17 (as perhaps by Jan van Noordt?); Sumowski 1983- 
1996, vol. 1, pp. 140, 143 note 84, 188 (with illustration, as Jan van Noordt); vol. 5, p. 
3 112, with no. 2144 

This fanciful image lends itself to cornparison with Van Noordt's Portrait of a Boy in 
Johannesburg (cat. no. 45). Both feature young sitters, and a M n g  device within the 
rectangular format of the painting. Here the artist has gone a step firther, displaying 
virtuosity in describing curtains of satiny cloth, that hang behind the sitter, f d  over her 
shoulder, and wrap over a balustrade in front of her. Caught in a strong light from the 
upper left, she casts a shadow on the fabric to the right, enhancing the illusion of space. 
The light and fluid brush work suggests a later date than the Johannesburg porirait, as 
does the smoothly-glazed modelhg of the sitter's features. There is careftlly-painted 
detail as well, especially in the jewellry at her neck and shoulder. The combination of loose 
and detailed handling also appears in works such as the Leipzig S u m m  und the Elders, 
pointing more specificaliy to a date of around 1660 (cat. no. 7). The painting in Leipzig, 
like this one, had formerly been attributed to Govert Flinck. 

The sitter wears a beret, which was not a cornmon item of headwear in the seventeenth 
century. It did enjoy some continuing popularity among artists, however, which gives 
reason to believe that this painting rnight not be a portrait, but simply a tronie, or 
character head. This type of painting was popular among Rembrandt and his pupils, and 
especially Ferdinand Bol liked to pomay such general types wearllig berets. If  this painting 
is a portrait, it is an infonnal one. The light atmosphere is also indicated by the pose of the 
sitter, who sticks her head through the opening between two curtains, drawing the left one 
aside with a casud gesture of her hand. This latter portion of the painting had been 
covered up, likely to make the painting more forma1 in tone. It was revealed in a cleaning 
in 1932. 



Portrait of a Young Mm with his Dog 

Canvas 
154 x 121 cm 
Signed and dated, at the base of the column: J w n  W. No0rd!j/A0 1665 

Lyon, Musée des Beaux-Arts (inv. no. B 577) 

Provenance: 
Paris, F. Kleinberger (dealer), in 1894; Paris. A Fréret (dealer); acquired by the Lyon 
Museum in 1897 

Literature: 
Gonse 1900, p. 168; L'mt et les artistes 19, 19 14, p. 263 (with illustration); Decoen 193 1. 
p. 17 (with illustration figure 12, p. 15); Schneider 193 1, p. 5 1 1; Starhg 1946, p. 75 (with 
illustration plate 4, p. 76); Boucher 1965, p. 259 (with illustration); Foucart and Lacambre 
1968, p. 193; collection cataiogue Wallace Collection 1968, p. 224; exhibition catalogue 
Paris and Amsterdam 1970, p. 274; exhibition catalogue Lille, Arras and Dunkerque 1972, 
p. 83; Bénézit 1976, p. 750; exhibition catalogue Dunkerque 1983, with no. 30; Sumowski 
1983-1996, vol. 1, p. 143 note 76; vol. 6, pp. 3737, no. 2404 (and with no. 2405), 4022 
(with illustration); exhibition catalogue Paris 1987, p. 86; exhibition catalogue Bordeaux 
1990, p. 227 note 1 1; exhibition catalogue Lyon, Bourg en Bresse and Roanne 1992, no. 
95; Sutton 1992, p. 735 

Exhibitions: 
Lyon and Paris 1 99 1, pp. 109- 1 1 1, no. 3 5 (with colour illustration) 

Collection catalogues: 
Lyon 19 12, p. 44 (with illustration plate 73); Lyon 1993, p. 1 54, 155 (with illustration) 

Jan van Noordt surnmoned his fidi powers to paint this young man and his little 
cornpanion. He was able to apply his facility for very smooth modehg of flesh, cast in a 
strong light, which he dweloped under the innuence of Backer, to great advantage. Van 
Noordt did not foilow the change of Backer's styie around 1645, but kept his backgrounds 
dark, heightening the overall impact. A number of like depictions survive, done in the 
artist's style of the mid-1660s. A similarly sumptuous îùli-length in Brussels portrays a 
young boy in the guise of a drurnmer; two haSIength pictures Ui the Wallace collection 
feature idealiized types, holding hunting falcons (cat. nos. 48, 49). The number of pichires 
of children in Van Noordt's w u M e  suggests that his fetching style was recognized in its 



own day as especially applicable to younger sitters. This identity even generated a smaii 
fashion for misattributions to this artkt earlier in Our own century.' 

The sitter wears an elaborate hunting costume. The leather jacket and boots are 
appropriate for retreat to country estates. Country houses even appear in the backgrounds 
of two portraits by Van Noordt.' The large scale, and the lavish description of setting and 
costume, prove not only the mastery of the artist but also his success in attracting afnuent 
patronage. 

1. See cat. no. R58. 

2. Portrait of a Brother and Two Sisrers, in Zeist (se cat. no. 5 9 ,  and Portrait of a 
Wornan, in Angmenng, West Sussex (see cat. no. 41). 



Portrait of a Boy with a Falcon 

Canvas 
82 x 66 cm 

London, Wallace Collection (inv. no. P20) 

Provenance: 
London, collection of Sir Richard Wallace, inv. p. 48 1. 5 ,  N 

Literature: 
Starhg 1946, pp. 75-77 (with illustration no. 5); Bénézit 1976, p. 750; Christine S. 
Schloss, in: coll. cat. Hartford 1978, p. 168; Sumowski 19834996, vol. 1, pp. 140, 143 
note 76, 183 (with colour illustration); Le Bihan 1990, p. 227 note 9 

Seiected collection catalogues: 
Wallace Collection 190 1, p. 61, no. 20 (as Nicolas Maes); Wallace Collection 1968, p. 
224, no. P20 (with illustration); Wallace Collection 1979, p. 174, no. P20 (with 
illustration); Wallace Collection 1992, p. 247-249 (with illustration P20) 

Exhibitions: 
Bethnal Green 1872-1875, p. 6, no. 82; or: p. 13, no. 181, p. 72 

Copies: 
Canvas, 72.5 x 6 1 cm, collection of G.RF. Tompkins, in 1970 (provenance: Collection of 
Lady Nancy Vivian, in 1968; sale The Duke of Beaufort and others, 25 November 1970, 
London (Sotheby's), lot 120 (with illustration)); see: coiiection catalogue Wallace 
Collection 1968, p. 224; Bénézit 1975, vol. 7, p. 750 

A young boy poses as a hunter. He holds up a falcon in the left hand, and grasps a leash in 
the right, of a pet outside of the frame. The seîting is the open countryside, and in the 
background to the nght walks a travelier, a tiny figure appearing just below the boy's 
hand. The sitter wears a lavish costume that reflects his high social status. It accords with 
the association, for Netherlanders of the seventeenth century, of the sport of hunting with 
wealth and the ownership of land. The doublet with slashed sleeves is fitted with gold and 
red straps at the bottom. The display is completed with a flamboyant hat, decked with 
ostrich feathers. The long red strap swaying behind the boy is an ornamentai version of a 
ieading string, a feature of the costume of younger children, by which they were supported 
while leamhg to wa1k.l 



This painting relates closely to Van Noordt's Portrait ofa Young Mm mrd his Dog in 
Lyon (cat. no. 47). The modeliing is sirnilady smooth and sensual, without the movement 
and bnishwork seen in later works, to which the second Wallace Collection painting 
belongs (cat. no. 49). The present work shows more detd, especially in the metallic 
reflections of the stnpes on the red doublet. Van Noordt's accomplished modelhg of flesh 
is demonstrated in the plump round features of this young visage. The wan srnile of the 
boy underscores this image's incomparable charm, while the dark background and the 
strong chiaroscuro lighting lend it an air of gravity. 

A copy of this painting shows squatter dimensions. The figure is cut off a iittle higher, but 
more of the nght hand is showing. Especially the right hand suggests that the original 
picture has been trimmed at the right edge. The copy does not show any of the Iandscape 
background t hat Van Noordt characteristically included. 

1. My thanks to Marieke de Whkel for pointing out this feature and its special fùnction. 



Portrait ofa Boy with a Falcon 

Canvas 
62 x 53 cm 

London, Wallace Collection (inv. no. P96) 

Provenance: 
Neufchatel, collection of George, 1 Oth Earl Marischal (1 694- 1778); sale Count Perregaux, 
Paris (George Ridel & Seigneur), 8-9 December 184 1 (Lugt 16388), lot 17 (as Maes, for 
Fr. 400 1 ,  to Duchatel; othenvise as to Lord Yarmouth); collection of the Baron Delessert, 
in 1842; London, Wallace Collection, (inv. p. 20,l. 40, as Maes) 

Literature: 
Smith 1842. supplement, p. 579; Decoen 193 1, p. 18; Starhg 1946, p. 75; Bénézit 1976, 
p. 750; Sumowski 1983-1996, vol. 1, p. 143 note 76; Buijs 1991, p. 1 10 note 4 

Selected collection catalogues: 
Wallace Collection 190 1, p. 69, no. 96 (as Nicolas Maes); Wallace Collection 1968, pp. 
224-225, no. P96 (with illustration, as Jan van Noordt); Wallace Collection 1979, p. 174, 
no. P96 (with illustration); Wallace Collection 1992, pp. 249-250 (with illustration P96) 

This depiction of a young man with a hunting fdcon joins three others in the oeuvre of Jan 
van Noordt (cat. nos. 38,48, 53).' The formula is the same as that of the other painting in 
the Wallace Collection: a youthful figure in a bright red costume holds up a bùd of prey, 
which drarnatically spreads its wings. Other artias who portrayed sitters in a sirnilar way 
include Van Noordt's own friend Abraham van den Tempe1 (ill. 23).' The Iivehess of Van 
Noordt's interpretation reflects the spontaneity of the sittets youthful age. Compared to 
the other young falcomer by Van Noordt in the same collection, some details ciiffer: there 
is no leash, and the fdcon is held up in the sitter's proper lefi hand. The forms are treated 
softly and srnoothly, but there is some loose, fluid bmsh work in the figure, and especially 
in the vague background landscape and sky. The costume seems a little less lavish, with no 
plumed hat to cover the sitter's long fding locks. The sitter also takes a more active pose, 
leaning to the left. The composition as a whole is organized dong this diagonal, with the 
faicon, the band across the front of the boy's costume, and the slope of the background 
landscape following it. This overaü movement places this picture among Van Noordt's 
later works, of towards 1 670. It compares to the portrait historié in Bordeaux (cat. no. 
54), and can be dated to around the sarne year. 



1 .  Hans Buijs draws the comection to the pose of the boy Li the Portrait ofa Brother and 
MO Sisters in Zeist (cat. no. 53). See: exhibition catalogue 1991, p. 1 10 note 4. 

2. Abraham van den Tempel, Portrail of Cornelis vm Groenedyck, cannas, 125.5 x 
100.5 cm, signed and dated 1668, Paris, Fondation Custodia, on loan fiom the Haags 
Historisch Museum, The Hague (inv. no. 41 -1 870); see: Wijnman 1959, pp. 72b (with 
illustration), 75, no. 12. A painting by Rembrandt in Pasadena has long been thought to 
depict a boy with a fdcon, but such an identification of the bird cannot be reached on the 
basis of vague indications in the painting, which is unfinished: Rembrandt, Porîrait of a 
Boy Holding a Bird, canvas, 64.8 x 55.9 cm, ca. 1655-1660, Pasadena, California, Norton 
Simon Museum; see: Tümpel 1986, p. 430, no. 1799. For a discussion of the problems 
related to the Pasadena painting, se: Manuth 1998% pp. 330 (with illustration no. 9), 33 1, 
335 note 67. 



Portrait of a Boy with a Dmm 

Canvas 
120 x 103 cm 

Bmssels, Museum van Oude Kunst (inv. no. 699) 

Provenance: 
Sale Princess Mathilde, Paris, 17 May 1904 (Lugt 623 14), lot 25 (as Nicolas Maes, for Fr. 
5000); acquired by the Brussels Museum in 1904 

Literature: 
Wurzbach 1906-1910, vol. 2, p. 243; Kronig 191 1, p. 156; P. Colin, Vues de Yilles. 
Châteaux, Monastères et Momrmentspubliques dcms la collection des Musées r o y m  de 
Peinture et de Scufpture, Bmssels, 19 16, p. 2, no. 1 I ; Bulletin des Murées Royaux des 
Beaux-Arts de Belgique 2, 1929, p. 20'; Decoen 193 1, p. 17; Staring 1946, p. 48; Bénént 
1976, p. 750; Blankert 1982, p. 143 note 5; Sumowski 1983-1996, vol. 1, p. 143 note 76; 
vol. 6, pp. 3737, no. 2405,4023 (with illustration); exhibition catalogue Lyon and Paris 
199 1, p. 1 10 note 4; collection catalogue Lyon 1993, p. 1 10 (with illustration 3 5a) 

Exhibitions: 
Bordeaux 1990, p. 227 note 10; Bnissels 1995 

Selected collection catalogues: 
Brussels 1906, p. 134, no. 699; Brussels 1913, p. 65, no. 699 (with illustration pl. 1 19); 
Brussels 1927, p. 172, no. 699; Bmssels 1984, p. 2 12, no. 699 (with illustration) 

This ponrait of a richly-dressed boy incorporates both military and civic references. The 
sitter poses beside a drum and in fiont of an ensign's banner, and is armed with a dagger, 
and thus plays the role of the young drurnmer of an armed company, rnuch like the young 
Oscar van der Waeyen in the well-known portrait by BoL2 The scene is itseif set explicitly 
in the city of Amsterdam: to the le& a window gives a view of rooftops and of two 
identifiable features of the Amsterdam cityscape: the cupola and dome of the Stadhuis 
(now the Royal Paiace on the Dam), and the Herrhg-Packer's T ~ w e r . ~  These references 
suggest that the sitter is playing a role in the civic guard of this city, and not in a standing 
army, which is the allusion of the Polish costume in Bol's portrait.' Van Noordt portrays 
his sitter in Iwninous clothes, incluâing a leather jacket flamboyantly trllnmed with 
nbbons, an item wom by boys in a number o f  portraits of affluent Netherlanders in the 
1660s, including the ones by Van Noordt in Lyon and in the Wallace Collection in London 
(cat. nos. 47,48,49). 



This complex display of luxury and social status is eniivened by the artist's handling of the 
bmsh. Van Noordt departed tiom the smooth modelhg of surfaces in works of the mid- 
1660s, by leaving visible brush strokes. They are loose and fluid in the front and sleeves of 
the boy's jacket, and especially in the waU and the background viaa. Broad, direct touches 
can be seen in the part of the standard in shadow, in the bottom left. Soft daubs of light 
colour indicating highlights in the hands and costume produce a spenilar effect. Such 
painterly flair connects this work to the Amsterdam Magnrimity of Scipio of 1672, and 
indicate a date of Ca. 1670-1672. This portrait is thus one of the latest to s u ~ v e  from the 
hand of Van Noordt . 

1. The catalogue entry mentions the cleaning of this picture, carried out by M.M. Vergote 
and De Heuvel. 

2. Ferdinand Bol, Oscar v m  der Waeyen, canvas, 1 58 x 120 cm, signed and dated 1656, 
Rotterdam, Museum Boijmans Van Beuningen, inv. no. 1 70 1 : Sumowski 1983- 1 996, vol. 
1, pp. 307, no. 146, 385 (with colour illustration); Blankert 1982, pp. 59,66b (with colour 
illustration plate 1 SO), 142, no. 139. 

3. The Hemng-Packer's Tower aood at the opening of the Singe1 on the Ij. It was taken 
down in 1829. See: collection catalogue Van Eeghen 1988, pp. 146- 147, no. 100,213, no. 
213. 

4. Blankert draws a connection between Oscar van der Waeyen's military costume and the 
Polish wars against the Turks that were taking place around the same tirne. See note 2. 



Portrait of an Infant Girl with S ' s  of Love 

Dimensions and support unknown 

Collection of Lady Jarnieson 

Provenance: 
London, R Holland-Martin Collection 

Literature: 
Wishnevsky 1967% pp. 85, 176, no. 33, 3 12 (with illustration fig. 19); exhibition catalogue 
Lyon and Paris 1991, p. 1 10 note 2 

An infant girl poses with various symbolic attributes of love. Cupid's bow and quiver of 
arrows lie in front of her, the doves of Venus play beside her, and she places a hand on an 
apple, the prize offered to Venus by Paris. Her costume consists of loose drapery, and she 
is adorned with a pearl necklace and peul bracelets, an armband of precious metal, and a 
small coif set with flowers. While her f a i r e s  appear to be those of a pariicular person, 
the many trappings give her the abstract identity of an allegofical figure, so that this 
painting functions as an allegorical portrait. 

Frits Lugt was the first to recognize Van Noordt's hand in this picture.' Indeed, the 
bulging foms of infant fiesh, and the energetic flowing lines of drapery folds belong to the 
late phase of Van Noordt's development, when he was at his mom distinctive. The overall 
conformity to a diagonal, from lower left to upper right, and the loose, visible bmsh 
strokes in the drapery and the clouded sky, also help to place this work late in the oeuvre. 
It compares to the A Boy with a Dogmtda Falcon of 1675 (cat. no. 38), and can be dated 
to around the same time. 

1 . Note with the photograph at the Witt library. 



Portrait ofa Girl with a Fan 

Canvas 
58.5 x 49.4 cm. 

Private Collection 

Literature: 
Sumowski 1983- 1996, vol. 5, pp. 3 1 12, no. 2 144, 3291 (with illustration) 

A young woman clasps her hands and holds a fan between her fingers. She poses in an 
antique costume with a white shirt with ample sleeves and modest décolleté, adomed with 
a nch string of pearls and precious Stones. It is accented by a rather large teardrop-shaped 
pearl. The fancifil dress places this picture in the tradition of the nonie, or character-head, 
established by Rembrandt in the 1630s. Such paintings were not portraits in the strict 
sense, and the present work was likely not taken from a sitter. Rather, it was likely done 
after an existing painting, the Head of a Young Woman by Jacob Adriaensz Backer, with 
which it compares closely in the features of the sitter and in the strong chiaroscuro 
modelling.' Van Noordt likely produced the present painting shody after his contact with 
Backer, as the style belongs to his early period. The strong light effect, and the dramatic 
curves and curls in the fhric, Wc this work with the Sydney Grant& and DaflIo, and the 
Treul collection Caritas (cat. nos. 29,20), indicating a date of around 1650. 

1. Jacob Adriaensz Backer, Head of a Yang Womm, panel, 59 x 44 cm (oval), 
Stockholm, Nationalmuseum, inv. no. NM 591; see: collection catalogue Stockholm 1990, 
p. 29 1; and: Sumowski 1983-1996, vol. 1, pp. 200, no. 53, 256 (with ibustration). A copy 
of this work, attributed by Bredius to Rembrandt, but since rejected as such, is in Leipzig: 
panel, 56 x 42 cm, Leipzig, Museum der Bildende Künste, inv. no. 1054 (as after 
Rembrandt); see: collection catalogue Leipzig 1995, p. 153, no. 1054. 



Portraits: Groups 

Portrail of Two Sisters and a Bruiher 

Zeist, Slot Zeist, on loan fiom A. baron Baud 

Provenance: 
Zeist, Slot Wulperhorst, Collection of Jhr. H.M. Huydecoper; Soestdijk, Collection of Mr. 
Jean Chrétien baron Baud (by succession) 

Literature: 
Hofstede de Groot 1892, p. 216, no. 15; Wurzbach 1906-1910, vol. 2, p. 243; Decoen 
193 1, p. 18; Staring 1946, pp. 75.77 (with illustration); Pigler 1955, pp. 165-1 66 (with 
illustration no. 14); Sumowski 1983-1 996, vol. 1, p. 142 note 49; vol. 6, p. 3737, with no. 
2405; exhibition catalogue Lyon and Paris 199 1, p. 1 10, note 4 

Exhibitions: 
Amsterdam 19 10, p. 8, no. 28; Amsterdam 1952, pp. 57-58, no. 1 19 

Three children gather in the garden of a country estate. The eldest takes the most 
prominent place, seated on a chair in the foreground centre. She leans her arm on the 
backrest, and tums to look to the nght, where her brother stands behind her. He takes a 
striding pose, and shows himself ready for the hunt, holding up a fdcon in the right hand, 
and keeping a hound on a leash with the leR. To the left appears the second sister, leaning 
against a Stone pilla., and playing a lute. These siblings enjoy the activities and relaxation 
associated with summer retreat to country estates, part of the life of f luent  burgers of 
cities such as Utrecht, The Hague and Amsterdam in the seventeenth century. The most 
prominent example was perhaps Joan Huydecoper, who built the estate Gmdesteijn on 
the Vecht River near Utrecht, which also permitted him to take the title of Lord of 
Marseveen and so join the landed nobility. Here, the wealth and the leisure of the sitters is 
especially declarecl by their Iavish clothllig, with iîs encumbering excess of costly reflective 
fabric. In the distance stands a large country house, which has unfomnately not yet been 
identified. The scene is completed by a fountain with a statue of a Vems Pud'ca. A second 
antique sculpture, the flamboyant bust of an Emperor, rests at the base of a large colurnn 
to the nght. These two pieces attest to the nsing interest in classical sculpture in the 
Netherlands in the second haif of the seventeenth century.' 



This is one of the more dramatic and vibrant portraits in Van Noordt's oeuvre. The overall 
impact is strengthened by the setting of the lighted foreground group agains a dark sky 
filled with biiiowing clouds and accented with the red of an evening glow. A sweeping 
movement is defineci by the diagonal through the figure of the seated girl. Jan van Noordt 
evidently studied this pose by means of a drawing, now in Rotterdam (cat. no. Dl 1). It is 
cornplemented by the active poses of the two other figures behind. The boy with his falcon 
seems to be a later development of the smaller of the two young falconners in the Wallace 
Collection (cat. no. 49).* This relationship points to a date after 1665, which is further 
attested to by the loose brush work in some passages, especidy the fabric. At the sarne 
tirne, the attention to detail in the foreground and costume links this work with that done 
before 1670, so that a date of ca 1667 is plausible. 

1 .  On the role of various members of the Deua family, in imponing sculpture from Italy to 
the Netherlands, see: Bikker 1999, pp. 281,287-290; and Henk Th. van Veen, 
"Uitzonderiijke verzamelingen. Italiaanse kunst en klassieke sculptuur in Nederland," in: 
exhibition catalogue Amsterdam 1 992, pp. 108- 1 09. 

2. Hans Buijs was the first to draw the connection of the older girl's pose to the Boijmans 
drawing, and that of the boy to the Wallace collection painting. See: exhibition catalogue 
Lyon and Pais 199 1, p. 1 10 note 4. 



A Widow wifh her Two Sons (The Widm of Elisha's Servant Implores his Aid) 

Canvas 
118x99cm 

Bordeaux, Musée des Beaux-Arts (inv. no. Bx 1988.3.1) 

Provenance: 
London, collection of Miss Emily Leslie; collection of the First Duke of Westminster; 
Paris, collection of Ad. S. Schloss; Brussels, Myrtil-Schleisinger colkction @y 
succession); sale Srnallenburg (Myrtil-Schleisinger section), Amsterdam (Frederik Muller), 
6 May 19 13, lot 76 (with illustration, as 1 1 5 x 199 crn[sic], by J. van Noon); sale, 
B mssels (Groux), 1 5 March 1 926 (with illustration, as N. Maes); Munich, Collection 
Point, in 1947; sale, Paris (Vente des Domaines), 25 May 1950, lot 65; sale, Paris (Palais 
d'Orsay), 28 March 1979, lot 196 (with illustration); d e ,  Paris (Drouot), 19 June 198 1 
(as attributed to Nicolaes Maes); The Hague, Hoogsteder Gallery (as Jan van Noordt), 
fiom there acquired by the Bordeaux museum in 1988 

Literature : 
Decoen 193 1, p. 16; Sumowski 198301996, vol. 1, pp. 141, 143 note 87, 191 (with 
illustration); vol. 6, pp. 3589, 3645 (with colour illustration); Revue du Louvre, 1988, no. 
4 (announcement of the acquisition) 

Exhibitions: 
Bordeaux 1990, pp. 225-227, no. 65 (with colour illustration); Brussels 1924, no. 105 (as 
Nicolas Maes); Bordeaux and Pau 1995, p. 27, no. 4 (with illustration) 

The original subject matter of this painting was oniy recently made evident. It had been 
thought to be a portrait of a mother and her two chilâren. However, the orientation of two 
of the figures gave the strong suggestion that the canvas was once larger and included 
more figures to the lefi side. Also, the drarnatic poses and passionate expressions gave 
grounds to suspect that a history was being enacteci. These indications were borne out 
when the painting undenvent restoration, after it was acquired by the museum in 
Bordeaux in 1988. Mer the removal of overpaint, part of a standing male figure appeared 
at the left edge. He had been cut off and overpainted before the painting went to auction in 
19 13 .' His appearance and rough costume marks him as a Bîblical figure, whereas the 
woman's dress and pose identifies her as a widow accompanied by ber two sons. 

They enact the Old-Testament story of the widow of Elisha's servant (2 Kings 4: 1-7). 
Facing pressure frorn crediton &et the death of her husband, she appeded to the prophet 



for aid. By miraculously causing a large quantity of oil to materialize, he provided her with 
the means to prevent her creditors fiom taking her two children into slavery. Rembrandt 
portrayed thk theme in a drawing now in Vienna, that became the starting-point for a 
painting by Barent ~abrit ius .~ Although Van Noordt's conception shows some similarities, 
it rather reflects the intluence of Jacob Adnaensz Backer on his style, with its large figure 
scale and movement generated by curved and flowing lines. The figures are also oriented 
more towards the viewer. The uniddieci and specific features of the wornan lead to the 
conclusion that she sat for aportrait historié, accompanied by her two sons, one of whom 
looks up to the figure of the prophet, while the other looks out to the viewer. The scenario 
refers to the partinilar cucumstances of the patron for this work, who must have been 
herself a widow. Ironically, it is a lavish work, dating to the height of Van Noordt's career 
and fashionability among Amsterdam's elite, and thus cmot  reflect poverty on the part of 
the widow. It perhaps does refer to a situation in which the three sitters, bereft of father 
and husband, receive support Born a third party, who plays the role of "Elisha" in their 
lives. Unfortunately it has not yet been possible to identify the thseesorne portrayed here. 

Van Noordt's picture fits into a broader pictorial tradition of "pleading women." The same 
basic group of figures could function as a framework for several similar themes. Van 
Noordt drew directly from paintings that participated in this tradition, for his distinctive 
figure of the widow, and her dramatic pose, kneeling, with arms d o m  and drawn back, 
with open hands, making a pleading geshire. He was likely looking at the Christ and the 
Samaritan Woman by Jacob Adnaensz Backer, and took over Backer's figure of the 
Samaritan woman to the lefi. Backer in tum adopted this figure fiom earlier sources. It 
appears to the nght side of a painting by Pieter Lastman of 1625, of Coriolamrs mtd the 
Roman Women, for which Lastman also made a drawing.' 

The present painting belongs to the beginning of a late phase in Van Noordt's work. He 
began to conceive of his compositions in terms of overall movement and organization. 
This tendency can be obsemed here in the sweeping line running from the dog at the 
bottom right, through the figures of the boy and his mother. It originally continued to the 
arm of the prophet at the left, which is now obscured, but was revealed during the recent 
restoration. A date of around 1670 is also indicated by the confident, fluid brush work, 
which looks ahead to the 1672 Mugnanimity of Scipio in Amsterdam (cat. no. 23). The 
smooth and broad modelling of the figures is nonetheless closer to that seen in earlier 
works of the mid- 1660s. such as the Young Mm and his Dog in Lyon (cat. no. 47). 

1. The catalogue to the 19 13 sale (see provenance) illustrated the picture in its present 
format, but gave a width of 199 cm, which is likely an error, and should instead read 99 
cm, the present width. 

2. Barent Fabritius, Elishri and the Widow of his Servant, canvas, 104.5 x 97 cm, sale, 
London (Phillips) 6 December 1988, lot 42 (with colour iilustration, as Elijah and the 
Widow of Zarephath). The composition matches the middie section of the drawing by 



Rembrandt: EIisha and ihe Widow of his Servant, pen and black ink, 172 x 254 mm, 
Washington, D.C., collection of Dr. Felii Somary: (Benesch, vol. 1, p. 1024 (with 
illustration no. 1 240). ) 

3. See: exhibition catalogue Bordeaux 1990, pp. 226. Jacob Adriaensz Backer, Christ and 
the Sarm&tun Woman, Middelburg, Nieuwe Kerk; see: Sumowski 1983- 1996, vol. 1, pp. 
1 94, no. 9, 2 12 (with illustration). 

4. Pieter Lastman, Corioiutus and the Roman Women, panel, 8 1 x 132 cm, signed and 
dated 1625, Dublin, the Provost, Fellows and Scholars of TNUty College. See: exhibition 
catalogue Amsterdam 199 1, pp. 124-1 27, no. 20 (with colour illustration). A preparatory 
drawing also survives: A Kneeling Woman and a Boy, red chalk, heightened with white, 
on orangish-prepared paper, 265 x 196 mm, Hamburg, Kunstalle (iv. no. 23980); see 
exhibition catalogue Amsterdam 1991, pp. 158-1 59, no. 3 1 (with illustration). This same 
figure was also studied in two drawings in Amsterdam: Pen in brown ink, over a sketch in 
black challq 175 x 165 mm, Amsterdam, Rij ksprentenkabinet; see: collection catalogue 
Amsterdam 1998, vol. 1, pp. 127, 128, no. 278 (as Jacob Simonsz Pynas); vol. 2, p. 152 
(with illustration no. 278); and: black chalk, 236 x 190 mm; see: collection catalogue 
Amsterdam 1998, vol. 1, p. 197, no. 445 (as anonymous); vol. 2, p. 2 19 (with illustration 
no. 44%). 



Portrait of a Mother and Three Children 

Canvas 
106 x 87.5 cm 

Sale, Paris (Hôtel George V: Étude Ader Tajan) 15 December 1993, lot 45 (with colour 
illustration) 

Provenance: 
(Sale, Genoa (Galena Vitelli) 7-12 November 193 8, lot 46 (with illustration)) ; Furst ni 
Schwarzenberg; sale, Lucerne (Galerie Fischer), 20-26 November 1 962, lot 23 26 (with 
illustration plate 5 5, as Jürgen Ovens); sale, Fermor-Hesketh and others (anonymous 
section), London (Christie's), 8 July 1988, lot 37 (with colour illustration, as Jan van 
Noordt) 

Literature: 
Exhibition catalogue Lille, Anas and Dunkerque 1972, pp. 82-83 (with illustration, as Jan 
van Noordt); Sumowski 1983-1 996, vol. 5, p. 3 1 12, with no. 2 14 1 

This unusuai group portrait bars diusions to a theme originating in the Classicai 
iconographicai tradition. A rnother, with her three children around her, sits on a fanciful 
gilded throne, carved in kwabsiijl, also known as the auricular style, which was pioneered 
at the begiMing of the century by the Utrecht silversmith Adam van Vanen. Its 
flamboyant movement lends the scene an exotic, othenvorldly air, which niits the 
iconography . Furthemore, the sitters are al1 dressed ri l'antique, and the rnotherb costume 
even incorporates the daring element of an open bosom. It is especially this element that 
defines her pose as the allegorical figure of Caritas, or the Christian vimie of She 
exemplifies this virtue by devoting herself to nurturing children, in particulas by the giving 
of her mother's rnilk.' Van Noordt's choice of this allegorical fiamework for a portrait 
followed upon other paintings, including one by Paulus Moreelse, of 1621 .) This meaning 
is amplified in the decoration of the throne, which adds an extra, sculpted child. In the 
context of a scene laden with allegory, the carved flower in the backrest of the throne 
could be identified as a sunflower, which was a wmmon symbol of loving devotion! A 
second Virtue, that of Hope, is also represented in the statue in the background le& of a 
woman holding an anchor.' The combination of these two virtues follows a 
recomrnendation in the Dutch version of  Cesare Ripa's Icon~~ogiu.~ 

This conceit borders on the category ofpo~?razt historié, which Van Noordt engaged Ui a 
number of pictures. The classical reference here relates most closely to the painting by 
Van Noordt in Braunschweig, where the sitter poses as the goddess h o .  In that painting 



the reference is made even more explicit by the inclusion of numerous attributes, and by an 
even more risqué level of nudity (cat. no. 14). 

Jacques Foucart was the first to recognize the hand of Van Noordt in this painting. The 
very smooth and broad modeiiing of flesh places its style among the works of 1665-1672. 
The sweeping rnovement points to a later date, as does the organization of the poses of 
the children in a diagonal line. Van Noordt probably painted it around 1670, in the sarne 
penod as the sirnilarly lively f a d y  portrait in Dunkerque (cat. no. 56). The present work 
is much more closely cropped, suggesting that it might have been tnmmed d o m .  

1. Dirck Pers's influentid translation of Cesare Ripa's Iconologin gave examples of how to 
represent Caritas, as a woman clothed in red, a flame nsing fiom her head, holding a child 
under her nght ann and suckling it, with two other children at her feet. See: Ripa 1644, 
pp. 292 S.V. Carita (with illustration), 293. 

2. The Apostle Paul cites the three virtues of Faith, Hope and Charity in 1 Corinthians 
13: 13. 

3. Paulus Moreelse, P orhait of Sophia Herliuig, chiches of N a m u  Dzelt, as Charity, with 
her Three Children, canvas, 140 x 122 cm, signed and dated 162 1, Apeldoorn, 
Rijksmuseum Paleis Het Loo; see: exhibition catalogue Haarlem 1 986, pp. 3 12-3 1 5, no. 
78 (with illustration). 

4. This carved sudower echoes the one appearing in the fiame to Ferdinand Bol's latest 
SelfPortrait, which Eddy de Jongh has demonstrated to be a symbol of  nonsensual love, 
repeating the meaning of the sleeping Cupid in the painting. It referred to the mature love 
of the artist's second marriage: canvas, 128 x 104 cm, Amsterdam, Rïjksmuseum (inv. no. 
A 42). See: Eddy de Jongh, "Bol vincit mnorem," Simiolus 12, 1981-1982, pp. 158-161. 

5. The catalogue of the 1988 sale (see Provenance) describai the statue behind as 
representing Faith. However, the Pers edition of Ripa's Icodogia (see note 1) prescribed 
the figure of Hope, and not Faith, as a maiden holding an anchor. See Ripa 1644, pp. 147, 
S.V. G e l 4  205, S.V. Hope. 

6. Ripa's second figure for Hope takes on some of the attributes for Caritas, with the 
explanation that these two virtues are inseparable from each other. See: Ripa 1644, p. 205, 
S. v. Hope. 



Portraits: Groups 

Portrait of a Family 

Canvas 
160 x 192 cm 

Dunkerque, Musée des Beaux-Arts (inv. no. 732) 

Provenance: 
Collection of the Duchesse de Rochechouart; sale, Park (Palais Galliera), 7 December 
1967, lot 148 (with illustration, as attributed to N. Maes); Paris, Legenhoek (dealer), (as 
Jan van Noordt); acquired by the museurn in 1967 

Literature: 
Foucart and Lacambre 1968, pp. 193 (with illustration fig. IO), 194; exhibition catalogue 
Paris and Amsterdam 1970, p. 274 

Exhibitions: 
Lille, Arras and Dunkerque 1972, pp. 82 (with illustration), 83, no. 45; Dunkerque 1983, 
no. 30 (with illustration) 

Collection catalogues: 
Dunkerque 1974, no. 50; Dunkerque 1976, p. 49, no. 363 

Given the size of this large, multi-figured painting, its condition is surprisingly good. Oniy 
a few areas show Wear, in particular at the bottom right, in the parrot and the hat of the 
boy holding it. Also, the drapery on which the mother sits is finished in a bnght blue glaze 
which seems to have given the artist some difficulty, as it is very uneven and roughly 
painted, especially in cornparison to the confident and fiuid handling in the rest of this 
work. Most of the painting is finished to a high level, leaWig very iittle vulnerable dark 
underpaint. 

