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AUTHOR’S PREFACE

THIS SEVENTH PART of the C o r p u s  R u b e n ia n u m  L u d w ig  B u rch a rd  contains a 

catalogue of all known representations by Rubens of the Life of Christ after 

the Passion. It includes the representations of the A ssu m p tio n  o f  the V ir g in , the 

L a st J u d g em en t and associated eschatological scenes, and all subjects from the 

Acts of the Apostles, with the exception of the M a r ty r d o m  o f  S t  S te p h e n .1 It also 
contains non-narratival subjects, such as C h r is t  a n d  the P e n ite n t S in n e rs  (No.ii) 

and the various forms of C h r is t  T r iu m p h a n t over S in  a n d  D ea th  (Nos. 12-16), which 
show the appearance of Christ after the Resurrection. Representations of scenes 
from the Life of Christ after the Passion painted in collaboration with other 

artists will be included in Part XVII of the C o r p u s  R u b en ia n u m  L u d w ig  B u rch a rd :  

examples are the various recorded scenes of the N o li m e T a n g ere  and the W a y  

to E m m a u s, where the landscape background was painted by other artists. 
Several of the ceiling paintings for the Jesuit Church in Antwerp contain scenes 

which fall into the present iconographie group, but these are dealt with in the 
separate volume assigned to that series.2

As in the other volumes of the C o r p u s  R u b e n ia n u m  all works regarded as 
authentic by Burchard have been listed here. It should be made clear, however, 
that Burchard’s attributions do not always reflect my own opinion, and in such 
cases the reasons for disagreement are set forth under the appropriate entry. 

Burchard’s classification under the present rubric has largely been followed, 
except in cases where subsequent research has shown that they may more sui

tably be assigned to other parts of the C o r p u s . Thus, the panels with Music- 

making A n g e ls  in Liechtenstein3 are more likely, in the light of the representations 
of Joachim and Anna on their reverse, to have been associated with an Im m a 
cu la te  C o n cep tio n  than to have formed part of a triptych of the C o ro n a tio n  o f  the 
V ir g in , and will therefore be included in Part IV4; the black chalk drawing in 

Oxford of a N u d e  M a n  Seen P a rtly  fr o m  B eh in d5 is more probably, as Burchard him

self acknowledged elsewhere,6 to have been made in connection with the R a is-

1. Included in Vlieghe, Saints, II, Nos. 146-149.
2. M a rtin , C eilin g Paintings.
3. K .d .K ., p.66.
4. See the discussion on p .193 under N0.40. Burchard himself hesitated between the two possibilities: while classi

fying his notes on these panels under the present rubric, he noted the probability that they were more likely to 
have been associated with an Im m aculate Conception, or possibly with another Marian subject.

5. Oxford, Ashmolean Museum, black chalk heightened with white, 31.5 x 36.7 cm.
6. See B urchard-d 'H uIst, 1936, pp.32-33, N0.9, and B urch a rd-d 'H ulst, 1963, pp.97-98, No.57, with additional literature.
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P R E F AC E

in g  o f  the C ro ss7 than with the 'Great’ L a st J u d g e m en t (although used in modified 
form there as well),8 and will therefore appear in Part VI; and the pen and ink 

drawing in Rotterdam (Fig. 154) which Burchard regarded as an early study 
for an A ssu m p tio n  o f  the B lessed  a n d  F a ll o f  the D a m n ed 9 has now convincingly been 

shown10 to be a sheet of preparatory studies for a M a r ty r d o m  o f  a Fem a le S a in t  

and the early H ero a n d  L ea n der, and will thus be included in Part XI.11 Three 
further items have not been included in the present volume for different rea
sons: the oil sketch in Philadelphia said to be a P a u l a n d  B a rnaba s a t L y stra 12 
can on no grounds be identified as such (it is almost certainly a representation 

of T h e Seven  Sages D ed ica tin g  a T r ip o d  to A p o llo , as Elizabeth McGrath has poin
ted out to me) and is in any event not from Rubens’s own hand, although it 

may conceivably record a lost composition ; the grisaille sketch of the L a n d in g  

o f  S t P a u l a t M a lta  recorded along with a Martyrdom o f  S t P a u l in the will of Don 

Manuel de Benavides, Duque de Santisteban in 177613 cannot otherwise be traced ; 
and the oil sketch entitled C h r is t  C a lle d  U pon  on  B e h a lf o f  P oor F a m ilies  on 
deposit from the C om m issie voor O p e n b a re  O n d e r sta n d  in the Museum in Ant
werp14 is probably misidentified as such and is almost certainly not by Rubens.15 
Finally, Julius Held now believes that the Princes Gate modello of the C o ro n a tio n  
o f  the V ir g in  was intended as a study for an independent commission,16 contrary

7. K .d .K ., p.36.
8. For further argument, see on p.211 under N 0 .4 9C ,

9. Rotterdam, Museum Boymans-van Beuningen, N0.V.104; pen and brown ink with traces of red chalk, 18.7 
X 30.3 cm.

10. J. Müller Hofstede, Som e E arly D raw in gs by R ubens, M a ster D raw in gs, II, 1964, pp.7-9 and pl.3a; M.Jafie, A  Sheet 
o f  D raw in gs from  R u b en s’s  Italian Period, M a ster D raw in gs, VIII, 1970, pp.48-49; see now also J. Miiller Hofstede in 
[Cat. Exh.], Cologne, t q y j ,  pp.198-201. 

it .  See p.217 under N0.51.
12. Philadelphia Museum of Art, John G.Johnson Collection, N0.658; canvas transferred from panel, 33 x 49,8 cm; 

G oris-H eld, N o . A .7 1 ,  with earlier literature; other copies recorded in 1939 at Goudstikker in Amsterdam and at 
the Christie's sale, London, iójanuary, 1925, No.i3â. Fora full discussion, see now H eld, O ilS ketch es , Cat.No.A.40 
(tentatively called S t P a u l Pointing out the Unknow n G od), with further reasons for rejecting it. The work recorded 
at Charlottenburg by M.Österreich, D escription de tout l ’ intérieur des d e u x  p a la is de Sans-Souci, de c eu x  de Potsdam  
et de Charlottenbourg, Potsdam, 1773, p. 126, No. 566, may be related to one o f Jordaens’s versions of this subject; 
but it may also be the work recorded at Goudstikker in 1939.

13. Series de los mas im portantes docum entos del archivo . . .  del D uqu e de M edina celi ( 1* Series: H istorica), ed. by A.Pazy 
Melia, Madrid, 1915, p.222: ‘Otras dos (pinturas), de Rubens, en dibujo claro y oscuro, de la Degollacion de San  
Pablo  y su desembarco en Malta, di dos palmos y medio, con marcos negros y dorados, 2000 reales’.

14. Antwerp, Koninklijk Museum voor Schone Kunsten, N0.710; oil on panel, 28.2 x 41 cm.
15. Rooses, II, p.209; exh.: P . P . R uben s, esquisses, dessins, gravu res, Ateneum, Helsinki, 1952-53, No.2, pl.II; R otter

dam , 1953-54, No.21. Despite the inclusion of the work in H eld, O il Sketches, pp.528-529, No.391, and despite 
his claim that ‘its unfavourable impression comes from its poor state of preservation and some later resto
ration’, I still see no reason for admitting it to the canon of authentic works. Held dates it to c.1615-17, and 
gives it the title o f C h rist 's  A id  Im plored for O rphan Boys. It might perhaps be noted here that of all the works 
included by Held in his corpus of the oil sketches which fall under the rubric of the present volume, only two 
arc rejected b ym e:th isone and the panel of the Assum ption o f  the V irgin  in Hamburg— for which see under 
No.41, Copy (1) below.

16. H eld, O il Sketches, pp. 516, 517, N0.380.

8



PR E F AC E

to the usual view that it was prepared in connection with the commission for 

the ceiling paintings for the Jesuit Church in Antwerp (on which grounds it has 

already been included in Part I of the present series).17

The compositions discussed in the present volume count amongst Rubens’s 
most widely copied works. For this reason— and because of the variety of com
positions often treating the same subject— the number of sales references to parti
cular subjects is often exceptionally large. An attempt has here been made to list 
all relevant sales references, but the difficulty of associating isolated references 

to an A ssu m p tio n  o f  the V ir g in , for example, should be noted. Clear references to 

now lost copies or adaptations of Rubens compositions have been omitted when 

they are not obviously of relevance to the entries in the C a ta lo g u e  Raisonné. It 

will be seen that the lists of copies of certain works— t h e  F a ll o f  the D a m n ed , for 

example— are quite exceptionally long, and further copies will no doubt emerge 
in the future.18 Copies of copies, where such can be determined, have largely 

been omitted.
Three further features of the C a ta lo g u e R a iso n n é  should be noted here. Dedi

cations of the engravings after Rubens’s compositions have been given, in the 
belief that they may be of interest; but straightforward titles consisting simply 

of the appropriate biblical text have been omitted, unless they are particularly 

distinctive. Where, as in the case of the triptych of the R esu rrectio n  o f  C h r is t  
(No.i), a work has not been successfully photographed, rather more extensive 

pictorial and colouristic details have been provided than usual in this series. And 
finally, the sections on C h r is t  T r iu m p h a n t o ver S in  a n d  D ea th  and the A ssu m p tio n  
o f  the V ir g in  have been preceded by separate introductions dealing with material 
appropriate to these iconographie groups as a whole, while separate sections 
are devoted to specific problems relating to the C o n v ersio n  o f  St P a u l and the 
F a ll o f  the D a m n ed .

It remains for me to record my debt to all those who have helped in the 

preparation of this volume. In thefirstplacel have to thank Professor R.-A.d’Hulst 

for his initial invitation to me to contribute to this series and for his constant 
encouragement and support. At theRubenianum in Antwerp, Carl Van de Velde, 
Nora De Poorter, Paul Huvenne and Arnout Balis were ever willing to provide 
assistance and counsel, while my colleagues at the Courtauld Institute, John 
Shearman, Lome Cambell, Jennifer Fletcher, Michael Hirst and Michael Kitson

17. M a rtin , Ceiling P ain tin gs, pp.i 18, 1 iy, No.iSa.
18. Amongst these may be mentioned the works known to me only from slides shown in a lecture by Professor 

M.Jafle at the Courtauld Institute of Art on 1 November, 1977: a black chalk drawing after the young apostle 
bending forward in the foreground of the Assumption o f  the V irgin  in Augsburg (No.42), a study in oils 
of apostles’ hands in the A ssum ption o f  the Virgin in Düsseldorf (No.41), and a black chalk study after the head 
of the apostle in the background on the right of the same painting.

9



P R E FA C E

gave ready advice when consulted about a wide range of iconographie and sty
listic problems. To Elizabeth McGrath, who for over a period of five years has 
patiently tolerated a constant stream of queries and has taught me to take noth
ing in the field for granted, I have to record my special thanks. My greatest debt 
is owed to Hans Vlieghe. He worked with me closely at all stages in the prep

aration of this volume and unstintingly gave of his unparalleled knowledge of 

Flemish painting in the seventeenth century. I could not have wished for a more 

helpful or more learned collaborator. Naturally it was necessary to consult a 

large number of scholars about specific problems, and for their always gen

erous responses I have to thank Dr. R. Baumstark, Mr F. Baudouin, Dr. K. Belkin, 
Dr. D.Bindman, the late Professor Anthony Blunt, Mr B. Boucher, Mr J.Byam 
Shaw, Mrs G.Cavalli Björkman, Mr R. A. Cecil, Dr. R.Cormack, Dr. T.Falk, 
Dr. I. Geismeier, the late Professor J. G. van Gelder, the late Dr. 1.1. E. van Gel- 
der-Jost, Mr J.Giltay, Professor E. Haverkamp Begemann, Mr R. Hodge, Mr J.In- 

gamells, Dr.W. Kaufhold, the late Dr. U. Krempel, Dr. B. Magnusson, Mr G. Mar

tin, Dr. B.Meij, Dr. A. Mayer Meintschel, Dr. H.Mielke, Sir Oliver Millar, 

Dr. J. Montagu, Dr. W. Prohaska, Dr. K.Renger, Mr J. Rowlands, Dr. R. Rubin

stein, Mr M. Rotten, Dr. S.Shaeffer, the late Count Antoine Seilern, Dr. L. Slawi- 
cek, Dr. H. von Sonnenburg and Professor Sir Ellis Waterhouse. Without their 
help, and without the help of the staffs of the Nationaal Centrum voor de Pla
stische Kunsten van de i6de en de 17de Eeuw in Antwerp, the Witt Library of the 
Courtauld Institute of Art and the Warburg Institute Library, this work would 
not have been possible. Financial assistance was provided at various stages by the 
Central Research Fund of the University of London and by the British Academy.

The text of this volume was completed in December 1978, but subsequent 

literature has, where relevant, been noted. By far the most important work on 
Rubens to have appeared since 1978 is Julius S. Held, T h e O il Sketch es o f  P eter  P a u l  

R u b e n s , two volumes, Princeton, 1980, and the fact that I have been able to take 
account of this landmark in Rubens scholarship has provided ample compen
sation, if compensation were needed, for the unforeseen delays in the production 

of my own volume. Apart from Held’s inclusion of two works which I reject 
(see p. 8 and note 15 above; cf. also p. 167), and apart from our reversal of the 
priority of the London and Prague paintings of the A n n u n cia tio n  ( o f  the D ea th ? )  
o f  the V ir g in  (see pp. 135-137 below), it has given me great pleasure to discover 

that our differences over attributional and chronological matters are minimal; 
and these have been recorded in the appropriate places.

L o n d o n , 1983
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L a st J u d g e m e n t (N0.49; Fig. 137) for churches in Neu burg.3 The C o n v ersio n  o f  

S t P a u l in the Princes Gate Collection (N0.30; Fig.67), the ‘Small’ L a st J u d g e m e n t  
(No. 51; Fig.146), and the Munich F a ll o f  the D a m n ed  (No.52; Fig.158) are also re
corded in the Electoral collections in Düsseldorf at an early date, but the original 

provenance of the first two at least is not certain.

Here some remarks on the function of the works discussed in this volume 

may be appropriate. Most, as has already been observed and will be apparent 
from the relevant entries, were painted as altarpieces. But within this broad 
grouping, an important group were intended to serve as epitaph monuments : 

the R esu rrectio n  triptych (Nos. 1-5; Figs. 1-5 ), the triptych with the In cr e d u lity  
o f  S t  T hom as (Nos.18-22; Figs.48, 50-52), the G iv in g  o f  the K eys (N0.23jFig.53); 
C h r is t ’ s C h a rg e to P eter  (N0.24; Fig.54), a C h r is t  T r iu m p h a n t over S in  a n d  D ea th  

(of No. 14) and probably several other works as well, including the C h r is t  a n d  

the P e n ite n t S in n ers (N0.11; Fig.22). All these works were painted in the years 
between 1610 and 1620; they deal, appropriately enough, with themes showing 

the resurrected Christ; and they show similar stylistic characteristics. All are of 
fairly limited size, in the half-length format, and the figures are painted in an 

austere relief-like fashion against a plain background, in a relatively restricted 
range of bold and unbroken colours. Such characteristics were entirely suited to 
their function as epitaph monuments ;4 as in the case of most paintings like these 
they combined their memorial function with that of chapel altarpiece, but at 

the same time partook to some extent of the nature of the A n d a c h ts b ild .5 Other 

devotional works whose function is less clear are paintings such as the H o ly  

W o m en  a t the Sep u lchre  (N0.6; Fig.8) the S u p p e r  a t E m m a u s (Nos.8 and 9 ;  Figs. 14, 

16) and the other versions of C h r is t  T r iu m p h a n t over S in  a n d  D ea th . These may in 
certain cases have served as altarpieces, and a few were possibly epitaph paint
ings as well. Finally there is a group of works which probably had no overt devo

tional purpose, including the various representations of the C o n v ersio n  o f  S t  P a u l  
(Nos.29-31; Figs.64, 67, 69-71, 74), the F a ll o f  the D a m n ed  (N0.52; Fig.158) and 

the A ssu m p tio n  o f  the B lessed  (N0.53; Fig. 170), and perhaps even a picture such 
as the late S u p p er  a t E m m au s (N0.9; Fig. 16); in all these works the decorative 

intention appears to have supplanted the devotional one.