Van Noordt portrayed a f d y  of six gathered on a terrace. Trees and foliage in the 
background place the scene in a country estate. The setting is somewhat ostentatious, with 
massive stone columns wrapped in drapery, and in the middle distance a pool with a swan 
and a fountain topped with a classical sculpture. The high social status of the sitters is also 
declared in their lavish dress, which tends towards an excess of fabric, especidy in the 
silver satin dress of the mother, and the brîght r d  cape of the father. The loose-fitting 



designs are suited for the country recreation that occupies this group. The young son at 
the bottom right attends to two pets, a green, yellow and red Amazon Parrot in his han& 
and a hound in front of him.' The young boy to the right holds a riding crop aloi?, for the 
decorative hobby horse he rides; he is appropriately shod with small riding-boots. His 
sister standing behind her crowns him with a weath of flowers. The Light and playfil 
mood is emphasized by the father holding an apple in &ont of his infant daughter, seated 
on her mother's lap, and by her gesture of reaching out with both hands to grab it. The 
artist also seems to have positioned this fnut so as to create a visual pun on the breasts of 
the child's mother, directly adjacent, revealed by the deep décolleté of her dress. The 
casuai atmosphere is associateci with country leisure of wealthy urban dweilers, which 
became increasingly popular in late seventeenth cenhiry Hoiland. Some of the group 
portraits by Jürgen Ovens incorporate spontaneous interactions to convey a sirnilarly 
relaxed mood, and likely inspirecl Van Noordt here? A drawn family portrait by Van 
Noordt shows a similar attitude in the poses of the siaers, and may have been an early 
form of the composition of the present painting (cat . no. D 13). 

Van Noordt painted this large and flamboyant family portrait a few years after the Portrait 
of a Young Man d h i s  Dog in Lyon, of 1665 (cat. no. 47). It shows the strong, brilliant 
light and full smooth modehg that the artist developed in this period. The head of the 
mother is the focal point, modelled with bnght, creamy highlights, blackish shadows, and 
strong glowing reflections. The composition retains the rythmic liveliness of Van Noordt's 
earlier works. The placement of five sitters' heads along a weaving diagonal fiom the 
bottom left to the top right corners points to the development of the artia's later tendency 
to organize rnovement along larger, sweeping Iines. 

1. My thanks goes to Volker Manuth for providing the specific identification of this bird. 

2. Compare with Ovens's Portrait of Colonel Hutchinson and his Fmily, canvas, 1 32 x 
170 cm, signed and dated 1659, Munich, K.O. Bemheimer (dealer), in 1997; and: Portrait 
of a Fmzly,  canvas, 150 x 2 13 cm, signed and dated 165), Haarlem, Frans Halsmuseum, 
(inv. no. 229), see: Schlüter-mttsche 1978, p. 12 (with illustration fig. 4); exhibition 
catalogue Haarlem 1986, pp. 244-245, no. 56. 



Paintings known only through copies 

A Couple Playing Chesr 

Panel 
55 x 46 cm 

Present location unknown 

Provenance: 
Paris, Benedict (dealer), in 1957 (as Gerbrand van den Eeckhout) 

A flamboyantly-dressed couple is absorbed in a game ofchess. This scene of young men 
and women at leisure belongs to the iarger category of the "Meny Company," whose 
tradition and interpretation is discussed in greater detail with respect to Van Noordt's 
Musical Company on a Terrace in Berlin (cat. no. 32). Such images were linked prirnarily 
t O moralization against lasciviousness. This message seems to have been pushed into the 
background in the picture by Van Noordt. 

In his choice of theme, Van Noordt was evidently influenced by the Amsterdam painter 
Gerbrand van den Eeckhout, who painted a number of scenes of card- and backgammon- 
playing. The composition of the present pichire, with the symmetricd arrangement of the 
two figures sitting across from one another at the table, is partinilady close to a now-lost 
painting of Two Officers Piaying Car& last in Amsterdam, and attributed to Van den 
Eeckhout.' 

The stylistic link of this picture to Van Noordt was first recognized by Willem van de 
Watering2 The most comparable example in his oeuvre is the Berlin Compry. The 
characteristic traits of Van Noordt's style of around 1655- 1660 have here been 
transmitted, for example the emphatic suggestion of volume in the figures through 
reflections and soft modelling, and elegantly sweiiing f o m  and curving contours. 
However, these aspects occur here with some exaggeration, combined with weaknesses 
not typical of the artist. Particularly the cursory manner in which facial features have been 
described speak against his authonhip. This is evidently not an original work, but a copy 
of one by Van Noordt that has since been lost . 

1. Attnbuted to Gerbrand van den Eeckhout, Tric-trac Plizyers, panei, (4 1 x 3 3 cm), 
signed and dated 1673, collection of R Laubinger, in 1953; see: exhibition catalogue 
Matthiesson 1953, (not paginateci) no. 26; Sumowski 1983-1996, vol. 2, p. 748 no. 516 
II. 



2. Note of 23 July 1969 with the photo of this painting at the RK.D.. My thanks to 
Volker Manuth for referring me to this picture. 



Copy 2. 

Portrait of Pefrus P r d i u s  (1 6 1 5 - 166 1) 

Known ody through the print by Joan de Visscher: 

Engraving 
390 x 280 mm 
Inscribed: Joan de Visscher sculpsit/ obiit 19 Augusti 166 1/ Ætatis 451 Joan van Noort 
pinxit/ Nicolaus Visscher excudit; with a poem given in Latin and in Dutch by Jacobus 
Heyblocq: 

Iam fatis in tenebris latuit, cui gratia lumen 
Præbuit e grernio cornmiserante Dei. 
Nuper in Arnsteliis sonitu penetrante cathedris 
Hoc gravitas vultu conspicienda ti>it! 
Putet humi, patet in superis, etinare, suisque, 
Simpliciterque latens, tripliciterque patens. 
Hæc tibi picturæque fluunt, O amice! tuæque 
Fudimus, hev gernitus et pia justa neci. 

't 1s lang genoech in't graf, en achter 't kleed geschuilt, 
Dat nu al mim een jaar zijn aangezicht bedekte, 
Waarom zoo rneenig oog zoo bitter heefi gehuilt, 
Hy heeR voor 't sterffelij k het eeuwige geruilt, 
De VOORZON die aan 't Y een iichte star verstreckte, 
Waar toe hem d'Hemelvoocht zoo gunstelijk veawekte. 
Dit pronkbeeld hebt gij by uw Arnstelaars verdient; 
Dus leefl g'ook na uw doot, mijn trouwe harten vriend! 

Jacobus Heiblocq. 

(It's long enough in the grave, and hidden behind the cloth, 
That has hid his face now for around a year, 
Why has so many an eye shed bitter tears, 
He has exchanged the rnortal for the etemal, 
The BREAKING SUN that gave to the Y a bright star, 
For which the Guardian of Heaven so favourably created him. 
Arnong your Amsterdammers, you have eamed this lavish portrait; 
So you also, my faithfid bosom fiiend, live on &er dying.) 

Literature: 
Nagler 1832-1852, vol. 10, p. 265; Muller 1853, p. 205, no. 4298; Wessely 1866, pp. 10, 
I I ,  no. 12; Le Blanc 1889, vol. 4, p. 13 5, no. 12; Hofstede de Groot 1892, p. 212, no. 10, 
2 15, no. 12; Wunbach 1906-1910, vol. 2, p. 243; Holstein, vol. 41, pp. 96-97 (with 
illustration) 



The inscription on this print fier a portrait by Jan van Noordt identifies the sitter as 
Petms Proëlius, minister in Amsterdam Proëlius's father Henricus (1 566 - 1643) was also 
a Reformed Churchpredikant, and his brother Jacobus (1619 - 1652) followed the m e  
profession.' Van Lieburg traced the career of Petrus, through stays in his native t o m  of 
Pijnacker, and Gouda, to a final period in Amsterdam. It was there that he commissioned a 
portrait fiom Jan van Noordt. The date of 1661 on the print does not refer to the original 
portrait, but to the year of Proëlius's death. The print itselfdates to a year later, 1662, 
according to the poem in the inscription, which states that the sitter died a year previous. 

Proëlius draws his right hand up to his heart, a gesture seen in earlier portraits of 
ecclesiastics by Rembrandt, that of Joannes Uyttenbogaert in 1633, and of Johannes Elison 
in 1634. These sitters aii adopt the posture of the conféssor, which descended from the 
iconography of St Jerome in the desert. However, the print reverses the original painting, 
as seen in the fa11 of light from the nght, whereas it was always shown corning from the 
left in the original painting. There, the gesture would have been shown as made by left 
hand. However, it is quite possible that Jan van Noordt had a reproductive print in rnind 
when making the painting, and may have purposely engaged the wrong hand, so that the 
prht would correctly convey the symbolic gesture. 

The printed reproduction communicates many characteristic elements of Jan van Noordt's 
style. The strong light thrown against the column behind the sitter helps to emphasize him, 
and partakes of the greater focus that begins to appear in Van Noordt's work around 
1660. Tendency towards pu@ swelling forms of the hands, however, only enters the 
artist's work around 1659, and cm be seen in the Nystad Portrait of a Woman. The 
original portrait thus Likely dates only a few years before the sitter's death. The sweeping 
lines of drapery folds, in the background and in Proëiius's own clothing, are a more 
general aspect of Van Nwrdtfs style. 

The inscription attests to Proêlius's popularity and status in Amsterdam. Jacob Heyblocq 
(1623 - 1690), its writer, was a teacher of French and Latin in Amsterdam, and is best 
known for his famous album ami~orurn.~ The books in the ri@ background assert the 
sitter's leaming, as does the skull cap he wears, an item long favoured by ecclesiastics and 
acadernics? 

1 . Van Lieburg 1996, p. 197. 
2. See: Heyblocq 1998. 
3. The prominent theologian Joannes Uyttenbogaert, for example, wears a skull cap in the 
portrait of 1633 by Rembrandt, in the Amsterdam Rijksmuseum. See Volker Manuth in: 
exhibition catalogue Kingston 1996, p. 35, no. 2. 



Paintings, which cannot with any certainty be said to be by Jan van Noordt or not by him 

Flora (Ovid, Fasti V, 183-387) 

Present location unknown 

Provenance: 
Sale Hulin de Loo, Brussels (Palais des Beaw-Arts), 29 October 1947, lot 98 (with 
illustration plate XIII, as Govert Flinck, Pomona); sale, Amsterdam (Sotheby- Mak van 
Waay), 1 5- 1 7 June 1982, lot 19 (with lustration, as Govert Flinck) 

Literature: 
Von Moltke 1965, p. 233, no. R43 (as probably by Jan van Noordt or Jacob van Loo) 

A wanly-smiling young woman holds a basket full of flowers in her arms. She wears a 
floral wreath on her head, and a simple dress with a low decolleté, held up by a jewelled 
leather strap. The garment relates to the costumes in Van Noordt's depictions of 
allegorical figures or goddesses of Antiquity, such as Caritas (cat. no. 20), Venus (cat. 
nos. 16, 1 8), and Juno (cat. no. 14). The attributes and dress in this picture point to an 
identification as Flora, the goddess of flowers and gardens, who was associated with the 
blooming of plants in springtirne. She had been Chloris, nymph of the fields, but was 
transformed after her rape by Zephyr, god of the West wind. The most elaborate reference 
to Flora in classical literature is a passage in Ovid's Fasii, in which the poet relates a 
sudden encounter with the goddess, in which she describes herselfto him.' 

At the beginning of the seventeenth century, Van Mander provided artists with a bief 
description of Fiora in his Grondt der Edel wij SchiIder-conîr, the didactic poem at the 
beginning of his Schilderbwckz With her many flowers, she served as an example to 
illustrate the compositional principle of copia or rkhness. Van Noordt would also have 
had access to the description of Fiora provided in the 1644 translation of Ripa's 
Iconologia, which drew more directly fiom the passage in Ovid: 

Off to the side stands a young virgh, 
Who oflen dances, or plays, or hunts, 
This is the season, clad in green, 
Decked with red, white, yeNow flowen. 
Her cheeks blush with Milk and Roses, 
Her teeth are white as pearls. 



Coral sways about her lips: 
She is decorated with a fioral wreath. 
And devotes herself to playfulness, 
In which lustfûl Passion avoids her.3 

Van Noordt may have been influenced by Rembrandt's painting of the same subject in St 
Petersburg (Br. l02).' The pose of the goddess, tumed toward the left, and holding up 
flowers in the nearer arm, is similar to the Rembrandt. 

The modelling of form, smooth, yet with strong transitions, relates to the earliest works by 
Jan van Noordt, especially the Ciritas in Milwaukee (cd. no. 20) and the two earliest 
depictions of C h o n  mad Iphigenia (cat. nos. 24,25). Several details, such as the 
elongated, squared-off fingers, and the soft, spongy handihg of background foliage, 
confirm the comection to these pictures, and point to a date between 1645 and 1650. 
Unfonunately, this painting is known oniy through photographs, and a direct examination 
would be required to corinrm the attribution to Van Noordt. 

1 . See: Ovid, Fpîri, in: Ovid, vol. 5, trans. Sir James George Frazer, 2nd. ed ., rev. G.P. 
Gould, Loeb Classical Library 253, Cambridge, Massachusetts, 1989, pp. 273-287. For a 
discussion of the theme in the work of Titian and other artists, see: Held 1961. 

2. Flora is mentioned briefly as an example ofa rich painting, in Van Mander, Grondt der 
Schi lder-comt, fol. 1 7v, 3 2 : 
"Oock als Z e p b s  Flora comt ontmoe!en/ 
Daer sy hen vwrtïjts meerder on&rcusted 
Et? ghevlerckte Sanghers Aurora grueteni 
Jae ahet de nieu Blomkens de Lucht versoeten' 
De hewtich soeckerd die nue soetheyt lusterd 
Connen niet altijt op Adonis rusted 
Corcus en Smilax sillen sy niet missen/ 
Ajaxen, Hiacinten, noch Narcissen." 
(Also when Zephins cornes to meet FIora 
Where she repeatedly kissed him 
And Singers wearing flowers greet Auroru 
Yea where the new flowers sweeten the air 
The seekers of honey, who yeam for sweetness 
Carmot always stay with Adonis 
Crocus and Smilm they wîii not pa s  by 
Ajax, Hyucinths, nor Nracisn'). 

3. Flora appears in Ripa's Iconologia, under the heading of the season of Spring; see: 
Ripa-Pers 1644, p. 506, (s.v. De Lente. Sccysuen des Jaers): "Oock wort de Lente by 
Flora, die met bluemen rontom besieecken is, .fgbeeid hebbende oock de h&n vol. 
Waw van Ovidius in'f 2 boeck Metamorph gewagh ntaeckt, 't weick vm Anguillare aldus 
is uytgebreyt (Spring is aiso represented as Flora, wwho is stuck di around with flowers, 



and has her hands hi1 as weil. To which Uvid in the second book of his Metkunorphoses 
also aspues, which is thus elaborated by Anguillme): 
" Ter sijàen staet een jonge MaegM. 
Die dickwijIs dmts. of speelt. of jueght. 
Dees is 't Sàysoen, in 5 groen gekleet, 
Met mot, wit geel gebloemt beqreet. 
Van Melck en Rwsen bloost haer wungh, 
Haer t d e n  njn aIs peerlen blmck 
't Korael rontom haer lippen swiert: 
S' is met een bloeme-krans geciert. 
En boert selfom de dattelheyt. 
Waer geyle Min h m  in venneyt." 

4 .  Rembrandt, Flora, canvas, 124.7 x 100.4 cm, St Petersburg, Hermitage (inv. no. 732); 
see: Rembrandt Corpus, vol. 2, pp. 495-503, no. A 93 (with illustration). 



Profile Portrait of a Womm 

Panel 
5 5  x 42 cm. 

Lier, Museum Wuyts-van Carnpen, (inv. no. 66, as Jan Lievens) 

Collection catalogues: 
Lier, 1946, no. 50 (as Rembrandt) 

The profile head in this portrait is very similar to ones that appear in several hiaory 
paintings of around 1660 by Jan van Noordt. The tali forehead, curved bridge of the nose, 
receding chin and protmding upper lip reappear in the fafling woman in the foreground 
right of the Kingston Massacre of the Innocenfs (cat . no. 12), and also in the closest of the 
singing women to the nght in the Triumph of David last in New York (cat. no. 5). WiUem 
van de Watering was the first to draw the co~ection, and reattribute the present work to 
Van Noordt, instead of Lievens, the label it currently bars (it was earlier catalogueci as a 
Rembrandt). In addition, the soft modeiling of Qesh and the loose and movemented fabnc 
of the dress are consistent with Van Noordt's style. However, some uncertainty is raised 
by other elements, espe'ally the stnated description of hair, su unlike Van Noordt's 
suggestion of overall masses, and indeed more characteristic of Lievens. The painting of 
the features aiso yields an uncharactenstically soft effect, whereas Van Noordt ofien 
defined such foms with crisp edges. Lastly, the strong light effect of chiaroscuro, that 
adds drama to so many of Van Noordt's works, portraits as weil, is not present here. It 
remains a possibility, then, that this work is by another artist. 



Portrait of a Woman with a F m  

Canvas 
116x88cm 

Present location unknown 

Provenance: 
Sale M.P. Mersch, Paris (Drouot: Henri Baudoh), 8 May 1908, lot 47 (with illustration, 
as Nicolas Maes) 

The growing demand, in the 1660s, for spirited liveliness and lavishness in portraits, is 
reflected in this portrait of a richly-appointed young woman holding a fan. It must be kept 
in mind that her level of flamboyance likely reflects not only her wealth, but also her 
unmarried state; portraits of married persons, produced in the same context, are typically 
much more sober. Among Van Noordt's own works, the most appropriate comparison is 
with the Portrait of Three Childien now in Zeist (cat. no.), where the girl in the 
foreground is comparably resplendent, and takes a similady dramatic, engaged pose. Both 
sitters Wear a satin gown, a p a l  necklace, a tiara set with pearls, and armbands of 
precious metal set with Stones. In the present work a chain adoms the bodice, rather than 
another string of pearls. Another small difference is the dress, which has clasps at the 
front. The similarities point to a near-conternporary date, likely around 1665 - 1667. 

At the sale appearance of this painting in 1908, it was attributed to Nicolaes Maes, 
undoubtedly on the basis of the movement in the pose. Aspects that point instead to Van 
Noordt, include the strong light effect, the solid masses of drapery, and the 
charactensticdy bulging forms of the nearer hand. The background is severely plain, 
however, giving only a faint suggestion of a column or drapery. It departs from the 
richness typical of Van Noordt in the 1660s, casting a measure of doubt on any re- 
attribution to him. 



Still L$ie with M~~szcal Instruments 

canvas 
87.6 x 8 1.9 cm 

New York, collection of Richard Kitchin, in 1956 

Exhibitions: 
Raleigh 1956, no. 49 (with illustration, as Samuel van Hoogstraten) 

A still-life of musical, schoiarty and painterly objects is arranged on a table in the 
foreground. A songbook, with the distinctive horizontal format peculiar to the type, hangs 
over the front edge, partly covering a study drawing of a nude female. A linle further 
back, sheets of music and a small sculpture of a child rest atop a heavy volume in a lavish 
Ieather binding. To the nght lie a watch, and a palette with its thumb-hole crammed with 
pnceelen, or artist's brushes. Behind them, a violin is propped up at an angle, against a 
globe which is cut off by the nght edge. This collection is contemplated by a young man, 
who rests his head on his elbow, at a window in the background left. He wears a beret, 
which was outmoded by the middle of the seventeenth century but retained its popularity 
among artists. 

The three spheres of music, art, and leamkg are rnixed together, and they are linked to the 
young man. This painting may be a portrait, in which the sitter expresses his interests or 
his profession. It is not clear from the figure whether his features are individual or not, and 
this scene could also be interpreted as a genre-like still-life devoted to the the three 
mentioned themes. More significantly, this combination was embodied by Jan van Noordt, 
who came fiom a musical family and pursued learned themes in his history paintings. It is 
remotely possible that he proffered hirnself here, in the same way as had Samuel van 
Hoogstraten, with a stiIl-life. Unfominately, the attribution to Van Noordt cannot be 
judged on the basis of the reproductions available. 

If it is by him, a date of around 1655 is plausible, judging from the broad handling of the 
figure. Van Noordt would have been around thirty years old, a not-unlikely age for the 
sitter in this painting. 

Several decades later, a painting was produced by Van Noordt's pupil Johannes Voorhout, 
with a foreground still life incorporating references to art (id. 24). Although the figure 
there is a woman, occupied with painting, the scene seems to reflect the influence of the 
present picture, lending some support to its comection (direct or indirect) to Van 
Noordt . ' 



1. Johannes Voorhout, SMLife with a Woman at m b e l ,  canvas, 48.5 x 40.3 cm, 
signed lower right, "J. voorh", Worcester, Massachusetts, Worcester Art Museum (inv. 
no. 1923.209); see: collection catalogue Worcester 1974, vol. 1, pp. 148- 149, no. 
1923 -209; vol. 2, p. 566 (with illustration); and: Kuretsky 1979, pp. 102, no. D-10, 208 
(with illustration, as khannes Voorhout). 



Rejected Paintings 

The FZighf o j h t  and his Daugh~ers (Genesis 1 9: 3 0-36) 

Panel 
32 x 57 cm 
Monograrnmed bottom left 

Present location unknown 

Provenance: 
Sale, Berlin (Lepke), 1 5 May 1928, lot 72, (as Jan van Noordt, Heroische Lanhchqft, 
panel, 32 x 57 cm, signed: "Hinter ein baumbestandenen Hiîgel der Brand von Sodom 
und Gomorrha; vont Loth mit seinen TSchlem orrf der Flucht." [Heroic Lmakcape, 
Behind a woody hiIl the bunllng of Sodom and Gomorrah; in the foreground Lot and his 
daughters in tlight], for 140 M); sale, Berlin (Lepke), 5 February 1929, lot 1 1 (as Jan van 
Noordt, signed, for 300 M); sale Professor van Esmard el al., Berlin (Lepke), 10/11 
December 1929. lot 43 (as Jan van Noordt, signed); sale Mme Berall de Siret et al., 
Bmssels, 15 December 1930, lot 58 (with illustration, plate XXI, as Jan van Noort, 
Paysage avec épisode Biblique représentant la fiute de Loth et ses Filles, monogrammed 
bottom left); sale Paul Frenkel Charnowitz, The Hague (Van Made & Bigneil), 8 
December 193 1, lot 81 (as Jan van Noort [Antwerp 1587 - 1626 Madrid], panel, 33 x 56 
cm, monograrnmed bottom centre, for f 150); sale, Paris, 21 December 1941, lot 83a (as 
Jan van Noordt) 

The monogram, the figure scale and the use of landscape show no links to Van Noordt's 
painted oeuvre. 



Hagar and the A@ (Genesis 2 1 : 9-2 1) 

Canvas 
U O x  ll4crn 

Present location unknown 

Sale, Paris @rouet-Richelieu), 27 April 1989, lot 16 (with colour illustration, as attniuted 
to Jan van Noordt) 

The very large figure scale, and the smooth, broad treatrnent of form bear no relation to 
Van Noordt's style. 



The Levite und his Concubine in Gibeah (Judges 19: 16-2 1) 

Canvas 
69 x 115 cm 

Hamburg, pnvate collection 

Literature: 
Sumowski 1983- 1986, vol. 5, pp. 3 1 1 1, no. 2 136, 3283 (with illustration) 

The attribution of this painting to Van Noordt was fist made by Christian Tümpel. It is 
supported by Sumowski, who draws cornparisons to The Levite cmd his Concubine in 
Gibeah in Budapest (cat . no. R6), and to the Mmy and the Christ Child in Gama (cat . 
no. 1 1). The s m d  figure scale, the soft handihg of form, and the attention to small detail, 
cannot be linked to Van Noordt's style. 



The Levite and hzs Concubine in Gibeah (Judges 1 9: 1 6-2 1) 

Present location unknown 

Provenance: 
Sale, London (Phiiiips), 10 December 199 1, lot 202 (with ihstration, as Jan van Noordt); 
London, Trafalgar Gallery, in 1989; sale7 London (Christie's), 19 Mar& 199 1, lot 92 (with 
illustration); sale, Cologne (Lempertz), 6 December 1997, lot 120 1 (with illustration plate 
23, with the report that Sumowski has changed his mind, and now regards the painting as 
a later autograph version of the Budapest painting, rather than as a variation by an 
unknown artist) 

Literature: 
Sumowski 1983-1986, vol. 6, p. 3753, no. 25 10, 4133 (with illustration, as anonyrnous 
variant of The Levite and his Concubine in Gibeah in Budapest, here cat. no. R6) 

The artist has pursued a suggestion of lighi through chiaroscuro, without achieving the 
strong sense of form typical of Van Noordt. Particularly vague are the building and the 
donkey to the left. 



The Levite and his Concubine in Gibeah (Judges 19: 1 6-2 1 ) 

Canvas 
64.7 x 90.5 cm 

New York, Gutekunst & Co. 

Provenance: 
Collection of Mrs. de Beaumont, Cambridge; sale, London (Christie's), 12 March 1926, 
lot 45 (as Laban, Rebecca rmd Jacob, by G. Flinck, £60.1 8, to Asscher); sale, Cologne 
(Lempertz), 1 December 1927, lot 2 15 (with illustration, as an ItaIian Folk Scene, by 
Victors); Belgium, private collection; sale Sir Francis Dashwood et al. (anonymous 
section), London (Christie's) 4 July 1986, lot 1 (with colour illustration); London, Alan 
Jacobs Gallery 

Literature: 
Collection catalogue Louvre 19294933, vol. 3, p. 42, with no. 1233 (as the Levite in 
Gibeah, by Flinck); Sumowski 1983-1996, vol. 5, pp. 3 11 1, no. 2134,3281 (with colour 
illustration); Sumowski 1986, pp. 24 (with illustration, fig. 3). 25, 36 note 27; Manuth 
l987b, p. 1 14, note 387; Tableau, November 1986, p. 7 1 (with illustration); Van Gent and 
Pastoor 1994, pp. 83, 87 note 58, 13 8 (with colour illustration plate 10) 

Exhibitions: 
FaHi986 CataIogue, London, Alan Jacobs Gallery, 1986, no. 8 (with colour illustration); 
Pictura, Maastricht, 1987; The European Fine Art Fair, Maastricht, 1993, p. 88 (with 
colour illustration) 

The attribution of this painting to Van Noordt by Wdem van de Watering (according to a 
note with the photograph at the R.K.D.) has aood for some time. However, the generally 
even thickness and opacity of the paint speaks strongly against the hand of Van Noordt, 
who typicaily used semi-transparent underlayers, that remained as part of the final image. 
Furthemore, this picture places a strong emphasis on the articulation of deep space; the 
vista to the left includes a convincing plunge to the lower level of the tom.  This 
secondary focus is not developed as much in the one known depiction of the sarne subject 
by Van Noordt (cat. no. 3). In the present painting, it reflects the influence of a version 
painted by Gerbrandt van den Eeckhout of 1658 in Moscow.' 

1. Gerbrand van den Eeckhout, The Levire cmd his Concubine in Gibeah, canvas, 225 x 
232 cm, signed and dated 1658, Moscow, Pushkin Museum (iv. no. 1676). See: 
Sumowski 1983-1996, vol. 2, pp. 721,732, no. 426, 789 (with illustration). 



The Levife and his Concubine in Gibeah (Judges 1 9: 1 6-2 1) 

Canvas 
9Ox l l4cm 

Budapest, Szépmüvészeti Mkeum (inv. no. 9822) 

Lit erature: 
Pigler 1956, vol. 1, p. 128 (as attributed to Gerbrand van den Eeckhout); Sumowski 1983- 
1996, vol. 1, pp. 140, 142 note 59, 164 (with illustration); vol. 5, p. 3 1 1 1, Sumowski 
1986, pp. 24 (with illustration), 25,36 note 27; Manuth 1987% p. 1 14, note 384 

The absorption of detail in figures and landscape is quite uniike Van Noordt's style. There 
are several links to another rejected painting, The Rest on the FIight into Egypt in S t  
Petersburg (cat. no. RIS). The donkey standing behind the field labourer is neariy identical 
to the beast standing behind Joseph, in the St Petersburg painting. That painting bears 
further similarities with the present one, including the broad, heavy handling of drapety, 
and the suggestion of rounded forrn through broad highlights and reflections. Also, the 
seated woman wears a similar flat, low-brimmed hat. The two works are quite likely by 
the same artist. The present work also incorporates a borrowing firom the work of Jacob 
Adriaensz Backer. The artist adapted the head of the field labourer from the figure of 
Hippocrates in Backer's painting of Hippoctates visiting Dernocritus in Abdera, in 
Milwaukee. ' 

1. Jacob Adnaensz Backer, Hipprates visiting Dernocritus in Abdera, canvas, 94 x 64 
cm, Milwaukee, collection of Drs. Alfred and Isabel Bader, see: Sumowski 1983-1996, 
vol. 1, pp. 193, no. 3, 206 (with colour illustration). 



The Levite and his Concubine in Gibeah (Judges 19: 16-21) 

Panel 
89 x 93 cm 

Lille, Musée des Beau-Arts (inv. no. P 1397, as Gijsbert Jansz Sibilla [ca 1598 - after 
16571) 

Provenance: 
Collection of Alexandre Leleu, bequeathed to the museum in 1873 

Literature: 
Sumowski 1983-1986, vol. 6, pp. 3736, no. 2398,4015 (with illustration, as Jan van 
Noordt); Manuth 1987a., p. 114 note 385 (as Gijsbert Jansz Sibilla) 

Collection catalogues: 
Lille 1875, p. 28, no. 75 (as Bramer); Lille 1893, p. 32, no. 100 (as "Genre de Bramern); 
Lille 1984, p. 28 

Exhibitions: 
Lille 1974, p. 84, no. 59 (with illustration, as Gijsbert Jansz Sibilla) 

The scene is set on a hilitop, with figures projecting against the sb. The artist has used 
background architecture to establish a nrong diagonal. In these aspects this painting is 
similar to the Ruth d B o a z  formerly in the Butôt collection (cat. no. RIO). They are 
perhaps by the same artia. 



Nabal Refises to Give Food to David and his Men (I Samuel 25) 

Present location unknown 

Provenance: 
Sale, Zünch (G&L Boilag), 2 1 Apnl 1934, lot 7 1 (with illustration no. XIX, as J. 
Jordaens) 

Literature: 
Sumowski 1983-1996, vol. 6, pp. 3736, no. 2400 (and with no. 2399). 4017 (with 
illustration); Exhibition catalogue The Hague 1992, pp. 264 note 6,265 (Ath illustration 
fig. 36c) 

The 1934 sale catalogue cites an expertise by Cornelius Hofstede de Groot, attributing this 
painting to Jan van Noordt. His view has more recently been supponed by Paul Huys 
Janssen.' However, this unfocused and turbulent composition cannot be placed within Van 
Noordt's oeuvre. It contains some elements of Jan van Noordt's early figure style and 
some of the energetic movement of his late works. The bravery in its depiction of facial 
expressions is greater than is typical for Van Noordt's early works. In contrast, it shows 
none of the rounded volumes that he began to emphasize thereafter. Even by 1660 he was 
building up f o m  with emphatic modulation of tone and wlour, and arong reflections in 
the shadows. Other aspects, such as the angular formation of drapery and edges, show no 
comection with the style of Van Noordt, and spedc strongly against the attribution to him. 

1. See exhibition catalogue The Hague 1992, p. 264 note 6. 



The Diso bedient Prophet (I Kings 1 3 : 24) 

Canvas 
115 x 154cm 
Signed and dated: ian. V. Noort f 1653 

Gama, Gavm Casile Foundation (hv. no. 5413-2) 

Provenance: 
Gavnra, collection of the Baron Redz-Thott 

Literature: 
Hofstede de Groot 1892, pp. 2 12, no. 8,217-2 18, no. 23 (as possibly by another J. van 
Noort); Wurzbach 1906-1910, vol. 2, p. 243; Bauch 1926, p. 68 note 92; Decoen 193 1, p. 
18; Sumowski 1983-1986, vol. 1, pp. 140, 142 note 63, 168 (with illustration); vol. 5, p. 
3113, withno. 2147 

Collection catalogues: 
Gavnnr 1876, no. 85; Gavw 1914, no. 119 

The small figure d e ,  and the emphasis on landscape, tie this picture stylistically to two 
other paintings that have been attributed to Jan van Noordt: The Shepherds at a Fmmtain 
in the Joseph Steiner collection in Rottenburg (cat. no. R39), and the Lumkccrpe with 
Shepherd m>d Milknaid (cat. no. R3 8). It also shows the same block-lettered signature, 
spelled without the "d." These works can be reattributed to a second anist, identifiable as 
Jan van Noort. ' 

1. See Chapter Two, pp. 42-43. 



Ruth und Boar (Ruth 2: 10) 

Oil on copper 
32.2. x 38 cm 

Present location unknown 

Provenance: 
Sale, Viema (Dorothewn), 4-7 December 1973, lot 91 (with illustration, as Claes 
Cornelisz Moeyaert); St. Gilgen, collection of F.C. Butôt; sale, Amsterdam (Sotheby's), 
1 6 November 1993, lot 9 1 (with colour illustration) 

Literature: 
Butôt 198 1, pp. 18, 204, no. 83, 205 (with colour illustration, as Jan van Noordt); 
Sumowski 1983-1986, vol. 6, pp. 3736, no. 2399 (also with no. 2398), 4016 (with 
illustration, as Jan van Noordt) 

The attribution of this painting on copper to Jan van Noordt was first made by Wiem van 
de Watenng (in a note with the photograph at the RKD.). The composition and the 
setting are similar to the painting of The Levite and his C m b i n e  in Gibeah in Lue (cat. 
no. R7). The stiff, angular folds of drapery are quite unWre Van Noordt's style. The figure 
and facial types, and also the distinctive use of a pinkish-red colour, point instead in the 
direction of the Haarlem painter Hendrick Heerschop (1 620/21 - after 1672).' 

1. This attribution was suggested to the author by Albert Blankert, in an oral 
communication. 



Esther ai her Toilette (Esther 5: 1) 

Panel 
105.5 x 78 cm 

Private Collection, Europe 

Provenance: 
Possibly: sale Van den Branden, Brussels, 13 April 1801 (Lugt 6234), lot 227 (as Govert 
Flinck, Une femme qui se foit cozffer par sa chambrière, panel, for Fr 70=0, to Deroij); 
London, Hallsborough Gallery; sale, Milan (Finarte), 24 Odober 1989, lot 29 (with colour 
illustration, as circle of G. Flinck); The Hague, Hoogsteder & Hoogsteder Gallery, in 1992 

Literature: 
Sumoski 1983- 1986, vol. S., pp. 3 1 1 1, no. 2 135, 3282 (with illustration); Sumowski 
1986, pp. 22 (with illustration fig. l), 23. 36 note 23; Boonen 1994, p. 1 18 note 9 

Exhibitions: 
The Hague 1992, pp. 54, 258-261, no. 35 (with colour illustration, as Jan van Noordt) 

This strongly-lit scene borrows some of its strength of composition from Rembrandt's 
painting of the same theme, in Ottawa.' The artist adopted the strong pyramidal grouping 
of Esther and her servant, and balanceci it with a table to the left. He fûrther elaborated the 
scene by placing the bed behind, and on the table a lavish dl-life, which includes Adam 
van Vianen's famous Nautilus Cup of 1614: The meaning of this scene was for a time 
conceaied by a restorer's aiterations. The background with the bed was overpainted, and 
Esther's gaze was redirected towards the mirror. An historical scene was thus converted 
into an allegorical genre scene of Vanitm. 

The setting and light of this scene are related to the Susanna und the Elders in Leipzig 
(cat. no. 7). It features the same pattern of searns in a stone floor, and a comparable 
concentration of light on the main figure. The handling of figure and drapety nonetheless 
diRer noticeable. The present picture contains none of the sinuous of drapery folds, 
drarnatically accented by strong chiaroscuro. The modehg of the face and figure is also 
done in a consistent neutral white colour, unlike the contrasts of cool and warm tones 
typical of Van Noordt. The handling of paint is dry and stiff in areas of shadow, which 
Van Noordt usually brushed in fluidly, in semi-transparent paint. The present picture 
cannot be attributed to Van Noordt, but it can be placed in the circle of artists around 
Flinck and Backer. 



1. Rembrandt, Esther, canvas, 108.5 x 92.5 cm, signed and unclearly dated 1633, Ottawa, 
National Galiery of Canada (inv. no. 6089); see: Rembrandt Corpus, vol. 2, pp. 266-275, 
no. A64 (with illustration). 

2. See cat. no. 10, note 2. 



A Priest Before a King 

Panel 
86.5 x 142.5 cm 

Present location unknown 

Provenance: 
Sale Metropolitan Museum of Art et al. (anonymous section), New York (Christie's), 10 
June 1 98 3, lot 1 1 3 (with illustration, as Johannes van Noordt) 

To judge by the many-figured composition and the emphasis on classical architecture, this 
painting perhaps belongs to the first quarter of the seventeenth century. 



Tobias is Frightened by fhe Fish (Tobit 6: 2-3) 

Canvas 
80 x 100 cm 

Present Iocation unknown 

Literature: 
Sumowski 1983-1986, vol. 6, pp. 3736, no. 2402,40 19 (with illustration) 

Sumowski based his attribution to Van Noordt on a cornparison with the GrmzciQ and 
Da~jlfio in Sydney (cat. no. 29). However, it does not display the same Fuii modelling of 
the figures. Although it was previously known as a Govert Flinck, it perhaps stems from 
an artist frorn the group amund Lastman. The composition of this painting is indebted to 
Lastman's depiction of the sarne theme, in Leeuwarden. ' 

1 . Piet er Lastman, Tobim pullhg the Fishfrom the Wafer, Panel transferred to canvas, 78 
x 10 1.5 cm, signed and dated 16(?)3, Leeuwarden, Stichting Museum het Pincessehof, 
Ottema-Kingma collection; see: exhibition catalogue Amsterdam 199 1, pp. 90-9 1. no. 3 
(with colour illustration). 



The Depture  for the FIight inio E m !  

Canvas 
72 x 63 cm 

Munich, Staatliche Gemaldesdungen (inv. no. Rembrandt-Schule no. 197) 

Provenance: 
Düsseldorf, Collection of Johann Wilhelrn von Pfalz-Neuburg Elector Palatinate (1658- 
1 7 16), in 1 7 16 (as J. Jordaens); Munich, in 1822 (as Bartolommeo Schiadone) 

Literature: 
Van Go01 1750, vol. 2, p. 536 (as Jordaens); Decoen 193 1, p. 18; Peltzer 1937, pp. 269- 
270, 275-276, no. 22 (suggested attribution to Paudiss, under the influence of Rembrandt 
in the 1650s), 279 (with illustration no. 17); Sumowski 1983-1996, vol. 5, pp. 3 1 1 1, with 
nos. 2 1 37 and 2 138,3284 (with illustration, as Jan van Noordt) 

Collection catalogues: 
Düsseldorf 1 7 16; Diisseldorf 17 19, p. 16 (not paginated), no. 64 (as Jordaens, 2 FuD 6 
Zoll x 2 FuB 2 Zoll [78.5 x 68.3 cm]); DUsseldorfT 1778, vol. 1, p. 348, no. 343; vol. 2 
(with illustration, plate XXV, engravbg by Chr. von Mechel, as Jordaens, 2 p 2 po x 1 p 
11 po [68.3 x 60.2 cm]); Munich 1845, p. 310, no. 612 (as Bartolomeo Schidone [ca. 
1 570 - 16 1 51); Munich 1885, p. 73, no. 334 (as Rembrandt school) 

This scene is mostly painted in dark, translucent colow. The areas of highlights, reflecting 
the iight cast from the Iantem in the foreground, and by the hearth in the hut to the right, 
are painted in a flat, pasty technique, quite atypical for Van Noordt. The red made of 
Mary contrasts with, for example, Van Noordt's fluid modelling with sharp reflections, in 
the red dress of the girl in the Kingston Saty and the Peasant Fmily (cat. no. 19). The 
head of Mary, with its thick and unmodulated application of highlights, gives a flat effect, 
also seen in the head of the child. The lirnited range of colour, with only some orange, red 
and biue distributed sparsely in the figures and the foreground detds, is also unüke Van 
Noordt, who typically capitalited on sharp colour effects. 



The Rest on the FZighf into E g p t  

St Petersburg, Hermitage (iv. no. 3072) 

Provenance: 
S t Petersburg, Semenov collection 

Literature: 
Sumowski 1956, pp. 256,268 (with illustration no. 5, as Barent Fabritius); Sumowski 
1959, p. 290 (as not by Barent Fabntius); Blankert 1976, pp. 97, 153, with no. A 20 (as 
Jan van Noordt, attribution by Wülem van de Watering); Sumowski 1983- 1996, vol. 1, 
pp. 140, 142 note 65, 171 (with illustration); Sumowksi 1986, pp. 23 (with illustration fig. 
2), 36 note 25 

Selected collection catalogues: 
Semenov 1906, pp. XCII, 67, no. 157 (with iIlustration, as Barent Fabritius); Hermitage 
1958, p. 284, no. 3072 (as possibly by Barent Fabritius) 

A number of aspects link this painting with the Levite md h k  Cuncub»te i~z  Gibeah in 
Budapest (cat. no. R6). The donkey is nearly identical, and the figures of the Mary and the 
concubine bear many resemblances to one another. The two paintings also share stylistic 
elements, such as a tendency towards rounded contours of figures and foms, givhg a sofi 
effect, and a penchant for attentiondrawiag foliage and stiU-life detail. In these respects, 
both works can also be distinguished fiom Van Noordt's oeuvre. Sumowksi rightly draws 
a cornparison to two other attributions to Van Noordt, the Esther at her Toilette last in 
The Hague (cat. no. R1 l), and the Depmncre for the Flight into Egypt in Munich (cat. no. 
R M), which are here rejected. 



Mary, Elizabeth, and St John 

Canvas 
73.7 x 56.5 cm 

Present location unknown 

Provenance: 
Collection of A.L. Finlayson; sale Edward Dent et al. (anonymous section), London 
(Christie's), 14 March 1930, lot 21 (as Gerbrand van den Eeckhout); sale The Earl of 
Bradford et al. (anonymous section), London (Christie's), 18 December 1980, lot 188 
(with illustration, as Jan van Noordt); sale Angus Acworth et al. (anonymous section), 
London (Christie's), 19 March 1982, lot 22 (with illustration, as Johannes van Noordt); 
The Hague, Hoogsteder & Hoogsteder Gallery, in 1992 

Literature: 
Sumowksi 1983- 1996, vol. 3, pp. 2227, no. 1495,2250 (with colour illustration) 

Exhibitions: 
The Hague 1992, pp. 60,272-275, no. 38 (with colour illustration, as Jürgen Ovens) 

The facial types, the abmpt transitions of tone and colour in the modelling, and the distinct 
use of yellow ochre are more reminiscent of Jürgen Ovens than Van Noordt, and support 
the reattribution to Ovens, by Paul Huys  anss sen.' 

1. See: exhibition catalogue The Hague 1992, pp. 272-275. 



SI John rhe Baptist Preaching 

Panel 
49.5 x 65 cm 

Oldenburg, Landesmuseum fur Kunst und Kulturgeschichte (iv. no. 1 5.649, as Backer) 

Literature: Bauch 1926, p. 3 1, no. 9 (with illustration plate, as Backer); Schatborn 1979, 
p. 125 (with illustration fig. 10); Rembrandt Corpus, vol. 3, p. 82 (with illustration fig. 1 1, 
as Jan van Noordt); Sumowski 19834996. vol. 1, pp. 140, 142 note 53, p. 162 (with 
illustration), vol. 4, p. 3588 

Collection catalogues: 
Oldenburg 1966, p. 87 (with illustration, as Backer) 

The starting point for this conception of the Sermon of John the Baptist was the 
composition of the famous painting by Rembrandt of the sarne theme, now in Berlin, 
which was well-known in its own time.' The artist took over from Rembrandt's painting 
the pose of John the Baptist and his placement on a hillside to the right, the group of 
Pharisees in the foreground, and the river and waterfall in the background. Most telling is 
the appropriation of the expressive, cursory handling of John the Baptist, evoking his 
simple desert existence and his raw emotion in admonishing his audience. Rembrandt 
began his painting around 1634, and Mshed it shortly thereafter. The Rembrandt 
Research Project has speculated that this painting perhaps reflects the original composition 
of Rembrandt's grisaifle before he enlarged it.' Not taken into consideration was the 
implication that this painting, attributed to Van Noordt, must have been made in 1634. 
Van Noordt was only ten years old at the tirne, so that his authorship can be dismissed. 

1. Canvas, 62.7 x 8 1.1 cm (enlarged from 3 9.8 x 49.5 cm), Berlin, Gemaldegalerie 
S t aatlic he Museen Preussischer Kulturbesitz; see: Rembrandi Corpus, vol. 1, pp. 70-8 8, 
no. A 106 (with illustration). The fme of this work is indicated by its appearance in near- 
contemporary texts; see: Hoogstraten 1678, p. 183; and: Houbraken, vol. 1, p. 26 1. 

2. Rembrandt Corpus9 vol. 1, p. 82. 



Canvas 
69 x 85.5 cm 

Present location unknown 

Provenance: 
Sale, Viema (Dorotheum), 7-8 November 199 1, lot 278 (with colour dustration); 
Milwaukee, Collection of Dn. Alfred and Isabel Bader; sale, London (Christie's), 4 July 
1997, lot 242 (with colour illustration, as Jan van Noordt) 

Literature: 
Sumowski 1983- 1986, vol. 6, pp. 373 5,  no. 2396% 40 13 (with colour illustration, as Jan 
van Noordt) 

The thick, impasto application of paint, and flatly-modelled areas, are unrelated to Van 
Noordt's work. 



Christ and the Samaritan Woman ut the Weil 

Panel 
51 x64cm 

Present location unknom 

Sale, Lucerne (Galerie Fischer), November-December 1967, lot 2299 (with illustration 
plate 50, as Jan van Noordt); sale, Lucerne (Fischer), 2 June 198 1, lot 477 (with 
illustration) 

The broad modelling and abstracted forms d8er strongly fi-om Van Noordt's figure style. 



Christ arid the Cunaanite Woman 

Panel 
75.5 x 123.5 cm 
Signed "v. Oort" 

Utrecht, Rij ksmuseum Het Cathuijneconvent (inv. no. SCCs. 12) 

Provenance: 
Greenville, South Carohna, Bob Jones University Collection (as H. ter Brugghen); The 
Hague, Hoogsteder & Hoogsteder Gallery 

Literature: 
Sumowski 1983-1986, vol 6, pp. 3526, 353 1 note 54; Dirkse 1980, p. 76-78 (with colour 
illustraton, as Jan van Noordt); Dirkse 1997, pp. 13- 16 (with iliustration) 

Exhibitions: 
Utrecht 1989, pp. 88-91, no. 19 (with illustration, as Jan van Noordt, ca. 1650, an 
uncharacteristic work) 

This painting has k e n  reattributed convincingly by Paul Dirkse, to the Utrecht painter 
Willem van Oordt. Dirkse based his reattn%ution on a cornparison of the figure style with 
several signed drawings by this anis.' 

1 .  See: Dirkse 1997, passim. 



Canvas 
82 x 70 cm 

Amersham, Buckinghamshire, England, collection of Ms. H. C . W. D d y  

Provenance: 
Sale The Right Honourable The Countess of Southesk et al., London (Christie's), 19 June 
1942, lot 124 (as Carel Fabritius); London, collection of Dr Ephraim Schapiro, in 1953; 
sale, London (Christie's), 18 May 1979, lot 2 12 (as Jan van Noordt, 90.8 x 69.8 cm); sale, 
London (Christie's), 1 5 December 1976, lot 34 (with illustration plate 1 8, as Jan van 
Noordt, 90.1 x 69.9 cm) 

The angular quality of the drapery folds, the facial types, and the broad, Bat lighting of the 
figure of Christ, suggest that this painting was not done by Jan van Noordt. At the R.K.D. 
this work is also placed under the narne of Egbert van Heemskerck (ca. 1634 - 1704), 
which is aiso unlikely. 



Canvas 
115 x 91 cm 

Present location unknown 

Provenance: 
With an Amsterdam dealer in 1935; Lucerne, in 1945; Zürich, Bruno Meissner Gallery, in 
1991 

Literature: 
Staring 1946, p. 81 (as Jan van Noordt); Wishnevsky 1967, pp. 68, 169, no. 24 

The abstracted facial features, the soft effect of light and the broad modeiiing of the figure 
point to the possibility that this painting was produced by a Haarlem artist, under the 
influence of classicizing painters wch as Pieter Fransz de Grebber (1600 - 165 1/52). At 
the R.K.D., this work is also placed under the name of Isaac Luttichuys (1616 - 1673). 



Jupiter mtd Mermr-y in the Hmse of Philemon cmd Baucis (Ovid, Metamorphoses, 8, 
630-724) 

Canvas 
80 x 67 cm 
Falsely signed, botîom lefi: Jordaens P. 

Helsinki, Sinebrychoff Museum (inv. no. A I 1377, as Jan van Noordt) 

Provenance: 
Gohle collection 

Literature: 
Sumowski 1983-1986, vol. 5,  pp. 3 1 1 1, no. 2139,3286 (with illustration, as Jan van 
Noordt); Sumowski 1986, pp. 3 1, 32, 37 note 45; exhibition catalogue Bordeaux 1990, p. 
226 note 4; exhibition catalogue Utrecht 1993, pp. 239,241 note 5 

Collection catalogues: 
Helsinki 1988, p. 85 (with illustration) 

The composition of this painting is adapted freely from the depiction of the same theme by 
Adam Elsheimer.' The artist apparently knew the reproductive print by Hendrick Goudt, 
and followed its left-to-right orientatiom2 The false signature indicates that the artist was 
once thought to be Jacob Jordaens. This painting a h  cannot be attniuted to Jan van 
Noordt . His style has little in common with the hard, exagerated musculature, and the 
pursuit of detail, in this picture. Another work showing these characteristic, the Juno a s h  
Jupiter for Io as a Gifi in Paris (cat. no. RB), can tentativeiy be given to the sarne, 
anonymous, art kt. 

1 . Adam Elsheimer, Jupiter and Mercuty in the House of Philemon and Baucis, oil on 
copper, 16.9 x 22.4 cm, ca. 1608f09, Dresden, Staatliche Kunstsammlungen; see: 
Andrews 1977, pp. 34-36, 153-154, no. 24 (with illustration plate 87) 

2. Hendrick Goudt, after Adam Elsheirner, Jupiter and Mermry il2 the Hmse of Philemon 
and Bmcis, engravhg, 164 x 220, dated 16 10; see: Holstein, vol. 8, p. 156, no. 6 (with 
illustration). 



The Judgernent ofParis (Homer, IIiad, 24,25-30) 

Canvas 
146.5 x 114 cm 

Present location unknown 

Provenance: 
Sale, Paris (Hôtel Drouot, Étude Tajan), 23 June 1997, lot 76 (with colour illustration, as 
Jan van Noordt [Amsterdam 1562 - 1641)) 

The sale catalogue entry attributes this Italian-looking picture to an artist who lived in 
Amsterdam from 1562 to 1641, reflecting some confiision about his identity. 



J i m  ush Jupiter to give her lo as a Gift (Ovid, Metmorphoses, 1, 6 16) 

Canvas 
I l 3  x 108 cm 

Paris, Louvre (inv. no. RF 1973-3) 

Provenance: 
Paris, collection of A Stein (dealer); given to the Museum in 1973 

Literature: 
Sumowski, 1983-1 996, vol. 1, pp. 140, 143 note 73, 179 (with illustration); Sluijter 1986, 
pp. 55,394-395 note 10; Sumowski 1986, pp. 3 1.37 note 44; exhibition catalogue Paris 
1990, p. 226 note 5; exhibition catalogue Utrecht 1993, pp. 239,241 note 6 

Collection catalogues: 
Paris 1979, p. 98 (with illustration) 

The composition of this painting is indebted to a depiction by Pieter Lastman, of the same 
t heme* in London. ' As with the Jupiter and Mercuv in the House of Philemot1 and 
Baucis in Helsinki (cat. no. R23), the hard musdarky of the figure, and the attention to 
detail, distinguish this work fiom the style of Van Noordt. 

1.  Pieter Lastman, Juno mks Jupiter to give her Io as a Gijt, panel, 53 x 76 cm, signed 
and dated 16 18, London, National Gallery (mv. no. 6272); see: collection catalogue 
London 1973, p. 359, no. 6272 (with illustration). 



Bacchus a d  Ariarlne (Philostratus the Elder, Imagines, 1, 1 5) 

Canvas 
81.5 x 67.5 cm 

Warsaw, Museum Narodowe 

Provenance: 
Amsterdam, collection of "M.D."; sale, Amsterdam (A. Mak), 23 April 1929, lot 63 (as 
Jan van Noordt, Bacchus et Ariane, canvas, 80.5 x 68 cm: " D m  un site boisé, Ariane en 
train de se déshabiller pour prendere un bain, est stl~prise pm Bacchus Le j m e  dieu 
entitkement )tu, les reins couverts de pampres s'&esse à Ariane qui s'empresse de 
s'envelopper le corps d'un manteau en velours pourpre. Pur terre, un manteau vieil or et 
un châle vert mgfais. " f 2 10.- to Van Diemen); Kenna, Schmit Collection; sale, Viema 
(Dorotheum), 6 Odober 1942, lot 4 (with illustration no. 17, as Jacob Adriaensz Backer) 

Literature: 
Janina Michaikowa, "Nouvelles Acquisitions du Département de la Peinture Européenne 
1963- 1969," Bulletin du Musée National de Varsovie XI, 1970, pp. 30, no. 2, and 3 1 
(with illustration); Murdzeiiska 1970, pp. 97-106; Surnowski 1983-1986, vol. 1, pp. 140, 
142 note 66, 173 (with illustration); vol. 6, pp. 3735, with no. 2397; Sumowski 1986, pp. 
23, 36 note 25 

The attribution of this picture to Jan van Noordt was first made by Kurt Bauch.' The 
alternative attribution by Cornelius Hofstede de Groot (in a note with the photograph at 
the R.K.D.) to Jacob Adriaensz Backer, was adopted by Janina Michalkowa.* Backer is a 
more likely candidate for the authorship of this painting, given the loose fluid handling of 
the fabric on the ground and draping Ariadne, and the heavy-eyelids of both figures. 

1 . Bauch suggested Van Noordt in a note with the photograph of this painting at the 
R.K.D.. 

2. See Literature. 



Canvas 
198 x 325 cm 
Monograrnmed "I.W." on the bundle carrieci by the black semant in the bottom right 

Budapest, Szépmüvészeti Mkeum 

Provenance: 
Budapest, collection of Dr. Béla Hermann 

Literature: 
Miîvezet 4, 19 15. p. 3 1 1 (as Victor Wolfoet); Pigier 1955, pp. 169-1 86 (with illustration, 
as Jan van Noordt); Pigler 1956, pp. 407 (with illustration), 409; Czobor 1967, p. 35 1 
note 5; Wishnevsky 1967, pp. 95, 223, no. 140; Golan 1994, pp. 204-207,290 (with 
illustration fig. 48, as Jan van Noordt); exhibition catalogue Perth, Adelaide and Brisbane 
1997, p. 110 note 2 

Collection catalogues: 
Budapest 1968, p. 493 (as Jan van Noordt) 

Andor Pigler based his attribution of this painting to Jan van Noordt on a reading of the 
monogram as "1 V N."' It should rather be read as "1 W." The difference between its style 
and that of other paintings by Jan van Noordt was not lost on Pigler, who explaineci it by 
characterizhg the mist as lacking a strong personality. However, and Pigler's attribution 
to Van Noordt must be discarded. The difise composition, the distinctive facial types, 
and the awkward poses do not connect to Van Noordt's style. 

The two figures in the centre are quite likely portraits, despite Piglefs surprising assertion 
that bourgeois Dutch patrons would not have deigned to be portrayed as prisoners of 
wu.* 

1. See Pigler 1955, p. 184. 

2. See Pigier 1955, p. 184. 



Hippocrates visiting h o c r i t u s  in Abdera 

Canvas 
80.5 x 63 cm 

Europe, Pnvate Collection 

Provenance: 
Reported as with a dealer in Berlin, 1932; Duisburg, Henle Collection; sale, Lernpertz, 
(Cologne), 2 1 June 1990, lot 107 (with illustration, as Jan van Noordt); The Hague, 
Hoogsteder & Hoogsteder (dealer) 

Literature: 
Blankert 1967, p. 4 1 note 2 (as Jan Pynas); Sumowski 1983-1996, vol. 6, pp. 3 73 5, no. 
2397, 3736, with no. 2399,401 4 (with colour illustratio~ as Van Noordt); Sumowski 
1992, p. 54 

Exhibitions: 
Cologne 1964, no. 29 (with illustration, as Jan Pynas, Ca. 1650-1 6 10); exhibition 
catalogue The Hague 1992, pp. 262-265, no. 36 (with colour illustration) 

The composition of this painting follows the interpretation of the same theme by Pieter 
Lastman.' in both paintings the scene is set at the bonom of a bill, which rises to the edge 
of a town in the background, where onlookers are gathered. The art ist of the present work 
evoked the unstable, leaning pose that Lastman devised for Hippocrates, about to address 
his subject. He also went a step fùrther, by having the doctor raise his finger in a gesture 
of address. 

One of the motifs of the present painting, the profile head of Democntus, came from a 
work by Lambert Iacobsz, the tacher of Backer who spent most of his tirne in the Frisian 
capital Leeuwarden. The artist adapted the head of the aged prophet in The Disobedienl 
Propher now in ~rnsterdam.' 

These influences suggest that this painting was likely made in the first half of the 
seventeenth century. It was at this tirne that the subject matter reached its greatest 
popularity in the circle of Lastman and ~ o y a e a d  This penod precedes Van Noordt's 
activity as an mia. There are also styliçtic reasons for dismissing Jan van Noordt as the 
author of this work. The artist emulated Lastman's light tonality and his use of opaque 
colours mked with white throughout his scenes. Iri contrast, Van Noordt tended to build 
up his pictures with underlayers in dark, translucent paint, much of which remained in the 
final image. Here, the lighted forms in the foregound show an especiaily heavy application 
of impasto paint, painted directly, without the modulation typical of Van Noordt. In the 
figure of Dernocritus, this manner of handling yields a hard, stiffeffect. In particular, the 



face and hands do not show the sofl modelling that Van Noordt reserved for flesh, even in 
his earliest pictures. Another feature distinguishing this work from Van Noordt's oeuvre is 
the heavy use of yellow ochre, distributed throughout the landscape. 

The sheep in the foregrouad, one of the painting's most salient details, had been covered 
up by a previous owner or dealer, evidently to help seil the painting to a public with 
sensitive taste. It was uncovered d u ~ g  a recent restoration. 

1. Pieter Lastman, Hipprates visiting Dernocritus in Abdera, canvas, 1 1 1 x 1 14.5 cm, 
signed and dated 1622, Munich, Berkheimer Gallery. See: A. Tümpel 199 1, pp. 1 10- 1 1 1, 
no. 13 (with colour illustration). 

2. Lambert Jacobsz, R e  Prophetfrom Bethel meets the M m  of God, canvas, 82.5 x 1 1 1 
cm, signed and dated 1629, Amsterdam, Museum het Rembrandthuis, on loan from the 
Eüjksmuseum (inv. no. 1293a). 

3. For paintings by Lastman and other Amsterdam artias of his generation, and the most 
incisive discussion of the textual sources for this theme, see Broos 199 1. 



Nero FidIing During the Bunting of Rome 

Panel 
90 x 54.5 cm 

Present location unknown 

Provenance: 
Sale, London (Philips), 27 October 1980, lot 17 (as Jan van Noordt) 

The exaggeratedly muscular physique of Nero does not accord with Van Noordt's 
approach to the male figure. The abrupt transitions of tone in the m o d e h g  produces a 
flattening of forms, at variance with the ripe, rounded foms typical of Van Noordt. 



Canvas 
98 x 76 cm 

Sale Smith Barry et al. (anonymous section), London (Sotheby's), 12 July 1972, lot 83 (as 
Jan van Noordt, me Madonm w ~ d  Child with Childen: "The Madonna in blue, kissing 
the hand of the Child standing on a cushion before her in a pink tunic, a child on either 
side o f  her.") 

This painting is a copy of Jiirgen Ovens's Ciritas of  1657 in ~udapest.' 

1 .  Jürgen ûvens, Curita.s, canvas, 89 x 74 cm, signed and dated 1657, Budapest, 
Szépmüvészeti Museum (inv. no. 191); see: Sumowksi 1983-1996, vol. 3, pp. 2226, no. 
1490, 2245 (with colour illustration). 



Canvas 
178 x 194 cm 

Europe, Private Collection 

Provenance: 
Sale, London (Sotheby's), 4 April 1984, lot 52 (with colour illustration, as Jan Cossiers); 
The Hague, Hoosteder & Hoogsteder Gallery; Germany, private collection 

Literature: 
Sumowski 1983- 1986, vol. 5, pp. 3 1 1 1, no. 2 138, 3285 (with colour illustration); Te Poe1 
1986, pp. 32, 62, no. 29,95 (with illustration no. 37); Sumowski 1986, pp. 27-33 (with 
colour illustration p. 29 fig. 9), 36 note 35 

Exhibitions: 
The Hague 1992, pp. 266-269, no. 37 (with colour illustration); Utrecht 1993, pp. 236, 
239-24 1 ,  no. 46 (with colour illustration) 

Sumowski's 1996 article on Van Noordt's paintings focused on his reattribution of this 
large-sale depiction of Granih and DaifiIo, from the Antwerp painter Jan Cossiers 
( 1600 - 167 1) to Jan van Noordt. Hoever, it does not display Van Noordt's fluid handling 
of serni-transparent paint, and his rounded modelling of forms. Especially the two figures 
to the right show a dry, stiff technique. ûther aspects that speak against the attribution to 
Van Noordt include the large figure scale, which has the figures crowd the fiame, as well 
as the unresolved modeilhg of drapery, in particular in the costume of Granida. The 
former attribution to Cossiers is also not satisfactory. 



A Lody at her Totlet (A llegory of Vanitas) 

Canvas 
82 x 74.5 cm 

Present location unknown 

Provenance: 
St Petersburg, Semenov Collection, before 1932; Berlin, collection of the Elector 
Schaumburg-Lippe; sale, Berlin ( H e m  Ball & Paul Graupe), 10 December 1932, no. 
140 (with illustration plate 25, as Jan van Noort); sale, Berlin (R Lepke), 15 March 1935, 
no. 272 (with illustration plate 9, as J. v. Noort, possibly by S.V. Hoogstraten); Berlin, A. 
Freihem Ritter von Riedenau, in 1938; sale, Zünch (Keller), 5-2 1 November 1974, lot 
2801 (with illustration plate 2, as Jan van Noordt); sale, London (Phillips), 14 December 
1999, lot 185 (with illustration) 

Literature: 
Kronig 191 1, p. 157 

Collection catalogues: 
Semenov 1906, p. 12 1 ,  no. 298 

The dominance of still-life detail, the angular treatment of drapery, and the fîat modelling 
of the figure, bear no connection to Van Noordt's style. The attribution to him was 
originally based on a cornparison with the La& at her Mhor in Brussels (cat . no. R3 3), a 
painting that is here also rejected as by Van Noordt.' 

1 .  See collection catalogue Semenov 1906, p. 121, no. 298. 



A Lady at her Toilet (Allegmy of Vmitm) 

Canvas 
75.5 x 62.5 cm 
Monograrnmed and dated (vague): IN 1670 E 

Brussels, Museum van Schone Kunsten (inv. no. 616) 

Provenance: 
Munich, Hanfstaengl Collection; Brussels, Thys Collection, as Jan Baptiste Weenix (inv. 
no. 1 3 27.1 A); from there acquired by the museum, in 18 12 

Literature 
Kronig 191 1, pp. 156-158; ; Schneider 193 1, p. 5 1 1; Decoen 193 1, p. 18; Sumowski 
1983-1986, vol. 1, p. 142 note 49; vol. 5, pp. 3 1 12, no. 2143, 3290 (with illustration) 

Selected collection catalogues: 
Brussels 1889, no. 495 (as J.B. Weenix); Brussels 1900, no. 616 (as "unknown 
Netherlandish master"); Brussek 1906 (as P. Ianssens Elinga); Brussels 1927, p. 172, no. 
6 16; Brussels 1984, p. 2 12-213, no. 61 6 (with illustration, as Jan van Noordt) 

The most striking aspect of this picture that distinguishes it from Van Noordt's style is 
colour. The predominance of pinks and purples is quite unlike Jan van Noordt's use of 
colour. The flat and stifFmodelling, and the emphasis on detail in this picture S i  it to the 
depiction of the sarne subject bat  last appeared at a sale in Zürich (cat. no. R3 2). 
Unfortunately these two pictures cannot yet be iinked to a hown artist. 



Womerz irz an Interior 

Present location unknown 

Provenance: 
Park, collection of Baron Kervyn de Lettenhove; Paris, collection of Charles L. Cardon; 
Paris, collection of E. Lorenz; New York, Kleinburger & Co. (dealer); sale Mn. Louis 
Colweil et al., New York, (Parke-Bemet), 18 November 1957, lot 40 (as Jan van Noort); 
Mexico City, San Carlos Museum, on loan fiom Dr. Franz Mayer, in 1964 

Exhibitions: 
Hartford 1949, p. 20, no. 32 (as Jan van Noordt); Mexico City 1964, p. 16, no. 72 (with 
illustration, as Jan van Noordt) 

The attribution of this painting to Van Noordt may have been based on the Vanitas 
painting in Brussels (cat. no. R32), here rejected. They were done by different artists. This 
image is likewise elegant and restrained but is richer in detail and composition. 
Nonetheless, it lacks the movement and liveliness of Van Noordt. The flat modehg and 
the calm organization of drapery also diverge fiom Van Noordt's more vigorous approach. 



Canvas 
100 x 76 cm 
Bonogrammed, upper middle: HB interlocked 

Present location unknown 

Provenance: 
Berlin, De Vries & Co., Berlin (as Jan Lus)'; Amsterdam, Gebroeder Douwes Gallery, in 
1930; sale, Amsterdam (Sotheby- Mak van Waay), 13-1 5 June 1933, lot 30 (with 
illustration, as Jan van Noordt, La leçon de musique, 105 x 84 cm); sale E.A. Iordens, The 
Hague (Van Made & Bignell), 27-28 Febniary 1935, lot 937 (with illustration, as Joh. van 
Noxdt, canvas, 85 x 105 cm); sale, Brussels, 25 October 1938 (for Bk 3400)~; Dieren, 
D. Katz Gallery, in 1938 (as H. ter Bmgghen); Almelo, Hedeman Collection; sale, 
Amsterdam (Paul Brandt), 22-25 October 1963, lot 7 (with illustration, as H. ter 
Bmgghen, 100 x 76 cm) 

Li terature: 
Bénézit 1976, vol. 7, p. 750 

Exhibitions: 
The Hague 1 936, p. 1 05, no. 575 (as Jan van Noordt, M u s i c e e d e  Family [A Family 
Making Music], canvas, 105.5 x 85 cm) 

The attribution to Jan van Noordt was suggested by Hans S~hneider.~ Rather crudely 
painted, it shows none of the organized rnovement in the drapery, and the c u d g  lines of 
drapery folds, typical of Van Noordt. 

1. Note with the fiche on the painting, by Cornelius Hofstede de Groot, at the RK-D.. 

2. Bénézit 1976, p. 750 (no lot number is given). 

3. Note with the photograph at the RKD.. 



Head of a Man: Homo Bulla 

Present location unknown 

Provenance: 
Sale, Cologne, 1 1 - 12 March 193 8, lot 129 (with illustration, as Nicolaes Maes, Portrait of 
a Princes in a Park. with her Son, canvas, 1 17 x 1 O3 cm); Cologne, Abels Gallery, 193 8; 
collection of Major Hohne (as a Homa Bulla); Amsterdam, J. Goudstikker, 1943 
catalogue no. 595 1 

The present genre scene was nit down from a portrait o f  a woman. To the le& of that 
painting stood a young man, evidentiy a servant, carrying an orange tree. The alteration 
took place d e r  1938, when the painting was in Cologne. The tree was then painted over, 
and the bubble, and the pipe were added, as were details of fabric and foliage. The original 
portrait of the woman was admittedly unattractive. It showed a dry handling of light 
impasto, that yielded a hard effect, unlike the sofier modeüing in translucent giazes, typical 
of Van Noordt. 



Support not known 
12.5 x 10.75 inches/ 30.5 x 26.3 cm 
Signed and dated, on the well: Jan Noordt f 1660 

Brentwood, England, collection of E. Stowers Johnson 

The hesitant, rough execution of this picture bars sirnilarities to me Disobedient Prophet 
in Gavrinr (cat. no. W), and the Shepherds and Shepherdesses near a Fountain in the 
Joseph Steiner collection in Rottenburg (cat. no. R39). These paintings dso bear shilar 
signatures. Notably, the signature of the present work includes a "d," not present in the 
signatures of the other two. These block-lettered signatures do not remotely resemble the 
calligraphie one used by Jan van Noordt. It can be seen already on the document he signed 
as witness in 1646, and on the New York Cimon 4nd lphigeniu of ca. 1645 (cat. no. 24). l 
This work can be attributed to the artist identifid as "Jan van ~oort."* 

1 . See Chapter One, note 22. 

2. See Chapter Two, pp. 4243. 



Panel 
23.1 x 74.4 cm 
Signed bottom right: J. Noort 

The Hague, collection of P.M. Zetz 

Provenance: 
Sale Dr J.J. Merlo, Cologne, 9-10 December 1891 (Lugt 503 18), lot 129 (as 54 x 75 cm, 
signed bottom right: J. VAN NOORT, to Neurnans, for 100M); sale Van Oudshoom et 
al., Amsterdam (Roos), 24 November 1896 (Lugt 54764). lot 60 (as 25 x 72 cm, for f 76, 
to Roos); sale F. de Wildt, van Alphen-Hovy, Cremers, er al., Amsterdam (Frederik 
Muller), 30 November 1920 (Lugt 81289), lot 1066 (as 23 x 74 cm, signed lefi: J. van 
noort) 

Lit erature: 
Hofstede de Groot 1892, p. 2 17, no. 2 1; Wurzbach 1906-1 9 10, vol. 2, p. 243 

This work is by the same "Jan van Noort" who painted three other known pictures (cat. 
nos. R9, R37, R39).' The cow is nearly identical to the one in the Steiner collection 
painting in Rottenburg (cat. no. R39). 

1. See Chapter Two, pp. 42-43. 



Panel 
74x61 cm 
Signed on a Stone: J. Noort 

Rottenburg, collection of Josef Steiner 

Provenance: 
Bregentved, Adam Gottiob Count Moltke (1 709-1792); Copenhagen, Count J.G. von 
Moltke collection; sale Von Moltke, Copenhagen, 1-2 June 193 1, lot 97; sale, 
Copenhagen (Rasmussen), 5 December 1973, lot 5 (with illustration); sale, Copenhagen 
(Rasmussen) 8-9 November 1977, lot 275 (with illustration); sale, Ziüich (Kolier), 1 5- 1 6 
May 198 1, lot 50 18 (with illustration) 

Lit erature: 
Hofstede de Groot 1892, p. 2 17, no. 22; Wurzbach 1906- 19 10, vol. 2, p. 243; Sumowski 
1983-1 986, vol. 5, pp. 3 1 13, no. 2 147, 3294 (with illustration, as possibly by another J. 
van Noort) 

Selected Collection catalogues: 
Moltke 1756, no. 102; Moltke 1780, no. CXLIV; Moltke 18 18, p. 148, no. 14 1 (as Jan 
van Ort); Moltke 1841, p. 57, no. 99; Moltke 1885, p. 52, no. 99; Moltke 1900, p. 5 1, no. 
99 

Sumowski connects this picture to the early etching after Van Laer (cat. no. Pl), and to 
the paintings of the Iandscapist Jan Both (ca 161 5 - 1652). It is more closely related to a 
painting by Willem Schellinks (1 627 - l678), however.' On account of the signature, the 
rural subject matter, and the small figure scale, this painting can be attributed to the artist 
identified as "Jan van Noort", who painted three other known pictures (cat. nos. R9, R37, 
R3 8).* 

1 . Willem SchelLinks, Shepherds ami Shepherdses at a Fountain, panel, 63.5 x 52 cm, 
Budapest, Szépmüvészeti Museum (inv. no. 225); see: exhibition catalogue Milan 1995, 
pp. 168- 169 (with colour Uustration). 

2. See Chapter Two, pp. 42-43. 



A Girl with o Basket of Fmit 

Panel 
75 x 60 cm 

The Hague, Galerij Willem V, on loan fiom the hti tuut Collectie Nederland (inv. no. NK 
1 742) 

Provenance: 
Amsterdam, collection of the dealer Joseph M. Morpurgo, in 1929; Haarlem, collection of 
M. de Ridder; Amsterdam, Ernmedc collection; Munich, CoUecting Point, in 1945; 
returned to The Netherhds 

Literature: 
Von Moltke 1965, p. 238, no. 59 (with illustration, as probably by Jürgen Ovens); 
Schlüter-Gottsche 197 1, p. 88 (with illustration no. 10); Schliiter-Gottsche 1978, p. 33 
(with illustration no. 41); Sumowski 1983-1996, vol. 1, pp. 140, 143 note 75, 18 1 (with 
illustration, as Jan van Noordt); vol. 5, p. 31 12. with no. 2144; vol. 6, pp. 3737, with no. 
2403a; Sumowski 1986, pp. 27,36 note 33 

Exhibitions: 
Amsterdam 19 2 9, no. 1 302 (as Jacob Adriaensz Backer) 

Collection catalogues: 
The Hague 1992, p. 227 (with illustration) 

The subject matter and the light mood of this painting point to the circle of Jacob 
Adriaensz Backer. Van Noordt's penchant for rounded f o m  and curving h e s  is evident, 
however, his fluid handling is not. Many passages display a dry, carefiil handling, such as 
the brim of the hat, the dress, the near hand, and the breast. This apsect relates to the early 
style of Jürgen Ovens, when he was d l  under the influence of his tacher Govert Flinck. 
Also, the face bars a resemblance to that of Ovens's wife Maria. However, the attribution 
to Ovens must remain tentative in the absence of a more closely comparable painting tiom 
his hand. 