As has often been emphasized, the Council of Trent left its mark on the icono

3. In addition to these works he also commissioned the N a tiv ity  (K .d .K ., p .198) and the St M ichael S triking D ow n  the 
R ebellious A ng els (Vlieghe, Saints, II, No. 134), both now in  Munich.

4. For a further discussion of the relation between the function of Rubens’s epitaph paintings and their distinctive 
stylistic features see Freedberg, R ubens as a P ainter o f  E pitaphs, pp.68-71.

5. Ibid., pp,68-69 for an outline of the difficulties of establishing the boundaries between epitaph monument, de
votional painting and A ndachtsbild .
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graphy of devotional painting in the time of Rubens.6 Certain themes received 
new or different emphases (particularly in response to Protestant criticism), a 
greater concern for the iconographie accuracy of scriptural subjects was dis

played, closer adherence to the canonical texts was demanded, and all new 

paintings were submitted to ecclesiastical scrutiny before being accepted, in 

accordance with the Council’s decree on painting of 1563.7 But one should guard 

against overestimating the T ridentine influence on painting in the years of Cath

olic renewal under the Archdukes. Certainly there is little infringement of the 
spirit of the Council, but Rubens’s iconography can rarely be taken for granted. 
Even in such apparently straightforward cases as the R esu rrectio n  o f  C h rist  
(No.i), Rubens’s treatment of the subject is surprisingly innovative. While his 

many representations of the A ssu m p tio n  are undoubtedly to be seen in the 
context of the Catholic Church’s renewed emphasis on the role of the Virgin 

in the Christian faith (in the face of Protestant attacks both on her cult and 

on the importance accorded to her as an intermediary between man, Christ 

and God),8 Rubens nonetheless included several elements taken from the 

Leg enda  A u r e a 9 — a book which could by no means be regarded as canonical 
and which was viewed with disapproval by several of the Counter-Reformation 
apologists.10

Two features of Rubens’s iconography may be mentioned in the present con

text. In the first place, several instances arise where a conflation of traditional 
sources has occurred (instead of reliance on a particular text). In cases such as the 

A ssu m p tio n  a n d  C o ro n a tio n  o f  the V ir g in  (N0.46; Fig. 129) and C h r is t 's  C h a rg e to 

P eter  (N0.24; Fig.54) there are admittedly important antecedents for the com
bination of disparate sources ; but in a painting like the In cr e d u lity  o f  S t T hom a s  

(No. 18; Fig.48), the resulting treatment of the subject is without precedent. The 
second feature characteristic of certain of the works under considerationis their 
dependence— albeit limited— on Protestant iconography. This applies parti
cularly to to the various scenes of C h r is t  T r iu m p h a n t o ver  S in  a n d  D ea th  (Nos. 12-16 ; 

Figs. 26, 27, 28, 31, 34,35).11 While these works are entirely in accordance with— 
and in the spirit of-C atholic dogma, their most direct predecessors are only to

6. Apart from Mâle, A p rès le Concile de T rente, and K n ip pin g , s e e  also Vlieghe, Saints, I, Introduction, pp. 19-22 for an 
excellent summary of the matter.

7. For a further discussion of the Council’s decree on painting, see A.Blunt, Artistic Theory in Ita ly, l 140-1600, O x
ford, 1956, pp. 103-136.

8. Cf. M â le, A p rès  le Concile de Trente, pp.29-48 011 Protestant attacks on the Virgin, and on Catholic response; see 
also p. 54 below under No. 10.

9. See pp.138-139 below for examples.
10. Cf. J.Molanus, De Historia Sanctarum  Im aginum  et P ictu ra rum , Louvain, 1594, p.89.
11. See Schrade, pp.298-302 on the theological origins and dissemination of this subject.
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be found in Protestant works of the sixteenth century.12 Such cases of what may 

be called contamination— prompted, we may assume, by impeccable orthodox 
motives— are worthy of note when considering the position of Rubens’s religious 

iconography in the context of the Counter-Reformation in the Netherlands.
This volume includes Rubens’s illustrations of the L a st J u d g e m en t and the as

sociated scenes of the F a ll o f  the D a m n ed  and the A ssu m p tio n  o f  the B lessed . The 
Last Judgement itself is not a common subject in the seventeenth century, and 

the two other subjects were primarily chosen, perhaps, as a means of displaying 

the artist’s virtuosity in representing the nude and near nude figure in a multi

plicity of poses and from a variety of viewpoints. But although these subjects 

were unusual in the seventeenth century, Rubens was able to turn to Nether
landish works of the sixteenth and fifteenth centuries for his inspiration. The 

‘Great’ L a st J u d g e m en t (N0.49, Fig. 137) is barely conceivable outside the context 
of those infinitely lesser works— by Pieter Pourbus, Crispin van den Broeck, and 

Jacob de Backer— which followed in the wake of Michelangelo’s L a stJ u d g e m e n t;u 
while the separation of the scenes of the F a ll o f  the D a m n ed  (No. 52; Fig. 158) and 
the A ssu m p tio n  o f  the B lessed  (No.53; Fig. 170) into two distinct panels harks back 
to a yet more firmly established tradition : their inspirationis to be found in the 

fifteenth-century representations of these scenes by Dieric Bouts and Hierony

mus Bosch, and possibly even in the wings of the great Lastjudgement altar- 
pieces by Roger van der Weyden and Hans Memling.14

This use of the earlier Netherlandish tradition— both of the fifteenth and the 
sixteenth century— is evident in much of Rubens’s work, even when he is at his 

most innovative. Rubens’s relationship with the fifteenth century has already 

received some attention in Part XXIV (T h e  C o stu m e Book) of this series; what 
emerges from the present volume is his wide-ranging reference to the work 

of Flemish masters of the late sixteenth century. A picture such as the C h r is t  
a n d  the P en iten t S in n ers  (No.11 ; Fig.22) finds its closest precedent in the painting 

of a similar subject by Otto van Veen, while the high altarpiece for the Church 
of the Shod Carmelites in Antwerp (N0.17) makes use of a pictorial scheme al

ready adumbrated in the triptych of the T r iu m p h a n t C h r is t by Marten de Vos.15 
Indeed, in all Rubens’s representations of the C h r is t  T r iu m p h a n t o v e r S in  a n d  

D ea th  the pictorial allusions to late sixteenth-century works are especially close, 

as discussed at greater length in the relevant entries (Nos.12-16).

12. Many examples in Schraâe, Ibid.; but see also D.Koepplin and T.Falk, Lukas Cranach , (iem ä hle, Zeichnungen,
Druckgraphik, II, Basle, 1076, pp.504-500. 

i j .  Details on pp. 202-3 below.
14. Cf. pp. 202 and 224 below.
15. Pp.56 and 76 below.
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A final feature of several works in this volume may be mentioned in connec
tion with Rubens’s place in the Netherlandish tradition. Throughout the second 

decade, and particularly in his epitaph paintings, Rubens continued to use the 
triptych format'6— even at a time when it was becoming outmoded'7 and was 

being supplanted by the newer single panel altarpiece enclosed in an architec

tural framework.
In these significant ways Rubens remained attached to his Netherlandish heri

tage; but the Italian sources of his work— which have so long formed a staple 

of Rubens scholarship—should not be overlooked cither. It is hardly surprising 

that Raphael’s tapestry designs should have provided at least the partial in
spiration for his treatment of the C o n v ersio n  o f  St P a u l and C h r is t 's  C h a rg e to  

P eter, and that the paintings of the Last J u d g e m en t and the Pall of the D a m n ed  
should be indebted in a fundamental way to Michelangelo’s Last J u d g em en t on 
the wall of the Sistine Chapel ; the same may be said of the influence of Titian’s 
Frari A ssu m p tio n  o f  the V irg in  on Rubens’s many conceptions of that scene. But 

in the case of Titian there are other borrowings. Rubens’s late S u p p er  at Pm tnaus  
(No.9; Fig. t6), for example, depends not only for its pictorial composition on the 

Venetian master’s painting of the subject now in the Louvre, but also—as in 

many of the works of the last decade— for its broken colours and the tonalities of 

the landscape in the background. His study of the works of Tintoretto, on the 
other hand, is revealed in the wild action and dramatic illumination of the two 
earlier C on  versions o f  St P a u l (Nos.29-30; Figs.64, 67), and in both the lighting 
and the figure painting of the Last J u d g e m e n t scenes and of the Moretus R e 
su rrectio n  (No. i ; P'ig.3).

It was particularly at the beginning of the second decade that Rubens seems 

to have been most attracted to the stylistic achievements of Caravaggio. His in

fluence may be detected in the clear expanses of colour and relief-like depiction 

of figures against a plain dark background in works such as the early S u p p e r  a t  

E m m a u s N0.8; Fig.14), the In cr ed u lity  o f  S t  T ho m a s (N0.18; Fig.48), and C h r is t 's  
C h a rg e to P eter  (No.24; Fig.54). Naturally, however, Rubens’s Italian experience 
is reflected in his borrowings from other artists on any number of specific occa
sions; here it is sufficient to mention the importance of Pordenone's fresco in 
the dome of Treviso Cathedral for the putti surrounding the Virgin in the early 
A ssu m p tio n s  (cf. Nos.35-37), of Lodovico Carracci’s A ssu m p tio n  a n d  C o ron a tion  o j 
the V ir g in  in Corpus Domini in Bologna for the modello of this subject in Lenin-

it>. O', not only the Moronis .nul Rockox epitaph paintings in the present \olinnc (Nos.t-s and 1X-22), hot also the
epitaph painting lor Jan Miehielsen (K .ii.K , pp.ioo-ioi) in Antwerp.

17- tor ,1 discussion of the implications ol the use of this format, see IT.s/cr, p.44.

25



grad (N0.46), of Ludovico Cardi, il Cigoli, for the H ea lin g  o f  the Lam e M a n  (N0.33), 
and of Girolamo Muziano’s paintings of C h r is t ’s  C h a rg e to P e te r  in Santa Maria 

degli Angeli in Rome for Rubens’s representations of the same subject (cf. espe
cially N0.25). It should be remembered, however, that in the treatment of well- 

known themes like the A ssu m p tio n  o f  the V ir g in  and the L a st J u d g e m e n t a number 

of converging influences are likely to be found: in the A ssu m p tio n s, for example, 
from Annibale Carracci as well as from Titian, in the L a st J u d g e m en t from Michel
angelo above all, but also from Tintoretto and the minor sixteenth-century 

masters already mentioned above. But none of these borrowings detract from 
the originality which sprang from his apparently effortless incorporation of the 
lessons he had absorbed from both his Netherlandish and his Italian predecessors.

Almost all of Rubens’s larger works— as well as many of the less important 
smaller paintings— reveal his use of workshop assistance to a greater or lesser 

degree. It seems clear, for example, that much of the painting of the 'Great’ 

L a st J u d g e m en t and the various Assumptions o f  the V ir g in  was entrusted to the 
studio, and that apart from the initial conception and design, Rubens was simply 
responsible for the final stages of modelling and finish. But the extent of Rubens’s 
own participation varied enormously, as many of the entries in this volume will 
reveal. I believe that in certain cases the matter may be defined a little more 
closely than has generally been acknowledged. Amongst the A ssu m p tio n s, for 

example, the Augsburg, Brussels, and Düsseldorf paintings (Nos.42, 38 and 41 ; 

Figs. 112, 98,105 respectively) seem to show the greatest degree of studio partici

pation; those in Antwerp and Liechtenstein (Nos.43 and 44; Figs. 116, 122) 
rather less (the Antwerp picture, intended for the High Altar of Antwerp Cathe

dral, must have been a commission of particular concern to Rubens, while that 
in Liechtenstein was painted during the last decade, at a time when Rubens 
seems by and large to have been more personally involved in the actual painting 
ofhis large religious commissions thanpreviously).TheAssumpfion in Schleissheim 
(N0.40; Fig. 104) appears to be almost wholly the work of assistants, but even here 
Rubens may have been responsible for the final stages of retouching. In no case 

in the present volume, with the possible exception of the picture in Schleissheim, 

does the studio seem to have been responsible for the entire painting of a work.

Rubens’s usual procedure in preparing his larger compositions appears to have 
been the production of a quick preliminary sketch— in pen and ink, chalk, or 
even in oils, as in the Courtauld sketch for the C o n v ersion  o f  S t  P a u l (No.30b ; 

Fig.70)— then a more finished oil sketch or modello, and then finally the detailed 
studies for individual figures drawn from the live model. For that part of the 
Vienna A ssu m p tio n  (No.37; Fig.87) also represented on the modello of the As

I N T R O D U C T I O N
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su m p tio n  a n d  C o ro n a tio n  o f  the V ir g in  in Leningrad (N0.46; Fig. 129) an unusually 

large number of carefully finished preparatory studies from the life survives 

(Nos.37a-e ; Figs.92,93, 95-97).18 But in the light of the role played by the studio 

in the execution of the larger works discussed here, it is perhaps surprising that 

not more of such drawings have survived.
There remains one problem which presents itself more frequently in the 

present volume than in the preceding parts of the C o r p u s  R u b en ia n u m  L u d w ig  
B u rch a rd  (with the exception of Part XXI, Book I llu stra tio n s  a n d  T itle  Pages, where 
the problem is a somewhat different one)— the question of retouched drawings 
and engravings. Several carefully executed drawings after Rubens’s compositions 

survive, which appear to be preparatory drawings for the engravings after these 

compositions. All would seem to be from the hands of the engravers concerned, 

but the difficulty is to determine whether the often extensive corrections and 

retouchings they display are to be attributed to the hand of the engraver or to 
Rubens himself. As these engravings were made under Rubens’s supervision, it 

is tempting to assume that the latter would be the case, and I believe that in a 
number of examples the retouching may indeed be attributed to Rubens him
self (cf. Nos,6a, 27a, and 44d; Figs.10, 62, 126). But it should be made clear that 
such judgements about the hand responsible for the retouching are less than 

normally secure and represent my personal opinion. 19
The same problem applies to the retouched proof of the engraving by Wit- 

doeck of the late S u p p e r  at E m m a u s (No.9a; Fig, 19) and the retouched counter

proof of the engraving by Pontius after the Düsseldorf A ssu m p tio n  o f  the V ir g in  

(No.41a; Fig. 107). In any event, each case has of necessity to be judged by its own 

criteria, and general conclusions about the authorship of such retouchings can
not be drawn. It will be noted, for example, that the retouchings on Witdoeck’s 
drawing after the late E m m a u s (No.9a; Fig. 19) have here been attributed to Ru
bens, while those 011 the late A ssu m p tio n  (No.44d; Fig. 127)— which has an iden

tical provenance— have not. The same apparent inconsistency will be detected 
in the judgements made here about the retouched drawings by Pontius after 

the D escen t o f  the H o ly  S p ir it (No.27a; Fig.62) and the Düsseldorf A ssu m p tio n , 
N0.41, Copies (11, 12).2,0

18. As also, for example, in the case of the St Francis Xavier altarpiece for the high altar of the Jesuit Church in 
Antwerp (V lieg h e, Saints. 11, Nos.nab-g), and the R aising o f  the Cross in Antwerp (B u r ch a n l-d 'llu ls t , tgój, Nos. 55 
to 58, with further drawings listed on pp.95-96).

19. For a somewhat more cautious viewpoint, see V lieghe, Saints, II, N os.tizg, m b , and i.ioa (on the retouched 
engravings by Witdoeck after the S t Ildefonso R eceiving the Cha suble, by Vorsterman after the M a rtyrdom  o f  
S t Laurence, and on the retouched drawing after the M a rtyrdom  o f  St Peter).