Portrait of Anna Suscnina v m  den Bempden de Neufvile 

Canvas 
Dimensions not known 

Amsterdam, Six Collection 

Lit erature: 
Starhg 1946, pp. 79-80 

Staring did not provide specitic observations to support his speculative attribution of this 
elegant picture to Van Noordt. The rather monochrome colounng of flesh, highiighted 
with red in the cheeks, points rather to Jürgen ûvens, who formed his own portrait style 
by adapting that of Govert Flinck. Another trait thus adopted is the jagged highlights in 
the drapery, a drarnatic touch developed by Fiinck in the 1650s, and simdtaneously taken 
up by Ovens. The extreme stylisation of the hands, however, is uncornmon for most 
formal portraits by ûvens, although it can occasionaiiy be found in his history paintings. 
The sharp features of the eyes is particularly atypical for Van Noordt, but can be seen in 
Ovens' Portrait of a Woman in a private collection.' 

1. Jürgen Ovens, Portrait of a Woman, canvas, 1 13 x 87, present location unknown, 
Surnowski 1983-1986, vol. 6, pp. 3738, no. 2412,4030 (with colour illustration). 



Portraii of Conlelis de Jmge van Oosterlmd? (1645 - 1694) 
Canvas 
Dimensions not known 
Falsely signed: N. Mues fec. 

Lisse, Keukenhoff 

Literature: 
Staring, 1946, p. 77-78 (with illustration) 

This portrait is unusual for showing the light coming fiom the nght side. It may be based 
on a print. The flat modelling and the broad, flat drapery speak against Staring's attribution 
to Van Noordt, which has not been accepted in subsequent scholarship. 



Canvas 
41 x 37 cm 

Milwaukee, collection of Drs Aified and Isabel Bader 

Provenance: 
New York, Fearon Gallery, in 1925; Montreal, collection of R W .  Reford; Montreal, Elsie 
Stephen Reford (widow of the preceding); by descent to L. Eric Reford of Montreal, in 
1984; sale, New York (Sotheby's), 19 January 1984, lot 1 (with illustration, as Haarlem 
School, 17th Century) 

Literature: 
David McTavish, Picturesfrom the Age of Rembrandt. SeIectzonsfrom the Personai 
Collection ofDr. and Mrs. Alfred Bader, ex. cat. Kingston (Agnes Etherington Art 
Centre), 1984, no. 27 (with illustration, as Dutch, 17th Century); Sumowski 1983- 1996, 
vol. 5, pp. 3 112 no. 2145,3292 (with colour illustration); vol. 6, pp. 3737, with no. 2407 

A nurnber of stylistic aspects point to the later style of Jürgen Ovens. Most distinct are the 
wavy, linear highlights in the bIack dress, the neutral-black shadow area on the nght side 
of the face, and the dramatic catch-light in the eyes. The same traits appear in Ovens's 
signed and dated Portrait of a Fmily in SchloD Gonorf, in the dress and the face of the 
mother to the right.' 

1. Jürgen Ovens, Portrait of a Fmily, canvas, 152 x 19 1 cm, signed and dated 166-; see: 
Sumowski 1983- 1996, vol. 3, pp. 2237,no. 1548, 2303 (with colour illustration). 



Portrait of a Woman 

Canvas 
74.4 x 57.5 cm 

Paris, Fondation Custodia (hv. no. 8835) 

Literature: 
Nystad 198 1, pp. 710-712 (with illustration p. 710, as Van Noordt); Sumowski 1983- 
1986, vol. 1, p. 143 note 8 1; Bruyn 1984. p. 150 

Collection catalogues: 
Paris 1983, pp. 95-97, (with illustration plate 6 1)  

The face of the sitter in this portrait shows a dry, careful handiing. The soft modelling, and 
the overall pinkish glaze appiied to flesh, yield a relatively flat impression of forxn, quite 
uncharacteristic of  Van Noordt. 



Portrait of a Womm 

Panel 
76.9 x 84.2 cm 

Chicago, Chicago Art Institute, Lax and Leola Epstein Collection (hv. no. 1954.284, as 
attributed Jan van Noordt, Portrait of Annetje Jans Grotincx, ca. 16%) 

Literature: 
Nystad 198 1, p. 7 12 note 1 (as Van Noordt); Sumowski 1983- 1986, vol. 1, pp. 140, 143 
note 80, 185 (with illustration); Bmyn 1984, p. 150 (as Jan van Noordt) 

This painting is possibly a copy of the Portrait of a W o m  with the Fondation Custodia 
in Paris (cat. no. R44). Although the iikenesses difFer slightly, details such as the highlights 
in the clouds to the left have been preserved. The dry, carefiil handling has littie in 
cornmon with Van Noordt's more fluid style. This painting has also been attributed to 
Jacobus Levecq, whose handling it more closely approaches.' 

1. Note with the photograph at the R.K.D.. 



Portrail oja  Lady Holding Roses 

Canvas 
114x90crn 
Fdsely signed bottom lefi: F. Bol 

Hartford, Wadsworth Atheneum (inv. no. 1912.1) 

Provenance: 
Sale, Amsterdam (Mak van Waay), 10-12 February 1942, lot 4 (with illustration, as 
Ferdinand Bol); The Hague, Vermeulen (dealer), 1943- 1945 

Collection catalogues: 
Hartford 1978, pp. 76 (with illustration plate 89), 168, no. R219 

The sittets hairstyle indicates a date towards the end of the swenteenth century. The flat 
modeliing and the restraint in the drapery and the pose do not relate to Van Noordt's 
oeuvre of portraits. 



A Lady attended by n Moor with a Dog 

Canvas 
112x98cm 

Present location unknown 

Provenance: 
Sale, Amsterdam, 3 1 March 19 14, lot 23 (as G. Flinck); sale, The Hague (PH. Hohan), 
6 June 19 16, lot 134 (with illustration, as Jan van Noordt); Berlin, C. Benedict Gallery, ca. 
1928 

Literature: 
Cicerone, 2 September 193 1, cover illustration; Staring 1946, p. 79; Von Moltke 1965, p. 
255, no. 147 (as not by Flinck) 

Copies: 
Canvas, 27 x 22.2 cm, sale Haniet Gray Blackwell et al. (Walten Art Gallery section), 
New York (Christie's), 26 March 1987, lot 66 (with illustration, as School of Jan van 
Noordt) 

The simplified handling of facial features, and the flat modelling, speak against the 
attribution of this weak picture to Van Noordt. 



Portrait of a Woman Holding an Orange 

Budapest, Szépmüvészeti Museum (inv. no. 1 645) 

Li terature: 
Wurzbach 1906 - 19 10 

Collection catalogues: 
Budapest 1968, pp. 767-768 

Exhibitions: 
Milan 1995, pp. 1 12- 1 13, no. 39 (with colour illustration) 

This work is a copy of a painting by Govert Flinck, that recently resurfaced at a New York 
sale. ' The artist is quite liely JUrgen Ovens. 

1 .  Govert Rinck, Portrait ofa Young Wornan Holding an Orange, canvas, 74.6 x 60.3 
cm, sale, New York (Sotheby's), 14 January 1994, lot 24 (with colour illustration). 



Portruif of a Man 

Canvas 
74.6 x 57.5 cm 
Signed and dated: G. V Eeckhmt 1653 

Amsterdam, Amsterdam Histonsch Museum (inv. no. A 40424, as Gerbrand van den 
Eec khout) 

Provenance: 
Private collection, Amsterdam; acquired by the Museum in 1988 

Literature: 
Haak 1969, p. 183 (with illustration no. 295, as Gerbrand van den Eeckhout, signed and 
dated 1656); Nystad 1981, p. 710 (with illustration no. 2, as G. van den Eeckhout, signed 
and dated 1653); Sumowski 1983-1986, vol. 1, pp. 140, 143 note 82, 187 (with 
illustration); vol. 6, p. 3899 (as not Van Noordt, but G. van den Eeckhout); Bruyn 1984, 
p. 150 (as Gerbrand van den Eeckhout) 

The traditional attribution to Gerbrand van den Eeckhout is convincing. 



Portrait of a Mm Wearing a Beret and a Chain 

Canvas 
61.5 x 51.5 cm 

Schwerin, Staatliches Museum (hv. no. 3089) 

Literature: 
Cornelius Hofstede de Groot, "Kntisch Bemerkungen pi einigen Niederliindem in der 
Schweriner Galerie," Reprtoriumfür KurtSIwi~mchuft XW, 1894, p. 180, no. 92 (as 
an early work by Bol); Sumowski 1983-1 986, vol. 1, pp. 140, 143 note 86, 190 (with 
illustration); vol. 6, p. 3589 

Selected collection catalogues: 
Schwerin 1 882, pp. 59-60, no. 93 (as Ferdinand Bol); Schwerin 189 1, p. 12 (as Ferdinand 
Bol, ca. 1647); Schwerin 195 1, p. 59 (as Ferdinand Bol or Carel Fabritius) 

Copies: 
Canvas, 61 x 50 cm, private collection 

The broad, heavy treatment of the drapery does not relate to Van Noordt's approach. This 
work can be placed in the circle of Ferdinand Bol, on account of the flat areas of pale, 
sharp tlesh tones in the face. AIthough it is attribut4 to Bol at the museum, it is likely by a 
follower. 



Portrait of a Young Mm in a Beret 

Canvas 
76 x 73 cm 
Falsely signeci bottom lefi: Bol 

Mostyn Hail, collection of Lord Mostyn 

Literature: 
Sumowski 1983- 1986, vol. 1, pp. 140, 143 note 85, 189 (with illustration); vol. 5 ,  p. 
3 1 13, with no. 2 146; vol. 6, p. 3589; Von Moltke 1994, p. 190 

Exhibitions: 
London 1952, p. 54, no. 262 (as Ferdinand Bol) 

Copies: 
(Without the Beret) canvas, 70 x 6 1.5 cm, Switzeriand, private collection; see: Von 
Moltke 1994, p. 190, no. R 92 (as not by Bol); (Without the Beret) canvas, 76 x 67 cm, 
The Hague, Instituut Collectie Nederland, see: collection catalogue The Hague 1992, p. 
47, no. NK 2542 (with illusttation, as manner of Ferdinand Bol)' 

The traditional attribution of this painting to Ferdinand Bol rests largely on Bol's known 
penchant for tronies of male chmcter heads sporting berets. The beret was already in the 
seventeenth century an archaic item of dress, but as such it enjoyed a special statu among 
artists, as it still does t ~ d a y . ~  Bol took it over as an aîtribute from Rembrandt, and 
included it in a number of paintings, including his self-portrait. Nonetheless, it may be a 
later addition to this work, since both known copies do not include it. The present work 
fits among Bol's tronies, though it is not by his hand. 

1. My thanks to Professor J. Douglas Stewart for directhg my attention to this second 
COPY. 

2. See: Marieke de Winkel, "The Interpretation of Dress in Vermeer's Paintings," in: 
Vermeer Studies, Studies in the History of Art 55, 1998, pp. 327-339, p. 332. 



Portrazt of a Young Mm in a Beret 

Canvas 
82 x 65.5 cm 

St Petersburg, Hermitage 

Provenance: 
Acquired by Empress Catherine II (reigning from 1762 to 1796); entered the Hermitage 
gallery in 1797 

Literature: 
Van Dyke 1923, p. 55 (with illustration plate VIII, as Bol); Van Hall 1963, p. 30, no. 5 (as 
Bol, self-portrait); Linnik 1980, p. 127 (with illustration no. 165, as Samuel van 
Hoogstraten?, Portrait of Carel Fabritius); Blankert 1982, p. 174, no. R110, (with 
illustration fig. 1 13, as not by Bol, but rerniniscent of Gerbrand van den Eeckhout and Jan 
Baptist Weenix); Sumowski 1983- 1996, vol. 5, pp. 3 1 13, no. 2 146,3292 (with 
illustration, as Jan van Noordt) 

Selected collection catalogues: 
St Petersburg 1828, p. 138 (as Bol: "Quelques portraits"); St Petersburg 1863, p. 188, no. 
850; St Petersburg 1895, p. 24, no. 85; St Petersburg 1958, vol. 2, pp. 140 (with 
illustration no. 133, as Ferdinand Bol), 142, no. 761 

This picture is an adaptation of Carel Fabritius's Serf-Porfruit in Rotterdam.' The artist, 
who unfortunately c m o t  be identifid, has dressed the figure in a much richer costume, 
producing a tronie. The broad handling of forms gives a flattening effect in some areas, 
which differs from the rounded modelling applied by Van Noordt. 

1 .  Carel Fabritius, Serf-Portrait, panel, 65 x 49 cm, signed, Ronermdam, Museum 
Boijmans Van Beuningen (inv. no. 1205); see: Sumowski 1983-1996, vol. 2, pp. 985, no. 
603, 990 (with colour illustration). 



Portrait of a Young Girl Holding FZowers 

Canvas 
131.9 x 88.9 cm 

Present location unknown 

Provenance: 
Sale, London (Christie's), 9 July 1976, lot 49 (with illustration plate 16, as Jan van 
Noordt) 

This delicate portrait shows a smooth, flat modelling of the face, and a hard, crisp handling 
of details such as the eyes, aspects that do not surface in Van Noordt's portraiture. 



Portrait of a Girl at a Fmntain 

Canvas 
87.5 x 70 cm 

Present location unknown 

Provenance: 
Sale, Bem (Galerie Dobiachofsky), 23-23 October 1971, lot 341 (with cover illustration in 
colour, as Nicolaes Maes) 

Literature: 
Decoen 193 1,  p. 10 (with illustration figure 3, as Jan van Noordt) 

The modelling in strong light is harsh and inept, showing a flattening and simplification of 
features that are uncharacteristic of Van Noordt. 



Portrait o ja  Young Girl as a Shepherdess 

London, Johnny van Haeften Gallery 

Provenance: 
Sale Freiherr von Ketteler fiom SchloB Schwarzenraben, Amsterdam (Sotheby's), 2 1 
November 1995, lot 29 (with colour illustration, as Jan van Noordt) 

The facial type and the soft modelling are more reminiscent of Govert Flinck, than Van 
Noordt. 



Portruzt of a Seated Girl with a Carnation and a P d e  

Canvas 
77.5 x 61 cm 

Present location unknown 

Provenance: 
Dillingt on House, Illminster, Somersetshire, R HY. Vaugh-Lee; Boston, Vose Gallery, in 
1954; Boston, collection o f  Caroline G. Doty; sale, New York (Christie's), 1 1 January 
1989, lot 157 (with colour illustration, as attributed to Jan van Noordt) 

Literature: 
Sumowski 1983-1986, vol. 6, p. 3529 note 19 section XII 

Sumowski rightly chanicterized this picture as: "In every respect, exquisite, but certainly 
not by Jan van Noordt. "' 

1. See Literature. 



Portrait of a Girl with a Feuthered Beret 

Present location unknown 

Provenance: 
Sale, London (Christie's), 13 July 1928 (as Pieter de Grebber); saie F. van Braam, 
Amsterdam, 1 July 1943, lot 9 (with illustration, as Govert Fiinck); The Hague, Van Made 
& Bignell Gallery, in 1944; sale, Turin (Caretto), lot 32 (with colour illustration); saie, 
Amsterdam (Christie's), 18 November 1993, lot 128 (with illustration); sale, %enna 
(Dorotheum), 1 5 Odober 1996, lot 136 (with colour illustration) 

Literature 
Exhibition catalogue, The Hague, A.J. Boer Gallery, 195 1 (as Jan de Bray); Von Moltke 
1965, p. 249, no. 112 (with illustration, as perhaps by Jan van Noordt); Sumowski 1983- 
1986, vol. 6, pp. 3526,3535 note 89, and 3577 (with illustration, as Jan van Noordt) 

The fabnc is too stiffly and dryly painted, and the shadow area of the head is too flatly 
modelled, for this painting to be considered as a Van Noordt. 



Canvas 
82 x 61 cm 

Present location unknown 

Provenance: 
Sale Dr. James Hasson et al. (anonym ous section), Lond on (Christie's), 1 5 December 
1961 lot 16 (as VanNoordt, Portrait ofa  Girl, 33% x 25% in. [85 x 64.8 cm]: "..., in a 
white and grey dress and feathered hat, holding a Rooster."); London, collection of 
M. W .T. Leatharn Esq.; sale, London (Christie's), 30 March 1979, lot 3 (with illustration) 

Literature: 
H.G. van Gelder, review of exhibition London 1952, in: BurIington Magazine, 95, 1953, 
p. 34 (as not by Jan van Noordt); Robert Melville, review of exhibition Liverpool 1956, in: 
Architectural Review 120, November 1956, pp. 332-334 (with illustration, as Jan van 
Noordt) 

Exhibitions: 
Amsterdam 1952, p. 57, no. 1 18; London 1952, no. 641; Liverpool 1956, p. 15, no. 3 1 

Copies: 
Canvas, 89 x 71 cm; sale, Munich (Weinmüller), 19-20 Iune 1974, lot 839 (with 
illustration, as attributed to Jan van Noordt) 

The crisp, detailed treatment of fabric and the bird contrasts with Van Noordt's more fluid 
handling. The face does not show Van Noordt's typical emphasis on rounded forms. 



Portrait of a Girl with Fruits before her. an Angel ut her Side 

Canvas 
120.5 x 86.5 cm 

Sale, New York (Sotheby's), 13 March 1985, lot 103 (with illustration, as attributed to Jan 
van Noordt and Frans van Everbroek) 

The entry for this painting in the sale catalogue of 1985 attributed it to two painters, Jan 
van Noordt and Frans van Everbroek Presumably the figures were thought to have been 
painted by Van Noordt. However, the soft modeiling, in broad light f?om the front is more 
strongiy remuiiscent of  Haarlem painters such as Pieter de Grebber. 



M O .  (PI 

Portrait of a Girl with a Dog 

Support and dimensions unknown 

New York, L. Hirsch collection (as Maes) 

Literature: 
Drcoen 1 93 1, p. 16 (with illustration fig. 2, as Jan van Noordt) 

The pale and pu@ visage, and the figure, show a stie hard treatment of form, that is quite 
unlike Van Noordt's approach to portraiture. 



Portrait ofa Boy 

Support and dimensions not known 

Present location unknown 

Literature: 
Decoen 193 1,  p. 16 (with illustration fig. 5,  as Jan van Noordt, in the Antwerp Museum) 

The sofl iight yields a flat effect of modelling, in contrast to the rounded modelling 
favoured by Van Noordt. The costume of the boy also does not reflect Van Noordt's 
penchant for c u ~ n g  lines of drapery folds. 



Portmir ofa Boy wzth a Pony 

Support and dimensions not known 

Present location unknown 

Provenance: 
Munich (Galerie Helbig), in 191 1 (as a Dutch master of the seventeenth century) 

Literature: 
Decoen 193 1, p. 17 (with Uustration fig. 10, as Jan van Noordt) 

The effect of light, and the modelling of foms, are inconsistent, especially in the costume 
and the horse. The hands are very indistinct forms. These aspects do not compare to Van 
Noordt's work. 



Portrait oja  Y m g  Man 

Panel 
148.5 x 116.3 cm 
inscnbed on a coat of anns to the right: AET.9 A01654 

Krakow, Wawel Museum (iv. no. 1,  as Jan van Noordt) 

Provenance: 
Collection of the Count Leon Pimiriski; acquired by the museum in 193 5 

Literature: 
Sumowski 1983-1986, vol. 6, pp. 3737, with no. 2405 (as not by Van Noordt) 

Collection catalogues: 
Krakow 193 5, no. 28; Krakow 1994, p. 20 

The abstracted features and the blackish background give the impression that this picture 
was painted by a Spanish artist. 



Portrait of a Seated Boy wilh his Dog 

Canvas 
75.5 x 62.5 cm 

Provenance: 
Sale, Brussels (Giroux), 12 March 1927, no. 75 (with illustration plate 54); sale, Brussels, 
17 Decernber 1928, lot 64 (as Jan van Noordt, L'enfant tt chien, canvas, 75 x 63 cm) 

Literature: 
Decoen 193 1, p. 17 (with illustration fig. 7, as Jan van Noordt) 

The soft modelling of this evocative portrait is much closer to Van Dyck than to Van 
Noordt's more forcehl modeiiing. It contrasts with the handling of drapery, where bnght 
pastose highlights yield a hard effect. 



Portrait ofa Boy with a Falcon 

Canvas 
150x 112 cm 

Mexico City, collection of C.H.E. Phillips 

Exhibitions: 
Mexico City 1964, p. 16, no. 73 (with illustration) 

The broad, flat foms of drapery, and the even, sofi modelling of the head, do not reflect 
Van Noordt's preference for movement and a strong modelling of form in light. 



Portrait of a Six- Yecu-Old Boy 

Panel 
109.2 x 72.2 cm 
Inscribed Aetatis 6 A" 16.11 

Sale R.M. Broadhead et cil. (anonyrnous section), London (Christie's), 18 July 1980, lot 
1 13 (with illustration) 

The angular, flat forms of drapery in this weak portrait speak against the attribution to 
Van Noordt. 



Portrait of a Boy Raising his Hat 

Canvas 
71 x 60 cm 

Munich, Galerie Arnoldi-Livie, in 1994 

Provenance: 
London, Leger Gallery, in 1945; Halma Weliin, Luxembourg, collection of Max F. 
Masson, in 1952 (as Barent Fabritius) 

Literature: 
Advertisement in the Burlîngton Magazine 86, 1945, April, page 1I.i (as B. Fabritius, dated 
1665); Sumowski 1983-1986, vol. 6, pp. 3737, no. 2407, 4025 (with illustration, as Jan 
van Noordt, panel, 66 x 47.5 cm) 

Exhibitions: 
Munich 1995, no. 6 (with colour illustration); Munich 1995, pp. 6-7, no. 2 (with colour 
illustration) 

This picture was not taken up by Daniel Pont in his monograph on Barent Fabritius. 
Aspects that speak against Gudlaugsson's attribution to Van Noordt include the flat 
modelling of the face, the broad handling of fabric, with the pastose highlights at the 
shoulder, that show traces of the brush hairs.' 

1. The attribution to Jan van Noordt by Sturla Gudlaugsson is recorded in a note with the 
photograph of the painting at the R.K.D.. 



Portrait of a Boy carrying o Feaihered Cip 

Petworth, collection of the Lord Leconfield 

Literature: 
Collection cat. 1920, page 102, no. 1 19, as School of Rembrandt. 

The attribution of this attractive portrait to Jan van Noordt was originally made by Sturla 
Gudlaugsson.' The face and the drapery shows a smooth, sofi modelling, at odds with the 
strong light effects favoured by Van Noordt. 

1 .  Note with the photograph of the painting at the RK.D.. 



Portrait ofa Boy in a Feathered Cap 

Panel 
27 x 32 cm (a fragment) 

Donkerbroek, collection of J.M. Dijkstra, in 1964 

Provenance: 
Groningen, S. J. Medema Gallery, 1945- 195 5 (as B. Fabritius); Groningen, Technische 
Opsponng Dienst, in 1955 

The features of the face are articulateci in a hard, crkp manner. The modelling of the face 
is broad and flat, and likewise uncharacteristic of Van Noordt. 



Portrait of a Six-Year-ûld Boy with an Appie 

Canvas 
53.5 x 42.5 cm 
Inscribed: AETA T: 6 1656 

Present location unknown 

Provenance: 
Amsterdam, Gebroeder Douwes (dealer), in 1976 (as Jan van Noordt) 

The flat treatrnent of drapery does not accord with Van Noordt's typically lively handling 
of such materials. The modelling of the face, though soft, presents flat surfaces and angles, 
in contrast to Van Noordt's emphasis on rounded volumes. 



Portrait ofa Child with u Basket of F h e r s  

Amsterdam, Gebroeder Douwes Fie  Art 

Provenance: 
Shrewsbury, England, collection of Colonel Dugdale; New York, David M. Koetser 
Gallery, in 1952; New York, Husch & Adler Gallery, until 1957; Columbus, Georgia, 
Columbus Museum; sale, New York (Sotheby's), 22 May 1997, lot 106 (with illustration) 

Literature : 
Van Fossen 1969, p. 270, no. 75 (with illustration fig. 78, as Arent de Geider); Von 
Moltke 1994, p. 194, no. R 110 (with illustration fig. 115, as not by De Gelder) 

The dry handling has left visible traces of brush work, an effect closer to the style of Arent 
de Gelder, than to Van Noordt. The flowers are by a second artist. 



Portrait of a Famiiy 

Canvas 
137 x 107 cm 

Bmssels, Museum van Oude Kunst (inv. no. 4056) 

Provenance: 
Sale B. de Harde Swart et al., Amsterdam, 16 November 1847, lot 88 (as N. Maas, to 
Thyssen); Pais, Kleinburger Gallery; acquired by the Museum in 19 13 

Literature: 
Hofstede de Groot 1907- 1928, vol. 6, p. 602, no. 550 (as Maes); Van Dyke 19 14, p. 3 5, 
no. 803 (as Maes); Decoen 193 1, p. 16; Schneider 1931, p. 5 11 (as Jan van Noordt); 
Bénézit 1976, p. 750; Sumowski 19834986, vol. 1, pp. 141, 143 note 87, 191 (with 
illustration); vol. 6, p. 3589; Bruyn 1984, p. 160 note 17 (as by an Italianate Landscapist, 
perhaps Karel Dujardin) 

Selected collection catalogues: 
Brussels 1957, p. 63, no. 803 (as Nicolas Maes); Bmssels 1984, p. 182, no. 803 (with 
illustration, as Nicolaes Maes) 

Exhibitions: 
Bnissels 1962- 1 963, no. 12 1 

Strong reflections create a glowing e f f i  of light which, combined with the sharp edges of 
forms, evokes the figure style of the Italianate landscape painter Karel Dujardin (1 622 - 
l678), who also painted a number of portraits and history paintings.' However, the 
abstraded forms and the weak background details do not aliow an attribution to this artist. 

1 . Bmyn has tentatively suggested Dujardin as the author. See: Bruyn 1984, p. 160 note 
17. 



Portrait of the Artisî and his Family 

Canvas 
121 x 110.5 cm 

Gdansk, Museum Pomorskie (inv. no. Mi 443) 

Provenance: 
Collection of H.M. Clark, in 192 1 ; London, Colnaghi Gallery, in 193 9; sale Goudstikker 
et al., Berlin (Lange), 12 March 194 1, lot 7 1 (with illustration plate 59, as Jan van 
Noordt) 

Collection catalogues: 
Gdansk 1969, no. 56 (with illustration) 

Exhibitions: 
Dieren 1939, no. 65 (with illustration plate 59); Warsaw 1950, p. 19, no. 172, (with 
illustration, as Jan van Noordt) 

To judge by the known documents, Jan van Noordt did not marry or have any children. 
Therefore it is highly unlikely that this portrait, evidently a seKportrait of an artkt with his 
farnily, is by him. Furthemore, the simple compositional organization dong a diagonal, 
and the awkward pose of the woman to the left, do not accord with Van Noordt's 
approach to group portraiture. 



Marriage Portrait 

Sale, Nuremburg (Klinger), 8 March 1975, no. 8 13 (with illustration) 

Provenance: 
Berlin, Dr. F. Rothman Gallery, in 1925-1 926; sale, Biussels, P. Bézine et al., 14 June 
1927, lot 213 (with reversed illustration); sale, Berlin (Lepke), 30 April 1929, lot 68 (with 
illustration, plate 28); New York, pnvate collection; sale, London (Parke-Bernet), 29 
March 1965, lot 30 (with illustration); sale William C. Comeii et al. (anonymous section), 
New York (Sotheby Parke-Bemet), 6 December 1973, lot 1 O8 (as Jan van Noordt, 122 x 
104 cm) 

Literature: 
Pantheon UI, 1929, pp. 235 (with illustration, as signed "lm van Nmri"), XXII; 
Schneider 193 1 ,  p. 5 1 1 

In contrast to Van Noordt's emphasis on rolling drapery folds and emphatic modeiiing, the 
costumes here show flat surfaces and an ernphasis on texture. 



Sîi/ill Life with Candlestick 

Canvas 
82 x 90 cm 

Paris, Louvre, (inv. no. M.I. 937, as attributed to Nicolas Maes) 

Provenance: 
Paris, collection of Louis La Caze; bequeathed to the Louvre in 1869 

Lit erature: 
F. Reiset, Norice des t u b l e m  [égués au Musée impérial chr Louvre par M. Louis La 
Case, Paris, 1871, p. 25, no. 76 (as Wiilem Kalf, 83 x 102 cm); Sumowski 1983- 1986, 
vol. 1, pp. 654, no. 352 (as Heymen Dullaert), 664 (with illustration); vol. 5, p. 3 1 12, with 
no. 2 143 (as Jan van Noordt); vol. 6, p. 3505 

Collection catalogues: 
Paris 1922, p. 100, no. 2437 (as J. van Streek); Paris 1979, p. 84 (with illustration, as 
attributed tu N. Maes) 

This painting lacks the colour and the use of reflections that are present even in early Van 
Noordt paintings. The flat, powerful impasto treatment gives a hard effect, especially in 
the white cloth draped over the front of the table, contrasting with the fke and Buid 
handiing of Van Noordt. The fabric and the t r d t t e d  image of the lemon through the 
glas are both mastemiily handled in softly-applied Iayers of pzt.int, but these passages are 
entirely too regular and methodical to be by Van Noordt. Sumowski bases his attribution 
largely on the candlestick, which dso appears in the Bmssels Vanius (cat. no. R33), a 
painting rejected on the basis of its stEand minute style, and shrill colounng.' The two 
paintings are in turn not by the sarne artist. 

1. See Sumowski 1983-1996, vol. 5, p. 3 1 12, with no. 2 143. 



Paintings known only fiom literary sources 

Canvas 
132 x 106.5 cm 

Sale, J.B. Alston-Roberts-West et al. (anonymous section), London (Christie's) 8 May 
193 1 ,  lot 83 (as J. van Noordt, canvas, 52 x 42 in., for E 4.4, to Turner) 

Judah and Thamar 

Sale, Rotterdam, 6 June 18 10 (Lugt 7802), lot 84 (as Jan van Oort, Juda en namar, 
canvas, "ongemeen krachtg en stout geschidert' ~nusual ly  po werfuil y and solidl y 
painted], for 
f 8.-IO.-) 

Samson and Delilah 

Canvas 
114 x 161 cm 

Sale, Mrs. G.F. Blackweii et al. (anonymous section), London (Sotheby's), 10 January 
1 973,lo t 1 02 (as Van Noort, Samson upprehended by the Philistines, Delilah sitting to 
the lefi) 

S~~sanna and the Elders 

Inventory of Michiel van Coxie ((1649 - 1688), N.AA 4495b, Notary Jacob Matham 
(Mi,nrutacten), p. 101 8, dd 14 April 1681 : "de Susmnu van Jan van Oort" (the Susanna 
by Jan van Noordt) 



hventory of the artist and dyer Jan van de Cappelle, N.AA 2262, Notary Adnaen Lock, 
Mimutacten van Inventtrisen, dd 4 Jannuary 1680, p. 1190, no. 97: "een Kersnacht Jim 
van Noort" (A Christmas Eve by Jan van Noort) 

Literature: 
Bredius 1892, p. 34; Hofstede de Groot 1892, p. 215 no. 2 

nte Holy Fmtily 

Sale Herman ten Kate, Amsterdam, 10 June 1801 (Lugt 8262), lot 127 (as I. van Noort, 
canvas, 44 x 32 duim [113 -2 x 82.4 cm]; "Deeze Ordomtie stelt voor een Heilige 
Familie; men ziet Mmà met het Kidje,  nevens hrrar Joseph: alles meesterlyk e n f i  van 
pet~ceels behrmdeling." [This composition presents the Holy Family, one sees Mary with 
the little Child, beside ber Joseph; everything masterly and fine in the handling of the 
brush], for f 1 1 . -  to Reyers) 

Joseph and Mmy 

Inventory of Melchior dWondecoeter (1636 - 1695). N . A A  6257 "dm, Notary Comelis 
Costerus (pagination illegible due to fie damage), dd 14 April 1695: "Joseph en Maria 
val1 van Oort" (Joseph and Mary by Van Noordt) 

Literature: 
B redius, Künsller-Inventare, p. 1 2 1 2. 

St John 

Inventory of Jan Wolters, N.hA 2853, Notary Dirck Dankerts, p. 335, dd 4 April 1670: 
" eett dito (sc~~~&?RJ) van Si. Jm, van hm v m  Nmrdt F. 10. -. -" (a ditto bainting] of St 
John, by Jan van Noordt) 

This could be the painting now in a pnvate colledon in The Hague (cat. no. 10). 



Christ and the Samaritan Wuman ut the Well 

Panel 
52.1 x 38.7 cm 

Sale Mrs. C.M. Crichton-Maitland et al. (anonymous section), London (Sotheby's), 23 
February 1966, lot 124 (as Van Noordt, Christ and the Wuman of Sammu al the Well in 
theforegrmnd of a Imuhpe, panel, 20% x 15% in., for f 160, to Mrs. Johann) 

The Crucifixion 

Inventory of Jacobus van Noordt, G.A.A. 5072 @.B.K.) no. 376, fol. 247v, dd 19-20 
November 1671 : "een kruisigzng Chrisrij van Van Nwrt" (A Crucifixion by Van Noordt) 

Literature: 
Hofstede de Groot 1892, p. 215 no. 5; Giskes 1989, pp. 92, 1 19 note 36 

This may be the painting currently in the museum in Avignon (cat. no. 13) 

L11. 

The Remrrection 

Sale Jan Steen, Alkmaar, 12 August 1 750 (Lugt 733), lot 6 (as: Jan van Noort, Een 
verbeelt de verrysing Christi [One represents the resurrection of Christ]) 

Noii me Tongere 

Panel 
59.7 x 44.5 cm 

Sale, Chnstopher Lorimer et al. (anonymous section), London, (Sotheby's), 4 May 1966, 
lot 13 8 (as Van Noort, Noli me Tangere, panel, 23 M x 17% in. : ". . .with Christ in the nght 
foregound, a town before mountains in the distance.") 



Sale, Amsterdam, 4 May 1706 (Lugt 199), lot 2 (as: J. van Noort, Mmia Magdalena, for 
f 1 1 .-, to W. Reyers) 

Literature: 
Hoet, vol. 1 ,  p. 78; Hofstede de Groot 1892, p. 215 no. 9 

Diartu und Actaeon 

Oil on copper 
75 x 105 cm 

Sale, Paris (Martin Laporte), 27 April 1801 (Lugt 6246), lot 50 (as Van Oort, oil on 
copper, 30 x 42pouces: "Paysage richement compsé. ou l'on voit Diane et ses N ' e s  
qui s'musent à b e r .  A la gauche, est un jeune homme qui paroit changé en arbre. 
Près delà sont des troupeaux, ensuite des chiens et les attnibutes de la déesse. D m  le 
fmù, S m  encore des nymphes, ddoni me Iance desjlèches. " pchly-composed landscape, 
in which Diana and her nymphs amuse themselves by dancing. To the left is a young man 
who seems to be changing into a tree. Close by are animals, and dogs, and the attributes of 
the goddess. In the background are more nyrnphs, one of whom shoots arrows.]) 

Canvas 
155 x 189 cm 

Sale, London (Sotheby's), 3 1 January 1968, lot 49 (as J. van Noordt, A Hunting Party 
with a young man us Actaeon) 

Nymphs Sacrificing Before u Statue of Pan 

Canvas 
129.5 x 102.8 cm 

Sale, Sir Demis Stucley et al. (anonymous section), London, Sotheby, 9 October 1968, 
lot 1 19 (as Van Noort, canvas, 5 1 x 40% in.) 



Cupid 

Canvas 
91.4 x 71.1 cm 

Sale John List Crawford et al., New York (Parke-Bemet) 20/2 1 Febniary 1946, lot 174 
(as: J. van Noordt, Cupid, 36 x 28 in., "Depicted as a boy in rose tunic with multicolored 
wings, in movernent to the left, holding his bow and drawhg an arrow from a quiver at his 
side. S ky background. ") 

Vernrs, Diana and h n o  

Canvas 
205.7 x 152.4 cm 

Sale, Earl of AIbemarle et al. (anonymous section), London (Sotheby's), 7 November 
1 95 1. lot 66 (as: I. van Noordt, %ee Young Girls posing crr Vemrs. Diana and Jmo, 
canvas, 8 1 x 60 in.) 

Sale Catton, London (Greenwood), 1 1  March 1802 (Lugt 6375a), (first day), lot 78 (as 
Van Nordt, Silems) 

Sale, Amsterdam, 1 6 September 1 73 9, lot 13 1 (as Van Noort, Een Vrorn* mef Kindertjes, 
Verbeeldende de Liefde, heel komtig [A Woman with C hildren, representing C harity, very 
artistic], for f. 10) 

This reference possibly relates to one ofthe two &vhg depictions of the theme by Van 
Noordt (cat. nos. 20, 55). 



Inventory of the artist and dyer Jan van de Cappelle, N.AA 2262, Notary Adriaen Lock, 
Mimmtacten van Inventorisen, 4 Ianuary 1680, p. 1 190, no. 84: "een cornicopia van Jan 
van Noort" (a cornucopia by Jan van Noort) 

Lit erature: 
Bredius 1892, p. 34; Hofade de Groot 1892, p. 215 no. 1 

Cleoptra and the Pearl 
Canvas 
161 x 118 cm 

Sale Major RA  Carnegie et al. (anonymous section), London (Sotheby's), 20 October 
197 1, lot 107 (as Noordt: "Anthony in a red cloak to her right, and other figures behind 
her," to Chinon Gallery, for f 400) 

Cimon and Iphigenia 

Panel 
85 x 64 cm 
Monograrnmed bottom nght : W.H. 

Sale J. bhninga Uitterdijk, Kampen, 11/12 September 1917 (Lugt 77093), lot 15 (as: 
Bad na de jacht; "ln een bergachig lmdschap nt  eene d e  vrouwenfiguur op een 
r d  kleed; peiIen, b k e  kokers en& bogen liggen op den grond, daarbij is een bedd 
en een bron, terwijl een mannenfguur met de eene hand rustende op een Im, met de 
andere hand & vrouwenfiguut oprichl." [Bah aper the Hu~t; In a mountainous 
landscape, a nude woman sits on red drapery; arrows, blue quivers, and bows lie on the 
ground, next to them there are also a statue and a spring, while a male figure with one 
hand on a lance, points to the female figure with the other hand]) 

The mountainous landscape setting and the pointing gesture of Cimon distinguish this 
painting fiom the known versions by Van Noordt (cat. nos. 24,25). The description may 
refer to another, unknown version. 

Cimon and lphigenza 



Sale D. Ietswaart, Amsterdam, 22 April 1749 (Lugt 704), lot 227 (as Jan van Noord; "fin 
stuk daarr Hymen de h i e  N d e  Nimfen Ieggende v i i d  door J m  van N d '  [A piece in 
which Hymen finds the three reclining nymphs, by Jan van Noord]; for f 3 1-0, to G. 
Morel) 

Literature: 
Hoet, vol. 2, p. 253; Hofstede de Groot 1892, p. 215 no. 8 

This painting could be one of the three suMWig known versions of the theme by Van 
Noordt (cat. nos. 24,25,26). 

LX. 

Granida and Daipilo? 

Inventory of Catharina Grebert (1 634 - 17 M), N.A.A. 5442, Notary Liwiius Meijer, 
document no. 92, dd 2 October 17 15 : " Een Dima met een Jaghooren door V m  Oort: 
24:-:-" ( A  Diana with a hunting hom by Van Noordt) 

Provenance: 
Amsterdam, collection of Catharina Nuyts (1662 - 1698)' 

1. N. A. A. 4604a (Mimrutucten), p. 288, dd 6 August 1 698, N o t q  Johannes Backer: 
"Een Stuk met beelden vun van OortN ( A  piece with figures by Van Noordt). 

Catharina Grebert s u ~ v e d  her daughter, and the painting given in her inventory as by Van 
Noordt is quite likely the same as the one appearing in the estate of her daughter 
seventeen years earlier. There it is describeci less specincally. The titie "Diana with a 
Hunting Hom" refers to a theme that is atypical for Van Noordt. It is possibly a mistaken 
reference to the figure of Granida, in a depiction of Grunida a~tdDaifio, in which she is 
would be shown holding a sheU in her hand. 

Sale, Rotterdam, 15 September 1834 Gugt l3762), lot 1 O8 (as Van Noordt, Een 
hislorieel) 

ï l e  Five Senses 



Canvas 

Inventory of the painter and dealer Cornelis Doeck (? - 1664), N.AA 2733, Notary Jan 
Hendnck Leuven, Mimutacten, 13 July 1667, p. 1623, no. 297: "De QfSinnen vcm Van 
Oort I2 st[uivers] dxck" [The Five Senses by Van Oort 12 stuivers canvas]. The same 
inventory appears a second tirne in the archive, in a more legible version: N-AA. 2741, p. 
673. 

Literature: 
Bredius, Künstier-lnvenfure, p. 109; Dirkse 1997, p. 16, note 1 1 

Owing to the spelling of the name, Paul Dirkse has suggested that this painting was by 
Willem van Oordt. However, the subject matter fits better arnong the genre depictions by 
Jan van Noordt, than the New Testament biblical scenes by Van Oordt. Furthemore, the 
following painting in the inventory (cat. no. L3 1), missed by Bredius, and h o w n  to 
Dirkse) is a pastoral given to the same artist, a work whose theme relates even more 
specifically to known painthgs by Jan van Noordt. 

Mirsica l Company 

Sale, Amsterdam 10 June 1705, (Lugt 193), lot 24 (as Een Mutiek in een K m r ,  for f 
42:) 

Literature: 
Hoet, vol. 1, p. 79 

A Shepherdess 

Inventory of Jan Westerhoff (? - 17 Ig), N.A.A 4448, Notary Michiel Bockx, not 
paginated), dd 16 July 1698: "Em hmderin vun van Oort" (A Shepherdess by Van 
Noord t )  

This could be the painting of the same theme presently in the museum in Mhtta (cat. no. 
3 5). 

A Shepherd and a Shepherdess Making Music 



Sale, Amsterdam (ûeukelaer), 15 April 1739 (Lugt 503), lot 159 
(as Van Noord, Een speelertde Herder en ringende Herderin, for f .13 - 1 O-) 

This painting does not appear in Hoet's transcription of the catalogue. 

L3 1. 

A Shepherd and a Shepherdesr 

Inventory of the painter and dealer Comelis Doeck (? - 1664), N.AA 2733, Notary 

3 82 

Jan 
Hendrick Leuven (Mimiacfen), 13 July 1667, p. 1623, no. 298: "een M e r  en een 
harderin van van Oort." The same inventory appears a second time in the archive, in a 
more legible version: N A A .  2741, p. 673. 

The subject matter of this painting fits well among Van Noordt's pastoral scenes, which 
emphasized the figure. It it possibly the identical with one of the two knwon depictions of 
pastoral pairs by hirn (cat. nos. 33, 34). It is less likely that this inventory entry refers to 
the artist known as "J. van Noort, " since his pastoral depictions invariably emphasize the 
landscape setting, and include only small-scde figures (cat. nos. R9, R37, R38, R39). 

A Shepherd Sleeping in a Staii 

Sale Jan Mau1 et al., Leiden, 28 September 1782 (Lugt 3464), lot 122 (as Van Noorth: 
"Een SIapende Herder in een sfal, benevem iwee Gijten, en meer bijwerk, reer goed," for 
f 14.-, to Fouquet) 

This work is possibly by the second artist known as "Jan van Noort," who specialized in 
rural genre, in contrast to the pastoral mode favoured by Jan van Noordt. 

A Girl with Fruit 

Inventory of the dyer and painter Hendrik Oly, N-AA 5970, Notary Christoffel Helerus, 
Mimutacten, document no. 5 1, dd 3 0 January 1700, fol. 1 Or: " W 56 Een dito (shck) 
s w e  een Meijsje met e r g e n ,  h r  J i  van Nimt" (No. 56 A ditto [piece] being a Girl 
with fniit, by Jan van Noordt) 

Literature: 
Bredius, KumîIer-lmentare, p. 2036 



This is possibly the painting of a Shepherdesî with a Basket of Fruil in Matta  (cat . no. 
3 5) .  

P easm2t Interior with a Pig on the M e r  

Canvas 
54 x 74 cm 

Sale J.F. Signault Chz. & J.J.v. Limbeek. Amsterdam, 12 Mei 1834 (Lugt l3672), lot 466 
(as J. van Noort, Een Binnehuis met een varken op de Ieer [An Interior, with a Pig on the 
Ladder], for f 9.0, to de Pré) 

Provenance: 
Sale, Amsterdam, 1 April 1833 (Lugt 1326 1), lot 134 (as J. van Noort, Een Bimehuis, 
met een varken op de lader [An Intenor, with a pig on the ladder], canvas, 5 poids 4 
doux x 7 poids 4 doux, for f 18.-, to Van Delden) 

An Inrt with Peasants 

Support and dimensions not known 

Sale, London. 27 April 1925 (Lugt 88483), lot 39 (as Van Noort, An Interior, with Ifalim 
peasants music-making ond conversing) 

Sale, Amsterdam (Beukelaer), 15 April 1739 (Lugt 503), lot 160 (as Jan van Noordt, Een 
Mmicerent Gezelschup in een Lun&chzp, for f %IO-) 

Canvas 
108 x 99 cm 



Sale H.M. Robinson et  al., London (Christie's), 13 A p d  1927, lot 137 (as Van Noort, 
49% x 39 in., for £ 16.16, to Seger) 

Three Boys tasting Stew 

Canvas 
77.5 x 106 cm 

Sale C.C. Hutchinson et al. (anonymous section), London Christie's), 3 March 19 16 (Lugt 
7553 1), lot 79 (as Van Noordt, canvas, 30% x 41 3/4 in.: Three Boys, one of whom is 
tastirtgjbudjkotn a stew-pan, for £ 6.6, to Weekes) 

L39. 

Two Boys 

Support not known 
49.5 x 59.7 cm 

Sale, London.(Christie's), 27 January 1950, lot 125 (as Van Noordt, 19% x 23 '/2 in.) 

A Boy w i h  a Bird's Nest 

Support and dimensions not known 

Sale, London, 27 April 1925 (Lugt 88483), lot 39 (as Van Noort) 

This painting could possibly be the same one as cat. no. 37. 

A Happy Couple 

Sale Masson, Paris @.P Puillet, Gaudissart), 2 1-24 December 18 18 (Lugt 9487), lot 120 
(as J. van Noori, Femme qui fat de la dentelle auprès d'une cavalier qui tient sa pipe, 
[Woman making lace, whiIe next to her a cavalier holds his pipe], for Fr 46.50) 



An hierior wiîh a Woman and a Child 

Canvas 
54 x 62 cm 

Sale Smith, Rotterdam, 26 Apd 1830 (Lugt 12330), lot 122 (as Van Noorth, Een 
Binnenhuis met eene vrmv, kind en verder btjwerk-, zeer goed [An interior with a woman, 
a child, and other accessones, very good], for f Al.-, to Hopman) 

Testament of Jan Jacobsz Huilopen and Leonora Huydecoper, N. A A. 1 147, Notary 
Justus van de Ven, folio 58r, dd 16 October 1663. The Van der Meulen family archive in 
Utrecht contains a copy of this testament, dated 29 December 1673: Rijksarchief Utrecht, 
Archive R5 7, no. 2% : ". . .de Conterfe~sels v d e  Testateuren,. . .seYs geschildert dmr J. 
van Oort.. . " (the Portraits of the Testamentees. ..painted by J. van Noordt himself) 

Portrait opacob Hiidopen 

Testament of Jan Jacobsz Hinlopen and Leonora Huydecoper, N. A. A. 1 147, Notary 
Justus van de Ven, fol. 58r, dd 16 October 1663 : " . ..oock r Contegeijsel van haer S m  
seYs geschilderi dmr J. vm 00 rt..." (also the portrait of their son, painted by J. van 
Noordt himself) 

A portrait of Jacob Hiniopen, the son of Jan Jacobsz Hiniopen and Leonora Huydecoper, 
appear in the testament drawn up for his parents in 1663, cited in the previous catalogue 
entfy. 

Portrait of Comelis Danker~s ( 1  62O/24 - 1693) 

Inventory of Jan van Noordt, N.AA 4370, Notary Silas van Jaedant (Mimutacten), fol. 
1951, dd 2 May 1675 

The inventory of the contents of Jan van Noordt's studio mentioned several paintings that 
were lefi behind, includiag the portrait of the Reverend Dankeris. The ody person with 



whom this reference can be identined is Comelis Dankerts, who began his ministry in 
Amsterdam in 1665 (he appears in Van Lieburg 1996, p. 46). 

Portrait o j  Cacpar Netscher (1635/36 - 1684) 

Panel 
12x 11 cm 

Sale, Brussels @alais des Beaux-Arts: Jan de Mul), 2 1-22 June 195 1, lot 280 (as 
attributed to Jan van Noort, Portrait présumé de Netscher) 

Portrait of Annetje Jrms Grotincr ( 1 63 2 - 1 677) 

Inventory of the artist and dyer Jan van de Cappelle, N . A A  2262, Notary Adnaen Lock 
(Mimnrtucten van Imentm'ssen), 4 January 1680, p. 1 190, no. 103 : "een dito 
(conterlijel) zijnde des overledenîs vrouw ZaI. van Jm van Noort," (a ditto [portrait] of 
the deceased's late wife by Jan van Noort) 

Literature: 
Bredius 1892, p. 34; Hofstede de Groot 1892, p. 21 5 ,  no. 3; Russell 1975, p. 12; Nystad 
1983, ps im.  

Portrait ofa Lady 

Canvas 
12Ox99cm 

Sale Galerie van Diemen & Dr. Otto Burchardt, Berlijn (Achenbach) 13 Oaober 1937, lot 
67 (as Jan van Noordt, Damenbildnis: "Hüfibiid Die vor Draprie stehende Dargesteke 
tragt ein weves Gewand und reichen perkchmuck Am rechten Bil&and Steimtase." 
[Waist-length portrait. The sitter, standing in front of drapery, wears a white gannent and 
nch pearl jewelry. To the right a stone vase.], for RM 800) 

Provenance: 
Sale A. TaxingeNasby et ai. (anonymous section) Stockholm (H. Bukowski), 25-27 April 
1934, lot 97 (as Joan van Noordt, Damportrëtt, canvas, 120 x 99 cm: "Stdende kndrtycke, 



gace nbgot ht h. kroppen di v. Hon bür vit ïaghalsadsiderdrdkt och p lband  I bgr. 
drapen och t. v. utsikl over en park. ') 

Portrait of a Man 

Canvas 
201.8 x 139.6 cm 

Sale R.J.R. Arundel1 et al. (anonymous section) London (Christie's), 9 February 1973, lot 
98 (as Jan van Noordt, Portrait of a Gentleman, canvas, 20 1.8 x 139.6 cm: "...full length, 
wearing a black and white slashed doublet and hose decorated with ribbons standing in an 
interior with his hat on a table beside him and a hilly landscape in the distance.") 

Portrait ofa Young Mm with a Hawk 

Canvas 
114.3 x 80 cm 

Sale, London (Christie's), 22 December 1920 (Lugt 8 1457), lot 84 (as Van Noordt, 
Portrait of a Cavalier, canvas, 45 x 3 1%: "...in black dress and white collar, a hawk by his 
side.", for f 14.-) 

Portrait o fa  Boy 

Cmvas 
101.6 x 86.4 cm 

Sale Henry Wellcome et al. (Mrs. E.M. Bourlet section), London (Sotheby's), 23 June 
1 943, lot 93 (as Jan van Noordt, canvas, 40 x 34 in.: ". . .half-length, elaborate costume: 
red shirt, hat in his right hand.") 

Portrait of a Boy Fakoner in a Landscqpe 

Canvas 



116.7 x 88.9 cm (cartouche shaped) 

Sale David Astor et al. (anonymous section), London (Christie's), 1 5 October 197 1, lot 89 

This painting is perhaps a copy after one of the two depictions of the same theme in the 
Wallace Collection (cat. nos. 48,49). 

L53. 

Portrait ofa Boy wzth a H d  

Sale The Wauchope Settlement Trust (anonymous section), London (Christie's), 12 May 
1950, lot 77 (as A. van Noordt, A boy, in rlmk cwf rmd buff breeches, standing on a 
terrace holding a hawk on his right hand, canvas, 59 x 44 in., for f 3 6.1 5,  to Adams) 

The subject matter relates to several paintings (featuring a falcon instead of a hawk) by Jan 
van Noordt (cat. nos. 48,49). 

Portrait of a Boy with a Hawk 

Canvas 
109.2 x 83.8 cm 

Sale Sir George Harvey et al. (anonymous section), London (Christie's), 28 January 19 16 
(Lugt 75433), lot 20 (as Jan van Noordt, A Boy. Sfanding in u Lmdscape. holding a 
Hawk, canvas, 43 x 33 in.) 

Panel 
59.7 x 49.5 cm 

Sale Lady Somenet et al., London (Christie's), 29 November 1920 (Lugt 81272). lot 70 
(as Jan van Noordt, 23 H x 19% in.) 

This painting may be reiated to one of the two paintings of the same theme in the Wallace 
Collection (cat. nos. 48,49). 



Portrait of a Boy with a Gun 

Panel 
21.6 x 12.7 cm 

Sale Henry Haes, London (Christie's), 16 Iune 19 16 (Lugt 758671, lot 15 1 (as Van Noon, 
A Ymth Cmying a Gun, 8% x 5 in., for E 9.19.6, to Duncan) 

Portrait of a Boy with his Dog 

Support not known 
1 14.7 x 101.6 cm 

Sale Lucy Wothan James et al., New York (Parke-Bemet), 28-30 November 1940, lot 
307 (as John van Noordt, Boy wirh Dog, canvas, 49 x 40 in.: "Fuii-length figure of a child 
in saffion tunic and scarlet made, holding an arrow, a mnning dog at his side. Landscape 
background. ") 



Drawings 

S M y  for the Labourer in Gibeah 

Black and white chalk on grey paper 
293 x 159 mm 

Amsterdam, Rijksprentenkabinet (inv. no. A 676) 

Literature: 
Schatbom 1979, p. 12 1, 123, 125 (with illustration no. 10, as A Pilgrim), 128 note 24; 
Sumowski 1983-1995, vol. 1, pp. 140, 142 note 53 

A rniddle-aged man with wild, curly hair and a beard stands in profile to the right, his head 
turned slightly towards the viewer. He gestures with his ri@ hand, pointhg into the 
distance. In his other hand he holds a staffor the handle of a spade, and on his back he 
carries a water-gourd and a large, wide-brimmed hat. This figure has until now been 
identified ody as a pilgrim. However, illustrations of the painting fonnerly in the Ofenheim 
collection allow for a more precise identification (cat. no. 3). That work depicts the 
disturbing story of the Levite and the Concubine in Gibeah (Judges 19: 16-2 1). The 
present drawing corresponds, even in details, to the figure of the field labourer, who 
welcornes the Levite and the concubine into his home, out of concem for their safety. The 
attention paid to the field labourer in this àrawing reflects the prominent position he takes 
in the painting, and underiines Volker Manuth's conclusion about the possible 
contemporary interpretations of this othenvise-unlikely theme.' The the field labourer 
presents an exemplar of hospitality, which was one of the Seven Acts of Mercy. The 
connedon with the Ofenheim Levite allows for a dating of this drawing to Ca. 1673. 

1. See chapter 4, p. 134, and note 83. 



Seated Female Ahde: Study for Susanna and the EZders 

Black and white ch& on grey-blue paper 
319x222 mm 

Hannover, Niedersiichsisches Landesmuseum Hannover (collection no. 134, as Jacob 
Adriaensz Backer) 

Provenance: 
Nitzscher collection (as Antoine Watteau) 

Literature: 
Von Moltke 1965b, p. 126, no. 2 (as Jan van Noordt?); Schatbom 1979, p. 120, 128 note 
18 (as Jan van Noordt); Sumowski 1998, pp. 78, 79 note 22 

Collection catalogues: 
Hannover 1960, p. 25, no. 3 1 (with illustration pl. 10, as Jacob Backer) 

This forcehl figure study relates directly to Jan van Noordt's painting of Susanna and the 
Elders in the museum in Leipzig (cat. no. 7). The seated figure lunges to the left, while 
tuming to look to the right, a pose that closely matches that of the painted Susanna, with 
only minor disparities in the position of her left foot and hand, and the missing right hand. 
Other small differences ocair in the drapery and hair. 

Among his surviving drawings this one shows a high degree of finish, not only in the 
differentiated contours, but dso in the smooth and soft modelling of flesh. The medium, of 
black and white chalk on blue-tinted paper, had likely prompted the attribution of this 
drawing to Jacob Adriaensz Backer, which rested until Wolfgang von Moltke in 1965 
suggested Van Noordt as the artist, which was confirmed by Peter Schatbom in 1979. 
Unlike Backer and Govert Flinck, who created similar figure studies on blue paper for the 
market, Van Noordt seems to have applied this technique largeiy to the preparation for his 
painting, as is the case with the present drawing. It was likely made at the same time as 
the painting, around 1659. 



Seaied Female Nude: Shrdy for Susunna und the EIders 

Black, white and red chalk on grey paper 
345 x 218 mm 

Amsterdam, P. & N. de Boer Foundation 

Literature: 
Von Moltke 1965b, p. 126 no. 4; Schatbom 1979, p. 120, 123 (with illustration); 128 note 
20; Sumowski 1986, pp. 28,32 (with iilustration no. 13); 37 note 40 

Exhibitions: 
Laren 1966, p. 28 no. 162 (as formerly attributed to Flinck, now Jan van Noort) 

As with a number of Jan van Noordt's surviving drawings, this one relates to one of his 
known paintings. The pose of the figure corresponds to that of Susanna in the Susanm 
and the Elders now in Winterthur (cat. no. 8). Her body is tumed to the left, and is arched 
inwards. In the painting this is her gesture of rejection against the elders, who approach 
fiom the right side. Van Noordt made some changes when he included the figure in the 
Winterthur painting. There, the head is tilted fùrther up, the lefi arm is nirieci upwards, the 
legs are beside each other rather than wrapped around one another, and they are turned 
more towards the viewer. The hatching underneath her suggests the f o n  of rough earth, 
rather than the stone block on which she sits in the painting. These difaterences suggest a 
process of adjustment and refinement in arriving at Susanna's painted pose. 

Van Noordt seerns to have adapted the figure from a now-lost painting of the same subject 
by Rubens, known ody through an engraving by Lucas Vorsterman.' in this print, the 
figure of Susanna takes a sirnilar pose in Van Noordt's drawing. Only it is reversed from 
lefi to right, as it would have been in the original design by Rubens. The pichire may have 
been in Amsterdam at the the,  for Van Noordt to have seen it. The position of the legs in 
his drawing, with one foot tucked in behind the other ankle, is another distinctive 
borrowing, as is the lock of hair falling over the forehead. 

Van Noordt achieved a powerful, bulging suggestion of flesh in his drawn study. The 
heavy contour is drarnatically varied to indicate swelling fonn, and curved hatching and 
bright highlights and shadows fiirther emphasize volume. This effkct points to the direct 
influence of Rubens. Elsewhere, Van Noordt knew the Flemish master as he was 
interpreted in the work of Jacob Adriaensz Backer. The technique of this drawing still 
speaks of Backer's impact on Van Noordt, as Backer lead a small fishion for figure studies 
in black and white chalk on blue-tinted paper. 

Van Noordt made a number of small corrections to his drawing. He began with a light 
contour line. Just above the legs, the artist left such a contour lime, and drew another one 



lower down, which he then strengthened in the sarne heavy tone used for the rest of the 
figure. The lower hand has been changed significantly, with light black lines, indicating 
straight fingers, erased, and replacecl by heavier red lines showing curled fingers. This 
change looks ahead to the final painting, in which the entire am is curled, conforming the 
closed circular sweep of Susanna's body. 

1 .  For Vorsterman's print, see: Chapter Four, note 72. The inscription refers to a painting 
by Rubens. 



Seated yourig man: Stuc& for the Prdigal Son? 

Black and white chalk, and oiled chalk, on green-grey paper 
324 x 231 mm 

Amsterdam, Rij ksprentenkabinet (mv. no. 19773 1)  

Provenance: 
De Girard de Milet van Coehoorn coliection; London, Kate de Rothschild Gallery, in 1977 

Literature: 
Schatbom 1979, pp. 120, 12 1, 124 (with illustration no. 9), 128 note 2 1 

Exhibitions: 
London 1977, no. 20 

A young man is shown seated on the ground. He scratches his head in confusion, his 
closed eyes suggesting that he is exhausted. His clothes are worn out and dissheveled, 
although they seem to have once been pan of an expensive costume, as they include a long 
doublet, breeches, stockings, and boots. In particular the loose, pu@ shirt that billows out 
of the opening of his jacket and at the ends of its sleeves suggest that this young man is 
not a shepherd, as Peter Schatbom has proposai, but rather someone who was once well- 
to-do, but is now in desperate straits.' The hands and legs are also soi3 and fleshy, 
suggesting a lifestyle free of hard labour or hardship. 

Van Noordt seerns to have produced this elaborate full-length figure study in preparation 
for a now-lost painting of The Parable of the Prodigai Son. The parable appears in Luke 
15 (1 1 -32), where Jesus tells of a young man who claims his inheritance from his father, 
and mns off and squanden the fortune on loose living, so that he ends up destitute. 
Famine conditions in the foreign country bring him to the point of starvation, and he is 
forced to become a swineherd, until he reconciles with his father. Van Noordt's drawing 
possibly shows the moment of reflection, when the prodigal son changes his attitude, and 
considers an appeal to the father he spumeà. 

The function as a study seerns to be indicated by the correction in the bottom right corner. 
There was not enough room for the foot, and so this part was included in a separate 
passage, a little higher, niggesting that it needed to be studied for inclusion in a painting. 
The entire figure was studied elaborately, so that this is one of the artist's most finished 
drawings. Areas of flesh are drawn in soft, thick strokes, with soft, rounded highlights in 
white chalk, dinerentiating its consistence with that of fabric, which is drawn in harder, 
crisper lines. Heavy lines in a different, oiled black chalk, appea. in the shadow areas, and 
give emphasis to the effect of light. The facial features are aven in very broad, smooth 
description, except for the thin, sharp line for the closed eyelids. The rich overall effect 



relates to Van Noordt's paintings of 1665-1670, and gives reason to date this drawing to 
that penod. 

1 .  Schatborn 1979, pp. 12 1, 128 note 23. Schatborn related this figure to one of the 
figures in the painting of Shepherds andShephedesses at a Fmntain in the 
Rottenharnmer collection (cat. no. R39), which was not done by Jan van Noordt, but by 
the lesser-known "Jan van Noort," the author of three other known paintings as well (cat . 
nos. R9, R37, R38). 



Seated F e d e  Nude: Sttrdy for Vems 

Black and white chdk on blue-grey paper 
192 x 152 mm 

Munich, Staatliche Graphische Sammlung (inv. no. 13622, as Jacob Adriaensz Backer) 

Literature: 
Bauch 1926, p. 107, no. 53 (as Backer, a copy of a drawing in Leiden); Sumowski 1998, 
pp. 78 (with illustration fig. 5, mistakenly as in Hannover, Kestner Museum), 79 note 21 
(as 348 x 185 mm) 

Collection catalogues: 
Munich 1973, p. 44, no. 219, (with illustration plate 369, as Jacob Adriaensz Backer, 
attribution by J. Byarn Shaw) 

Jan van Noordt made this study on thin and fiagile blue-tinted paper, which over time has 
undergone several horizontal creases across the centre. Some large ink blotches rnar the 
image, on both sides of the figure. Lively and only partly finished, with lacunae in the 
contours, it seems to have been taken directiy from the model. Her figure is shown from 
the waist up, and, âom the vague indication of her hips she is seated and leans over to the 
right side. Her elbow is proppes agauist a large rounded form to the right, which is oniy 
shown vaguely, while the other hand is drawn up to her shoulder. The model, with her 
broad, pu@ cheeks and rounded eyebrows, seems to have posed for Van Noordt's 
drawing in Hannover as well (cat. no. D2). 

This drawing was made in preparation for the artist's depiction of Venus, in a painting of 
Vems and the Three Graces now in The Hague (cat. no. 16). Both figures show the same 
arch of the torso, tilt of the head, and positioning of the modeFs proper left ami and hand. 
Especially the drooping hand corresponds closely to that of Venus in the painting. She 
aiso has the same srnallish breasts, and lightly smiling expression. Van Noordt changed the 
pose in some aspects as well, tuniing the head and tom slightly to  the left, and mowig 
the proper right arm down, so that it fds  at Venus's side. He likely produced both around 
1667-69. The pose was adapted from the figure of Susanna in the painting in Utrecht (cat. 
no. 6). 



Bust of a Wornm with a Feathered HeauWess: Study for one of the Three Graces 

Black, white, red and yellow chalk on blue paper 
oval, 236 x 200 mm 

Rennes, Musées de Rennes (inv. no. C 78-3) 

Literature: 
Schatbom 1979, pp. 123, 124, 127 (with illustration no. 17), 128 note 3 1 

A young woman poses in a feathered headdress and drapery that falls off her shoulder. 
With these exotic trappings, she could possibly be taking the role of a figure in classical 
mythology. Indeed, this drawing may be a study for one of the three Graces in the painting 
of Vems and the Three Graces in The Hague (cat. no. 16). The pose, with the head tiiting 
fonvard and tumed more to the viewer than the shoulders, and the unusuaf headdress 
correspond to those of the figure of the nymph seated in the foreground right of the 
painting of Vemrs mtd her N'ph in Rijswijk; ody, the drawn figure is clothed. Her face 
shows the same bright and smiling expression as in the painting. Both works show a 
strong chiarosniro. Furthemore, the sketchy quality of this drawing, especiaily in the hair 
and drapery, give this drawing a lively spontaneity that evokes the charged atmosphere of 
the painting, with its energetic, free composition. 

Io the context of Jan van Noordt's many figure studies for paintings, this drawing is 
unusual in that it ody s~udies the nymph's head and shoulders. As most lines trail off 
before the edge, the sheet has evidentjy not been trimmed down h m  a larger drawing. 
The only exception is the bottom nght corner, where the iines describing the am and the 
back are cut off by rounded edge. The drawing was probably onginally rectangular, and 
later reduced to an oval shape. 



Juno in the C h &  

Black, white and red chdk on green-grey paper 
410 x 448 mm 
Inscnbed, bottom right:  lève de Rubens 

Bremen, Kunsthalle (hv. no. 195314) 

Jan van Noordt planned the middle and lefi section of his irnposing painting of J m  in 
Braunschweig (cat. no. 14). in this detailed study. It shows the goddess accornpanied by 
amoretti to either side. Behind her to the left, a female figure holds a mirror to her, she 
must represent PNdentia, and here she underscores Juno's wisdom.' Further back stands 
Juno's gilt throne, which formed in the sarne flamboyant, auricu1a.r style as the frame of the 
mirror. Off to the left side, seemingly places fiuther back, Juno's husband Jove appears 
seated in profile, looking upon the scene of her triumph, his bewonderment suggested by 
his gesture of holding his chin. Even Jove's eagle seems to be cowed by the spectacle, as 
he peers out fiom under the god's ample robe. 

Peter van den Brink was the first to connect this drawing to Van Noordt, by way of the 
Braunschweig painting.' It matches the respective part of the painting closely, presenting 
most of the details of the figures and atîributes. The close correspondence raises the 
question as to whether this drawing is perhaps simply a copy after the finished painting 
done by another artist. Its technique, however, follows that of Van Noordt's drawings 
rather closely. Most of them are done in black and white ch& on blue-green paper, and 
several of them also include passages in r d  chalk.' Furthemore, the sweeping, emphatic 
contour lines and so fily-modulated highlights also strongly w rrespond with his drawing 
style. The weful finish here, higher than in most of his other drawings, may be explained 
by the special character of the painting to which it is related. The Braunschweig J w o  is 
Van Noordt's largest, most ambitious work, and he almost certainly engaged assistants in 
its execution, who used this drawing as a guide. The artin lkely had to present the patron 
with this drawing as a rnodeIIo of the composition, before embarking on such an expensive 
commission. 

1. For the identification of this figure, see cat. no. 14, note 2. 

2. Written communication with the author. 

3. Red chalk was also used in four other drawhgs: cat. nos. D3, D6, D8 and D 15. 



DS. 

Stuàj for Don Jan 

Black, white and red chdk on grey paper 
363 x 227 mm 

London, British Museum (imv. no. 1852-5- 19-6) 

Lit erature: 
Mellaart 1926, p. 28, no. 13 (with illustration, as Jan van Noordt, formerly attributed to 
Gabriel Metsu); Schneider 193 1, p. 5 1 I ; Von Moltke 196Sb, p. 126, no. 1 ; Schatbom 
1979, pp. 119, 120, 127 note 12 (with illustration no. 4); Sumowski 1998, pp. 77, 79 note 
15 

Collection catalogues: 
London 19 15- 1932, vol. 4, pp. 7-8, no. 1 (with illustration pl. 5) 

A rather elegantly dressed man takes a languid standiig pose, cocking his head to the lefi 
side, and timidly hooking his fhger over the button at his coilar. His cloak is draped over a 
large rock, against which he leans. His fashionable costume features breeches, stockings, 
and a doublet, and is topped off with a ta11 pointed hat. This figure was evidently drawn in 
preparation for Jan van Noordt's painting of "De Spaensche Heidm" (The Spanish Gypsy), 
which exists in two versions (cat. nos. 27, 28). and several copies. It thus likely dates to 
around 1657-1 660. The pose and the coshime match those of Don Jan to the right side in 
both paintings, and Van Noordt evidently took great care to refine his image of the 
dapper, romanticdy-infatuated Spanish nobleman. Already in this drawing he had 
conceived of Don Jan's rather afkted gesture of hooking his h g e r  over the button of his 
doublet. Indeed, the artist created a rather finished study with sensitively-varied contours, 
but also with loose scrawls that lend it liveliiess. The fluid contours are handled with 
surety, but the overall grace is somewhat deminished by the flat, rapid hatching in shadow 
areas. 



Study of a Nude MaIe, Seated on the Ground 

Black and white chalic on blue paper 
360 x 240 mm 

Amsterdam, collection of Paul Russell 

Provenance: 
Sale, London (Phillips), 2 July 1990, lot 33 (with illustration); sale, London (Phillips), 7 
July 1993, lot 74 (with illustration) 

Lit erature: 
Surnowski 1998, pp. 78,79 note 20 

A nude young man is show seated on the ground, leaning back on his elbows, which are 
propped against a mound of earth behind him. His body is angled off to the left, but his 
head is tumed to face the viewer. There is some foliage below to the right, and behind the 
figure is some piied-up drapery. His pose c m o t  be clearly comected with a particular 
figure in a history painting, and this drawing may have simply been made as a nude figure 
study, in the classical academic tradition. 

Van Noordt used a varied contour line and rnodehg in smooth highlights and hatched 
shadows to achieved a strong sense of the volume and consistency of flesh. He especially 
conveyed the tension of the awkward pose, clearly artidating the rotation at the waist, 
even using some fine lines, applied loosely and spontaneously. Some other areas are more 
broadly drawn, with less clarity, such as the neck and chin, and the left shoulder. The 
flowing movement and the patchy e f i  of the highlights, compare closely to the female 
nude study in Amsterdam (cat. no. D3), drawn in preparation for the Susanna in 
Winterthur (cat. no. 8). They cm be dated to the sarne penod, of ca. 1670, late in Van 
Noordt's career. This drawing also compares closely to the figure study of a nude male in 
Rotterdam (cat. no. DlO), and the similarities with the mode1 in both drawings suggest 
that they were made in the same session. 



Shrdy of a Reclining Male Nude 

Black and white chalk on blue paper 
264 x 377 mm 

Rotterdam, Museum Boijrnans Van Beuningen (inv. no. MI3 1978/T6, as Jacob Adnaensz 
Bac ker) 

Provenance: 
Sale, Amsterdam (Sotheby-Mak van Waay), 3 April 1978, lot 130 (with illustration p. 
1 18, as Backer) 

Literature: 
Sumowski 1998, pp. 77 (with illustration fig. 4), 78, 79 note 17 

Collection catalogues: 
Rotterdam 1988, pp. 120, no. 39, 121 (with illustration, as Jacob Adriaensz Backer, ca. 
1640-50) 

A young reclining nude male raises himself up on his hands, and nims his head to face the 
nght. From his long, flowing hair, and the evidence of a beard, he is the same mode1 as 
appears in the drawing in Amsterdam (cat. no. Dg). Here as weii, his pose does not seem 
to be for a particular figure in a history painting. Both drawings seem to have been made 
in the same session of drawing f?om the rnodel, in the academic tradition. They share the 
dramatic effect of varied contour lines and specular highlights with the female figure study 
with the De Boer Foundation (cat. no. D3), and iikely date with it, to around 1670. The 
present drawing is more finished, with more regular contour lines and hatching, and 
completed details of hands and feet. 