20. And as it has not been possible to examine the latter drawing, this judgement in particular has to remain pro
visional (cf. pp. 108-110, 109, 107 below).
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Such are the characteristics of Rubens’s compositions of the Life of Christ after 
the Passion, and these are some of the problems they raise. They count amongst 
his most popular compositions, as witnessed by the large number of surviving 
copies after individual works, or after elements within them. They were mostly 

painted in the decade after Rubens’s return to Antwerp from Italy, at a time 
when his reputation was being firmly established. A wide range of primarily 

local patrons commissioned them, and certain subjects were painted with strik
ing frequency. But despite the exigencies of patronage and iconography, all bear 

testimony to the extraordinary originality of Rubens’s art, an originality tem

pered by his keen awareness of the achievements of Italian art and a deep under
standing of the Netherlandish tradition. And whatever the role assigned to his 
assistants in the purely mechanical aspects of the execution of these works, we 
are rarely left in doubt about the fluency of his painting, the faultless effective
ness of his drawing, and the fertility of his invention.
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1-5. TH E TRIPTYCH OF TH E  
RESURRECTION OF CHRIST 
(MORETUS TRIPTYCH) (Fig. 2)

Painted for the tomb of Jan I Moretus 
(1543-1610) and his wife Martina (1550- 
1616) in the Chapel of St Barbara in Ant
werp Cathedral

i. The Resurrection of Christ (Fig. 3)

Oil on panel; 185 x 128 cm.
A n tw e rp , C athed ra l.

c o p i e s : ( i ) Painting by Alonso del Arco 
(1635-74), Madrid, Duque del Infantado; 
support and dimensions unknown, l i t . 

N. Galindo San Miguel A lonso  del A rco, 
A rch iv o  E spa nol de A rte , XLV, 1972, P-369, 
pl.VIII; Alfonso E. Perez Sanchez, R uben s  
y  la P in tu ra  Barocca Espanola , Goya, CLXX- 
CLXXI, 1977, pp.91,89 (repr.) ; (2) Painting 
by Giuseppe Antonio Pianta, Milan, pri
vate collection; canvas, l i t . F.M.Ferro, 
In ed itid e l P ia n ca , Paragone, 303,1975, pp.61- 
62, pi.56; (3) Painting in the upper zone of 
an altarpiece, late seventeenth century, 
Lyrestad (Sweden), Parish Church; panel, 
78 x 71 cm. l i t . B .Söderberg, S tiftets kyr- 
kor (Skara s tift  i ord och bild , 2.), Stockholm, 
1949, p.695; B.Hillby and H.Johansson, 
K yrkorna, Lyrestad, 1974^.22-43 ; B.Fred- 
lund, E pilog : R u ben s i Sverige, in G.Cavalli- 
Björkman, ed., R ubens i Sverige, Stock
holm, 1977, pp.147-148, fig.117; (4) Draw
ing, Wolverhampton, Art Gallery; body 
colour heightened with white, 400 x 
290 mm., inscribed on the quiver in the 
foreground : P. P. R u b en s P in x it  M D C X X X I;

(5) Embroidery on the reverse of a cha
suble, Antwerp, Cathedral; e x h . K u n st
schatten in de K athedraal, Antwerp, 1971;
(6) Engraving by S. A. Bolswert ( V .S ., p.55, 
No.398); (7) Engraving by M.Kiisell ( V .S ., 
p.56, N0.404).

e x h i b i t e d : A n tw erp , 1816, N0.30.

l i t e r a t u r e :  Pa pebrochius, IV, pp.434-43 5 ; 
J.F. Verbrugghen, Beschrijvingen d er A u -  
taeren, Schilderijen , Belthouw erijen ende ge
schilderde g e la e s e n ... inde C athéd ra le Kercke  
van O nse Lieve V rouw e tot A n tw erp en , Lon
don, British Library, Kings MS. 181, f.37; 
Id., B eschrijvingen d er Schilderijen  in de C a 
thédrale van A n tw erp en  (1728), London, Bri
tish Library, Kings MS. 182, f.263 (copied 
from the preceding); D e W itt, p. 18; Berbie, 
p. 17; M en saert, I, pp.234-235; D escam ps, 
Voyage, p .147; M ichel, i j j i ,  p .118; Liste 
Lorraine, A n tw e rp , i j j j ,  p.116, N0.8; R ey 
nolds, pp.160-161; N otice, 18 14, N o.595; 
O devaere, N0.6; Piot, pp.314, 377, 416; 
T. van Lerius, N otre D a rn ed 'A n v ers, avant la 
seconde invasion fra n ça ise  en 1794, Antwerp, 
1841, p.17; Sm ith, C atalogue R aisonné, II, 
p.7, N0.7; G éna rd, V erza m elin g , I, p.42; 
M.Rooses, P etru s P a u lu s R u b en s en Baltha
sar M o retu s (II), R uben s-B u lletijn , I, 1882, 
pp.275-280; Rooses, II, pp.145-151, N0.334; 
D illo n , p.108; K .d .K ., p.49; O ld en bou rg , 
1922, pp.88-91; H. Kehrer, R u b e n s ’ A u f
erstehun gsaltar in  d er K athedrale von A n t
w erpen, Z eitsch rift f ü r  b ildende K u n st, N.F. 
XXXI, 1920, pp. 157-162 ; H. F. Bouchery and 
F. van den Wijngaert, P. P. R u b en s en  het 
Plan tijn sche H u is, Antwerp-Utrecht, 1941, 

PP-3 5- 3 7 , pl.18; Evers, 1942, p.130; Evers, 
1943, pp. 100,145,230 ;J. VandenNieuwen- 
huizen, G id s voor de K athedraal van  Ant-
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w erpen, Antwerp, 1957, pp.45-46; Eisler, 
pp.47-48; J. Van Brabant, D e Schilderijen  
van P. P. R u b en s in de Kathedraal van A n t
w erpen, in O n ç e  Lieve V rouw ekathedraal van  
A n tw erp en . G rootste G otische K erk der N ed er
landen, Antwerp, 1962, pp.269-273 (repr.); 
V lieghe, V erslag, pp.281-282; J. Van Bra
bant, R am pspoed  en R esta uratie d er K athe
draal van A n tw erp en , Antwerp, 1974, 
pp. 153,190; D u ria n -R ess, pp.258,266 ; G len, 
pp.97-99, 240-241 ; Freedberg, R u ben s as a 
P a in ter o f  E pita phs, pp. 53-56 et passim .

Christ steps front his tomb, holding in his 
left hand the red banner of the Resurrec
tion and in his right a palm branch. The 
awakened soldiers either look on in aston
ishment, shield their eyes from the radi
ance of Christ, or rush away. A spaniel 
crouches in the lower right corner. The 
heads of five cherubs appear in the clouds 
around Christ, while two more (not visible 
in reproduction) occur in the sky to the left, 
faintly indicated in pink. Christ’s red ban
ner provides the strongest accent of colour 
in the panel, echoed by the crimson of 
St Martina’s dress on the right hand wing 
(No.3; Fig.5) and reflected by the shoul
ders of the helmeted soldier and the tunic 
of the soldier in the foreground. A bril
liant blue sky with a golden glow in it is 
visible above the landscape on the left. 
There are virtuoso contrasts between the 
light gleaming on Christ’s torso and the 
shadowed areas of his thighs and calves; 
similar effects play across the muscles of 
the soldiers in the foreground.

Rubens’s treatment of the subject is un
usual.1 Instead of stepping from his sarco
phagus— the commonest form of depict
ing the scene, though by no means the 
only one— Christ steps directly from the 
rocky cavern. Rubens thus avoids the con
temporary controversy as to whether

Christ’s tomb was open or sealed at the 
time of his Resurrection.2 There are 
Netherlandish precedents for the absence 
of the sarcophagus (or the decrease of its 
prominence), including the well known 
engraving by P.(?) Galle after Bruegel,3 
the drawing by L. van Noort in the Teyler 
Museum in Haarlem, dated 1561, the 
painting by P. Claeissins in St Salvator in 
Bruges, and the painting by Jan Soens in 
the Museum in Parma.4 In all of these, 
with the exception of the Bruegel en
graving, Christ’s arms are both outstretch
ed, as they are in the relief panel of 1547 
by Jacques Dubroecq from the rood- 
screen in St Waudru in Mons,5 which may 
have had some influence on the lower half 
of Rubens’s composition. The possibility 
of Italian influences should not be exclud
ed either: amongst the closest parallels 
are the engraving by Giorgio Ghisi after 
Giulio Romano6 which also shows Christ 
stepping directly from a rocky tomb,7 and 
Tintoretto’s painting of the same subject 
in the Scuola di San Rocco8— which may 
have been a source o f inspiration for the 
dramatic contrasts o f light and shade in 
the present work.

There are many precedents for the oc
currence of this subject on epitaph mon
uments in sixteenth century German art,9 
while its use in the Netherlands is men
tioned at least three times by Van Man
der, in the lives of Jan Vermeyen, Pieter 
Vlerick, and Lucas de Heere.10 The More- 
tus picture is the first in a series of epi
taph paintings by Rubens in which he uses 
the triptych format.11

The subject occurs at least three times 
more in works by Rubens: in the Brevia
riu m  R om anum  of 1614, in the composition 
for the ceiling of the Jesuit Church in Ant
werp, and in the predella panel now in 
Marseilles from the altarpiece in St John’s 
Church in Mechlin.12 In each case Christ
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rises directly from his rocky sepulchre, as 
here, and the compositions are all strik
ingly similar to the present one. The figure 
of the risen Christ in the Jesuit Church 
ceiling painting more or less directly re
produces the equivalent figure here, ex
cept that appropriate allowance is made 
for the different viewpoint.

Other works by Rubens in which remi
niscences of elements in this composition 
occur are the drawing for the Munich Lion  
H u n t in London,'3 and, possibly, the cen
tral figure in the Tem ple o f  Janus from the 
Pom pa Introitu s F erd in a n d i.'4 The figure of 
the soldier in the foreground recurs in 
modified form in the two later paintings 
of the C onversion o f  St P a u l (Nos.30-31; 
Figs.67, 74) and on the lower right of the 
great L a st Judgem ent in Munich (No.49; 

Fig. 13 7).
Amongst the later flem ish works prob

ably influenced by Rubens’s composition 
are A. Vinckenborch’sResMrrecticm o f  C h rist  
in the Rosary series in St Paul’s Church in 
Antwerp, and the marble sculpture of the 
resurrected Christ by Lucas Faydherbe on 
the tomb of Archbishop Andreas Creusen 
in St Romuald in Mechlin,'5 

The altarpiece of which this panel forms 
the central part was painted for the tomb 
of the printer Jan I Moretus (died 22 Sep
tember, 1610) and his wife Martina (died 
17 February, 1616), the daughter of Chris
topher Plantin. It was commissioned by 
Martina herself and painted during her 
lifetime, as the text of a copper plaque 
beneath the monument makes clear: 

‘CHRISTO resurgenti sacrum/ JOANNI 
MORETO Antverpiensi/ magni Plan- 
tini genero/... Vixit, praeclarum suis 
honesti exemplum/ Annos LXVII men
ses IV/ Obiit, insignem in Deum pieta
tem testatus/ X Kal. Octobr. MDCX./ 
MARTINA PLANTINA/ optimo ma
rito cum lacrymis optime appreciata/

sibi et posteris mortalitatis memor/ 
P.C.’ 16
Payment, however, was made by Bal

thasar II Moretus (the son of Jan), accord
ing to the receipt for 600 gulden signed by 
Rubens on 27 April, 1612:

Tc onderscreven bekenne ontfanghen te 
hebben van Sr Balthasar Moretus de 
somme van seshondert guldens eens tot 
betalinghe van sijn vaders saligher Epi
taphium door my gheschildert tot be- 
vestiginghe der waerheyt hebbe dese 
quittantie met mijn hande ghescreven 
en ondertekent dese 27 Aprili 1612 
(signed) Pietro Paolo Rubens’.'7 
That this sum was for the painting alone 

we know from a letter from Balthasar 
Moretus to J.Bleuwart of 16 November, 
1617, in which he refers to the monument: 

‘Nos vero pro imagine, quam optimo 
parenti posuimus, sexcentos florenos 
persolvimus : pro imagine inquam sola : 
nam tabulae ligneae pretium alius 
accepit, qui parerga adornavit, et haud 
vilem operae suae mercedem exe- 
g it . . . ’.'8
Payment for the panel itself and the sur

rounding sculpture was made separately 
to the sculptor, Otmar van Ommen. The 
expenses in allcame to 2000florins.19 There 
is no record that Rubens was responsible 
for the design of the monument as a 
whole.

The altarpiece was originally placed in 
the chapel of St Barbara, the second cha
pel on the south side of the choir, where 
it still hangs today. But at the time of the 
French occupation it was taken down and 
rem oved;20 at the beginning of 1797 the 
wings were given to the Misses Moretus 
for safekeeping2' while at the beginning 
of the following year the monument it
self was sold by the commissioners for six 
florins.22 The central panel, however, was 
sent to Paris, where it was exhibited in the
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Louvre.23 Ir remained there until 1815, 
when it was returned (after having been 
displayed in the 1816 exhibition of paint
ings returned from Paris) to the Moretus 
family, on condition that it was restored 
before being set up in the Cathedral 
again.24 This finally took place in 1819, 
with a new monument to the designs of 
W. J. Herreyns and sculptures of angels by 
J.F. van Geel. The costs were borne by 
F.J. Moretus and his sister Maria Petro- 
nella Moretus-de Pret, as may be deduced 
from an addition to the words of the 
original inscription on the monument: 
‘Priori coenotaphio saeculo elapso optimo 
progenitori liberi et nepotes nobls Dn' 
Francisci Joannis Moreti ejusque sororis 
nobIS D m Arnoldi Francisci Josephi Baro
nis de Pret novum erexerunt anno 
MDCCCXIX’.25 The altarpiece itself was 
restored in 1965 by F. Bender. It is gener
ally in good condition, with a painted ad
dition of 3.5 cm. all round.

1. On the iconography of the Resurrection, see ehe 
fundamental work by Sehr «de; for Rubens, see 

P-342.
2. See M â le , A p rès le Concile de T rente, pp.292-294; 

P.W ilhelm , A uferstehun g  C h r isti, in Lexikon  christ!. 
Iko n ., I, cols.215-217; and A.Boschloo, A n n iba le  
Ca rra cci in Bologna, V isib le R eality  in A r t  after the  
C o un cil o f  T ren t, The Hague, 1974, I, pp.149-150, 
and II, pp.236-237, on the views of late 16th-century 
writers such as Paleotti and Molanus.

3. H ollstein , III, p.267, N o.114.
4. A.Quintavalle, La Regia G alleria d i Parm a, Rome, 

1939, p-6o, N0.205; reproduced in S.Béguin, Jan  
Soens, Paysagiste oublié, O ud H olland, LXXI, 1956, 
p.221, fig.9.

5. R.Hedicke, Jacques D ubrœ cq von M o n s, Strasbourg, 
1904, plates V and XIX.

6. B., XV, p.378, No.5.
7. Raphael’s design for a Resurrection  tapestry (illus

trated in Schrade, pi.32, fig. 132) is a further example 
of the emerging of Christ from a tomb situated in 
a wooded rock, but there is no significant similarity 
with the present composition.

8. T ie t je ,  Tintoretto, fig.202.
9. Several examples in H. Schrade, A u ferstehun g C h r i

sti, in R eallexikon, I, col.1238.
10. C. van Mander, H et Schilder-Boeck, Haarlem, 1604, 

ff.224' (Vermeyen), 2 5 r  (Vlerick) and 255'' (De

Heere). The subject also occurs frequently in the 
designs for epitaph monuments by Cornelis Floris 
and Vredeman de Vries; see, for example, R.He
dicke, Cornelis F loris, Berlin, 1913, II, pl.XVI, fig.2, 
and J.Vredeman de Vries, Pictores, Statuarii . . .  
varias coenotaphiorum  fo rm a s, Antwerp (Hierony
mus Cock), 1563, p.26.