Portrait Study of a Sealed Womcm 

Black and white chalk on blue-grey paper 
283 x 190 mm 

Rotterdam, Museum Boijmans Van Beuningen (hv. no. J.O. 1, as J. Ochteweld) 

Literature: 
Schatbom 1979, pp. 123, 126 (with illustration no. 15), 128 note 29 

A young wornan, who seems to be seated in a chair and resting her mm over its back, 
turns to face the viewer. She is sumptuously dressed in a satin gown and a full, loose- 
fitting blouse with sleeves to just below the elbow. Only her head and torso are shown, 
and the lesser detail at the bottom and lefi edges suggest that this was the complete 
drawing, not cut o E  The fornial pose and the costume idente this drawing as a portrait 
study. The face is surprisingly unfinished, so that the artist may have painted it directly 
from life, or used another study. The figure closely approximates the young woman to the 
right in Van Noordt's Portrait of Two Sisters anda Brother now in Zeist (cat. no. 53), a 
connedon which confirms the attribution of this drawing to Van Noordt, first made by 
Schatbom.' However, the costume differs in several aspects, pakularly the decolleté, 
which is much deeper on the painted figure. The drawing's style, with strong, sweeping 
contour Iines and highlights, and vigourous modelling, is closely related to later drawings 
dating to around 1670, such as the study for Susanna in Amsterdam (cat . no. D3), which 
is also the approximate date of the painting in Zeist. 

1. See Literature. 



Black and white chdk on grey paper 
390 x 287 mm 

Present location unknown 

Provenance: 
Sale Car1 Schôffer, Amsterdam, 30 May 1893 (Lugt 51799), lot 289 (as Portmit d'un 

jeune homme distingué. aux deux crayons, sur papier gris, Hauteur 39, largeur 28 cent.); 
sale Jhr. Alfred Boreel and others, Amsterdam, 15 June 1908 (Lugt 66680), lot 439 (as J. 
van Noordt, black and white chalk on grey paper, 40 x 29 cm); sde F. Adema van 
Scheltema, Amsterdam (Frederik Mulier), 1 1 June 19 12 (Lugt 7 1448), lot 533 (with 
illustration plate 46; f 50.- to F.M.); sale, Amsterdam (Mensing), 27-29 Apd 1937, lot 
494 (for f 1 1 0. -, to Colnaglu) 

Literature: 
Valentiner 194 1, pp. 29 1, 293 (with illustration fig. ES), 295; Staring 1948, p. 48, note 4; 
Schatbom 1979, p. 118-1 19, 127 note 5 (with illustration no. 1) 

Copies: 
Black and white chalk on blue-grey paper, 240 x 266 mm, Paris, École Nationale 
Supérieure des Beau-Arts; see: collection catalogue Paris 1950, p. 53. no. 427 (as a copy 
after Jan van Noordt) 

At the sale appearance of this drawing in 191 1, it was irnmediately linked to the larger of 
two painted portraits of the Amsterdam silk manufacturer Dionys WJnands (cat. nos. 43, 
44), by Jan van Noordt. As in the painting, Wynands is shown in threequarter length, 
standing beside a table bearing his hat and gloves, on which he rests his proper lefi hand. 
Behind hirn a curtain is drawn to the le& side to reveal a mantiepiece in the centre, and to 
the right an open window gives a view to a building in the distance. The painting shows 
these elements as well, only adding more houses and foliage to the Mew out the window. 

The function of this drawing in relation to the painting is not exactly clear. It is an 
elaborately finished drawing, right d o m  to the drapery description in the background, and 
ruled lines for the intenor architechire. More signincantiy, the artkt pumed pahteriy 
effects in the drawing, in the build-up of a rich tonal scale, expeciaily in the shirt and 
mantle worn by the sitter, where a network of hatching in black ch& defines its dark 
colour. This technique is not evident in many of Jan van Noordt's other drawings. The 
difference might lead to the speculation that the drawing was done after the painting, 
perhaps even by another artist. However, peculiar elements of Jan van Noordt's drawing 
style, especially his use of flowing contours, do appear here, for example in the drapery at 
to the upper right. SUnilarly this sheet shows his characteristic soffly-modulated highlights 



in white chalk, suggesting round forms, in the hands and in the tabledoth to the right. 
These elements support the longstanding attniution to Van Noordt. The artist likely 
produced this finished drawing as a mode110 to show Wijnands, his patron, as part of 
intense preparations for an important portrait commission. 



Black and white chalk on blue-grey paper, with a vertical seam 139 mm fiom the left 
203 x 362 mm 

Amsterdam, Rijksprentenkabinet (mv. no. A 675) 

This lively portrait of a young couple and their two children has been remarkably weii 
preserved. The surface, and the open background, are marreci oniy by a vertical seam to 
the left of centre. The technique is more sketchy than many of Van Noordtfs drawings, 
which typicaiiy functioned as studies for paintings. Nonetheless, the strong contours, 
reflection in shadows, and the rubbed-in highiights indicate the hand of Van Noordt, as 
Peter Schatbom was the fist to recognize.' The loose and direct marks in black and white 
chalk give the impression of hahg  been taken fiom We. The poses of the parents are 
informai and relaxed, the faîher holding his one Ieg crossed over the other, the mother 
with a fruit in each hand, one in her lap, the other held up to the viewer. In contrast, the 
two children at the left are in full tlight, their tilting bodies, broad smiles and flailing arms 
giving a dynamic impression of children at play. This pair compares to Van Noordt's own 
drawn portrait group of three children, last in Paris (cat. no. Dl 5). but the present drawing 
shows even pater  fieedom of action. Van Noordt advantageously applied a sketchy 
handling in conjuring a recreational atmosphere. More specifically, it is a pastoral setting, 
partaking of the fashion for idyllic representations of shepherds and the countiyside that 
became so fashionable in seventeenth century litetahire and images? This interpretation, 
suggested by the mother holding h i t ,  is finnly defhed by the sheep poking its head out 
behveen the two chüdren. The mood and setting corne close to Van Noordt's large farnily 
portrait in Dunkirk (cat. no. 56), and the present drawing may have functioned as a study 
for a similar portrait. 

1. See Literature. 

2. On the phenornenon of pastoral imagery in the Netherlands, see: Kettering 1983, and: 
exhibition catalogue Utrecht 1993. 



Portrait of a Seated Woman with two Children 

Biack and white chdk on grey paper 
410x260 mm 

Matta, Gosta Serlachius Museum of Fine Arts 

Provenance: 
Saie, Amsterdam (Muller), 1 1 June 19 12 (Lugt 71448), lot 166 (to Hofstede de Groot); 
The Hague, collection of Comelis Hofdede de Groot; sale, Leipzig (Boemer), 4 
November 193 1, lot 10 (as attributed to Jacob Adriaensz Backer) 

Literature: 
Bauch 1926, p. 11 1, no. 10 (as by an unloiown foUower of Jacob Adriaensz Backer); 
Bemt 1957, vol. 1, no. 19 (with illustration, as Jacob Adnaensz Backer); Trautscholdt 
1958, p. 364 (as not by Jacob Adriaensz Backer); Sumowski 1992, pp. 76 (with 
illustration fig. 3, as Jan van Noordt), 77, 79 note 13 

Exhibitions: 
The Hague 1930, p. 6, no. 13; Helsinki 1936, p. 25 (as Johannes van Noordt) 

Collection catalogues: 
Hofstede de Groot 1923, no. 2 (with illustration, as Jacob Adnaensz Backer) 

Copies: 
Black and white chalk, with ink wash, 3 75 x 262 mm, sale, Berlin (He~ci) ,  2 1 June 19 19 
(Lugt 79 1 14), lot 164 (as J. Toorenvliet) 

Van Noordt made an elaborate study of this intimate domestic scene of a wet nurse 
accompanied by two children. Her role here is indicated by ber costume, especially the 
hairpiece, and by the blouse, opened to expose her breast to the infant child sitting on her 
lap. Both of these figures look over to the left, towards a second, older child, who holds 
up an apple to her younger sibling. Only her head and arms are shown; the artist left the 
drawing without completing her figure. In con-, the other two figures are described in 
detail, with emphasis on the flowing folds of their dresses. 

The expressions on theu faces: the patient attention of the wornm, the earest apped of the 
older sister, and especiaiiy the wideeyed woader of the baby, have been Werentiated 
with subtlety. When this drawing was in the collection of the Dutch art hisonan Cornelis 
Hofstede de Groot, the attribution rested under the name of Jacob Adriaeau Backer. In a 
ment article, Werner Sumowski revised this judgement in favour of Jan van Noordt. The 
technique of black and white ch& on blue-tinted paper is wmmon to both of these artists. 
However, the busy effect of rythmically undulaîing contours in drapery folds points to Van 



Noordt, as does the vigorous effect of volume achieved through modehg  and the 
curiously swelling forms of the hgers. The iively interaction between the figures 
compares closely to several large group portraits by Van Noordt of around 1670, for 
example the DunkKk Portrait of a Fmi& (cat. no. 56), which also feanires a baby who is 
being offered an orange. The present drawing was perhaps a study for a similar multi- 
figured portrait of the same period, which has since been lost. 



DIS. 

Portrait of Four Children on O G w t  Cart 

Black, white and red ch& on blue-grey paper 
H 6 x  230 mm 

Present location unknown 

Provenance: 
Paris, Gallery J. Kraus 

Literature: 
Barbara Ann Scott, "Voltaire, the Europe .  Traveller," Apollo, July 1978, p. 68 (with 
illustration no. 4, as Jan van Noordt) 

Four children are crowded in, and around, a small coach. There are two brothers and two 
sisters, ranging in age fiom around two to around eight years old. The boys are to the le& 
the traditional side for males in f d y  portraits. The boy at the back is dressed in a tall, 
wide-brirnrned hat, and a doublet with a wide flat collar and a tassle, and loose, billowing 
sleeves, a features that compare closely to the costume of a young man traditionally 
identified as Comelis van Groenendyck, in Abraham van den Tempel's portrait of 1668.' 
The younger boy wears a floppy beret sporthg large fathers. To the right, both girls Wear 
tight bodices and biliowing sleeves; the older girl to the fiont has decorative leading 
straps, and her younger sister wears a loose cap over her hair. The younger girl keeps a 
srnall pug on her lap, who playfully ~ n s  and springs up to her face. She sits in an 
elaborately carved cart, the sides of which can be seen to the right. It is drawn by the goat 
that stands at the bottom left; its eyes and homs barely visible at the left edge. The animal 
is under the control of the older boy farther back, who holds a ndig crop aloft. 

Van Noordt's drawing compares to a number of paintings of children in and around a cart, 
usually showing one or more goats in fiont. One of the earliest examples of this type of 
portrait is by Ferdinand Bol; other examples include paintings by Jürgen Ovens, Nicolaes 
Maes and Gerbrand van den Ee~khout.~ Like the- Van Noordt has shown the children 
busily enjoying country recreation. The setting is an estate, with trees in the background, 
and to the right a stone pillar topped with a sculpture, of which we can see only the 
bottom. The lower halfof the composition is med with We, and expresses the artist's 
vision of youth, much as in the family portrait in Amsterdam (cat. no. D 13). 

Compared to the drawing in Amsterdam, the present sheet is much more highly finished, 
giving many details of costume. The composition goes into depth, extends to the outside 
edges. The bonom and sides appear to have been trimmed, as many forms have ken ait 
off. A few elements remain vague, in partidar the bottom nght corner, which appears to 
be part of the coach. Also Ï t  is not clear whether the girl to the right has something in her 
hands. The near-completeness of this drawing suggests that it was intended to be a 



finished work. It seems to have b e n  made as a drawn portrait drawhg, iike that of 
Dionijs Wu& (cat. no. D 12), very likely in c o ~ e c t i o n  with the preparation for a 
painting. 

1. See cat. no. 49, note 2. 

2. Ferdinand Bol, Four Childien on a Goal C m  canvas, 2 1 1 x 249 cm, Paris, Louvre 
(inv. no. 1062); and: Gerbrand van den Eeckhout, Portrait of Wiilem Wartersz Oorihmrn 
on a Goat Cari, canvas, 95 x 120 cm, Germany, private collection. For a discussion of 
these two paintings, and other examples, see: Manuth 1999, pp. 139-142. 



Rejected Drawings 

Black and white chalk on brown-grey paper 
317x227rnm 

London, Courtauld Galleries (mv. no. 4002) 

Literature: 
Von Moltke 1965, p. 214, cat. no. D202 (with illustration, as Govert Flinck); Schatbom 
1 978, note 20 (as Jan van Noordt) 

The regular hatching, the soft modelling, the staccato rythm of drapery folds, and the 
facial type with heavy eyelids, are reMniscent of the style of Jacob Adriaensz Backer's 
later drawings. The drarna of movernent in line and the suggestion of strong light, typical 
of Van Noordt, are not in evidence. 



Seated Fernale Nude 

Black, white, and red chaik on Hue-grey paper 
227 x 360 mm 

Rotterdam, Museum Boijmans Van Beuningen (inv. no. H5 8, as Barent Graat) 

Literature: 
Von Moltke 1965, p. 272, with no. 224 (as Jan van Noordt); Von Moltke l965b, p. 126, 
no. 3 



Study of a Seated Woman with a Child on her L q  

Black and white chalk on blue-grey paper 
Dimensions not known 

Hamburg, Kunst haiie 

Literature: 
Von Moltke 1965b, p. 126, no. 5 (as Jan van Noordt) 



Studyfor a Portrait of a Woman 

Black and white chalk on blue-grey paper 
290 x 207 mm 

Paris, École Nationale Supérieure des Beaux- Arts 

Lit erature: 
Schatbom 1979, pp. 122, 126 (with illustration no. 13, as Jan van Noordt), 128 note 27 

Collection catalogues: 
Paris 1950, p. 46, no. 372 (with illustration plate XLIV, as Gabriel Metsu?) 

The pose duplicates that of the Portrait of a Woman in Paris (cat. no. RU), which has 
been rejected as by Van Noordt. Like the painting, the drawing's technique shows a stiE 
carenilness not typical for the artist. 



S q  for afulI4ength Portrait of a Woman 

Black and white chalk on blue-grey paper 
347 x 220 mm 

London, British Museum (iv. no. 19 12- 12- 14- 16) 

Literature: 
Schatbom 1979, pp. 122, 123, 126 (with illustration no. 14), 128, no. 28 

Collection catalogues: 
London 19 1 5- 1932, vol. 3, p. 1 1, no. 2 (with illustration plate IV) 

The sitter's dress corresponds exactly to that which is wom by the sitter in the Portra~t of 
a Womm appearing at Sotheby's in 195 1, which is signed and dated 1659 (cat. no. 39), 
indicating a date for this drawing of around the same tirne. 



Sttrdy for a Portrait of a Woman 

Black and white chalk on blue-grey paper 
273 x 217 mm 

Madrid, Museo Cerralbo (hv. no. 4759) 

Collection catalogues: 
Madrid 1976, p. 140, no. 123 (with illustration, as Johannes van Noordt) 



A Woman with a FZower 

Black and white chalk on brown paper 
257 x 135 mm 

Frmkfbrt, Stadelisches Kunstinstitut 

Literature: 
Van Regteren Altena 1963, p. 16 (with illustration plate 10, as by Jan van Noordt); 
Schatbom 1979, p. 128 note 3 1 

The subtle effects of very thin contours and hatched lines constrast with the vigour of line 
and form characteristic of Van Noordt's figure drawings, and places this drawing closer to 
the style of Gabriel Metsu. 



Portrait ofo Standing Mm 

Black and white chalk on grey paper 
346 x 230 mm 

Rotterdam, Museum Boijrnans Van Beuningen, inv. no. R74 (as Abraham van den 
Tempel) 

Literature: 
Exhibition catalogue Rotterdam 1969, p. 50 (with illustration no. 98, as Govert Flinck); 
Schatbom 1979, pp. 12 1, 122, 125 (with illustration fig. 1 1, as Jan van Noordt) 



Black and white chalk on blue paper 
362 x 240 mm 

Viema, Albertina (inv. no. 17.585, as Metsu) 

Literature: 
Meder and Schonbrunner 1893-1908, vol. 4 (not paginated) r v. Metsu, no. 427 (with 
illustration no. 427, as Gabriel Metsu); Van Regteren Aitena 1963, p. 16 (with illustration 
pl. 9b); Schatbom 1979, pp. 121, 122, 125 (with illustration no. 12, as Jan van Noordt), 
128 note 26 

Collection catalogues 
Joseph Meder, Hm>clreichmrngen vldbnischer tlnd holhdischer M e i ~  des X K X V I I .  
hhrhnderts, Albertina- Facsimile, Viema (Albertina), 1 923, pp. 8, 1 5 (with illustration 
plate 32) 

The use in this drawing of thin lines, occasiondly even delicately twisted and wispy, is 
closer to the style of Metsu than the more vigorous handling of Van Noordt. 



DRIO. 

A River Landscape with Ships 

Brush and ink wash, over an older underdrawing 
270 x 195 mm 
Monogrammed and dated 1688 

Present location unknown 

Provenance: 
Sale F.A.C. Preste1 Frankfirt am Main, 26-28 May 1930, lot 297 (as Jan van Noordf 
FlusslandFhaJ mit hohem Feken, im Vordergn<d eine Fdhre mit mehreren Rindern 
[River landscape with high rocks, in the foreground a sailing ship with some cattle], 27 x 
19.5 cm) 

Collection catalogues: 
Dealer catalogue, Bern (Gutekunst & Klipstein), Spring 1924, no. 1 12 (as Jan van Noordt, 
Flusslan&c-ft mit hohem Ufeerfeen und einer Schff@ahre wver landscape with high 
rocky shores and a saiüng ship], 27 x 19.5 cm) 



Sale Diderik Baron van Leyden, Amsterdam (Van der Schley et al.), 13 May 18 1 1 (Lugt 
7991), lot 48, folder "WH 

Judging by the subject matter and the speiling of the artist's name, this drawing is quite 
likely not by Jan van Noordt, but by the artist identified by the author as "Jan van Noort."' 

1. See Chapter Two, pp. 39-40. 



Drawings known only fiom literary sources 

Pen and wash 
285 x 246 mm 

Exhibitions: 
Paris (Férault), 1930, no. 25 

Seafed Female Nude with Index Finger to her Lips 

Black and white chalk on grey paper 
430 x 255 cm 

Sale, Lucerne (Fischer), 19 October 1946, lot 305 (as Jan van der Noort, Dus Schweigen: 
" sitzender Frauenakt mit dem Zeigefinger auf den Mund weisend. " [Silence: " seated 
female nude pointing with her index finger to her lipsn]) 

Seated Female Nude 

BIack and white chalk 
430 x 260 rmn 

Sale, Athenon Curtis et al., Bem (Klipstein), 28 April 1955, lot 363 (as Jan van Noort, 
Siizender Mddchenakt) 

Portrait of Jrm van de Cappelle (1626 - 1679) 

Inventory of the artist and dyer Jan van de Cappelle, N.AA 2262, Notary Adnaen Lock, 
(Minuutacten van Im>entmïisen), dd 4 January 1680, p. 1 19 1 : "een Conterfijtseel van de 
ovuleden van van oorts tekeningh" (a portrait of the deceased afler Van Noordt's 
drawing) 



Literature: 
Bredius 1892, p. 34; Hofstede de Groot 1892, p. 215 no. 3; Russell 1975, p. 12; Nystad 
f 983, p. 7 12; exhibition catalogue Amsterdam 1999, p. 14 1 



Pnnts 

Landcape with Fam Animals and a MiIkmaid, d e r  Pieter van Laer 

Etching 
157 x 216 mm 
Inscribed: "PETRUS VAN LAER inv. J.V.N. fait 1644" 

Literature: 
Kramm, vol. 2, p. 1208; Le Blanc 1888, vol. 3, p. 105, no. 1; Heiier 1854, p. 98; Bartsch, 
vol. 1, pp. 16, 17; Nagler, vol. 4, p. 6 10, nos. 2-3; Dutuit, vol. 5, p. 205, no. 2; Hofstede 
de Groot 1892, p. 210; Wurzbach 1906-1910, vol. 2, p. 243 (S. v. Radierungen), no. 1; 
Hollstein, vol. 14, p. 182, no. 1 (with illustration) 

In this pnnt Jan van Noordt took up the genre of niral animal scenes. in the centre and to 
the lefi are four sheep, three lying on the ground, and one standing and facing the viewer. 
Interspersed arnong them are three goats, one of which stands. To the nght stand two 
cattle, and in front of them a dog. These animals occupy the top of a mound of earth. 
Behind them is a milkmaid, wearing a simple dress and a tdl, wide-brimmed hat, and 
carrying pails of rnilk on a yoke over her shoulders. She walks up the other side of the hi11 
towards the viewer, and is situateci further back, so that only the upper part of her body is 
visible over the crest of the ha. Her figure is aiso show more vaguely than the animais, 
emphasiring the distance fiom the viewer by suggesting the intervening atmosphere. A 
strong light fdls on the group from the nght side, suggesting d a m  or dusk. 

The scene is characteristic of the work of animal painters in the Netherlands, the most 
prominent arnong them being Paulus Potter (1625 - 1654). The inscription identifies the 
inventor as the Italianate painter Pieter van Laer (1599 - after 1642). Unfortunately, there 
does not s u ~ v e  any work by Van Laer that matches this scene. However, it does corne 
close to the prints of f m  animals that Van Laer produced in a series, in Rome, for 
Ferdinand0 Afan de Ribera.' The closest sirnilarity is with The Buck two g m  and three 
sheep near the womm with the reel (a. 25). It shares with the present pnnt a glowing 
Italianate light effect, and the grouping of different-coloured anirnals, placed in the 
foreground. The daim of the inscription here, crediting Van Laer with the composition, is 
thus quite plausible. 

The subject matier of this print is unumal for Van Noordt. It relates to only one other 
work in his oeuvre, the Shepherdesr ond a Goutsherd in a LandScque wilh Anintuls, 
formerly in London (cat. no. 3 1). The composition of that painting was likely derived fiom 
the present print. After studyhg the work of Van Laer, Van Noordt proceeded to develop 
a similar composition of his own invention. He abandoned the type quickly, and his Iater 



pastoral depictions place much less emphasis on animals and landscape, than on the figure, 
reflecting the work of Jacob Adnaensz Backer. 

The theme of nird animals also surfaces in two of the four known paintings by the other 
"Jan van Noort," (cat. nos. 39,41). There does not seem to be any comection to the 
present print, however. The other artist used a distinctly different signature, in block 
letters, and spelling the last narne without a "d." Here, the initids are written 
cdligraphicaiîy, and correspond exactly to the first three letters of the signature on Van 
Noordt's second print, after Lastman (cat. no. P2). There, he signed with his full last narne, 
which includes the "d." Furthemore, the signature on that later print is similar to the one 
that Jan van Noordt used when he witnessed a business transaction for Jacob van den 
Tempel, in 1646.* in the second state of this print, the inscription was removed, and 
replaced by the name of "H. Pot" which likely refered to Hendnck Pot (a. 1585 - 1657) 
as the publisher. The o d y  other aspect distinguishing the later Gate is the fainter 
bac kground detail. 

1. Etching, 129 x 175 mm; see: Hollstein, vol. 10, p. 4, no. 5.  This pnnt was part of a 
series of eight; see: Houstein, vol. 10, p. 10, nos. 1-8. 

2. See Chapter One, note 22. 



hdscape with the Temple of the Sybil at Tivoli, after Pieter Lastrnan 

Etching 
165 x 217 mrn 
Inscribed bottom centre, on the rock: "P. Lastm: inv JVNoort k i t  1645," 

Literature: 
Kramm, vol. 2, p. 1208-1209; Car1 Vosmaer, Rembrandi, sa vie et ses wwres, 1877, p. 
478, no. 50; Le Blanc 1888, vol. 3, p. 105, no. 2; Bartsch, vol. 1, p. 16; Helier 1854, p. 
98; Nagler, vol. 10, p. 264; Nagler, Monograrnmisten, vol. 4, p. 6 10; Dutuit, vol. 5, p. 
205; Krarnm, vol. 4, p. 1208; Hofstede de Groot 1892, p. 2 10; Wurzbach 1906-1910, vol. 
2, pp. 17 (S. v. Pieter Lastmm, M e m t g e n ,  nach ihm gestochen), no. 5, 243 (s.v. 
Johmes van Noordt W, Radieningen), no. 2; vol. 3, p. 106; Freise 19 1 1, p. 86, no. 124 
(with illustration fig. 9); Schneider 193 1, p. 5 1 1; {Oud-Holland 1948, p. 168 (with 
illustration): also Hollstein, wrong} ; Holistein, vol. 10, p. 37, no. 6; vol. 14, p. 182, no. 2 
(with illustration); Larsen 1957, p. 1 11; Broos 1975/76, pp. 205-206 (with illustration fig. 
6); exhibition catalogue Utrecht 1993, pp. 196, 198 note 7 

This landscape scene is dorninated by the form of a large hi11 to the nght side. It occupies 
the middle distance, and fills nearly haifthe composition. At its top stands the ruin of an 
ancient circular temple, which can be identified as the Temple of the Sybil, part of the Villa 
complex built by the Roman emperor Hadrian at Tivoli, near Rome. Other parts of this 
complex c m  also be seen At the bottom of the hi11 are the remains of two vaults that have 
been built into its side. The setting dso includes some later houses built among the ruhs to 
the nght and left sides, and to the left a vista with another hili, which is topped with a 
round dom& temple. The scene is completed by staffage, in the form of some figures in 
the foreground and middle distance. 

Besides inscribing his own name as maker of this print, on a rock in the centre foreground, 
Jan van Noordt also included that of Pieter Lastman as its inventor. His etching 
transmitted some of the characteristic traits of lastman's style, evident in bis paintings, 
such as the use of diagonal slopes in the background landscape, and the strong effect of 
light. Van Noordt evidently foliowed one of the landscape drawings that Pieter Lastman 
made d u ~ g  his stay in Rome fiom 1603 to 1607.l Unfortunately oniy one of these 
drawings has surviveci, and the specific drawing used by Van Noordt for bis p ~ t  has been 
lost2 These drawings provided Lastrnan with motas for the landscape backgrounds of his 
history paintings, for the rest of his caceer. The background in his painting of The FIight 
into Egypt in Rotterdam shows a temple and a hiJl similar to those in the present print.' 
Lastman's original composition for this print seems to have influenced Pieter 
Groenewegen (active 1623-1657), whose painting of the mins of the Palatine Hili shows a 
striking simiiarity to the the present p ~ t ,  oniy reversed tiom left to right, as Lastman's 
drawhg would have been.' Ben Broos has also pointed out the similarity to the 
background of Rembrandt's Stoning of Sr Stephen in Lyon.' Lastman's drawing was 



evidently weli-known among artists, and so presented itself to the young Van Noordt as a 
likely mode1 for an etching. 

This etching exists in two known states, that differ little fiom one another. The second 
state contains passages that have been partially bumished out, and subsequently reworked. 
This change is most evident in the foreground rock, where the signature is placed. 

1. Kurt Freise cites 13 literary references to landscape drawings by Pieter Lastman. See: 
Freise 191 1, pp. 192-193, nos. 57-68 (including no. 61a). 

2. Pieter Lastman, Vïew of the Palatine Hill in Rome, Pen with brown ink, brown and 
grey wash over a sketch in black leadpoint, 164 x 230 mm, private collection. For a 
discussion of the place of this sheet in Lastman's stylistic development as a draughtsman, 
see: exhibition catalogue Amsterdam 1 99 1, pp. 146- 147, no. 26 (wit h illustration). 

3. Pieter Lastman, 7he Flighr into E m ,  panel, 29 x 25.5 cm, signed and dated 1608, 
Rotterdam, Museum Boijmans Van Beuningen (mv. no. 1442); se: collection catalogue 
Rotterdam 1972, p. 42; Freise 19 1 1, pp. 54-55, no. 58 (with illustration fig. 6). 

4. Pieter Anthonisz Groenewegen, with figures by Esaias van den Velde, Lamkcqx with 
the Ruim ofthe Pulotine mad the Forum Romana, canvas, 56 x 90.5 cm, Amsterdam, 
Rijksmuseum (inv. no. A3965); see: collection catalogue Amsterdam 1976, p. 249 (with 
illustration). On the authorship of the figures, çee: Keyes 1984, p. 179, no. XXIX (with 
illustration plate 375). 

5. Rembrandt, ne Stoning of SI Slephen, panel, 89.5 x 123.5 cm, signed and dated 1625, 
Lyon, Musée des Beaux-Arts (inv. no. A 2735); see: Rembrandt Corpus, vol. 1, pp. 67- 
73, no. Al  (with illustration). On the co~ection to Van Noordt's print, see Broos 
1975/76, pp. 205-206. 



Rejected Prints 

Judah and Tmnar (Genesis 3 8: 14-1 8) 

Etching 
214 x 176 mm 
inscribed: PL 

Literature: 
Van der Kellen 1 866, vol. 2, p. 16 (as Jan van Noordt); Kramm, vol. 2, p. 1209; Vosmaer 
1877, pp. 480-48 1, no. 1 (as attributed to Lastman); Bartsch (vol. , p. ? }, no. 74; 
RoWiski ( year, vol., p. ?}, no. 432; Wurzbach 1906-1 9 10, vol. 2, p. 17 (S. v. h t m a n ,  
Radiemgen), no. 1; vol. 3, p. 106 (s.v. Pieter LAstman, as attributed to Jan van Noordt); 
Freise 191 1, pp. 213,218-224 (as Van Noordt); Hollstein, vol. 10, p. 35, no. 1 (with 
illustration); vol. 14, p. 169, with no. 3; Cornelius Müller, in: Thieme-Becker, vol. 22, p. 
4 1 3; Larsen 1 95 7, p. 1 1 1, 1 12 (with illustration fig. l), 1 13 note 1 ; exhibition catalogue 
Milwaukee 1976, p. 50; Blankert 1982, p. 3 1 note 5; Sluijter 1986, pp. 1 10,446, note 5; 
Manuth 1987, pp. 92 note 307 

Exhibitions: 
Berlin 1989, pp. 75 1-752, no. 8/18 (with illustration) 

This pnnt follows closely Lastman's painting of the same theme, last sold out of the Amon 
collection in New York.' There exists a drawing of the sarne composition, but the present 
pint was clearly not based on it. Instead the print follows the painting in its elaborate 
detail.' The attribution of the print to Jan van Noordt, first made by Johan Philip van der 
Kellen, has not been adopted by all scholars? Van der Kelen was probably prompted by 
knowledge of Van Noordt's landscape etching after Lastman (cat. no. PZ). Freise also 
drew the link between that print and the present one. He pointed to the handling of foliage 
as evidence, however, in the present p ~ t  these parts achieve far greater volume and 
suggestion of softness.' The present print is generally much more accomplished than the 
landscape etching, which shows some rough hatching, and a much weaker suggestion of 
form. The landscape print was iikely made after a drawing, not a painting. 

There is a strong possibility that this accomplished print was made by Lastman bself ,  as 
the characteristic monogram suggests. The style is not far removed ffom Lastman's 
manner of pen drawings. This print was wel-known. It becarne the basis for a painting in 
the collection of Ephraim Schapiro, with the same reversed composition.* A second print 
a e r  Lastmans painting, wtiich greatly expands the background scenery, was made by 
Pieter Nolpe (1 6 13/14 - 165~/53).~ 



1 .  Pieter Lastman, Juciah m>d h m I  panel, 123.2 x 92.7 cm, sale David Amon et al., 
London (Christie's), 12 December 1 959, lot 83. For a discussion of the painting, with 
respect to the prints &er it, see: Larsen 1957. 

2. Attributed to Pieter Lastman, Judah and Thamar, rd chalk, 260 r 200 mm, Budapest, 
Szépmüvészeti MUzeum; as mentioned and illustrated in: Hmukeichmrngen alter Meister 
in der Albertina und andere ~ m l m g e n ,  SchBnbrunner und Meder, vol. 3, no. 25 8; see: 
Freise 191 1, pp. 213-214 (as not by Lastman). 

3.  See Literature. 

4. See: Freise 191 1, pp. 218-219. 

5. Anonymous, panel, 42.4 x 35.6 cm, London, collection of Dr. Ephraim Schapiro; see: 
exhibition catalogue Milwaukee 1976, pp. 50-5 1, no. 20 (with illustration); provenance: 
sale, Berlin (Lepke), 6 March 1906, lot 244 (as hdah and Thamar, after Lastman). 

6. Pieter Nolpe, &er Pieter Lastrnan, Judah mid Tmnm, etching, 4 12 IC 5 10 mm, Bartsch 
74, W. 4; HoEstein, vol. 14, p. 169, no. 3. For a discussion of the relationship between this 
print and Lastman's painting, see: Freise 191 1, pp. 2 19, 220 (with illustration plate 12, no. 
4 1). 



PR2 

nie Adoration of the Shepherh 

Et ching 

Hollstein, vol. 14, p. 183, no. 6 



Head of an Old Man ( 4 e r  Rembrandt) 

Nagler, vol. 4, p. 610, Rovinsky, vol. 2, p. 67; Schneider 193 1, p. 5 11, no. 3; Hollstein, 
vol. 14, p. 1 83, no. 9 (with illustration) 



P ~ t s  known ody from literary sources 

Sale Jan Yver, Amsterdam, 25 March 1 8 1 6 (Lugt 8845), (as "Het eigen geëfste wer@e 
van J. van Noort, 51 sl~h" [The autograph etched work by J. van Noordt, 5 1 pieces]) 

Literature: 
Kramrn, p. 1209; Hofstede de Groot 1892, p. 210 (as by an 18th-centwy J. van Noort, 
active in Leiden); Groenevelt and Den Hertog 1987, p. 126 note 44 (as perhaps by Van 
Noordt) 

As Hofstede de Groot suggested, these prints are likely by a later namesake of the artist. 



Appendk: Documents pertaining to the life of Jan van Noordt 

1602, 19 November: G.A.A. D.T.B. 1 144 (Burial), p. 60. B u h l  of Daniel van den Oort, 
living "inde CIauisingel" (in the clavecembalo) in the Carthusian Cemetery. 

1607.24 July: G.AA 5073 (W.K.) no. 546, (Inbrengregister 14). fol. 3 15v. Jacques de la 
Verdure, son of Marijken Comelisdr van Roosendael, and Jacques de la Verdure, receives 
items out of the estate of his mother, tiom the house of her deceased second husband, 
Daniel van Oort, who had been a builder of clavecembalos. 

1640, 1 9 December: G. A A 5004 (Burial Register of the W.K.), no. 20 (Zuiderkerk and 
kerkhofi. Burial of Jannirgen Jacobs, wife of Sybrandus van Noordt, and mother of Jan 
van Noordt . " Jannitgen Jacobs bij R u s l d  op d'hoeck van SIxFkssiroet Schoolmeesters 
vroti" (Jannitgen Jacobs at Rusland on the corner of the Slijkstraet , Schoolteacher's wife). 

164 1,20 June: G.A. A. 5073 (W.K.) no. 796, (hbrengregister [Entrance Register] no. 
25), folio 44. Sybrandus van Noordt registers the inheritance of his three children who are 
not of the age of majority, fiom their rnother, with the Chmber of Orphans. They are to 
receive 1200 guilders, or 400 guilders each. 
"Den 20 Juny 1641 heef! S@mt van Noort schoolmr. bewesen zij&x# kinak ais 
Anthoni out 22 &en. Johannes out 17 Jaren ende Lucas art 13 Jmen aber moeders aft 
WLLF Junniirgen Jacobs van h m  mwders erf tesamen de somme van Twaelmdert  gulde!t 
ers daer voren hi j  beloofd borge te stellen. Ende zalz~;i> voorzg. &in&. hmrden met 
belovde goede ende onder verbant ende de zal hijvoors bl~jben SSten ende te behaechdr 
Jacobus van Noori de rnondige brueder von kinde. present Frederc de Vrijende Mr. 
Albert Bas Weesmrs. " 

(The 20th June 1641 Sijbrant van Noort Schoolteacher presented his three children, behg 
Anthoni 22 years old[,] Johannes 17 years old and Lucas 13 years old whose deceased 
mother was J a ~ i t g e n  Jacobs[,] promises to poa a deposit for their inhentance from their 
mother together a sum of twelve hundred guilders. And shali keep the aforementioned 
children with the prornised goods and withui stnctures and shall firthennore remain where 
he is and to the approval of Jacobus van Noordt the brother of the chilken who has 
reached the age of majority, Frederic de Vrij and Mr. Albert Bas Orphan-Officers 
present .) 



l646,4 March: N.A.A. 993, Notary Jan Bosch, document no. 19, fol. gr. Jan van Noordt 
witnesses to a note drawn up for the Portugese Jew Jacob Ferro, namhg the Leiden 
merchant Jacob van den Tempel and the dyer Jacob Uytenhove as creditors for goods 
purchased nom Isaac Rocarnora of Leiden. The margin notes record the subsequent 
payment. The first note, dated 4 June 1646, records the collection by the sherifffkorn 
Ferro, for Rocamora, at the request of Van den Tempel. It also cites an obligatory note, to 
Jacob van den Tempel, drafted in Leiden, dated 30 May 1646, to which Jan van Noordt 
bears witness, in Amsterdam. The second note, at the bottom, confirms that Ferro has paid 
Rocarnora. 