11. A  discussion o f the implications of the adoption of 
this increasingly outdated format is to be found in 
E isler, p.44; cf. also Nos. 18-20.

12.J u d s o n -V a n  de V elde, p.99, No.9, M a rtin , Ceiling  
P ain tin gs, pp.94-96, No. 12, and K .d .K ., p.16 6 respec
tively. Later sale references to small panels of the 
Résurrection (on which see Martin, Ceiling Paintings, 
pp.96-97) probably refer to these compositions, or 
to compositions o f C h rist T rium p ha n t over S in  and  
D eath  (Nos.12-16), rather than to modelli or 
sketches for the present altarpiece.

13. British Museum, No. O0.9-18; G lü ck -H a b erd itç l, 
p.91 (cf. the figure rushing out on the left here). 
For the Munich painting, see K .d .K ., p. 154.

14. M a rtin , Pom pa, N0.44, plates 82, 83, 86, 87.
15. Illustrated in A.E.Brinckmann, B arock-Skulptur, 

Berlin, 1917, p.303; for a full discussion of how this 
figure was adapted by Faydherbe, see D u ria n -R ess, 
p.257.

16. G énard, V erzam elin g, I, p.42.

17. Antwerp, Museum Plantin-Moretus, N o.1440/41, 
reproduced in Rooses, II, p .148.

18. Antwerp, Museum Plantin-Moretus, Archives, 
N0.136 (Lettres latines, 1 6 1 5 -1 0 ) ,  p .154-

19 . For full details of all the outgoings, as well as of 
the various other craftsmen involved in the con
struction and adornment of the monument, see 
the accounts transcribed in R ooses, II, pp.1 4 9 -1 5 0 , 

from the documents in Antwerp, Museum Plantin- 
Moretus, Archives, No,10 2  (Diverses langues, Papiers  
de la fa m ille  M o retu s, 16 0 6 -2 3 ), P P -2 2 7 , 236.

20. P iot, pp.18-19.
21. R ooses, V, p.328, see p.35 below.
22. It appears in the i8i4Nottce des ta blea u x exposés dans  

la G alerie du  M u sée, but not in the N otices of 1801, 
1803, or 1816.

23. P iot, pp-401, 416; R ooses, II, p.148.
24. P iot, pp.377, 416.
25. G énard, V erza m elin g , I, p.42; Rooses, II, p.147.

2. St John the Baptist (Fig.4)

Oil on panel; 185 x 56 cm.
A n tw erp , C athedral.

e x h i b i t e d : A n tw erp , 18 16 , N0.31.

l i t e r a t u r e : Papebrochius, IV, pp.434- 
4351 J.F.Verbrugghen, Beschrijvingen der
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A utaeren , Schilderijen, Belthouw erijen ende  
geschilderde gelaesen . . .  inde Cathédrale  
K ercke van O n se Lieve V rouw e tot A  ntw erpen, 
London, British Library, Kings MS. 181, 
f.37v ; Id., Beschrijvingen der Schilderijen in d e  
C athédrale van A n tw erp en  (1728), London, 
British Library, Kings MS. 182, f.263 (co
pied from the preceding); D e W it, p. 18; 
Berbie, p. 17; M en sa ert, I, p.234; D escam ps, 
Voyage, p. 147; M ichel, l j j t ,  p. 118; Lisle  
Lorraine, A n tw erp , i j j j ,  p.116, N0.8; R ey 
nolds, pp.160-161; O devaere, N0.7; Sm ith, 
C atalogue R aisonné, II, p.7, No.7; T. van Le- 
rius, N otre D am e d ’ A n v ers, avant la seconde 
invasion fra n ça ise  en IJ9 4, Antwerp, 1841, 
p. 17; G énard, V erza m elin g , I, p.42; Piot, 
pp. 18,19; M.Rooses, P etru s P a u lu s R ubens  
en Balthasar M o retu s (II), R uben s-B u lletijn , I, 
pp.275-280; Rooses, II, pp.146-147, N0.336; 
D illo n , p .108; H. Kehrer, R u b e n s’ A u f
erstehun gsaltar in d er K athedrale von A n t
w erpen, Z eitsch rift f ü r  bildende K unst, 
N.F. XXXI, 1920, pp. 157-162; H.F.Bou- 
chery and F. van den Wijngaert, P. P . R u 
bens en het P lan tijn sche H u is, Antwerp- 
Utrecht, 1941, pp.35-37, pl.18; J. van den 
Nieuwenhuizen, G id s voor de K athedraal 
van A n tw erp en , Antwerp, 1957, pp.45-46; 
Eisler, pp.47-48 ; J. van Brabant, D e Schil
derijen van P. P. R u ben s in  de K athedraal van  
A n tw erp en , in O n^e Lieve V rouw ekathedraal 
van A n tw erp en . G rootste Gotische K erk der  
N ed erla nd en, Antwerp, 1962, pp.269-273 
(repr.); Vlieghe, V erslag, pp.281-282; J. van 
Brabant, R am pspoed en R esta uratie der K a 
thedraal van A n tw erp en , Antwerp, 1974, 
pp.153, 190; G len, pp.101-102; Freedberg, 
R u ben s as a P a inter o f  E pitaphs, pp.53-56.

The left wing of the Moretus epitaph 
shows John the Baptist, the patron saint 
of Jan I Moretus, standing beneath a tree 
in a green landscape, and silhouetted 
against a blue sky. His left hand is raised,

and a sword lies at his feet in the fore
ground.

There is a small pentiment around the 
lower right contour of his cloak. A painted 
strip of approximately 3.75 cm. has been 
added all round the panel. For the frame 
see under No.4.

At the time of the French occupation, 
both this panel and its companion w'ing 
on the right of the altarpiece (No.3) were 
given to the Moretus family for safekeep
ing on 19 January, 1797.1 Although they do 
not appear in the N otices of the Musée Cen
tral, they must, however, have been sent 
to Paris at some point during this period, 
as they appear both in the Liste des tab
lea u x  . . .  e n le v é s . . .  p a r  les com m issaires fr a n 
çais1 and in the report on the condition of 
works of art returned to Antwerp in 1815.3 
All three panels of the altarpiece were re
united in the Cathedral following the re
construction of the monument in 1819.4

It is possible that the two saints on these 
wings are to be regarded as intercessors 
for the departed souls, as in the case of 
many wall-epitaphs of the late middle 
ages.5

1. Rooses, V, p.328,
2. P iot, pp.18-14, N o.12.
3. Procès-V erbal tie la Com m ission pour le Déballage et la 

Réception des T ableaux récupérés su r la Prance et ap p ar
tenants 4 la Ville d 'A n v er s , published by Vlieghe, 
Verslag, pp.280-282.

4. G énard , V erzam eling, I, p.42; el', the discussion under 
No.i.

5. D uria n -R ess, p.268.

3. St Martina (Fig. 5)

Oil on Panel; 185 x 56 cm.
A n tw erp , C athedral.

c o p ie s : (i ) Drawing, Copenhagen, Sta
tens Museum for Kunst, Kongelige Kob- 
berstiksamling, 'Rubens Cantoor’, No.III, 
62; black chalk, pen and brown ink,
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27 x 11 cm. ; (2) Engraving by S. A. Bols- 
wert, S t Barbara  (V .S ., p.113, N0.23);
(3) Engraving by L. Vorsterman, St C athe
rin e (Fig.7); V .S ., p.114, N0.34. l i t . H.Hy
mans, Lucas Vorsterm an, Brussels, 1893, 
p.97, No,56).

e x h i b i t e d : A n tw erp , 18 16 , N0.32.

l i t e r a t u r e : Papebrochius, IV, pp.434- 
435; J.F. Verbrugghen, Beschrijvingen d er  
autaeren, Schilderijen, Belthouw erijen ende  
geschilderde gelaesen . . .  inde C athédrale  
Kercke van O nse Lieve Vrouwe tot A n tw e rp en , 
London, British Library, Kings MS. 181, 
f.37v ; Id., Beschrijvingen der Schilderijen in de  
C athédrale van A n tw erp en  (1728), London, 
British Library, Kings MS. 182, f. 263 (co
pied from the preceding); D e W it, p. 18; 
Berbie, p. 17; Mensaert, I, p.234 D escam ps, 
Voyage, p.147; M ichel, 1771, p. 118; Liste  
L orraine, A n tw erp , 1777, p.116, N0.8; R ey 
n olds, pp.160-161; O devaere, N0.8; Sm ith, 
Catalogue R aisonné, II, p.7, N0.7; T. Van 
Lerius, N otre D am e d ’ A n v ers, avan t la se
conde invasion fra n ça ise  en IJ9 4, Antwerp, 
1841, p.17; G énard, V erza m elin g , I, p.42; 
P io t, pp.18, 19; M.Rooses, Petru s P a u lu s  
R u b en s en Balthasar M o retu s (II), R ubens- 
B ulletijn , I, pp.275-280; Rooses, II, p. 146, 
N0.335; D illo n , p.108; H.Kehrer, R u b e n s’ 
A u fersteh u n g sa lta r in  der K athedrale von  
A n tw erp en , Z eitsch rift f ü r  bildende K u n st, 
N.F. XXXI, 1920, pp. 157-162; H.F.Bou- 
chery and F. van den Wijngaert, P . P . R u 
bens en het P lan tijn sche H u is, Antw erp- 
Utrecht, 1941, pp.35-37, pl.18; J. van den 
Nieuwenhuizen, G id s voor de K athedraal 
van A n tw erp en , Antwerp, 1957, pp.45-46; 
E isler, pp.47-48; J. van Brabant, D e Schil
derijen  van P. P. R u b en s in  de K athedraal van  
A n tw erp en , in O n ç e  Lieve V rouw ekathedraal 
van A n tw erp en . G rootste G otische K erk d er  
N ed erla n d en , Antwerp, 1962, pp.269-273 
(repr.); V lieghe, V erslag, pp.281-282; J. van 
Brabant, R am pspoed en R esta uratie d er K a

thedraal van A n tw erp en , Antwerp, 1974, 
pp.153,190; R.Baumstark, Ikonographische  
Studien  z u R u b e n s ’ K riegs- u n d  F ried en s
allegorien, A achener K un stb lä tter, XLV, 1974, 
pp.129-130; G ien, pp.101-102; Freedberg, 
R u b en s as a P a in ter o f  E pita phs, pp.53-56 et 
passim .

The right wing of the Moretus epitaph. 
St Martina, the patron saint of the wife of 
Jan I Moretus, Martina Plantin (see under 
No.i), was a Roman noblewoman who, 
having converted to Christianity, prayed 
successfully for the destruction of a statue 
o f Apollo. After being thrown to the lions 
and then into a fire— on both occasions to 
no avail— she finally died by the sword, 
probably in 235 in the reign of Alexander 
Severus.1 Here she is shown standing on 
an antique plinth, in front of the remains 
of the temple which collapsed as a result 
o f her prayer. Behind her on the right can 
be seen the statue of Apollo.

She wears a steely grey-black cloak over 
a rich crimson dress. Blue sky is visible be
yond the temple in the background. This 
panel also has a painted strip of approxi
mately 3.75 cm. added around it. For fur
ther details about the frame, see N0.4.

The inscription on the engraving by 
Vorsterman,‘ex marmore antiquo’ (Fig.7), 
suggests that the figure of St Martina may 
have been derived from an antique statue. 
In fact, it clearly goes back to a late Hel
lenistic Ceres type, of which a number of 
Roman copies are preserved, each of 
which differs only slightly from the other.2 
As Baumstark pointed out, the statue 
from which Rubens most probably deriv
ed this figure is the Ceres in Poggio Im
periale.3 But the possibility that it comes 
from a statue once in the Villa Borghese 
should not altogether be excluded.4 At 
all events, however, the figure has here
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been turned so that it is seen from the 
side.

1. A cta Sanctorum  . . .  not is illustravit Joannes Bollandus 
servata prim igenia scriptorum  phrasi, Antwerp, 
1643-45, sub i January.

2. Cf. W .Am elung, D ie Sku lpturen  des Vatikanischen  
M u seu m s, I, Berlin, 1903, p.104.

3. Baumstark, op. cit., p .129 (repr.), p .130, pl.4. This 
statue was also the source for Rubens’s painting of 
Ceres in a N iche in the Hermitage (K .d .K ., p.83) and 
for the figure of Peace in the Flight from  Blois (K .d .K ., 
p.26i).

4. P. de Clarac, M usée de S culpture  Antique et M oderne, 
1839-41, V, Statues, pl.979, No.2518. It may be noted 
that a similar figure occurs in reverse in the niche of 
Raphael’s tapestry cartoon for the B linding o flily m a s  
(D u ssler, p i.181), which Rubens certainly knew as 
well (d . J a f f é , 1977, p.25).

4. Two Angels guarding the Tomb 
of Christ (Fig.i)

Oil on panel; each 185 x  47.7 cm. 
A n tw erp , C athedral.

l i t e r a t u r e : Papebrochius, IV, pp.434- 
4351 J.F.Verbrugghen, Beschrijvingen der  
A u ta eren , Schilderijen, Belthouw erijen ende  
geschilderde gelaesen . . .  inde C athédrale  
K ercke van O nse Lieve V ro u w e tot A n tw erp en , 
London, British Library, Kings MS. 181, 
f.37v; Id., Beschrijvingen d er  S childerijen  in de 
C athéd ra le van A n tw erp en  (1728), London, 
British Library, Kings MS. 182, f.263 (co
pied from the preceding); D e W it, p.i8; 
Berbie, p. 17; Liste Lorraine, A n tw erp , 1777, 
p.116, N0.8; R ey n olds, pp.160-161; O de- 
vaere, No.6; T. Van Lerius, N otre D am e  
à 'A n v ers, a v a n t la seconde invasion fra n ça ise  
en  1794, Antwerp, 1841, p .17; G éna rd, V e r
zam elin g , I, p.42; Piot, pp.314, 377, 416; 
M-Rooses, P etru s P a u lu s R u b en s en B altha
sa r M o retu s (II ) ,  R u b en s-B u lletijn , I, pp.275- 
280; R ooses, II, p. 147, Nos.337-338; D illo n , 
p.108; K .d .K ., p.50; H.Kehrer, R u b en s ' 
A u fersteh u n g sa lta r in d er K athedrale von  
A n tw erp en , Z eitschrift f ü r  bildende K un st,

N.F. XXXI, 1920, pp. 157-162 ; F. F. Bouchery 
and F. van den Wijngaert, P . P . R u ben s en  
het P lan tijn sche H u is, Antwerp-Utrecht, 
1941, p.35, pl.19; B urchard, 1950, p.12; 
J. van den Nieuwenhuizen, G id s voor de 
K athedraal van A n tw erp en , Antwerp, 1957. 
pp.45-46; H eld, I. p. 165; J. van Brabant, 
D e Schilderijen  van P. P . R u ben s in den K athe
d raal van A n tw erp en , in O n^e Lieve V rouw e- 
kathedraal van A n tw erp en . G rootste Gotische  
K erk der N ed erla nd en, Antwerp, 1962, 
pp.269-273 (repr.); V lieghe, V e r s la g ,pp.281 
to 282; J. van Brabant, R am pspoed en R es
tauratie d er Kathedraal van A n tw erp en , Ant
werp, 1974, p.153; G len, pp.97-98; Freed
berg, Rubens as a Painter o f  E pita phs, pp. 54- 
56.

The m otif of two angels holding the doors 
of a tomb slightly ajar also appears in Ru
bens’s design for the apparently unexecut
ed tomb of Jean Richardot, probably dat
ing from a few years earlier.1 As in the 
case of this design, Rubens has here adap
ted the group of two winged Victories 
holding the half open doors of Hades on 
a first-century funerary altar for two child
ren formerly in the Mattei collection but 
now in the Vatican.2 In both cases Held 
rightly noted that ‘ the idea of resurrec
tion and immortality already present in 
the classical work was thus given a speci
fically Christian turn by this angelic trans
formation of the Victories’.3 Certainly the 
reference in Luke XXIV4 to the two an
gels who guarded Christ’s tomb would 
readily have sprung to the mind of be
holders of the present work.

Both figures are derived from individual 
antique prototypes, that on the left from 
the Flora Farnese, although the position 
of the head and right arm differ slightly.4 
The exact prototype of the angel on the 
right is more difficult to determine: the
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closest parallel seems to be the Ceres from 
the Este collection in the Vatican, while 
the hairstyle specifically is almost identical 
to that of the Apollo Belvedere.5

The panels give the appearance of being 
painted in brown grisaille; in fact, the fig
ures are done in a sepia-grey mixture 
highlighted with white against a brown 
background.

It will be noted that the painted surfaces 
o f these panels are narrower than those 
o f the interior of the wings (Nos.2 and 3). 
The frames, consequently, are wider here, 
and a carved vertical band of fruit and 
foliage has been added in the centre (at
tached, in fact, to the right hand panel) to 
make up for the remaining space. It seems 
likely that at some stage in their history 
(possibly between 1794 and 1797, when 
the altarpiece was dismantled) the paint
ed surfaces were damaged round the 
edges, thus necessitating the making of a 
frame wider than on the inside. This hypo
thesis is reinforced by the fact that the 
outside edges of the angels’ wings and 
wrists are now painted onto the frame, 
which has been planed down to accomo
date these additions. Given that the outer 
panels of an altarpiece often tend to be 
neglected, the paint surface is in relatively 
good condition.

1. H eld, I, N o .i 7 i , pp.163-165, fig.36; dated by Held to
C.1Ó09. See also J.Held, R u b en s’ D esigns f o r  Sepulchral 
M on um en ts, A r t Q ua rterly , XXIII, 1960, pp.247-270 

for this and other aspects of Rubens's work in this 
area.

2. Reproduced in W .Am elung, D ie Sku lpturen  des V a
tikanischen M u seu m s, Berlin, 1908, Plates, II, pi.21.

3. H eld, I, p.164.
4. The Flora Farnese was also engraved after a design 

by Rubens in Ph.Rubens, Electorum  Libri D uo, Ant
werp, 1607; see also Burchard, 1950, p .12. (J u d son -  
V an de V eld e, No.3, fig.43)

5. The parallels with Michelangelo’s Leah and David 
suggested by Kehrer, op. cit„ pp.158—159, may be 
discounted.

5. Portrait of Jan Moretus

Oil on panel; oval, c.30 x 40 cm, (?).
Lost.

c o p y : ( i ) Painting by W.J.Herreyns(?) 
(Fig.6), Antwerp, Cathedral; canvas, oval, 
30 x 40 cm. l i t .  Génard, Verzam eling, I, 
p.42; M.Rooses, Petrus Paulus R ubens en 
Balthasar M oretus (II), Rubens-Bulletijn, I, 
pp.275-280; Rooses, II, p .147, N0.339; 
H.F.Bouchery and F. Van den Wijngaert, 
P. P. Rubens en het Plantijnsche H uis. Ant- 
werp-Utrecht, 1941, p.35; J.VandenNieu- 
wenhuizen, G ids voor de Kathedraal van  
Antw erpen, Antwerp, 1957, p.46; J. van 
Brabant, Rampspoed en Restauratie der 
Kathedraal van A ntw erpen, Antwerp, 1974, 

P- 153-

l i t e r a t u r e : Papebrochius, IV, pp.434- 
435; J.F.Verbrugghen, Beschrijvingen der 
Autaeren, Schilderijen, Belthouwerijen ende 
geschilderde gelaesen . . .  inde Cathédrale 
Kercke van Onse Lieve Vrouw e tot A ntw erpen, 
London, British Library, Kings MS. 181, 
f.37 ; Id., Beschrijvingen der Schilderijen in de 
Cathédrale van A ntw erpen  (1728), London 
British Library, Kings MS. 182, f.263 
(copied from the preceding); De W it, p. 18; 
Berbie, p.17; M ensaert, I, p.234; Descamps, 
Voyage, p.147; M ichel, t j j i ,  p.118; Liste 
Lorraine, A ntw erp, 1777, p. 16, N0.8; R ey
nolds, pp.i6o-i6i; Odevaere, N0.9; Smith, 
Catalogue Raisonné, II, p.7, N0.7; T. Van 
Lerius, Notre Dame à ’A nvers, avant la se
conde invasion française en 1794, Antwerp, 
1841, p.17; Génard, Verzam eling, I, p.42; 
Piot, pp.18,19, 314; M.Rooses, Petrus Pau
lus Rubens en Balthasar M oretus (II), Rubens- 
Bulletijn, I, pp.275-280; Rooses, II, p.147, 
N0.339; IV, p.221 ; H. Kehrer, R ubens’ A u f
erstehungsaltar in der Kathedrale von A n t
werpen, Zeitschrift fü r  bildende K unst, N.F. 
XXXI, 1920, pp. 157-162 ; N. F. Bouchery and
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F. Van den Wijngaert, P. P. Rubens en het 
Plantijnsche H uis, Antwerp-Utrecht, 1941, 
p.35; J. Van Brabant, De Schilderijen van 
P. P. Rubens in de Kathedraal van Antw erpen, 
in O n çe Lieve Vrouwekathedraal van A n t
werpen. Grootste Gotische Kerk der N eder
landen, Antwerp, 1962, pp.269-273 ; J. Van 
Brabant, Rampspoed en Restauratie der Ka
thedraal van A ntw erpen, Antwerp, 1974,

P-153-

The existence of a portrait of Jan I More
tus surmounting the Moretus epitaph 
monument is confirmed by the reports of 
De W it (‘boven is een portret, ovael’),' 
Berbie, Mensaert and Descamps, as well 
as by the Liste des ta b le a u x ... e n le v é s . . .  p a r  
les com m issaires fr a n ç a is .2 W hile there is 
evidence to suggest that it was removed 
in 1794,3 it never appears to have come to 
the Louvre4 and does not feature in the 
P rocès-V erbal de la C om m ission p o u r  le D é 
ballage et la R éception des T a b lea u x  récupérés  
su r  la France e t a p pa rtena nts à la V ille  d ’ A n 
vers o f 1815.5 The present portrait above 
the monument appears to be painted in 
the style of the early nineteenth century, 
and may well be by the hand of W.J.Her- 
reyns, the Director of the Antwerp Acad
emy who was entrusted with the rede
signing and restoring of the Moretus epi
taph prior to its final return to the Cathe
dral in 1819.6 The portrait is supported 
by the two angels sculpted by W. van Geel 
at that time.7 Its identification may further 
be confirmed by comparison with the very 
similar portrait of Jan Moretus in the Mu
seum Plantin-Moretus in Antwerp.8

1. D e W it, p. 18.
2. P io t, p .18.
3. Ibid., N o.13.
4. Odevaere, No.4.
5. Published by Vlieghe, V erslag, pp.276-282.
6. G énard, V erza m elin g , I, p.42 (also staling that the

portrait is by W.J.Hcrrcyns): Van Brabant, op. cit., 

1974. p.153.
7. J. Van den Nieuwenhuizen, G id s w a r  de Kathedraal 

van A n tw erp en , Antwerp, 1957, p.46; cf. above under 
N o.i.

8. Reproduced in M.Sabbe, De M o retu ssen en  hun K n n g , 
Antwerp, 1928, p.6.

6. The Holy Women at the Sepulchre

(Fig-8)

Oil on panel; i i2 x  146 cm.
Pasadena, C a liforn ia , N orton Sim on M u seum  
o f  A r t.

p r o v e n a n c e : Bought by D.Artaria for 
the collection of Johann Rudolf, Count 
Czernin (Vienna, 1757-1845)0.1804; Czer- 
nin collection, Vienna; on loan to the Re
sidenzgalerie, Salzburg, from 1955 to 
1975; sold to Norton Simon in 1976.

c o p i e s : ( i ) Painting (Fig.9), Melk Abbey; 
canvas, 161 x  224 cm.; for references see 
under N0.7; (2) Painting, Dunkirk, Musée 
des Beaux-Arts, Inv. No. P. 146; panel,
52.5 x  89 cm. p r o v . Bergues, St Winnoc’s 
Abbey, l i t . H. Hymans, N otes su r  quelques  
oeuvres d ’art conservées en Fla nd re et dans le 
nord  de la France, Bulletin  des Com m issions 
Royales d ’ A r t et d ’Archéologie, XXII, 1883, 
p.239; Rooses, II, p. 152; (3) Painting, Bes
ançon, Musée des Beaux-Arts; copper, 
45 x  21 cm. p r o v . given to the museum 
in 1843 by Canon Thiébaud. l i t . A.Castan, 
H istoire et D escrip tion  des M u sées de la V ille  
de Besançon, Paris, 1889, p.93 (as T. van T hul-  
den); (4) Painting, whereabouts unkown; 
canvas, 92.5 x  115.5cm ; signed immedi
ately below the right foot of the second 
angel with the letters RvB (?). p r o v . Lon
don, Herbert Gilham, 1901 (letter from 
Herbert Gilham to Max Rooses, 30 March, 
1901, in Rooses documentation, Rubenia
num, Antwerp) ; (5) Painting, whereabouts 
unknown; 83 x  n o  cm. p r o v . Antwerp, 
S.Hartveld; sale, Brussels (Palais des
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Beaux-Arts), 21 May, 1951, lot 123; (6) 
Painting, whereabouts unknown; can
vas, 96.5 X 81.3 cm. P R O V . Sir Ian Walker, 
Bart.; sale, London (Christie’s), 17 May, 
1946, lot 77 (as The Foolish Virgins).

e x h i b i t e d : Brussels, 1910, N0.322; Drei 
Jahrhunderte Vläm ischer Kunst, Sezession, 
Vienna, 1930, N0.80.

l i t e r a t u r e : Smith, Catalogue Raisonné, 
II, p,28i, N0.945; IX, p.328, N0.945; A. von 
Perger, Österreichische Blätter f ü r  Literatur 
und Kunst, Vienna, 1853, pp.236-237;
G. F.Waagen, Die vornehmsten Kunstdenk
mäler in W ien, Vienna, 1866, p.298, N0.24; 
O.Mundler, Review of G. F.Waagen, op. 
cit., Zeitschrift fü r  bildende Kunst, II, 1867, 
p.48; A.Lavice, Revue des M usées d ’A lle
magne, Paris, 1867, p.449; Rooses,II, N0.340, 
pp. 151-152, V, p.328 ; M. Rooses, in Rubens- 
Bulletijn, V , 1897, p.295; K .d.K ., ed Rosen
berg, p.204; D illon, pl.CCXV; H. Hymans, 
Correspondance de Bruxelles, l ’Exposition de 
l ’A r t Belge au XVIIèm e Siècle, G a lette  des 
Beaux-Arts, IV, 1910, p.332; K .d.K ., p.79;
E.Kieser, A ntikes im W erke des Rubens, 
M ünchner Jahrbuch der bildenden Kunst, 
N.F. XI, i933,p.i32;K.W ilczek , Katalog der 
G r a f C çern irisehen Gemäldegalerie in W ien, 
Vienna, 1936, p.76, No. 168; Katalog der 
Residençgalerie Salzburg mit Sammlung  
Cçernin , Salzburg, 1955, pp.56-57, pl.3 : Ka
talog der Residençgalerie Salzburg mitSamm- 
lung Cçernin und Sammlung Schonborn- 
Bruchheim, Salzburg, 1962, pp.72-73, pl.7;
H. Gerson, D utch and Flemish Painting [in 
the Norton Simon Museum of Art at Pasa
dena], Connoisseur, CXCIII, 1976, p. 163 and 
fig.3; Jhjfé, 1977, P-8G Held, Oil Sketches, 
pp.4 4 0- 4 4 1 -

The event shown is that of Easter morn
ing, when the Holy W omen arrived at the 
tomb of Christ to find the stone rolled

away from the tomb, and angels in shin
ing garments announcing to them that 
Christ had already risen. O f the three gos
pel accounts, Matt. XXVIII, 1-8; Mark 
XVI, 1-8; and Luke XXIV, 1-10, Rubens 
comes closest to the account in Luke (al
though the text on Vorsterman’s en
graving— see under No.6a— comes from 
St Matthew) : ‘Now upon the very first day 
of the week, very early in the morning, 
they came unto the sepulchre, bringing 
the spices which they had prepared, and 
certain others with them. And they found 
thestonerolledawayfrom thesepulchre... 
And it came to pass, as they were much 
perplexed thereabout, behold two men 
stood by them in shining garments : And 
as they were afraid, and bowed down their 
faces to the earth, they said unto them. 
W hy seek ye the living among the dead? 
He is not here, but is risen. . . ’ (Luke XXIV, 
1-6). The passage in Luke is the only one 
where the number of women exceeds 
three; it refers to ‘Mary Magdalene, 
Joanna,andM arythemotherof James, and 
other women that were with them’ (Luke 
XXIV, 10), whereas Matthew XXVIII, 1 
mentions only two— Mary Magdalene and 
the other Mary— and Mark XVI, 1 only 
three— ‘Mary Magdalene, and Mary the 
mother of James, and Salome’. It is also the 
only passage (apart from the very brief one 
in John XX, 12) where two angels, rather 
than one, are mentioned. It will be noticed 
that Rubens attends to details of the event 
by suggesting the time of day (early morn
ing in all the accounts) and including con
tainers for the ointment and spices refer
red to in Mark XVI, 1 and Luke XXIII, 56 

and XXIV, 1— a basket held by the woman 
second from the left, and a cup held by 
the woman in front of her. He also depicts 
the radiant white garments of the angels 
referred to in the accounts by Matthew 
and Mark.
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Although thesubject is common in early 
Christian and medieval art' and occasion
ally occurred in earlier Netherlandish 
painting2 its representation in the seven
teenth century was fairly unusual.3 But 
Rubens's painting is almost entirely with
out precedent not only in details such as 
the apparent omission of the sarcophagus 
altogether (apart, perhaps, from the stone 
cover beneath the feet of the angels), but 
also in the austerity of the composition. 
The nearly isocephalic arrangement of the 
heads is only slightly relieved by placing 
the angels a little higher than the com
pact group of the Holy Women. No anec
dotal details appear in the background; 
the sole feature there is the heavily rus
ticated architecture of the entrance to the 
tomb, which pushes the figures forward 
and serves to emphasize the relief-like 
aspect of the composition. Its geometric 
rigidity is only mitigated by the diagonal 
slab on which the angels are placed (and, 
possibly, their extended arms). The high 
formality of the composition, its relief
like characteristics and the especially 
strong contrast between light and dark 
(here, of course, necessitated by the bib
lical account as well), are all sufficient to 
suggest a dating between works such as 
the S u p p er a t E m m aus (No.8; Fig. 14) and, 
at the latest, the Rockox epitaph (No. 18; 
Fig.48) say c. 1612-14. Burchard suggested 
a dating of 1614-115; I am inclined to a 
slightly earlier date, possibly even prior 
to 1612. As, however, the work was evi
dently executed with a considerable 
amount of studio assistance, it is impos
sible to arrive at a more precise dating, 

Several of the figures here derive from 
the antique: the woman in the centre 
with the antique sandals from the famous 
Pu d icitia  statue which Rubens was later to 
use for the woman on the left of the centre 
panelofthelldefonsoalrarpieceinVienna,4

the woman nearest the tomb from 
the sculptures of Leda (at some remove) 
such as those in the Villa Borghese and 
formerly in the Museo Torlonia,5 and pos
sibly some of the other figures as well. 
While the foremost women bear a prob
ably coincidental resemblance to early 
Christian ivories of this subject,6 it is more 
likely that Rubens derived his idea for the 
isocephalic disposition from the engrav
ing of the T hree Holy W om en G oing to the 
Sepulchre  by Agostino Veneziano (Bartsch  
33); the veiled woman seen in profile on 
the extreme left of the painting in partic
ular seems to resemble the pleurcur-like 
women in Agostino’s engraving. It may 
perhaps be noted here that the heads of 
all the women in Rubens’s painting are 
covered, with the exception of the figure 
seen from behind on the left, who may 
simply have been intended as a servant 
carrying the basket of spices for the Holy 
Women.