1648, 25 November. Leiden City Archive 506 (Old Notarial Acts) no. 754, Notary Arendt 
Joachimsz Raven (Mimutacten) document nos. 198 and 199. Jan van Noordt signs as 
witness to a codicil to the testament of the painter and cloth merchant Abraham van den 
Tempel, in Leiden. 

1 666, 1 8 January: Naarden City Archive, Old Notarial Archive no. 3678 3, Notary Jacob 
Atten. Jan van Noordt acts on behdf of Adnana Kosters, the only child of Dr Samuel 
Coster. Van Noordt is authorized to transfer to Adriana the ownership of a double grave 
in the Nieuwe Zijds Cape1 in Amsterdam. She is entitled to this grave, being the oniy 
daughter of the only son of its occupant, Adriaen Lenaartsz. 

"Comparerendle vmr mij Jacob Atten van d'eed Heere vun Hollmidgeaclmitteert 
opnbaer Nutaris binnen Naer&n ende getuigen nagenoemt de Eerb. JO@. Aertjen 
m e r s ,  docher van de Eerb. Heere Dr Smmrel Koster za: inwoon. ende erve deser stede 
vwm., verklaert gecomtitueeri en& gemuchticht te hebben gelijk sij comîitueert ende 
macht mits dese dE:  Mr J m e s  van Noori burger tot A m s t e r h ,  cmme in der1 name 
e d e  van wege haer comparant te procuren ende be~rdàken dar bij de heeren 
Kerheesteren van de N i m e  Sydt Cap1 ofaber seker gruj feggende in deselve kerke 
achter de preekstoe[gekomen van Adiaen Lenaerts' haer Compmrtes voornoernde 
Vaders Vader za: op de ment van haer Cornpantes overgedkagen ende gestelt mede 
alsoo sij verklaert te wesen, een eenigh k i ~  en erjigename vm gemelde huer Vader 
Samuel Koster Za: de weike mede een eenigh kind en erfgenaem van Ad-iaen Letwarts 
geweest is. Belovemie vmrgoed en& van waerak te houcien tgene dese aengaen by den 
Gecomtitueerde geckrenende vem-cht sal werden. Gepeert binnen Naerden ten 
cornpoire mijns N o t m ~  ter presentie van Eèrs. Jm Storm ende Jàn Atîen ais getuigen die 
&se minute neffen mg Notans get. hier te vemkht s i  getekent hebben op de 18 jcm 
a" 1668 
Wefk getuige ik 



J. Stom 
Jan Atten 
J. Atten Nots. 1668 1/18" 

(Appearing before me Jacob Atten Public Notary in Naarden admitted by the Honourable 
Lords of Holland and witnesses, hereafter named the Honourable Miss Aertjenrsic] 
Kosters, daughter of the late Honourable Dr Samuel Koster, dweliing and property in this 
city abovenamed, declares to have appointed and empowered, just as she appoints and 
empowers herein, the Honourable Mr Joannes van Noort burger of Amsterdam, in the 
narne and according to the wiii of her the party to procure and proceed with the Lord 
Churchmasters of the Nieuwe Zijds Capel there a certain grave lying in the sarne church 
behind the pulpit corning fiom Adriaen Lenaertsl the party aforenamed her late father's 
father, be transferred to and placed under the name of the party, such as she declares to 
be, an only child and heu of afiorementioned father Samuel Coster, deceased, who was the 
only child and heir of Adriaen Lenaerts. Promishg to hold as true and good, everything 
that pertains to this acwrding to the party SM be canied out. Passed in Naarden at the 
office of my Notary in the presence of the honourable Jan Storm and Jan Aîten who have 
signed dong with me the Notary as witnesses to this minute having been drawn up on the 
1 8th of January 1668) 

1. In the margin: "In syn Ieven stads timmer mann (During his Life city carpemer). 

1668, 25 January: Naarden City Archive, Old Notarial Archive no. 3679 A39 Notary 
Jacob Atten. Jan van Noordt is authorized by Adnana Kosters to sel1 the double grave in 
the Nieuwe Zijds Capel, occupied by her deceased grandfather Adriaen Lenaartsz. Van 
Noordt is specifically mentioned as a " Komtrijk Schildern (artfui painter). 

"Comparerende voor mij Jacob Atten Bijd'M Hove vm Hoiit geadnitteerde openbaer 
Notaris binnen Naerden ende & getuigen nagenoemt e 'Eerb. Ju@. Aakianu Kosters 
imvwnder te deser voorn. Stede VerclaertB geconstifueert ende gentagît@ te hebben 
gel@ sijsu1k.s doet bijakse - d'Ed: Jm v m  N w t i  konsît~jk Schilder Wnsterdam* omme 
in'r den name ende v m  wegh hoer constituante te verkopen, voor sOOdQnigh sonma van 
pen~iighen als hem de constitueerde goe dirncken en& geraden achter sal, seekr haer 
consiitz~antes Grafste& lemende inde C i p l  genaemde Hebtigestede, k e r  als eenige 
kint ende e#genaem van dtEer: Hr. Samuel Koster zo: competerende %elw te cederen 
ende tntns: porteren &er ende sm'r behoren sal, etgendom ende quiringhe te p w r e n B  
voor d'evictie te causeren haer persoon ende goeakren &emvoor te verbinden - de 
kooppenningh t 'onrfmgenn. somma alles ende in aile gevafie &se aengaende te dom ende 
luten gexhieden al gene sijco~iuante self somme present s~jufe  soude de komne dwn 
eude Iaten geschieden* belove& voor goedrtemik van waerde te houden en& d m  
houde hetgene h i jHm Gecoll~tt~tueerde dese aengaed g e h  ende vemkhte sa1 



werden, onder verbant ULS M rechten, G e h  binnen Naerden te comptoire mijles 
Notarij ter presentie van d'EiLB. M. Jm van Schagen ende Jrm A t m  ais getuigen op 
den 25 Jamarijd 1668- 

Jan van Schaghen 
Jan Atten 

Welk getuige ik 
J. Atten Not: 
1668 1/25" 

(Appearing before me Jacob Atten public Notary in Naarden adrnitted to the Honourable 
Court of HolIand and the witnesses named hereafter the honowable Miss Adriana Kosters 
inhabitant of this aforementioned &y declares to have appointed and empowered as she 
does herein - the honourable Jan van Noordt artfbl painter in Amsterdam, in her name and 
according to her wish to sel4 for whatever sum of money as he the appointed thinks good 
and advise, specifically her the appointer's grave lying in the Chapel calied the Heilige 
Stede, she as only child and heir of the Honourable Samuel Koster, deceased, to complete 
the surrender and transfer there as shall be appropnate, to pass on ownership and receipt, 
to bring about the removal[,] to bind her g d s  and person- to coîiect the sale price, in 
sum to carry out everything in every case pertaining to this, promising to hold and have 
others hold in truth and respect that which he the Appointeci shd  carry out conceming 
this, under agreement and according to right, C h e d  out in Naarden at the office of my 
Notary in the presence of the Honourable Mr. Jan van Schagen and Jan Atten as witnesses 
on the 1 5 th of January in the year 1 668 .) 

1668, 3 July: N.A. A. 3607, Notary Antonij van de Ven (Mimnrfacten) folio I Or,v. The 
third document related to Adriana Kosters is an Amsterdam record of the sale of the 
grave, by Jan van Noordt, to a Mr. Gemt Luijks. 

"Op Hu&den den Derden Julii 1668- Compmeerden vtwt mijAntonij van de Yen bijaèn 
H. Nots. P. ende de nogenoemdk getufken, Hr. Jm van Noordt konst schtlder wonende 
hier ter stede alsprocuratie hebbende vm Jufi A&ana Kostets in &O den 25 Jorn- 
1668 voor&n Notms Jacob Atten ende seeàer getu~&en- tut Nwden gepareert, ende 
verclaerde in dien quolire# vercogt, getransporteert, e h  (Nt vollen ei&endom) 
overgegaen te hebben, geen hijdoet bijdesen - aen enrle te behoeve Hr. Geml LUI@ - 
Coopman alhier en cikbbelt grqftstede lIiggende achter & predicksttoel in de Nieuwe SI* 
Cappel A? 35 & 36 - en dclr om ende voor Seecker somme van penningh doeroom den 
vecoper bekent v o b  ende betaelt te z@t den eersîen penningh, metten laesten. &n 
voorgn. Cqer dzervan niet aileen quiterende, en vercogt oocR dit voor een chrbklt 
graflestede tuilen dagejegem eenen tegel13ken ter vr1;i.n ende wijte wmen, muer oock 



om te causeren hijlompt. de Heren Kerckmr. vun den Nieuwe Si/% Capi  voorn. om de 
gemelte dubbelr r a m e d e  op de beecke n den naer (en op sije) van de voorgn. 
J u - .  Cmters m e n s  worall si3e verbint hij Compt. palitute qua s ~ p  persoon ende 
goederen roerend en amtaend hebberuiè ende getui&end, alle de selve ende den keur van 
dien submitterende ten Geciwongen van aile Rechten ende Gerechten Ten gwd 
vertrmwen Ende coltsl'sterde mijNois: hier van te horen op &se abte G e p e e r d  binnen 
Amsterdam îer presentie van Abram ïlteunernans ende Abraham van Bergman als 
getuigen - - - -" 
A. Teunemans Joan: v. Noordt 
A. van Ven 
Not 

(Today the Third of July 1668 before me Antonij van de Ven Notary [in Amsterdam] with 
the Court and the witnesses named hereafter, appeared Mr Jan van Noordt painter living 
in this city as k g  authorization fkom Miss Adriana Kosters dating to 25 January 1668 
passes before the Notary Jacob Atten and certain witnesses in Naarden, and declared in 
this capacity to have sold, transferreâ, and (in complete ownership) surrendered, which he 
does herein, to and to the discretion of MI. Gemt Luijks- merchant in this place a double 
grave lying behind the pulpit in the Nieuwe Zijds Capel No. 35 & 36 and that by and for a 
certain sum of money which is known to the seller has been completed and paid the first 
penny together with the last, the aforementioned Buyer not oniy receiving, and buying also 
this for a double grave for al1 time against and opposition, as free and being fk, but also 
that he the party cause the Lord Churchmasters of the Nieuwe Zijds Capel 
abovementioned to record the double grave of hers of the according to (and on his) the 
aforementioned Miss Coster's name. Above ail he comrnits accordingly his person and 
goods portable and real estate having and witnessing, submitting al1 the same to the 
discretion of the Power of al1 Rights and Judgements in good Faith and 1 Notary assert to 
have heard on this daypassed in Amsterdam in the presence of Abram Theunemans and 
Abraham van Bergman as witnesses) 

1670 (no date). G.A.A 5026, Repesten, 370% third folder, fol. 789. Jan van Noordt and 
his brother Anthoni request that the Justices of Amsterdam take action against a certain 
Arent Brouwer. Brouwer had courted the maid of the Van Noordt brothers, Trijntje 
Bartels, and had been rejezted. For seven months already, he has been harasshg the three 
of them on the Street. 

"Aen de Ad Heeren van den Gerechte &r stadt Antsterdm. 

Geven eerbieclelijck te kennen, mr. Anthoni van Ninwt, orgïmist van & Niewe Kercke 
alhier en& Jan vmr Noort, sip brwder, hm a h  hun qplianten rünstmaaght Tnjnrjen 



Bar~eIs een tijdt Imgh door eenen Arent Brumuer, sjderedersgesei, gevrijt s~rtde, deselve 
haar dienstmaacht de vmrs. Arent Brouwer heefi flgeslagn; 't is nu mLx. Edele 
Achtebare Heeren &t de vuurs. Arent Brouwer m al seven mamtden hetwaartz ahgefijcx 
groote insulentie end moe~illicheit ontrent hun supplianten huys heeft gepleeght ende 
dai deselve, wmneer ho de v m s .  Tn~ntjen Bartek oft hm supphnten op de straai 
rescontreert, telckemnden in presentie van eerlQcke Iqakn aerrmf, sccheldnde de 
suppliante ende h n  voors. diemtmmcht suk uyt k t  sich de iuyden met meenichten 
damontrent vergaderen, 't weick m veele maalen is geschiet; &t me& de supplianten 
hn nrr gunt voors. hebben geaLjleresseert g e h d  aen wïjien &n Ed Heer Dr. Cornelis 
Witzen, in zijn ieven hmPoflcier deser stede die de wors. Bruuwer al heefi ge&en 
interdiceren, doch evemve I in sijn boosheit voortvwende, sulx &t sij suppIimtenl 
dagelijcx de strmt met vrede niet konnen gebruycken; derhdven keren hun de 
supplianten tot CI. Ed Achtbaerheiden, eerbidelijck verswckende del deselie, regart 
nemende in &sen, gelieven den vows. Arent Brouwer te gelasen dat hij van sijn voos. 
insoienrie ende gewelt SUI a#ktandt aben, op mijhheer den o@cer de soack inhanden te 
stelien ende de vmrtz daarover te dipneren suk ah II. Ed Achtbaerheiden naar recht, 
redett, ende billicheit verstaen milen te behoren. 't Welck doende etc. " ( M y  thanks to 
S.A.C. Dudok van Heel for his transcription of this document.) 

(To the Honourable Lords of Justice of the city of Amsterdam) 

Make known in all due respect, Mr. Anthoni van Noordt, organist of the Nieuwe Kerk 
here and Jan van Noordt, his brother, how the plaintifEs' maidservant having been courted 
for a time by one Arent Brouwer, silk weaver, their maid rejected the aforernentioned 
Arent Brouwer; 'tis now so, Honourable Esteemed Sirs that the aforementioned Arent 
Brouwer for seven months already has perpetrated great insult and contempt against the 
plaintiffs, whenever he encounten the aforementioned Trijnten Bartels or the plaintiffs on 
the Street, repeatedly in the presence of respectable persons about, cursing the plaintifEs 
and their aforementioned maidservant, such that people gather around in a crowd, which 
has now happened many times; that aiso the plaintif% have addressed theu conceni to the 
Honourable deceased Sir Dr Cornelis Witsen, in his life chief officer of this city who 
already reprimanded the aforementioned Arent Brouwer, nonetheless, continuhg on with 
his abuses, so that the plaintBs1 daily were unable to use the streets in peace, therefore the 
plaintiffs tum to you, Honourable Esteemed Sirs, with aü due respect seek that the sarne, 
consider this, please order the aforementioned Arent Brouwer that he desist in his 
aforementioned insults and violence, or place the matter in the hands of my Lord the 
Officer and proceed with it as your Honourable Esteemed Sirs deem according to justice, 
reason, and efficiency, which s h d  be done etc.) 

1. In the ma@: "noch oock hun gemeïte dinstmuaght" (nor their aforementioned 
maidservant). 



167 1,3 December. G. A. A 5072 @.B.K.) 738, folio 44. Jan van Noordt is narned as a 
creditor to the estate of his brother Jacobus van Noordt, who has declared bankniptcy. 

1671, 18 December. G.A.A 5072 @.B.K.) 738, folio 49 (18 December 1671). Jan van 
Noordt, as creditor, daims items fiom the house of his brother Jacobus, including portraits 
of his father and grandfather and of his two brothers, and a Grmi& and Daifilo. 
Although the paintings are likely by hlln, he is not mentioned as their author. 

"Johannes van Noort eijscher Contra de curateurs van de buedel van Jacob van Noort, 
Gedagen 
Commissarisen adnitteren eyscher ak sijn eygen sueken te moogenemen & schiîderijen 
hiemaer gespecijiceert berustende inde boedel van Jacob van Noort, ais naementlyck eerl 
schilderij van de eyschers beste vader en van syn we&r twee van syn broeders. eende een 
schildenj van Grmi& en DeyjZo. Btj aldus de eysscher by eede sal wilieti vercloeren 
van deselve schiidenjrt eygen tue behoren wekkr eedhij geconsenfeert &y eed te doen, 
Actum et presentibus utsupre." 

(Johannes van Noordt plaintinagainst the trustees of the estate of Jacob van Noordt, 
surnmoned. 
The commissioners allow the plaintiff to take as his own property the paintings hereafter 
specified in the estate of Jacob van Noordt, namely a painting of the plaintifPs dear father 
and of his grandfather[,] two of his brothers, and a painting of Granida and Daifdo. The 
plaintiff wishes herein to declare under oath that the same paintings belong to him which 
he consented to do under oath.) 

1673 July (no specific date). N.AA 3032, Nomy Henrik Venkel, (not paginated). Jan 
van Noordt empowers the wine merchant Pieter van Hartochvelt to collect his debts for 
him. 

" Heeden den [ ] Julij 1673 compeerde voor mij W k  Venkel, Nuts. Pb. in presenlie 
van naergen. gem Hr. Johmuws van N m ,  won. binnen deser s&& verbleken bij  desen 
verclaerde te constitueren Hr. Pieter van Hartochveit, w~jhkoper alhier, omme von alle 
hijgel. siBe debieturen tkijschen en onyimgen, sodanige sommen van pena, als E d .  
der seven bevonden sal werden aen hem const. schIdich te z~jh, volgen die reken ende 
bescheijfen aber en z 1 ~ ,  der geconsf. ten M e  gesteIf, en. on@. qwitmtie te 
veragteren, en& wx>r mermminge (ist noou te museren, ufle o p v f e n  e d e  
weiaenaers tat hetalen bijbehwwn midelen gerechren te comtiugeren ter den e1;iade 
van dEhr Schepen Extrs, dYcü CommmisFe wn desokate BoedeIs, zee, en Meipie d e n ,  
ende voor hoedmige mrdere heren, hovm gerechten, en& rechteten? Daert. en& 



eipschen sd, ende commiseren aldrer op ende jegens eenen tegen t'rrgeren ende recht te 
spreken, so wel ei$schen, uls venvenm. in omnibus ad lites in c o m m i s  forma. ende 
vmrts te Beioven, af&s gedaen r'clmsr. punt. " 

(Today the [ ] July 1673 before me Henrik Venkel, Notary Public in the presence of 
witnesses mentioned below, appeared Mr JohaMes van Noort, living in this ci&, and 
herewith declares to appoint Mr Pieter van Harochvelt, wine buyer here, to collect and 
demand from all the debtors named by him, such sums of money as the Honourable Seven 
shall deem to be owed to him the party, according to the relevant figures and documents 
that have been given to the Appointee and to undertake to secure the receipt and to issue a 
waniing (if necessary) to bring to payment ail those who resist and refùse using the 
appropriate legai means to this end with the Honourable Justices Extraordinary, the 
Cornmitte of Banknipt Estates, Sea and SmaSl Mairs and before such other Lords, courts 
ofjustice, and judges, shaii clah aga& them and submit there to and against to act 
against and to demand justice, demands, as much as requests, in everything according to 
the usud way, and furthemore to promise, thus done in Amsterdam etc.) 

1674, 16 April. N.A.A. 373 la, Notary Pieter Sas (Mimatacten), fol. 1 15r,v: Jan van 
Noordt appoints the merchant Jacob van den Tempel (brother of the artist Abraham van 
den Tempel) to coliect debts for him. 

"Op Htnjieen den 16de Apnl a" 1674 compareerde vwr mij Pieter Sas N&s pblicq 
ende in presentie vun de naebest. getu&en Hr. J o h n e s  van Noort wuonende op de 
bhmgracht binnen deser d e ,  eende wrclaerde den vmm. comparant gecomtitueert 
ende machtigh gernaeckt te hebben sula d d e  mi& desen d 'eerme Jacob van den 
Tempel, mede wonende alhier, om u# si3 cornpuants mem ende v a n  SI* nent wegen 
alle s@ne saeken woer te nemen - alle schulden actien en pretentien die bijs13 vwrn:- 
gecollstitueerde alrede opgegewn heefi en noch bekenî maken sa1 te innen vordem ende 
le ontjângen, van allen onrfrmen quitantie te passeren ende voor nuermmingh, kt nmt, 
te caseren - alles in& min en mntschqp ist doenel~p, indietn ?net door mi&eIen vm 
Justitie, tot dien e@de te compmeren vwr alle heeren gerechten ende rechteren a l .  
vere~@schen ende requireren sui ende aiaber op ende tegens reparijgel~jdwi der Hr: 
debiteuren, ende alle andere henpathge maken& te ageren e h  recht te spreeken soo 
int eijschen als venwren in omnibus ad Iires in communi forma: sententien te vetsoeken, 
te hooren promntieren, die tu doen executeren ende 1 mecken ten u@e eijuie t w  te 
vervolgen, authoriserende hijcompant SI@ voom geconstitueerde mede: om met een 
&el$ te mogen accorderen, compromisreren en& verdkagen, toi dien e121de in te gaen 
r&bnen ende passeren s&ige compromissen accorderen ende miriete acteîn met ope 
sonder pena onder ofre sonder cotuhmnutie van sOOLtanigen heren hoven ende gerechren 
als requireren mi, ende voorts noch m desen soo in a h  bugen rechten alles meer te doen 
ende ten h e n  d s  hijconrpmmt seus present s@de sarde konnen open mogen dom, 



ahuarf wk soo dal de sake nuâèr ofre speciiaelder I d  vere~&schetz dmt v m :  staef, 
Belmuende ende: alles oprecht gedaen t/ Amsterdmn ter presentie van Gijrert encie 
Johmnes Tenchinck aIs get. ende" 

Joan: V. Noordt 
gij sbert tenchinck 
johannes tenchinck 
Quod attestor 
Pieter Sas 
Nots 

(Today the 16th of Apd 1674 appeared before me Pieter Sas Notary Public and in the 
presence of witnesses mentioned below Mr Iohannes van Noort living on the Bloemgracht 
in this city, and the abovenameci party declared to have appointed and empowered 
herewith the honourable Jacob van den Tempel, also living here, to take account of al1 his 
affairs in his name and at his behest, to collect ail debts such as the abovementioned party 
has already submiaed and will disclose[,] to demand the payment and to collect, to cause 
receipt of al1 that is coilected, and to issue waming ifnecessary, everything in love and 
fnendship as is cornmon, if necessary by means of Justice, to rhis end to appear before al1 
Lords of Justice and judges as will be demanded and required[,] and there to act to and 
against restitution just as the Lord debton and ail others who take stand[,] to a a  and 
demand justice in demanding as well as in claiming in everything according to the usual 
way: to seek sentences, to declare, and to see done, and to pursue every case as far as is 
possible, the party authorizes the aforementioned Appointee a h ,  to make arrangements, 
settle compromises with everyone, and other acts with or without penalty such as the Lord 
Justices and Judges shall require, and furîhermore in these as well as out of court to do 
and to have done just as if the party would be able to do if he himself were present, even if 
the &air requires greater special trouble than aforementioned: Promises and everything 
done rightfùlly in Amsterdam in the presence of Gijsbert and J o h a ~ e s  Tenchinck as 
witnesses etc.) 

1675, 2 May. N.AA 4370, Notary Silas van Iaerlant (Mimtucten), fols. 195r,v. At the 
behest of a certain Abraham Blanck, an inventory is drawn up of the contents of a house 
on the Egelantiersgracht. It had been occupied by the painter Jan van Noordt and the 
"Eye-master" (possibly ao spectacle-maker) Mr. Valencijn, who had vacated it recently. 
Even though the document daims that the two men had been living there, the goods left 
behind more closely reflect use as an atelier, than as a residence. 

"Op h ~ j i e n  den 2 Maij 1675 hebk ick SiIas wn Jimrlandnuts. publ. de. miju~,&en 
name en van wegen A b r h  B k c k  neffens den selm gemelt sijn hiryse men& e~@ak 
Egelmtiers gracht uhvart voor desen. ssoo mijgeseg een, Mr. Vaîente~@ oogineester 



ende J o h e s  van N&rt schilder gewont M e n  ende eergisteren cher u$ vertraiken 
waren en aldaer de naervolgende ggwderen, mijin het v o o m  hu@ bevorsden , 
geinventariseert ende opgest. door mg het meeste ende klejuk (zoo het niet wcgertaè) 
goet op het achterhe fije boven de keucken geslag ende versegelt 

onttrent 25 stlrx t~jkzngoel 
d i e  en twintige buecken ofie 
bondels soo km ais groot t&n 
werck gebonden in een bondel 
linnen deeckem, en secreet koffertje 
ende een kussen 
cirie houten dmsjeens en twee boec@ees 
een stuck root PZ* [crossed out] 
een (prtret en eenige blommen) [crossed out ] hwfi van een man 
eenige bloemen 
een portraicf van een wm 
twee klepe hoodes 
een begonne stuck met h ie  tro. 
een portret van do. dmckerts 
îwee paneelen 
een stuk root tr13 met een 
sat~jhe rock 
eenige bw cken 
een htaren 

in de (binnen kmner [crossed out]) keuken 

twee tafek [crossed out] 
een hout tafeelrtje 
twee stoeien 

op de solder 

9 peeneelen 
2 stoelen 
2 tafeitjes 
2 eseh om op te schilderen 

een christus 
een contrefe@el van een out m m  
een bort met den h r r c h n  mgmeester 



Aldus desen geinventarrarrsert op wesen 
&O - present Daniel Luycken en 
J o h e s  Martini als gefui&en 

Uaarland 
not pub I. 

JMariini 
D: Luycken 

(Today the 2nd of May, 1, Silas van Jaarland notary public, in the name of and at the 
behest of Abraham Blank beside the same aforementioned his house standing at the end of 
the Egelantiersgracht where previously, so 1 am told, a Mr. Valentijn eye-master and 
Johannes van Noort painter had lived and vacated the day before yesterday, and the 
following goods there, found by me in the aforementioned house, inventoriai and drawn 
up by me, the most and the small goods, that were not heavy, stored in the back room and 
sealeci. 

-25 pieces of drawing matenal 
-23 books or bundels of large and srnall drawings, bound in bundels 
-linen blankets, a privy-chest, 
and a small pillow 
-3 wooden boxes and 2 small books 
-a head of a man 
-sorne flowers 
-a piece of red tripe [crossed out] 
-a (portrait and some flowers [crossed out]) head of a man 
-a portait of a woman 
-2 small heads 
-a work just begun, with 3 heads 
-a portrait of Do. [minee] Danckerts 
-2 panels 
-a piece of red imitation velvet, and a satin skirt 
-some books 
-a lantern 
In the (inside room [crossed out]) kitchen, 
-2 tables [crossed out] 
-a s m d  wooden table 
-2 chairs 
In the attic, 
-9 panels 
-2 chairs 
-2 smdl tables 



-2 painting easels 
In the front room, 
-a Christ 
-a portrait of an old man 
-a panel with a Turkish Eyernaster [?] 

In sum these inventoried on the aforementioned date as present Daniel Luycken and 
Johannes Martini as witnesses) 
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Kulturbesitz) and London (Royal Academy of Arts), 1984 

Raleigh 1956 
Rembrandi and his Pupils, ed. Wdhelm Reinhold Vaientiner, Raleigh, North Carolina 
(The North Carolina Museum of Art), 1956 

Rotterdam 1969 
Hans R. Hoetink, Tekeningen van Rembrandf en zijn school, Rotterdam (Museum 
Boijmans Van Beuningen) 1969 

Rotterdam and Frankf'urt 1999 
Albert Blankert et al., Dutch Cîwcim in sevenleenth-centu~painting, Rotterdam 
(Museum Boijmans Van Beuningen) and Fradcfbrt (Stadelsches Kunsîinstitut), 1999-2000 

Utrecht 1946 
Hewonnen K u ~ b e z i t ,  intro. C.H. de Jonge, Utrecht (Centraal Museum), 1946 

Utrecht 1984 
Zeldzaant Zilver uit de Gouden Eèuw De Uirechtse edelsmeden Van Vianeri, ed. M.I.E. 
Van Zijl, Utrecht (Centraal Museum), 1984 

Utrecht 1989 
Robert Schillemans, Bijbe lschilderkunst Rond Rembrandt, Utrecht (Rij ksmuseum Het 
Catharijneconvent), 1989 

Utrecht 1993 
Peter van den Brink, et al., Her Gedrtwrnde Lmid Pastorale schilderkumt in L Gouden 
Eeuw, Utrecht (Centraal Museum), 1993 

Warsaw 1950 
Wiadyslaw Tomkiewicz, Cuialogue of pcnpcnntings, removedfrom Poland by the Gemm 
ocmpafion Authorities &ring the yems 193945.1. foreign ponltings, Warsaw (Museum 
Narodowe), 1950 

Washington, Detroit and Amsterdam 1980- 198 1 



Albert Blankert, et al., G d ,  Szints and Herws; Dutch Painting in the Age of 
Rembrandt, Washington (National Gallery of Art), Detroit (Institute of Arts) and 
Amsterdam (Rijksmuseum), 1980-1 98 1 

Washington and The Hague 1995-1996 
Ben Broos and Arthur K. Wheelock, Jr., J o h n e s  Vermeer, Washington (National 
Gallery of Art) and The Hague (Mauritshuis), 1 99 5- 1 996 

Yokohama et al. 1986-1987 
Rembrandt md the Bible, ed. Christopher Brown, Yokohama (Sogo Museum of Art), 
Fukuoka (Fukuoka Art Museum) and Kyoto (Kyoto National Museum of Modern Art), 
t 986-1987 

Collection catalogues 

Amsterdam 1885 
Catalogrs der Schiiderijen in het lirjhmusem A m s f e r h ,  Amsterdam (Rijksmuseum), 
1885 

Amsterdam 1976 
P.J. J. van Thiel, Al& the Paintings in the R@mzuseirm, Amsterdam (Rijksmuseum), 1976 

Amsterdam 1998 
Marijn Schapelhouman and Peter Schatbom, Rutch Drawing of the Seventeenth Century 
in the Rijksmuseum, Amsteripn. AAr!ts Born between 1580 and 1600, tram. MichaeI 
Hoyle, 2 vols., Amsterdam (Rijksprentenkabinet), 1998 

Bordeaux 1990 
Olivier Le Bihan, L 'or et l'ombre. Catafogire critique et raisonné des pein~res 
hollandaises cfu dix-sepriéme et du dix-huitième siècles, conservées au Musée des Beaux- 
Arts de Bordma, Bordeaux (Musée des Beaux-Arts de Bordeaux), 1990 

Boston 1955 
Summ-y Catalogue of Europem Paintings in oil. Tempera and Pastel, Boston (Museum 
of Fine Arts), 1955 

Braunschweig 1920- 1925 
Eduard Flechsig Zeichmrngn alter Meister im Landem21seum zu Braunschweig, 3 VOIS., 
Braunschweig (Herzog Anton ULrich-Museum), 1920- 1925 

Braunschweig 1976 



Rüdiger Klessman, Verzeichnis der G e d d e  vor 1800, B raunsc hweig (Herzog Ant on 
Ulrich-Museum), 1976 

Braunschweig 1983 
Rüdiger Klessman, Die holfandiischn Gemdlde: kntisches Veneichnis mit 185 
Abbildungen, Braunschweig (Herzog Anton Ulrich-Museum), 1983 

Braunschweig 1990 
Thomas Doring, HolIandische Hislorienbikder, Bilderhefte des Herzog Anton ULnch- 
Museums Braunschweig 8, Braunschweig (Herzog Anton Ulrich-Museum), 1990 

Brussels 1906 
Al p honse-Jules Wau ten, Cat~logue Hisioripe et Descriptif des Tableaux Anciens du 
Musée de Bruxelles, 2nd. ed., Brussels (Musée Royale de Belgique), 1906 

Brussels 1913 
Hippolyte Fierens-Gevaert, Brussels (Musée des Beaux-Arts), 19 13 

Brussels 1927 
Hippolyte Fierens-Gevaert, Cataiogue de la peinture ancienne. Musees royaux des beaus- 
arts de Belgique, Bnissels (Musées Royaux des Beaux-Arts), 1927 

Brussels 1957 
Catalogrte de la peinture ancienne, Brussels (Musée Royal des Beaux-Arts), 1957 

Brussels 1984 
H ~ M  Pauwels, Musées Royaux des Beaux-Arts Catahgue inventaire de fa peinture 
ancienne, Bnissels (Musées Royaux des Beaux-Arts), 1984 

Budapest 1968 
Regi Keptar, Katalog der Gaierie Alte Meisier, Budapest (Széprntivészeti Miizeum), 1968 

ButÔt 198 1 
Laurens J. Bol, George S. Keyes and F.C. Butôt, Nerherlandish Painfings md Drawings 
from the Collection ofEC. Butôt, London (F.C. Butôt Collection), Totowa, New Jersey 
(P. Wilson), 1981 

CelIe 178% 
Friedrich Wilhelm Badius von Ramdohr, manuscript inventory, Ceiie (Zschom 
collection), 178= 

Dunkerque 1974 



Guy Blazy, La peinture des anciens Pays-Bas au Musée de Dunkerque, Dunkerque 
(Musée des Beaux-Arts), 1974 

Dunkerque 1976 
Guy Blazy, La pei~tture des anciens Pays-Bas au Musée de Dunkerque, Dunkerque 
(Musée des Beaux-Arts), 2nd ed., 1976 

Düsseldorff 1 7 16 
Gerhard Joseph Karsch, manuscript inventory, Düsseldorf (Galerie), ca. 1 7 16 

Düsseldofl17 19 
Gerhard Joseph Karsch, Düsseldorf (collection of the Elector Karl Philipp), 17 19 

Düsseldofl 1 778 
Nicolas de Pigage, La Gaierie Electorale du Dusseldorfolr Cataiogue raisonne e t j i g d  
de ses tab leaux, Düsseldorf (Gallery of the Elector), 1778 

Van Eeghen 1988 
Boudewijn Bakker et al., De veme i ing  van -en. Amsterclimtse tekeningen 1600- 
1950, Amsterdam (Gemeentearchiefdienst Amsterdam), 1988 

Florence 1895 
Caraiogo della Galleria Feroni, Florence (Galleria Feroni), 1 895 

Florence 1980 
Gli C J z i .  Cataiogo generde, 2nd. ed., Florence (UEzi Gallery), 1 980 

Florence 1989 
Marco C hiarini, Gailerie e Musei Stataii di F i m e .  1 Dipinfi OIondese dei Sezcetrto e dei 
Setjecento, Florence (üfi Gallery), 1989 

Gaw 1785 
G a w  (Collection of the Baron Re&-Thon), 1785 

Cam 1876 
Iulius Lange, G a m  (CoUection of the Baron Re&-Thott), 1876 

G a m  1914 
Karl Madsen, Fortepelse over to H u d e a k  af Buraniet Gaums M a W r  af4lrli.e 
Malere h t  over dets P o r t r ~ ~ l i n g ,  Ga=, (Collection of the Baron Redz-Thott), 
1914 



Gottingen 1905 
Emil Waldmann, Provisorischer Führer durch die Gemalde-hnziung der Universittal 
Gottingen, GPttingen (Universitat Gottingen), 1905 

Gottingen 1 926 
W olfgang S t ec ho w, Katalog der GemüIaésammlung der Universitut Gattingen, 
Gottingen, (Universitat Gottingen), 1926 

Gottingen 1987 
Gerd Unverfehrt, Kunstsammlung der Universitdt Gottingen Die niederiandischen 
Gemdlde, Gottingen (Universitat Gottingen), 1 987 

Grunewald 1933 
Georg Poensgen, Jagdchioj Grunewald, Berlin (JagdschloD Gninewald), 193 3 

Gmnewaid 1964 
Helmut Borsch-Supan, Die Gemaide im JagdschIoJ Gmnewaid, Berlin (lagdschlol3 
Grunewald), 1964 

The Hague 1904 
Abraham Jacobus Servaas van Rwijen, Crralogus der Scfiildenjen van het Gemeente- 
Museum vcm 3-Gravenhage, 4th ed., The Hague (Gemeentemuseum), 1904 

The Hague 193 5 
Musée Royal des Tableuux Mcnritshis à la Haye. Cataiogwe Raisonné des Tableaux et 
ScuIplures, 3 rd. ed., The Hague (Mauritshuis), 193 5 

The Hague 1992 
Old Marter Painfings: An Illustrated Surnmary Catalogue, tram. Shirley van der Pols- 
Hamis, The Hague (RijWienst Beeldende Kunst [now Instituut Collectie Nederland]), 
1992 

Hannover 1960 
Christian von Heusinger, H d e i c h n g e n  1: die Nie&rIün&r des 16. bis 18. 
Jahrhnderts, Hannover (Kestner-Museum), 1960 