Apart from the white garments of the 
angels, the woman nearest the tomb is in 
dark blue with a green mantle, the second 
in lilac over dark green, and the figure 
seen from behind in dark red. The condi
tion of the work on the whole is good, de
spite some isolated paint loss in the dra
peries of the woman on the right and the 
angel on the left.

X-rays show that the right hand of the 
woman seen from behind, which is now 
covered by her dress, was originally ex
tended (Fig. 13), just as in the engraving by 
Vorsterman (No.6a; Figs. 10, 11). It was 
largely as a result of the apparent omis
sion of this feature in the present work that 
Burchard decided against its authenticity 
in favour of the version in Melk (N0.7; 
Fig.9). But the execution of that work 
seems altogether too weak to be by Ru
bens, and should, in my opinion, be judged 

a copy.
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A  small (51 X 53 cm.) painting of this 
subject attributed to Rubens, with an an
gel sittin g  on the stone (the more usual 
iconography of this scene), was sold at the 
de Roore sale, The Hague, 4 September 
1747, lot 27 to J. van Spangen, London.7 
Nothing more is known about this work.

r. For examples, see Schiller, III, pp.18-31.
2. As in the Eyckian painting in Rotterdam, Museum 

Boy mans-van Beuningen, N0.2449.
3. For another notable example, see the painting of 

1644 by Ferdinand Bol in Copenhagen, Statens Mu
seum for Kunst, N0.77.

4. Vlieghe, Saints, II, p.84;. cf Kieser, op. c i t , p .132; for 
other modifications of this figure, see Jaffé, 1977, 
p.81.

5. C.L. Visconti, M on um en ti del M useo Torlonia, n.d., 
N0.60.

6. Such as that in the Bayerisches Nationalmuseum in 
Munich : see W. F. Volbach, Elfenbeinarbeiten der Spät
antiken un d  des frü h e n  M ittela lters, 3rd ed., Mainz, 
1976, No.110.

7. H oet, II, p.202; Lugt, Répertoire, N0.672.

6a. The Holy Women at the Sepulchre : 
Retouched Drawing (Fig, 10)

Black and a few traces of red chalk, pen 
and brown ink and wash, heightened 
withwhite;34.6 x 44.9 cm. Inscribed A  van  
D y ck  in the lower right hand corner in a 
much later hand.
R otterdam ,
M u seu m  B oym an s-van  Beuningen.
Inv. No. L. V orsterm an -  i

c o p y : Engraving b y  L. Vorsterman 
(Fig. 11); dedication: Lectissim is M a tron is, 
D . M a ria e  N erot, D .L o d o ici C larisse, Sena
toris A n tv erp . C on ju g i: nec non D . M agdale-  
nae D e Schotte, D . R ogerii C larisse, L. F r. Urbi 
Eleem osynis, C on ju g i Cognom ines D iv as, 
observantiae testand. ergo offerebat Lucas  
V orsterm an; from  the mouth of the angel 
nearest to the women issue the words 
(from Matt. XXVIII, 5-6) : N olite tim ere vos : 
scio enim  quod Jesum  qu i cru cifix u s est qu aeri

tis. N o n  est hic: su rrex it enim  sicu t d ix it  et 
videte locum  u bi p o situ s erat D om in u s (V .S .,  
p.56, N0.412; H.Hymans, Lucas Vorster
man, Brussels, 1893, p,84, No.37).

e x h i b i t e d :  Bilder nach B ild ern, D r u c k 
grafik u n d  die V erm ittlu n g  von K u n st, W est
fälisches Landesmuseum für Kunst und 
Kulturgeschichte, Münster, 1976, No. 164.

l i t e r a t u r e :  W.Stechow, R u b en s an d the 
C la ssica l T ra d ition , Cambridge, Mass., 
1968, pp.55-57; Ronger, I, pp. 134-136, pl.5.

A preparatory design for the engraving by 
Vorsterman after Rubens’s painting in 
Pasadena (N0.6). Although the drawing in 
chalk is almost certainly by Vorsterman, 
the reworking and corrections in pen and 
brown ink may be due to Rubens himself. 
As Renger and the authors of the cata
logue of the B ild er nach B ilder  exhibition 
also observed, these re workings are fairly 
extensive: the contours have been out
lined in pen, and their shading, especially 
in the lower areas, has been more clearly 
indicated by parallel hatching; there is a 
similar redefinition and clarification of the 
shading in the stone and around the en
trance to the tomb, while the modelling 
and details of faces, hair and hands have 
been reworked with a more delicate use 
of the pen. The outline and shading of the 
two feet visible on the lower left of the 
drawing have been somewhat altered. 
Nonetheless, it can still not be regarded 
as certain whether Rubens reworked all 
these areas himself (particularly as the 
drawing has been rather heavily rubbed), 
or whether he simply gave instructions to 
Vorsterman to do so— although this seems 
a less likely possibility.

It will be noted that Vorsterman dedi

42



C A T A L OG U E  NOS.  7-8

cated his engraving to the wives of two 
members of the prominent Antwerp mer
chant family, the Clarisses. The Roger 
Clarisse mentioned here, however, is not 
to be identified with the Clarisse of the 
same name who was married to Sara 
Breyll, and of whom Rubens painted the 
portraits1 in the same period as he exe
cuted the painting in Pasadena (No.6). 
The engraving was probably made around 
1620, at about the same time as Vorster- 
man’s engraving (dated 1620) of St Francis  
o f  A ssisi R eceiv in g the Stigm ata, which was 
itself dedicated to Roger and Louis 
Clarisse.2

It is impossible to identify more pre
cisely the drawings of T he H oly  W om en at 
the Sepulchre sold at the S. van Huls sale, 
The Hague (Swart), 14 May, 1736, lot 506, 
and at the Jacob de Wit sale, Amsterdam 
(de Leth and van Schorrenburgh),
10 March, 1755, lot 15.

1. Published by M.Jafle, R ub en s' Portrait of'R ogier C la 
risse, B urlington M a g a zin e, XCV, 1953, pp.387-388; 
Id., The Com panion to R u b en s’ P ortrait o f  Roger C la 
risse, Burlington M a g a zin e, CIII, 1961, pp.4-6.

2. V.S., p.97, N0.2Ó, after Vlieghe, Saints, I, No.ÿo.

7. The Holy Women at the Sepulchre 

(Pig-9)

011 on canvas; 161 x 224 cm.
Melk, A bbey.

l i t e r a t u r e : Th.Frimmel, in K un st- 
chronik, N.F. 1, 1889-90, p.541 ; Id., in C h ro 
nique des B ea u x-A rts, 1890, p.237; Rooses, 
V , p.328; H ym ans, 1893, p. 15 ; M.Rooses, 
in R uben s-B u lletijn , V, 1897, p.295 ; H.Tietze, 
ed., D ie  D en km ä ler des politischen B ezirkes  
M e lk  ( Österreichische K unsttopographie, III), 
Vienna, 1909, pp.348, 350 (repr.).

Burchard considered the present work to 
be an original by Rubens. He noted that in

comparison with the engraving by V orster- 
man (No.6a; Figs.io, n )  and the version 
now in Pasadena (No.6; Fig.8) the figures 
occupied a larger proportion of the pic
ture space, with the architectural ele
ments curtailed at the springing of the 
arch above, and the dress of the woman 
seen from behind cropped by the edge of 
the painting below; the same applied to 
the contour of the garment of the angel 
on the right. In this connection, Burchard 
maintained that the extension of the pic
ture space in the engraving was reason
ably characteristic of the Rubens engrav
ers. He also pointed out that the contour 
of the stone on which the angels stand 
was far livelier than in the engraving. 
Despite these arguments, however, the 
execution of the painting in Melk seems 
altogether too weak to be by Rubens, 
while the rather coarse delineation of the 
w om en’s faces, particularly in comparison 
with the sensitive modelling of the paint
ing in Pasadena, may well be dependent 
on the engraving. In my opinion, there
fore, the version in Melk is to be judged a 
copy, despite the minor differences from 
the engraving (the curtailment all round 
and the extension of the stone beyond the 
feet of the left hand angel). The fact that 
it is painted on canvas would tend, if any
thing, to support this assertion.

8. The Supper at Emmaus (Fig. 14)

Oil on canvas; 205 x 188 cm.
P a ris, St Eustache.

p r o v e n a n c e : (?) De Man collection, 
Delft, by 1610-11; given by the Musée 
Central, Paris, to the church of St Eustache 
during the First Empire.

c o p i e s : ( i )  P a in tin g , Palacio de Liria, 
Madrid, Alba collection; panel, 192 x
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183 cm. PROV. bought by D. Carlos Mi
guel, fourteenth Duke of Alba, during the 
second quarter of the nineteenth century.1 
E X H .  A n tw erp , 1 930, N0.238; L ’ art fla m a n d  
dan s les collections espagnoles, Groeninge- 
museum, Bruges, 1958, N0.98. l i t .  Rooses, 
II, pp. 153-154 under No.342; H. Hymans, 
N otes su r  quelques oeuvres d ’a rt conservées en 
Espagne, G a le tte  des B ea u x-A rts, XII, 1894, 
p. 162, reprinted in Œ u v res de H . H ym ans, 
Brussels, 1920, III, p.436; D illo n , p.172; 
A. M. Barcia, Catalogo de la Coleccion de P in 
turas del E x cmo■ Sr. D u qu e de Berw ick y  de 
A lb a , Madrid, 1911, p.183, N0.206; K .d .K ., 
p.38; O ld en bou rg , 1922, pp.77-78; L. Bur
chard, in G. Glück, R u b en s, V a n  D y ck  u n d  
ihr K reis, Vienna, 1933, p.382; M .Velasco, 
A  Little  K now n P icture by R ubens, B u rlin g
ton M a g a zin e , LXXXI, 1942, pp.197-198; 
G uia de las Collecciones A rtistica s de la Casa  
de A lb a , Madrid, 1947, p. 17; U. Moussalli, 
L'E glise St Eustache possède les Pèlerins  
d ’Em m aus de R uben s, A rts , 5 March, 1948, 
pp.1,4; Id., P a rticu la rités de l ’ influence d u  
Caravage su r  l ’œ uvre de R ubens, in A ctes du  
X V Ile  C ongrès International d ’ histoire de l ’art 
[Amsterdam, 1952], The Hague, 1955, 
p.378 M ü ller  H ofstede, Beiträge, p.311, 
n.132; (2) Painting (with the two apostles 
further apart, the old woman omitted, and 
the servant replaced by a bearded figure) 
attributed to R.Tassel, Troyes, Musée; 
canvas, 31.9 x 31.5 cm. l i t .  L.Rudrauf, Le 
R epa s d ’Em m aus, Paris, 1956,1, pp. 164-165; 
II, fig.148; (3) Painting, whereabouts un
known ; p R o  V. Berlin, Levy (dealer), 1922- 
1923 (note by Burchard in the Burchard 
documentation, Rubenianum, Antwerp) ;
(4) Painting with the figures in half-length, 
whereabouts unknown, p r o v . Sharsted 
Court, Sittingbourne, Kent, John H. 
Ratzer, 1958-59 (photograph in Burchard 
documentation, Rubenianum, Antwerp);
(5) Painting, Rijsbergen, Parish Church; 
panel, 79 x 87.5 cm. l i t . J. Kalf, D e p ro v in 

cie N oord braban t . . . d e  m onum enten van de  
voorm alige baronie van Breda, N ederlandse  
M on u m en ten  van G eschiedenis en K u n st, I, 
1912, p.302 (repr.); (6) Drawing, Paris, 
Louvre, Cabinet des Dessins, No. 20.422; 
pen and ink with brown wash, 141 x 
156 m m.; on the verso an old and incor
rect attribution to T. Van Thulden. l i t . 

L u gt, Louvre, Ecole fla m a n d e, II, 1949, p.40, 
N o.1143, pl.LXIV; (7) Engraving by 
W. Swanenburg, 1611 (Fig. 15; V.S., p.58, 
N0.421); caption: Si qu is A pellea  d u biu s  
versatu r in  arte,I M ittim u s hunc, M a n n i, sci
tatum oracula Delfos./ A t  C hristu m  superas  
rem easse in lum inis oras/ N on  d ubiu m  est. S i
quidem  Em m ausi p o st fa ta  duobus/ Frangere  
spectatus pan em  m iran tibu s olim./ N os p ic 
tam  historiam  nostri m iram ur A p e llis ; (8) 
Engraving by P. van Sompelen, 1643 ( V .S ., 
pp. 57-58, N0.420); (9) Engraving (with 
some changes, and the Road to Emmaus 
in the background) by W. Hollar (G.Par- 
they, W e n ze l H ollar, Beschreibendes V er
zeich n is seiner K upferstiche, Berlin, 1853, 
p .13, N0.94 and p .18, No.113; V .S ., p.58, 
N0.427); (10) Engraving (in architectural 
setting) by A.Lom m elin (V .S ., p.58, 
N0.426).

e x h ib ite d :  Pein tures m éconnues des églises 
de Pa ris retour d ’évacuation, Musée Galliera, 
Paris, 1946, pp.57-58, N0.64; C aravaggio en 
de N ed erla n d en , Utrecht-Antwerp, 1952, 
No,112.

l i t e r a t u r e : Rooses, II, pp. 153-155, 
N0.342; Inventaire des objets d ’ a r t ap p a rte
n a n ts à la v ille  de P a ris, m onum ents relig ieux, 
Paris, 1878-86, I, p .100; Inventaire des r i
chesses d ’a rt de la France, m onum ents reli
g ie u x, Paris, 1876-1901, III, p.383; M.Du- 
molin and G.Outardel, Les églises de la 
France ( Pa ris et la Seine) , Paris, 1936, p. 125 ; 
Y.Bizardel, N eglected P a intin gs in  the C h u r 
ches o f  P a ris, G a zette  des B ea u x-A rts, XXX,  
1946, pp.363, 365 (repr.); U.Moussalli,
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L’Eglise St Eustache possède les Pèlerins A 'Em
maus de Rubens, A rts, ç March, 1948, pp.i, 
4; Id., Les Pèlerins d ’Emmaus de Rubens à 
St Eustache, St Eustache [parish magazine], 
May-June, 1948, pp.5-10; J.Q. van Reg- 
teren Altena, Rem brandt's W ay to Emmaus, 
K unstm useetsA rsskrift, XXXV-XXXVI, 1948 
to 49, pp.14, 17-18, 25 n.36; U.Moussalli, 
Particularités de l’ influence du Caravage sur 
l ’œuvre de Rubens, Actes du XVIIe congrès 
international d ’ histoire de l ’art [Amster
dam, 1952], The Hague, 1955, p.378; Id., 
Rubens et Caravage, Etudes d ’A rt (M usée 
National des Beaux-Arts d ’A lger), XI—XII, 
1955—56, pp.89—111 ; L.Rudrauf, Le Repas 
d ’Emmaus. Etude d ’un thème plastique et de 
ses variations en peinture et en sculpture, 
Paris, 1956,1, pp. 163—164; II, pl.47; M üller  
Hofstede, Beiträge, p.311 ; [Cat. Exh.] Prints 
after Rubens, University of North Carolina, 
Chapel Hill, North Carolina, 1968, pp..37 
t038;J. Müller Hofstede, Abraham janssens, 
Z u r Problematik des flämischen Caravaggis- 
mus, Jahrbuch der Berliner M useen, XIII, 
1971, p.268; Vlieghe, Saints, I, p.72; Jaffé,  
1977, p.57, K. Renger in [Cat. Exh.] Rubens 
in der Grafik, Göttingen-Hannover-Nürn- 
berg, 1977, p.89, N0.63; Hermann-Fiore, 
p.no.

Christ’s miraculous appearance to two of 
his disciples after his resurrection is shown 
according to Luke XXIV, 29-31 : ‘...A nd  it 
came to pass, as he sat at meat with them, 
he took bread, and blessed it and brake, 
and gave to them. And their eyes were 
opened, and they knew h im ...’. Here the 
precise moment of recognition is shown, 
at the moment of the breaking of the 
bread. The scene takes place before a plain 
dark backdrop (cf. N0.9), with ayoung ser
vant bringing in food on the left and an 
old woman holding up a glass of wine on 
the right. The young disciple stretching

out his hands in surprise on the right is 
probably the Cleopas referred to in 
Luke XXIV, 18. The second disciple, here 
startingup on the left, is not usually identi
fiable, although he is sometimes said to 
be Peter.2

Christ’s crimson robe and the white 
tablecloth form the strongest colour ac
cents here, with the white turban of the old 
woman standing out against the dark area 
around it. The rising disciple on the left 
has a cream mantle over his green robe, 
while the young disciple on the right is in 
a greenish grey, providing a subdued re
iteration of the steely blue over Christ’s 
left shoulder. Genresque details such as 
the dog on the lower left and the carefully 
painted still life on the table may be noted.

This clear and simple composition, with 
its figures sharply set off by the unrelieved 
dark background (apart from the glow 
round Christ’s head), comes very close in 
spirit to compositions by Caravaggio such 
as the London Supper at Emmaus of c. 1596 
to 1600.3 Here— apart from the obvious 
contrast of light and dark and the relief
like qualities of the figures— one finds 
similarities not only in the disposition of 
the figures round the table (with the ex
ception of the old woman), but also in the 
painter's conception of their movements 
at the moment of revelation. There are 
other possible sources of influence: Ru
bens may well have seen Titian’s painting 
of this subject now in the Louvre when he 
was in Mantua,4 although that work, des
pite the obvious similarities,3 seems to have 
served rather as a source of inspiration 
for the late Supper at Emmaus discussed 
in the following entry (N0.9; Fig.16); 
certain aspects of the composition may be 
likened to late sixteenth-century Nether
landish representations of the Last Supper, 
such as that by W illem Key in Dordrecht ;6 
and the attitude of Christ’s head and the
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way he is dressed are very close to Vero
nese’s compositions in the Louvre and in 
Rotterdam.7 But the main inspiration for 
Rubens’s work undoubtedly came from 
Caravaggio. It forms one of a group of 
compositions, painted mainly between 
1610 and 1615,8 all of which testify to a 
deep interest in the adaptation of the 
main stylistic features of Caravaggio’s 
work. Exceptionally, this painting may be 
dated still more closely.

The dated engraving by W.Swanen- 
burg (Fig. 15)— the earliest dated engrav
ing after a Rubens composition— provid
es a terminus ante quem of 1611. And on 
stylistic grounds the work can hardly have 
been painted before 1609 : while some of 
the figures (like the old woman with the 
turban and wrinkled brown face) may be 
found in compositions throughout the 
first two decades, it is in the years im m e
diately after the return from Italy that 
one finds quite specific parallels within 
Rubens’s own work. The facial type of 
Christ, for example (and the angle of his 
head), recurs in the central panel o f the 
Resurrection triptych (No.i), the old w o
man is particularly close to the one in Sam
son and Delilah painted around 1610 for 
Nicolaas Rockox, now in the National Gal
lery in London, and the face of the young 
attendant is identical with that of the 
St M atthew  in the Apostolado Lerma9 (al
though both are recollections of the very 
similar head in the early Crow ning w ith  
Thorns in Grasse10). The Lerma series was 
painted in 1610-1211 and it provides theclos- 
est parallels with the present Supper at Em 
maus. In confirming the date of the A p o s
tolado Lerma, Vlieghe noted that 'the dense 
filling of each of the panels, the monumen
tal andsculptural impression made by each 
of the figures, and the local colouring 
with accentuated contrasts between dark 
and light parts’ was typical of the period

1610-12.12 This description applies equally 
well to the present work.

The painting in St Eustache is marked 
by an almost total absence of the swift 
impasto, otherwise so characteristic of 
Rubens, in the highlights. Indeed, the 
highlighting appears in places to be so 
lacking in vigour that one may doubt the 
presence of Rubens’s hand altogether: 
parts such as Christ’s robe, for example, 
give the impression of a rather pedestrian 
execution, which may suggest that the 
work is a copy of a lost composition by 
Rubens. On balance, therefore, the pre
sent writer— contrary to Burchard— is in
clined to this view.

The condition of the painting is rela
tively good. There appear to be no major 
paint losses. Although the area in the 
lower right hand corner was intended to 
be in shadow, it has darkened to such an 
extent that the details are now obscured.

The frame is probably larger than 
originally intended, which would account 
for the horizontal strip of canvas about 
6 cm. in width visible across the bottom of 
the painting. Similar strips of approxi
mately i cm. in width run down either side. 
Moussalli claimed that the painting was 
extended above, a few years after the en
graving, by Rubens himself.'3 The fact 
that the engraving appears to be cropped 
in comparison with the painting does not 
seem to support this assertion. But the 
horizontal seam in the canvas about 25 cm. 
below the top should in any event be 
noted.

There are a number of pentimenti. 
These include alterations in the position 
of the head of the disciple on the right 
(originally lower), in the position of 
Christ’s hands, in the size of the cut orange 
and a number of smaller changes.'4

The early provenance of this painting is 
not clear, and the issue is not clarified by
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the many inventory and sale references to 
other pictures attributed to Rubens of the 
same subject.'5 On the basis of the inscrip
tion on Swanenburg’s engraving (see un
der Copy 7 above), most of the writers on 
the present work, with the exception of 
Moussalli, have followed Rooses in con
cluding that the painting belonged in 1611 
to a collector in Delft called De Man.16 
This may well be the case, but the evi
dence is not conclusive. Nor does the fact 
that the painting was engraved in ió ii 
and 1643 by artists living in Holland prove 
beyond doubt that it was in Holland in 
the first half of the seventeenth century, 
although this does seem likely. Three 
paintings of an Em m aus are listed in the 
inventory of Rubens’s estate,'7 but these 
are probably to be identified with the 
Prado work (N0.9; Fig. 16) and with copies 
of this or another composition.'8 ButSand- 
rart may well have owned a copy of the 
present work which may in turn be identi
fied with one of the items in Rubens’s 
estate.'9

Rembrandt seems to have been inspired 
by the present composition : there are re
miniscences both in the Louvre S u p p er at 
Em m aus o f 164820 (the act of breaking the 
bread, the clutching of a table napkin in 
astonishment), and in the doubtful paint
ing in Copenhagen21 (the inclusion of the 

wrinkled old woman with the turban, 
etc.). It will be recalled that his teacher 
in Leiden, Jacob Swanenburg, was a bro
ther of the first engraver of this work by 
Rubens.

A chalk and water-colour drawing by 
Jordaens of about 1655-60 in Brussels (de 
Grez collection)22 may also refer back to 
the Rubens, especially in the group of 
Christ and the disciples; for the rest, how
ever, this drawing is more profitably to 
be related to other works by Jordaens him
self, including the painting in Dublin23 re

ferred to at greater length in connection 
with N0.9 below'.

1. M. Velasco, A l.ittle K now n P icture b v R u b en i, B urlin g
ton M a g a zin e, LXXXI, 1442, p. 198. For the resonance 
in Spain of Rubens scompo.sition, see the imitations 
by Juan de Sevilla in the Convento de San Antonio 
and the Hospital del Refugio in Granada (probably 
after Swanenburg’s engraving listed as c o p y  7 

above) and by an anonymous Spanish artist repro
duced in Alfonso F..Perez Sanchez, Rubens  v la Pin- 
tura Barocca Pspai'iola, ( lo w ,  CLXX-CLXXI, 1077, 

P-94-
2. Cf. Luke XXIV, 44 ('The Lord hath risen indeed 

and hath appeared to Simon’); and see Mrs Jame
son, continued and completed by Lady Kastlake, 
T/ie H istory o f  O u r Lord, London, 1892,11, p.287, for 
a concise discussion of the problent of identifica
tion.

3. London, National Gallery, N o,172; priedländer  
Caravaggio S tu dies, N0.18A, pi,24; but see also the 
version in the Brera (ibid., No. 188, pl.45) for other 
similarities, such as the inclusion of the old woman.

4. W ethey, 1, N0.143, pi.88.
5. Such as the way the bov who brings in food on the 

left holds the plate.
0. Illustrated in G.Faggin, /.<1 Pittura ad Anversa nel 

Cinquecento, Florence, 1908, pi.240, N o.132.
7. P ignatti, 1, Nos,91 and 171; 11, plates 18b and 448 

respectively.
8. For the strongest expression of this interest in Ca

ravaggio towards the end of this period, see No. 18 
(T h e  Incredulity  o f  Tlw m as) and No.24 (C h r ist's  
Charge to Peter).

9. Vlieghe, Saints, I, N0.14.
10. Vlieghe, Saints, II, N o .m .
it. First established by C. Norris, ‘ La peinture fla m ande  

à Rom e' bv Leo Van P uyvelde, Burlington M a g a zin e, 
XCV, 1953, p.108.

12. Vlieghe, Saints, I, pp.34-35.
13. Moussalli, op. cit., 1955-50. p-99.
14. Ibid., pp. 92-95 for further details of the minor 

pentimenti.
15. For these, see pp.50-51 below.
10, See also J.G. van Gelder, R ubens in H olland in de 

zev en tien d e  een tv, N ederla nds K unsthistorisch J a a r
boek, III, 1950-51, p.118.

17. G én ard , N alatenschap, pp.82-88, Nos.XLIII, XXXIX, 
and LXVII.

18. See the discussion on p .50-51, under N0.9.
19. J. von Sandrart, 'Tausche Academ ie, II, ii, Nurem

berg, 1679, Sandrartische K unstkam m er, p.87, and 
sec p.51 below. It could be speculated that this 
work is to be identified with the painting now in 
the Alba collection, but the latter appears to have 
been painted after the 17th century, perhaps even 
after the end of the 18th.

20. B redius, 578.
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21. B rediu s, 579; see Van Regieren Aliéna, op. cit., 
pp.17-18 for a fuller comparison.

22. R.-A.d'Hulst JoriiaensD ra w in g s,Brussels-London- 
New York, 1974, pp.413-414, N0.A.344, fig.361.

23. Catalogue o f  Pictures and other W orks o f  A r t  in the 
N ational G allery o f  Irelan d , Dublin, 1928, p.70, 
N0.57.

9. The Supper at Emmaus (Fig.16)

Oil on canvas; 143 x 136 cm.
M a drid , Prado. N0.1643.

p r o v e n a n c e : Bought by King Philip IV 
of Spain from Rubens’s estate; by 1657 in 
the ante-sacristy of the Escorial; trans
ferred to the Prado in 1839.

c o p i e s : ( i ) Painting, El Escorial, Museos 
Nuevos; canvas, 55.7 x 76 cm. l i t . Fran
cisco de los Santos, D escription Breve del 
M onasterio de S. Lorenzo el Real del Escorial, 
Madrid, 1657, f.142; A.Ponz, Viage de 
Espana, 3rd ed.,II, Madrid, 1788, p.82;J. A. 
Cean Bermudez, Diccionario de los mas ilus- 
tres Profesores de las Bellas Artes en Espana, 
Madrid, 1800, IV, p.273; V.Polerô y T o
ledo, Catalogo de los Cuadros del Real M o 
nasterio de San Lorenzo del Escorial, Madrid, 
1857, p. 173, N0.909 (as sketch for the paint
ing in the Prado); A.Rotondo, D escription  
de la gran basilica del Escorial, Madrid, 1875, 
pp.89, 142; El Escorial, 1563-1963, II, A r- 
quitectura-Artes, Madrid, 1963, p.444 (repr. 
as sketch by Rubens for the painting in the 
Prado); (2) Painting, Madrid, Convent of 
the Descalzas Reales; panel, approxi
mately 75 x 90 cm. ; (3) Painting, where
abouts unknown; panel, 126.5x103.5 
(oval), p R o v. In 1931 in the collection of the 
Ing. A .Troost, Antwerp; photograph in 
Burchard documentation, Rubenianum, 
Antwerp; (4) Painting in grisaille by 
M. Gheeraerts, the setting and the position 
of the disciples slightly altered; Chokier, 
church of St Marcellinus; photograph

Netherlands Art Institute, Lnr. 30078;
(5) Drawing by H.Witdoeck (Fig.17), Flo
rence, Uffizi, Gabinetto Disegni e Stampe, 
Inv. N0.2373F; black and red chalk, re
inforced with brown and grey ink, beige 
and grey body colour, 42.1 x 47.2 cm., in
dented for transfer with a stylus, p r o v . 

bought in Antwerp in 1659 for the collec
tion of Cardinal Leopoldo de’ Medici 
(1617-1675). l i t . P.N.Ferri, Catalogo rias- 
suntivo della raccolta di disegni antichi e mod
erni p o ssed u ti. . .  degli U ffifi, Rome, 1890, 
p.17; [Cat. Exh.] E.K.J.Reznicek, Disegni 
Fiamminghi e Olandesi, Florence, 1964, p.6o ; 
W .T. Kloek, Beknopte Catalogus van de N e
derlandse Tekeningen in het Prentenkabinet 
van de U ffiçi te Florence, Utrecht, 1975, 
N0.625; [Cat. Exh.] Omaggio a Leopoldo 
de’ M edici, Florence, 1976, p. 117 ; A.-M. Lo
gan, Rubens Exhibitions 1977, M aster D raw 
ings, XV, 1977, p.416 (as possibly retouched 
by Rubens); see also under No.44d below;
(6) Drawing, whereabouts unknown; red 
chalk, 42x49 cm. p r o v . Sale, Brussels 
(Fievez), 14-15 December, 1923; (7) En
graving after (5) by H.Witdoeck, 1638 
(Fig. 18; V .S ., p.57, N0.418); (8) Engraving 
published by Van Merlen (V.S., p.57, 
N0.419).

l i t e r a t u r e : Génard, Nalatenschap, p.85; 
Francisco de los Santos, D escription Breve 
del M onasterio de S. Lorenço el Real del Es
corial, Madrid, 1657, f.43; A. Sanchez Ri
vero, ed., Viaje de Cosme III de M edicis por 
Espana y Portugal (1668-69), Madrid, 1933, 
p.128; A.Ximenez, D escription del Real 
M onasterio de San Lorenço del Escorial, 1764, 
p.289; N.Caimo, Voyage d ’ Espagne fa it  en 
l ’année 1755 ... traduit de l ’Italien pa r le 
P. D e Livoy, Paris, 1772, II, p. 150; Ver dader 0 
orden de las pinturas del Escorial en los sitios 
que estdn colocadas con los nombres de sus 
autores, A no t j yb,  ed. A .Custodio Vega, in 
Documentos para la historia del M onasterio
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de San Loren ço el R eal, 1962, V, p.246; 
A.Ponz, Viage de Espana, 3rd edition, II, 
Madrid, 1788, p.72; J. A.Cean Bermudez, 
D iccionario  historico de los mas ilustres Pro- 
fesores de las Bellas A rles  en Espana, Madrid, 
1800, IV, p.273; D.Bermejo, D escripción  
artistica del real m onasterio de S. Loren ço del 
Escorial, Madrid, 1820, pp.85-86 (as in the 
sacristy); Sm ith, Catalogue R aisonné, II, 
p.79, N0.246 (as in Munich); J .R o u ssea u , 
Les pein tres fla m a n d s en Espagne, Bulletin  de 
la com m ission royale d 'a rt et d ’archéologie, 
1866, p.325; G. F.Waagen, in Za hn s J a h r
bücher, I, 1868, p.91 ; J. Rousseau, L ’ Œ u v re  
de R u b en s en Espagne, in Peter-P au l R u b en s : 
sa vie et ses œ uvres, Paris, 1889, p. 53 ; Rooses, 
II. pp. 155-156, No.345; K .d .k ’ ., ed. R osen 
berg, p.392; D illo n , p. 172, pl.CCCCLII; 
P.Beroqui, A dicion es y correcciones al cata
logo del M u seo  del Prado, Boletin de la Socie- 
dad castellana de E xcu rsion es, 1917-18, p.360 
(as signed and dated); K .d .K ., p.382; 
M.Lasso de la Vega, M r. Erederic Q uilliet, 
C om isario de Bellas A rtes del G obierno In lru so, 
Madrid, 1933, p.78; M.Diaz Padrón, M u 
seo del P rad o, Catalogo de P in tu ra s, I, Escuela  
Flam enca Siglo XVI I ,  Madrid, 1975. L pp.32.3 
to 234, II, p i.165.

e x h i b i t e d : E xposition  H om enaje a R ubens  
en el I V  C entenario  de su N acim iento. La p in -  
tura flam enca en la epoca de R ubens, Reales 
Alcazares, Seville, 1977-78, not numbered 
(repr.).