Hartford 1 978 
Wadnorth Atheneum Painn'ngs. Catalogue 1 Ine Nethetlands and Gennan-Spoking 
Counlries, ed. Egbert Haverkarnp-Begemann, Hartford (Wadsworth Atheneum), 1978 



Helsinki 1988 
Marja Supinen, Wuomen Taideabternia Sinebrychofln Taidemuro, UIkornainen taide, 
Kokoelmalnettelo 1, Maalaukset, Helsinki (Sinebrychoff Museum), 1 988 

Hofstede de Groot 1923 
Felix Becker, Hun&eichmgen hollandscher Meister aus der SommIung Hofstede de 
Grmt im Hacg: füntig ausgew& lte Zeichmngen Rembrandis, seines Kreises und seiner 
Zeit, Leipzig, 1923 

Johannesburg 1988 
Jillian Carman, Dutch Painting ofihe 17th Century, Johannesburg (Johannesburg Art 
Gallery), 1988 

Krakow 193 5 
Krakow (Wawel Museum), 193 5 

Krakow 1994 
Jerzy Szablowski, Zbiory Zamku h o  'lewskiego na Wawelu, Krakow (Wawel Museum), 
1994 

Leipzig 1942 
Das Museum der BiIdendeen Kunste ini l e l ~ ~ e n  Jahrhndert, Leipzig (Museum der 
Bildenden Künste), 1942 

Leipzig 1995 
Dietluf Sander, Von Avercamp bis W w e m a n ,  Leipzig (Museum der Bildenden Künste), 
1995 

Lille 1875 
Edouard Repart, Catalogue des tableaux. bas-reliefs et m u e s  esposes das les galeries 
drr Musée des Tableaux de fa Ville & Lille, 5th ed., Lue (Musée des Tableu) ,  1 875 

Lille 1893 
Lules Lengart, Catalogue des Tableaux du Musée de Lille, Lille (Musée des Beaux-Arts), 
1893 

Lille 1984 
Hervé Oursel, La Musée des Beaux-Arts de Lille, Lille (Musée des Beaux-Arts), 1984 

London 1915-1932 
Arthur M- Kind, Catalogue of Drawings by h t c h  and Flemish Artists preserved in the 
Depanment of Prints and Drawings in the British Museum, 5 vols., London (British 
Museum), 19 15- 1932 



London 1973 
Cecil Gould, IIlustrated Generui CataIogue, London (National Gallery), 1 973 

London 1977 
Old Master Drawings, London (Kate de Rothschild Gallery), 1977 

Louvre 192% 193 3 
Frits Lugt, Musée cfu L m e .  Imentaire Général des Dessins des kades h Nord, 3 vols., 
Paris (Louvre), 1 929- 1933 

Lyon 1912 
Paul Dissard, Le Musée de Lyon. Les Peintures, Lyon (Musée de Lyon), 19 12 

Lyon 1993 
Hans Buij s, Lyon 1, Écoles étrmgères XIIP - MX siècles, Lyon (Musée des Beaux- Arts), 
1993 

Mantta 1965 
Gosta Serfuch~is ktz taidesddtio, Matta (Gdsta S erlachius Fine Arts foundation), 1 965 

Miinttii 1978 
Maritta Ki javainen, Güstu Serlachiuksen T<lidesadtiott Kokoelmat. The collection of the 
Gosta Serluchius Fine Arts Fmndztion, Mantta (Gosta Serlachius Fine Arts Foundation), 
f 978 

Moltke 1756 
Gerhard Moreli, Kaiaiog over den Moltke 'ske malerisamling, Co penhagen (Von Moltke 
Collection), 1756 

Moltke 1780 
Copenhagen (Moltke Collection), 1780 

Moltke 18 18 
R.H. Weinwich, Copenhagen (Moltke Collection), 1 8 1 8 

Mohke 1841 
N. Hayen, Copenhagen (Moltke Collection), 184 1 

Moltke 1885 
F.C. Kiærskou, Copenhagen (Moltke Collection), 1885 

Moltke 1900 
Karl Madsen, Copenhagen (Moltke collection), 1900 



Munich 1845 
Georg von Dillis, Verzeichnisr der Gemülde in der koniglichen PiMkoihek nr München, 
3 rd. ed . , Munich (Koniglichen Pinakothek), 1 845 

Munich 1885 
Franz von Reber and Ad. Bayersdorfer, Ku~alog der GemdIde-Sammiung der Kg!. dlteren 
Pinakoihek in München, Munich (Alte Pinakothek), 1 885 

Munich 1973 
Wolfgang Wegner, Kataloge &der Stuutllichn Graphischen h m l u n g  Manchen, 1, Die 
niederlsndischen HQndzeichmmgen &s I5. - 18. Jahrhunderl~, Munich (Staatliche 
Graphische Sammlung München), 1973 

Munich 1998 
Rüdiger an der Heiden, Die Alte PiMkothek SammIungsgeschichte. Bau und Bilder., 
Munich (Alte Pinakothek), 1998 

Oldenburg 1966 
Herbert Wolfgang Keiser, Gemdlctegalerie Oidenburg, Oldenburg (Landesmuseurn nir 
Kunst und Kulturgeschichte), 1966 

Paris 1922 
Louis Demonts, CmkzZogue des peintures -des dm les gaieties du Musée national 
du Lowre III, lkolesfrcmtande, hoIl&se, allemande et anghise, Paris (Louvre), 1922 

Paris 1950 
Frits Lu@, École Nationaie Supérieure &s Beoux-Arts Paris. Inventaire Général &s 
DesFm cies holes  di  Nord, VOL 1 ,  &de H o i ~ i s e ,  Paris (École Nationale Supérieure 
des Beaux-Arts Paris), 1950 

Paris 1979 
Jacques Foucart and Arnauld Brejon de Lavergnée, et al., Chtulogue sommaire illusdé 
des peintures du Musée diî Lowre. L blesf lam~nde et h o i I . s e ,  Paris (Musée du 
Louvre), 1979 

Paris 1983 
Saskia Niom-Nijstad, Refreis du S M e  &Or, Pans (Fondation Custodia), 1983 

Rotterdam 1972 
Oî" Paintings 1400-1900. Rotterdam (Museum Boijmans Van Beuningen), 1972 

Rotterdam 198 8 



Jeroen Giltaij, Drawings by Rembrandl and his School, Rotterdam (Museum Boijmans 
Van Beuningen), 1988 

Schwerin 1882 
Friedrich Schiie, Beschreibendes Verzeichnig der Werh dlterer Meister in der 
GroJhenogliche Gemdidegalerie zu Schwerin, Schwerin (GroBherzogliche 
Gernaldegalerie), 1882 

Schwerin 1 892 
Wielm von Bode, Die groJhenogIiche Gemdl&-Galerie zu &berin, Schwerin 
(GroDherzogliche Gemaldegderie), 1 892 

Schwerin 195 1 
Heinz Mans feld, HoiIcfmdische Maier &s iWI. Jahrhunderts im Meckienburgischen 
Landemuseum Schwerin, Schwenn (Mecklenburgischer Landesmuseum), 195 1 

Semenov 1906 
E I U ~ ~ S  sur les peintres des &mies h o l I d s e ,  famande et n é e r W s e  q'on trouve dans 
la Collection Semenov et les autres collectiom publiques et prevées de St-Pérersbourg, St 
Petersburg (Semenov collection), 1906 

Speck von Stemburg 1827 
Karl Tauchnitz, VeneichniJ der WR Speck'schen Gem&lde-Sammimg mit dmauf 
beziehung habenden Steidmcken, Leipzig (Collection of the Baron Speck von 
Stemburg), 1827 

Speck von Stemburg 1889 
Veneichr@ wn OIgemBIden welche sich intkrfieihenlich Spck v. Siembtrtg'schen 
hrnIung au/&m Riftergute Bllzs~hem bei Leipzig befin&n, Leipzig (Collection of the 
Baron Speck von Stemburg), 1889 

St Petersburg 1828 
St Petersburg (Hermitage), 1828 

St Petersburg 1863 
B. de Kohne, hemituge Impèriai. Gztalogue de la Gaierie &.s tableaux9 St Petersburg 
(Hermitage), 1863 

St Petersburg 1895 
h i t a g e  Imperid. C d o g u e  & de Galerie des Tableara, 2nd. ed., vol. 2, h e s  
neerlandaiiss et école allemanth, St Petersburg (Hermitage), 1 895 

St Petersburg 1958 



Département de l'art occi&ntal: Catalogue des Peintures 1, St Petersburg (Hermitage), 
1 9 5 8 (in Russian) 

St Petersburg 1967 
Pierre Descargues, The Hermitage Museum, Leningrad, New York ( H a q  N .  Abram), 
1967 

Stockholm 1990 
Gd r el Cavalli-Bjo r kman, Ili~cstruted Catalogue - European Paintings, Stockholm 
(Nationalmuseum), 1990 

Wallace Collection 1 90 1 
A provisioml catalogue of the oil puintings and water coiours in the Wallace 
Collectiomuith short notices of the piniers, London (Wailace Coliection), 190 1 

Wallace Collection 1968 
F . J.B . Watson, Wdlace Collection Crrfalugues, Picîures and Drawings, 1 6th ed., London 
(Wallace Collection), 1968 

Wallace Collection 1979 
John Ingamells, Walllace Collection: Summary Iilustrated Catalogue of Pictures, London 
(Wallace Collection), 1979 

Wallace Collection 1992 
John Ingamelis, ïlte Walloe Collection: Gztaiogue of Picmes IV: Durch and Flemish, 
London (Wallace Collection), 1992 

Worcester 1974 
Seymour Slive et al., European Painn'ngs in the Collection of the Worcester AH Museum, 
Worcester, Massachusetts (Worcester Art Museum), 1974 



Cat. no. 1. Hagar and Ishmael in the h r t ,  canvas, 90.8 s 1 13 cm, Kingston, Apes Etherington Art Centre 



C at. no. 2. Joseph Selfitg Grain in Egvpr, cmvas, 75 x 1 1 8 cm. Milwaukez. collection of Drs A k d  and Isabel Beder 



Cat. no. 3 .  The Levite and his Concubine in Gibeah, canvas, 40 x 60 cm, present location unknown 



Cat. no. 4. The Triumph of David, canvas, 135 s 176 cm, signed and doted 1 6 ,  present Iociltion imknown 



Cat. no. 5. David, canvas, 64 s 53 cm, present location unknown 



Cat. no. 6. Susonna und the Eiders, auvas, 113 x 93.5 an, Utnxht, Rijksmuseum het Catharijneconvent 



Cat. no. 7. Susanna and the Elders, canvas, 168 x 146 cm, Leipzig, Museum der Bildenden Kûnsti: 



Cut. no. 8. Susanna and the Eiders, cmvas, 124 x 86 cm Winterthur, coliection of Oino C o m d  



Cat no. 9. St John the Boptist Preuching, canvas, 86 x 1 16 cm, present location unknown 



Cet. no. 10. SI J o h  the Evangeiist, canvas, 70 x 50 cm, T'he Hague, private collection 



Cat. no. I 1. Ma7 and the Cltrisr CMd, cmvûs, 88 x 124 cm, signeci and dated 1676, Ga-, G a m  Cade Foundation 



Cnt. no. 12. The Massacm of the Innecenu, canvas, 91 x 1 10 cm, Kingston, Agnes Etherington Art Centre 



Cat. no. 13. The Crucifixion, canvas, 102 x 94, Avignon, Musér: Calvet 



Cat. no. 14. Juno in the Cloud<, canvas, 275 x 287 cm, Braullschweig, Hmog Anton Ulrich-Museum 





Cat. no. 16. Féntrs and ihe Three Graces. canvas, 79 x 65.5 cm, The Hague, Instituut ColIectie Nrderland 



Cat- no. 17. Nymphr ond a Soyr, canvas, 83 x 67 cm, The Hague, Instituut C o k t i e  Nederiand 



Cat. no. 18. Sine Ceres er Libero fj-ïget Venus, present location &own 



Cat. no. 19. The Sayr and the Peasanf Fami&. c a n v ~ ,  80 s %.5 cm, Kingston, Apes Ethaingtoa Art Centre 



Cat. no. 20. Caritas. cmvas, 62.2 s 61.5 cm, Milwaukee, culiection of Mr. and Mrs. W i a m  C. Treui 



b 

Cat. no 2 1. Clorlla C~ussittg fhe Tiber, cmv&, 86 x 107 cm, Puis,  Lowe 





Cai. no. 23. The ,Clognaniniiîy of Sipio. canvas, 1 O3 x 88 cm G g n d  and da& 1672, Amst<rdnm Ri~'ksmu~e~m 



Cat. no. 24. Cinron and Iphigenia, canvas. lOJ.8 s 149.2 cm, signal, p m t  location &OWL 



Cat. no. 25.  Cinioti and Iplriprnia, canvas, 94 x 122 cm. Chabcmg. MU& Thomas Henry 



Cat. no. 26. Cinion und Ipkigenia, cuivas, 77.5 x 96.5 m. signai and datai 1659, Gbttkgen, Art Collection of 
Gottingen University 



Cat. no. 27. Prrrioze and Don Jun, canvas, 132 s 170 cn, Neiv York, A h  Williams Fine Art 



Cat. no. 28. Pretioze and Don Jan, canvas, 1 30 x 1 67.5 ~xn, LinSchoten, Huis Linschoten Foundation 



C at. no. 29. G,nttida and Darfilo, canvas, 94.6 x 85.7 cm, Sydney, Art Cnleq  of New South Wales 



Cût. no. 30. tiranida und DaiJfo, cmvas, 137 x 1 17 cm, signai and daid 1663, present location unlmown 



Cat. no. 3 1. A Shephrrdess and a Gootsherd in a Lanhcape wirh AniniaLr, canvas, 83 s 1 15 cm. presnt location 
unknoW4 



Cat no. 32. Musicol Company on a Terrace, canvas, 75 x 61 cm, Beriin, JagdschioB Gnmewald 



Cat no. 33. A Shepherd und a Shepherdess with a B i d s  Nesr,, canvas, 50 x 39 an, p m t  location uuknow11 



Cat. no. 34. A Shrpherd and a Shepherdess with a Bmket of Fmit. p m t  location unknown 



C a t  no. 3 5. A Shepherdrss wîth o Barket of Fmit, canvas. 75 x 63 cm, M&tî& Gosta Sedachius Museum of Fine Arts 



Cat. no. 36. A Shepherd Bqv with o Wreuth of Flowem, panel, 6 1 x 53 cm, Lmi, colledon of Hugo Engelson 



Cnt. no. 37. A Shepherd Boy with a Birà's Nest. pancl. 75 x 56.5 cm, present location unknown 



Cat. no. 38. .4 Boy with a Dog and o Fafcon, urnvas, 81 -3 x 65.4 cm, signed and dated 1675, private collection 



Cat. no. 39. Portrait of a Woman wearing a Plain Kerchief and a Co$ canvas, 73.7 x 54.5, signai a d  dated 1659, 
present Iocation unknotvn 



Cat. no. 40. Portrait of a CVonran on the Steps of a Terrace, canvas, 1 13.5 x 9 1 cm, present location unknown 



Cat- no. 4 1. Pomair of a Wuniun, canvas, 8 1.2 ir 64.5 cm, Angrnering West Susse% aikction of Peta and Susan 
Ho1 Iand 



Cat. no. 42. Portrait of a FYunion, cmvas, 78 x 64 cm, London, Hall and Knight G d q  



Cat. no. 43. Portrait of Dionijs FVijnandr, copper, 20.5 x 16 cm, inscribed 1664. Amsterdam, Rij'ksmuseum 



Cat. no. 44. Portrait of Dionijs IYijnands, canvas, 1 24 x 103 -5 cm, signeci and datai 1664, Amsterdam, Rijksmusem 



Cût  no. 45. Portrait of a Boy, canvas, 63 -5 x 48.5 cm, Johannesburg, Johannesburg Art Gallery 



Cat. no. 46. Portrait of u Young Girl wearing o Beret, anvas, 55.5 x 4 1.7 cm, Chntsworth, Trustees of the Chatsworth 
Settlement 



C at. no. 47. Portrait of a Young Man with Iris Dog, canvas, 15 4 x 12 1 cm, signed and dated 1665. Lyon. MusCe des 
Beriuwîrts 



Cal. no. 48. Portrait of a Bqv with Q Falcon, cmvas, 82 n 66 cm, London, The Wallace Collection 



Cat. no. 49. Permit ofa Boy wÏth a Falcon, canvas, 62 x 53 cm, London, Waiiace Collection 



Cat. no. 50. Portrait of O Boy with a Dmm, canvas, 1 20 x 1 O3 cm, Brusseis, Museum van Schone Kunsten 



Cat. no. 5 1. Portrait of un Infarrr Girl wirh S'bolP of Love, coiiection of Lody Jarnieson 



Cat. no. 52. Portrait of a Girl with a Fan, canvas, 58.5 s 49.4 cm, private collection 



Cat. no. 53. Portrait of Two Sirten anda Bmther, canvas, 160 x 117 cm, Zeist, SIot Zeist 



Cat. no. 54. Portrait of a JVidow with her Two Som, canvas, 118 x 99 cm, Bordeaux, Musée des Beaw-Arts 



Cat. no. 55. Portrait of a Mbrher md her T h e  Children, carivos 1 O6 s 87.5 cm, present location unkno~vn 



Cat. no. 56. Portrait of a Fundy, canvas, 160 r 1 92 cm, Dunkerque, M d  des Beaux-Atts 



Copy 1. -4 Couple Playing Chess, panel, 55 r 46 cm, present location ~ 0 ~ 1 1  



Copy 2. Joan de Visscher, d e r  Jan van Noordt, Portrait of Petms Pmëfius, mgravin& 390 x 280 mm 



Cat. no. U 1. Flora, canvas, 89 x 70 cm, present location tmknown 



Cat. no. U2. PPojile Portrail of a FVonian, panel, 55 s 42 cm, L i a ,  Museum Wuyts- Van C a m p  



Cat- no. U3. Portrait ofa Woman with o Fun, canva, 1 16 s 88 cm, prsmt location unlmown 



Cat. no. U4. Stiii Li/e ivith Musical Insnirments, canvas, 87.6 iu 8 1.9 cm, New York, coUection of Richard Kitchin 



Cat  no. R 1. The Flighi of Lot and his Daughters, panel, 32 x 57 cm., present location rmknown 



Cat. no. R2. Hugar and the Angel, canvas, 130 x 1 14 cm, present location m h o w n  



Cat. no. R3. The Levite and his Concubine in Gibeoh, canvps. 69 x 1 15 cm, Hamburg, private collection 



Cat- no. RJ. The Levite und ltis Concubine in Gibeah, canvs, 81 s 95 cni, presnt location unknotvn 



Cat. no. RS. The Levite and his Concubine in Gibeah, canvrzs, 63.7 x 90.5 cm, NCW York, Gutekunst & Co. 



Cat. no. R6. The Levite and his Concubine in Gibeah, canvas, 90 x 1 14 nn. Bu&- Szépmüvéseti Muzeum 



Cat. no. R7. The Levite und his Concubine in Gibeuh, panel, 89 .u 93 cm, Lille, Musée des Beaux-Arts 



Cat. no. R8. Nubal Refuses [O Give Food to Nubal and his Men, cûnvas, 122 x 85 cm. pirrmt laation unknown 



Cnt. no. R9. Jan van Noort, The Disobedient Prophet. canvas, 1 15 x 1 54 cm, àgned and dated 1653, Ga=, Gama 
C d e  Foundatiun 



Cat. no. RIO. Ruth and Boat, copper, 32.2 x 38 cm, preslint location unknown 



Cat  no. R 1 1. Esther at her Toilet, panel, 105.5 s 78 cm, Europe, private collection 



C ai. no. R 1 2. A Priest br fore a King, 86.5 s 1 42.5 cm, present location unknowu 





Cnt. no. R 14. The Depanure for the FIighr in10 Egypr, convas, 72 x 63 cm, Mimich, Stnalliche GaniiideSrUnmiungen 



Cat. no. RIS The Rest on the Flight into Egypt, canvas, 92 s 68.8 St Petersburg HRmitnge 



Cot. no. R16. h g e n  OVRIS, Mary, Efizabeth. and St John, cmviu, 73.7 x 56.5 cm, Europe, pnvate collection 



Cot no. R 17. Sr John the Baptist P~aching,  panel, 49.5 x 65 cm, Oldenburg, Landesmuse:um RV Kunst und 
Kulturgwhichte 



Cat. no. R 18. The Boptism of Christ, mvas, 69 s 85.5 cm, present location u&uown 



Cat. no. R 1 9. Christ and the Samuritan FVomun ut the jVell, panel, 5 1 x 64 cm, present location unknown 



C3t. no. R20. WiIlem von Oort, Christ and the Canaanite FVontan, panel, 75.5 s 123.5 an, Uaecht, Rij@museum her 
Catharijneconvent 



Cat. no. R2 1. The Cmcr ftrion, carivas, 82 x 70 cm, Amdlim, collection of Ms. H.C. W. Daiiy 



Cni. no. R22. St tlgnes, canvas, 1 16 x 9 1 cm, praeot location unknown 



Cat. no. R23. Jupiter und Mercury ut rhe houe of Philemon and Baucis, canvas, 89 x 67 em, Helsinki, Sinebrychoff 
Museum 



Cnt. no. R24. The Judgernenr of Paris, canvas, 146.5 x 1 14 cm. p-t location unlaiown 



Cat. no. R25. Juno asks Jupiter to give her lo as u G$, canvas, 1 1 3 x 1 O 8  an, Paris, Louvre 



Cat. no. R26. Bacchus and Ariadne, 8 1 -5 s 67.5 cm, W m w ,  Mwum N d o w e  



Cat. no. R.27. The Mugnunimi~ of Sipio, onvas, 1 98 x 325 cm, Budapsc Sz@m~v&eti Muzeum 



C at. no. WB. Hippocrutes Msiting Democri~us in Abdem, caavas, 80.5 s 63 cm, Europe, private collection 



Cat. no. R29. iVero Fiddling during the Buming of Rontr, panel, 90 x 54-5, p m t  location unknown 



Cat. no. R30. Carifas, canvas, 98 x 76 cm, present Location un hot^^ 



Cal. no. R3 1. Granida and Duifilo, =vas, 187 s 194, Europe, private collection 



Cat no. R32. A Lu./ ut hcr Toilet, canvas, 82 x 74.5 cm, present location unknom 



Cût. no. R3 3. A Lady at her Toilet, canvas, 75.5 x 62.5 cm, Bnisspis, Museum van Schone Kupsten 



Crit. no. R34. Chnien in an Interior, canvas, 57 x 74 cm, p m t  1ocation uniinown 





Cat. no. R36. Head of a Man: Homo Bulhz, wnvas, 59.5 n 51.5 cm, present location unknown 



Cat. no. R37. Jan van Noort, Peasont Interior, signed and dated 1660. Brentwood, collection of E Stowers Johnson 



Cat. no. R3 8. Jan van Noori, Londrcope with a Shepherd and a Mikmaid, panel, 23.1 x 74.4 cm, si@, The Hague. 
coliection of P.M. Zetz 



C ~ L  no. RN. Jan van Noort, Shepherds in a Lundscape with a Founrain, panel, 74 s 61 cm, Ugned, Rot?enbur& . 
collection of Joxf Steiner 



C ~ L  no. R40. A Girl with a B a h r  of Fmit, panel, 75 x 60 cm, The Hague, Gderij Wiem V 



C at. no. R4 1 . Portrait of Anna Susanna van den Bempden de NeufiiIIe, Arnstordam, Six Collection 



Cat. no. R42. Portmit of Cornefis de Jonge van OosterIund?, canvas, Lisse, KeuCrenhof 



C;it no. R43. hrgen Ovens, Portrait of a Young Womun weofing a Black Shawl, 4 1 x 37 cm Milwauke, coiiection of 
Drs Alfred and IskI Bada 



Cût  no. R44. Portrait of o IV'man, canvas, 74.4 x 57.5 cm, Paris, Fondation Custodia 



Cat. no. RJ5. Portrait of a Wonran, panel 76.9 x 84.2 cm, Chiwgo, Chicago Art Institute 



Car. no. R46. Portrait of a Lac& Holding Roses, canvm, 1 1 4 x 90 cm, M o r d ,  Wadsworth Atheneum 



Cat. no. R47. .4 La& Attended by a Moor with a Lbg, canvas, 1 12 x 98 an. present location unknown 



Cat. no. R48. Jorgen Ovens, Portrait of a IVoman Holding an Orange, canvas, 8 1.5 s 64.5 cm, Budapest, 
Széprnthketi Muzeum 



Cat. no. R49. Gsrbrmd van den Eeckhout, P u m i t  of a Man, canvas, 74.6 n 57.5, signed and dated 1653, Amstetdsm, 
Amsterdam Historisch Museum 



Cat. no. MO. Porirait of a Man W e a ~ n g  a Beret and a Chain, canvas, 6 1.5 s 5 1.5, Schwerin, Staatliches Museum 



Cat. no. R5 1. Portrait of O Young Man in O & ~ t ,  canvas, 76 s 73 cxn, Mcstp Hall a>Uection of Lord Mo- 



Cat. no. RS2. Portrait of a Young Man in a B e ~ r ,  canvas, 82 x 65.5 cm, St Petersburg, Hermitage 



Cat. no. R53. Portrait of a Young Girl Holding Flowen. canvs, 13 1.9, x 88.9 cm, prr=~ent location unknovin 



Cat. no. R54. Portrd of a Girl al a Founrain, canvas, 87.5 x 70 cm, presnt location mknown 



Cai. no. RSG. Portrait of a Seated Girl with a Carnation and a Poodfe, canvas, 77.5 x 6 1 cm, present location unknown 



Cot. no. R57. Portrait of a Girl in a Feathewd Bemt, panel, 45.7 x 34.8 cm, piesent location mknom 



C a l  no. R58- Portrait of a Girl Holding a Bird, canvas, 82 x 61 cm, present location &own 



Cat. no. M9. Portrait of a Girl with Fnritr before her, an Angel at her Side, canvas, 120.5 x 86.5 cm, p m t  location 



Cat. no. Ra. Portrait of a Girl wirh a Dog, New Yok, L. Hirsch 
Collection 



Cat. no. R6 1 . Portrait of a Boy, present location mknown 



Cat. no. R62. Portrait of a Bqv witli a Pony, p m t  location unknotm 



Cat. no. R63. Porrrair of a Young Man, panel, 148.5 s 1 16.3 cm, W o w ,  Wawel Museum 



Cat. no. R64. Portrait o/a Seored Boy with his Dug, canvss, 75.5 x 62.5 an, prsmt  location h o w n  



Cat. no. R65. Portrait of o Boy wiih a Faicon, canvas, 150 x I 12 cm, Mexico City, collection of C-HE. PhilIips 



Car no. R66. Portrait of a Sk-year-oid Boy, panel, 109.2 x 72.2 cm, present locaîion &own 



Cat. no. R67. Portrait of a Boy Raising his Hat, canvas, 7 1 s 60 cm, Munich, Galerie Amoldi-Levie 



Cat. no. R68. Portrait of a Boy Canying o Fearhered Cap, canvas, 65 x 52 cm, PetWorth, collection of Lord Leconfield 



Cat  no. R69. Portrait of o Bo-v Ni a Fearher Cap, pond 27 x 32 cm, Donkerbroek collection of J.M. Dijkstril 



Cat. no. R70. Portrait of a SU-Feur-OId Boy with un Apple. canvas, 53.5 x 42.5 cm, present location imlsown 



Cat. no. R7 1. Portmit of o Child with a B&t of Flowen, canvw. 7 1.8 x 56.5 em, preseot location &own 



Cat. no. K72. Portmit of a Famiiy, m v s ,  137 x 107 cm, Brussek, Museum van Schone Kunsten 



Car no. R73. Porrrait of the Ar-~irr and his Famiiy, canvas, 1 2 1 a 1 10.5, Gd& Museum Pomonkie 



Cet no. R7 4. Afarnmage Pomuit, canvas, 1 22 x 1 al cm, prsent location &O\M 



Cat. no. R75. Still Lfe wirh Cnndlestick, eanvas, 82 x 90 cm, Paris, Lowre 



Cat. no. D 1. Smdy for the Laboumr in Gibeah, black and white chalk on grey paper, 293 x 159 ~mq Amsterdam, 
Rijkprentenkabi.net 



Cat. no. DZ. Seared Female Nude: Sm& for Swanna and the Elders, black and white ch& on grey-blut papa, 3 19 s 
222 mm, Hannover, N ied~hs ï sches  Landesmusum Hannover 



C at. no. D3. S ~ e d  Femde Nude, SNdy for Susunna, black white, and red chak on grey papa, 345 x 2 1 8 mm. 
Amsterdam, P. & N. de Boer Foundation 



Cat. no. D4. Sea~ed Yoirng Man: Sm& for The Pmdigul Sn?, black and white chalk, and oiled ch& on green-grey 
paper, 324 x 23 1 mm, Amsterdam, Rijksprent&bi.net 



Cat. no. D5. Seatrd Fernule Nude, Head und T o m .  Studjrfoor Vrmrs, black and white ch& on blue-grey paprr, 192 x 
1 52 mm, Munich, S taatliche Graphische S d u n g  



C ~ L  no. M. B U S ~  of o Wonran with a Feadtered Heuddmsss, black, white, red, and yeiiow ch& on blue-grey papa, 236 
s 200 mm, R m s ,  Musées de Rennes 



Coi. no. D7. Juno in the Clou&, black white, and red ch& on green-grey poper, 410 s 548 mm, Bremm, Kunsthalle 



Cat. no. D8. Srubv/or Don Jan, black, white, and red chak on grey papa. 363 s 227 mm, London, British Museum 



Cat no. D9. Stuc& of a Mole Nude, seared on the Ground, biack and white ch& on blue paper, 360 x 240 mm, 
Amsterdam, collection of Paul Russeii 



Cat. no. D 10. Shrdy of a Reclining Adaie Nude, black and white ch& on blue paper, 264 x 377 mm, Rotterdam, 
Museum Bo~jrnans Van Beuningen 



Cat no. D 1 1. Portrait Srut@ of a Seoted ?Vontan, black and white ch& on blue-grey paper, 283 x 190 mm, Rotterdam, 
Museum Boijmim Van Ekuningen 



Cai. no. D 12. Portrait of Dionijs Wpmnds, bladc and white ch& on grey papa. 390 s 287 mm, pfesent location 
unknawn 



Cat. no. D 13. Pastoral Famîly Portrait, black and white chak on blue-grey papa, 203 s 362 mm, Amsterdam 
Rijksprentenkabkt 



Cat. no. D 14. Portrait ofa Seuted Woman wifh two Childmn, black and white chalk on -y papa; 4 IO x 260 mm, 
Mmtts, Gosta Serliichius Museum of Fine Arts 



Cat. no. D 15. Ponmit of Four ChiIdren on a Goat Curt. black, white. and red chi& on blue-grey papa; 3 16 x 230 
mm, premt location LnSaown 



Cat no. DR 1. Reclining Fernale Nude, black and white ch& on brown-grey paper, 3 17 x 227 mm, London, Courtauid 
Galleries 



Cat. no. DM. Sm& of o Seated FVoman with a Child on her b p .  black and white chalk on blue-grey paper, Hamburg, 
Kunsthalle 



Cat. no. DR4 Sm& for a Pomuiî of a IYoman, black and white chalk on blue-gny paper, 290 x 207 mm, Paris, École 
Nationale Sup&ieure des bus-Arts 



Cat. no. D R 5  Stu4  for a Full-Lrngrh Pomait of u Woman, black and white ch& on blue-grey paper, 347 ir 220 mm, 
London, British Museum 



Cat no. DR6. Stu& for a port rai^ of a Woman, black and white ch& on blue-grey paper, 273 x 2 17 mm, Madrid, 
Muscm Cernlbo 



Cat. no. DR7. A t b m a n  with a Flower, black and white chalk on blue-grey paper, 257 s 135 mm, Frankt'urt, 
Stiidelsches Kunstktitut 



Cat. no. DRS. Portrait of a Standing Mun, black and white chak on grey pape; 346 x 230 mm, Rotterdam, Museum 
Boijmans Van Beuningen 



Cat. no. DR9. Portruit of o Smnding Man, black and white challr on blue papa, 362 x 240 mm, Viennq Albertina 



Cat no. P 1. LunAcape wiih Farm AnimaLs and o M i h o i d ,  etching, fint state, 1 57 a 2 16 mm 



Cat. no. P2. Landrcape wiih rhe Tempte of the Sybil ai Tivoti, etching, secund state, 165 x 217 mm 



Cat, no. PRl. Judah and Tamar, etching, 214 x 176 mm 



Cat no. PR3. Head of an Old Man (after Rrmbmdt). etching, 169 x 1 25 mm 



Ill. 1. Rembrandi, Sr John the Baptist Pmaching, cluivas on panel, 62.7 x 8 1.1 cm, ca 1634, Berlin, Gemaldegalene 
Staatliche M m n  Preussisrher Ktiiturùesitz 



Ili. 2. Jacob Adria- Backer, Portrait of a Boy, canvas, 94 x 7 1 cm, The Hague, Mnuritshuis 



111. 3. Jacob Adriaensz Backer, Granida und Daifilo, canvu. 1 33 x 1 62 cm., Kingston, Apes Etherhgton Art Centre 



111.4. Jacob Adriaensz Backer, Portmit of a Man, canvlis, 127 x 100 cm, Kassef, GemiiIdegalexie 



111. 5. Jacob Adriaem Backer, Bacchus and Anadne, wnvas. 85.1 x 153.7 cm, sale, London (Christie's) 



Ill. 6.  Jacob Adnaens Backer, Amaryllis Croww L2/Iirtiiio, mvas,  2 10 x 193 cm, fomeriy Vienna, Schahker collection 



111.7. Jacob Adnaensz Backer, Venus, ddonis and Cupid, canvas, 200 x 237 cm SchloD Fasanerie, Kurhessische 
Hriussiiftung 



Ill. 8. Jacob Adnaensr Backer, Verîumnus und Pomona, canvas, 132 x 107 cm, formaly The Hague, St Lucas 



111.9. Gabriel Meka, Portrait of Jan h c o b n  Hiniopen, Leonom Huydecoper. und rheir Cliildren, canvixs, 72 x 79 cm, 
Berlin, Gemiildrgalerie Staatliche Museal Preussischer Kuln~hsïtz 



Ill. 10. Frontispiece, Jan van Arp, Chimon, 1639 



111. 1 1. Salomon Koninck, Suscmna and the Eldem. panel, 45 x 38.5 an, signai and dated 1649, private cdeco'on 



Ill. 12. Jan Tnignagel, The Triumph of David, panei, 55 x 73 3 p m t  location unknown 



ni. 13. Hieronjmus Janssens, A Cabinet of Paintings, canvas, 60 s 77 cm, Madri4 private coUrcûon 



111. 14. Pieter Lastman, The Massacre of the Innocenu, panel, 85 x 122 cm, Braunschweig, Herzog Anton Ulrich- 
M w u m  



Ill. 1 5. Inwb Adnaens Backrr, Jupiter und Callisto, canvas, 68.3 x 57.5 cm, present location unknowu 



111. 1 6. C laes Cornelisz Moyaert, The Flight of CIoeIia Acmss the Tiber, Oslo, Nationalmuseum 



Ill. 17. Cornelis de Vos, The Magnanirniry of Sipio, canvas, 174 x 242 an, Nancy, M& de Beau.~-Arts 



Iil. 18. Jacob Adria- Backer, Cimon and Iphigenia, canvos, 150 K 230 CIIL, Braurwchweig, Hmog Anton Ulrich- 
Museum 



111. 19. Jacob Adria- Backer, Gruni& and Daijilo, canvas, 125 s 16 1.5 cm, ca 1635. St Petersburg, Hermitage 



Ill. 20. Copy aRcr Jan van Noordt, Gmnida and Daijilo, canvas, 65 x 83 cm, Berh, private coilection 



Ill. 2 1. Attributed to Nicolas Maes, Portrait ofHendnck FY~nantsz, A m s t e d ~ ~ ,  Rijhusemn,  44.5 x 34 cm, 
Amsterdam, Rijksmwum 



111. 22. Attributed to Nicolas Maes, Pomuic of Aelge Den& 44.5 x 34 cm, Amsterdam, Rijksmuseum 



111. 23. Abraham van den Trmpel. Portrait of Cornelu von Gmenen(j,k, canvos, 15.5 x 100.5 cm, signed and dated 
1668, Paris, Fondation Custodia 



111. 23. Johifnnes Vaarfiout, Stiil Lfe with a Woman at an Erne!, canvas, 48.5 'r 40.3 cm. slgned, Womter, 
Mrissachusetts, Worcester Ait Museum 



Ill. 23. Pieter vm Laer, The Buck nm Gouu and Three Sheep near the Wontan with the Red, stching, 129 x 175 mm 