In the present S u p p er at Em m aus a vaulted 
arch behind the figures is open to the 
landscape beyond, thus conveying the 
strong impression of an open-air setting, 
quite unlike the earlier version of this sub
ject (N0.8; Fig. 14). Instead of being seated 
frontally in the centre of the scene, as in 
that composition, Christ is here shown in 
profile on the right hand side of the table.

Instead of breaking the bread with both 
hands, he raises his right hand in blessing. 
The two disciples, now grouped together 
on the opposite side of the table along 
with a fat-faced host, start up at the mo
ment of recognition. Cleopas raises his 
broad brimmed hat in a gesture of rever
ence. All three figures are more rustically 
conceived than in the earlier version. In 
addition to features already present there, 
like the dog and the still life on the table, 
the parrot on the tie-rod above adds a 
further genresque touch.

Transitions from light to shadow are 
handled with great delicacy in this picture, 
and they form one of its most charming 
features. Dark areas on either side of the 
composition enclose a bright centre, em 
phasized by the white tablecloth and the 
glowing landscape. The landscape shows 
the considerable variations in texture and 
colour characteristic of Rubens’s last years.

Although some aspects of the setting 
(such as the vaulted arch) may go back to 
II Romanino’s Su p p er at Em m aus in Bres
cia,1 the closest antecedent for Rubens’s 
conception of the subject here is Titian’s 
painting now in the Louvre2 which Ru
bens may have seen either in the Gonzaga 
collection in Mantua, or later in the col
lection of Charles I at the time of his visit 
to Bngland. It is true that both the dis
position of the figures round the table in 
that work and the young servant on the 
right are perhaps more like the painting 
in St Eustache (No.8; Fig. 14); but now, in 
the picture in Madrid, Rubens takes the 
setting on a porch with a view out to the 
landscape beyond from Titian. Both 
works are informed by a similar sense of 
the outdoors. The position of Christ’s 
hand is almost the same, and so is the 
action of the disciple on the left. There 
are also more distant reflections, espec
ially in the archway behind the scene, of
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Cigoli’s painting of this subject now in 
the Uffizi.3

The full face of the innkeeper recurs in 

the figure seated beside Herod’s concu
bine in the Edinburgh Feast o f  H erod,* as 
well as in a number of earlier works, in
cluding the W om an  taken in  A d u lte r y  in 
Brussels5 and the M eetin g  o f  A braham  and  
M e lc h içe â e k  in the Eucharist series.6 The 
lightly bearded face of the young disciple 
is the same as that o f the youthful figure 
who occurs in many of the mythological 
paintings of the last decade.7 Such features, 
along with the way in which the light is 
allowed to glow in the distance and play 
gently over the surfaces of the figures in 
the foreground, the soft treatment of the 
hair, the warm tints, the rich variety of 
textures in the paint surface, the freedom 
of handling in passages such as the inn
keeper’s left hand— all these suggest a dat
ing in the very last years of Rubens’s life, 
certainly after 1637.

Two derivations from this composition 
may be mentioned. A painting of the same 
subject attributed to G. de Crayer in Ber
lin8 is probably a pastiche of the two E m 
m aus compositions by Rubens, although 
in the figure of Christ and the face of the 
young disciple (transposed to the near side 
of the table) it comes closest to the present 
work. The latter also seems to have in
spired Jordaens’s S u p p er at E m m aus in 
Dublin.9 Amongst Jordaens’s spirited 
adaptations of and borrowings from Ru
bens’s work are the figure of Christ, the fat 
innkeeper on the left, the view through 
an arch, and the parrot perching on a 
tie-rod, here seen obliquely above the arch 
instead of stretching across the picture- 
plane. The rest of the composition consists 
of further variations, of slighter impor
tance, on elements in the Rubens compo
sition, as is the case with the painting attri
buted to De Crayer as well.

On the whole, the condition of this re
cently cleaned and restored work is good, 
despite some heavy craquelure. There is 
a horizontal seam in the canvas just above 
the foremost tie-rod. It might be argued 
that the absence of the vault would lend 
a greater degree of intimacy to the scene, 
and it is true that the foliage in the centre 
immediately above the foremost tie-rod 
appears to be painted more thinly above 
the seam, but neither of these factors can 
be regarded as conclusive evidence against 
the possibility that Rubens made the addi
tion himself. The engravings all include 
the vaulted part o f the arch, and the copies 
in the Escorial and the Descalzas Reales 
also show it to be truncated to more or less 
the same degree as here. A t any rate, there 
is a horizontal strip of about 2.5 cm. across 
the very top of the picture, which is cer
tainly not part of the original composi
tion.

It is probably this version of T he S u p p er  
a t Em m aus which Philip IV bought from 
Rubens’s estate for 800 florins,10 and it 
may well have been amongst the forty- 
one pictures which, according to Palomino, 
the King ordered Velazquez to transfer 
to the Escorial in 1656.11

From the inventory of Rubens’s estate 
to nineteenth century sale records, there 
are many references to pictures of the 
S u p p er a t Em m aus by Rubens. In almost 
all cases it is impossible to associate a par
ticular reference with a particular paint
ing or its copy, for the following reasons : 
hardly any of the references are given in 
sufficient detail to enable a distinction to 
be made between the two rather different 
compositions of this subject by Rubens; 
as is usually the case when many copies 
survive of a particular composition, one 
can rarely be certain— in the absence of 
necessary detail— whether original or copy 
is being referred to (and if a copy, which
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one?); references could also be to sketches 
which are now lost; and when— as in this 
instance— a work is referred to simply 
as an Em m aus, the possibility cannot be ex
cluded that it is a representation of the 
R oad to Em m aus, rather than the Supper.

Apart from the painting presumably to 
be identified with the present work, there 
are two more items in Rubens’s estate 
which are listed simply as an E m m aus.'2 
One was given to the owner of the G u ld en  
Leeuiv  in Brussels,'3 and the other to Albert 
Rubens. The latter version was valued 
along with a Susannah  (both copies) at 
90 florins.14 It seems likely that both these 
versions of the Em m aus were copies, but 
the possibility should not be excluded that 
one of them may be the picture at present 
in St Eustache (No.8; Fig. 14) as claimed 
by Moussalli,'5 although this seems less 
likely. Albert Rubens’s Em m aus remained 
in his possession until his death,16 and 
either it or the G u ld en  Leeuw  picture may 
be the one owned by Sandrart, which he 
designated as a copy.17 Sandrart’s descrip
tion of his picture is quite specific : it depic
ted how Christ took the bread and broke 
it, and therefore refers to a composition 
like the one in St Eustache, rather than 
the later type represented by the painting 
in the Prado, where Christ is shown in the 
act not of breaking but of blessing the 
bread. In 1669, Matthys Musson sold ‘een 
schoustuk den Em aus van Rubens’.'8

De Piles refers to a Pèlerins d ’ Em m aus 
amongst the paintings Rubens is sup
posed to have made for the Emperor.'9 
But this and the painting which appeared 
in the Jacob de Wit sale in 1741 (‘een uyt- 
nemend capitaal stuk schildery verbeel
dende Christus met de twee discipels van 
Emaus door P. P. Rubens geschildert in 
een extra schoon landschap van de Flu- 
weelen Breugel’)20 and the Jacob de Wit 
sale in Amsterdam in 1755 (‘Christus met

de Emmaüsgangers, in een uitvoerig land
schap vol Boomen en by w erk’)2' sold then 
to P.Fouquet for 295 florins,22 must refer 

toarepresentationoftheRcxidloEmmaus.23 
Whether the 'extra schoon Stuk, verbeel
dende Ons Heer met zijn Discipelen te 
Emmaus door Petrus Paulus Rubens’ sold 
in Mechlin on 26 October, 175624 is to be 
identified with the painting in the Jacob 
de Wit sales can also not be determined.

A painting of C h rist breaking Bread was 
sold at the Lafontaine sale, London (Phil
lips), 7 May, 1824, lot 20,25 which m ay be 
the same as the picture sold six years later 
at the R.Westall sale, London (Phillips), 
14 May, 1830, lot 48.26 It is possibly also the 
picture in the Alba collection, N0.8, copy 
(1), which was acquired by the fourteenth 
duke of Alba in the second quarter of the 
nineteenth century,27 but this is not cer
tain. Because the reference in this case is 
to the breaking  of the bread it is at any rate 
not the type of composition represented 
by the late painting in the Prado.

A drawing by Jacob de Wit ‘met cou- 
leuren getekend’, measuring c. 33.4 x 
45 cm., was sold at the Hendrick de 
Wacker van Zoon sale, Amsterdam (de 
Leth), 26 October, 1761, lot 189, toJ.Bosch; 
a black and red chalk and ink drawing 
after the Prado composition is recorded in 
the P.C. van Hasselaar sale, Amsterdam 
(Posthumus and Haverkorn), 28 Novem
ber, 1797, lot 2.

1. Brescia, Pinacoteca Tosio c Martinengo, N0.78; 
G.Panazza, i n  Pinacoteca e i Alltsei ill Brescia, nuova 
ediçion e, Bergamo, 1908, p .121 (repr.).

2. W ethev, I, N o.143, p i.88.
3. [Cat. Exh.] M ostra del Cigoli e del sito am biente, San 

Miniato, ïqçq. No.21, pl.XXI; lor a further note on 
the possible influence ol'Cigoli's work of the 1540s 
on Rubens, see /a/Je, 197-7 p.51, and below, p. 134.

4. (’„Thompson and H.Brigstocke, N ational (Jallerv 
o f  Scotland, Shorter Catalogue, Edinburgh, 1470, 
p.84, No.2193.

5. K .d .K ., p.54-
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6. D e  Poorter, N o .7.
7. Such as the M eleager and Atalanta  and the Shepherd 

and Shepherdess both in Munich (K .d .K ., pp.331 and 
415 right respectively).

8. Illustrated in Staatliche M useen Berlin. D ie G em älde
galerie. D ie flä m isch en , fra n zösisch en  und spanischen  
M eister, Berlin, 1933, p.14. See also the c o m m e n t  
by H.Vlieghe, in A r t B ulletin , LIX, 1979, p.652.

9. Catalogue o f  Pictures a n d  other W orks o f  A r t in the 
N ational G allery o f  Jrt’bmd, Dublin, i928,p.7o,No.57; 
copy in Brunswick (H erzog A n ton  Ulrich M u seum  
Braunschw eig, V erzeichn is der G em älde, Brunswick, 
1969, p.8o, N0.117, pl.96).

10. G énard , N alatenschap, p.85, No.XLIII (‘een schil- 
derye van onse L. Heere in Enimaus, geteekent 
110.138’).

11. A.Palomino, M u se o pictorico y  escala optico, Madrid, 
1715-24, III, E l Parnaso Espaitol pintoresco laureado  
(1724), p.343.

12. G énard, N alatenschap, p.82, No.XXXIX, and p.88, 
No.LXVII.

13. Ibid., p.82, No.XXXIX.
14. Ibid., p.88, No.LXVII.
15. U.Moussalli, R uben s et Caravage, Etudes d ’A r t  

(M u sée  N a tio n a l des B ea u x-A rts d 'A lg er ), XI—XII, 
1955-56, pp-99- io i.

16. Stoet ende Inventaris van den Sterfhuvse van w ylen  
M yn heer A lb ertus R ubens ende V rouw e C la ra D el 
M on te  (Brussels, 3-6 December, 1657), published 
by M. Rooses, in Rubens-B ulletijn , V ,  1897, p.28. It is 
therefore unlikely that this is the copy o f the Prado 
Em tnaus now in the Escorial, which appears to have 
been there already in 1657 (see Santos, op. cit., 
f.142) but the latter work may be the copy given 
to the owner of the G ulden Leeuw ; see, however, 
the discussion above.

17. J. von Sandrart, Teutsche Academ ie, II, ii, Nurem
berg, 1679, Sandrartische K unstkam iner, p.87.

18. D uverger, 1968, p .151.
19. D e P iles, D issertation, 16 S i ,  p.25.
20. H oet, II, p.39; Lu gt, Répertoire, 540.
21. H oet-Terw esten, III, p .105; Lugt, R épertoire, 870.
22. See A.Bredius,KUnstler-Inventare, Leiden, 1917, III, 

p.743, Ho.2.
23. This is possibly the work now in the depot of the 

Hermitage, Inv. 22,525, which is in turn probably 
to be identified with a painting mentioned in the 
estate of Sebastian Leersse in 1691, ‘Een lantschap 
Breugel gestoffeert van Rubens... Ons Heere met 
twee Apostelen gaende naer Emaus' (D enucé, 
Konstkam ers, p.360; cf. J.Miiller Hofstede, R ubens  
un d Jan  Brueghel, Jahrbuch der Berliner M useen, X, 
1968, p.226). But as all these references are clearly 
to collaborative works between Rubens and Jan 
Brueghel, they will be dealt with in Part XVII of 
the C o rpus R ubenianum  Ludw ig B urchard  dealing 
with Rubens's collaboration with other artists.

24. Lu gt, R épertoire, 933 ; H oet-Terw esten, III, p .166, N0.4 
(according to R ooses, II, p. 155, the sale o f the Coun
cillor Beckmans).

25. Lu g t, Répertoire, 10,662.
26. Lu gt, R épertoire, 12,371.
27. [Cat Exh.] L ’A n  fla m a n d  dans les collections espagno

les, Groeningemuseum, Bruges, 1958, p.98.

9a. T h e Supper at Em m aus : 
Retouched Proof of E n graving (Fig. 19)

430 X 452 mm.
Paris, Bibliothèque Nationale, Cabinet des 
Estampes. Inv. No. Cc.344 (r ŝ-)

p r o v e n a n c e : Bourlamaque sale, Paris, 
March, 1770; P.J. Mariette (Paris, 1694 
to 1774); purchased in 1775 from the lat- 
ter’s estate by Hugues-Adrien Joly, keeper 
of the Cabinet des Estampes.

l i t e r a t u r e : Rooses, II, p.156, under 
N0.345 ; F. Courboin, Bibliothèque Nationale, 
Départem ent des Estampes, Catalogue som
maire des gravures et lithographies compo
sant la réserve, II, Paris, 1901, p.370, 
N0.11405; H. Bouchot, Bibliothèque Natio
nale, M usée du Cabinet des Estampes, Chefs- 
d ’œuvre et pièces uniques, 1ère serie, Paris, 
n.d., pl. 50 ; RengerJI, pp. 199-201 and pl.23.

c o p y : Chiaroscuro engraving b y  H.Wit- 
doeck, 1638 (E.Dutuit, M anuel de l ’ama
teur d ’estampes, VI, Ecoles flam ande et hol
landaise, III, Paris-London, 1885, p.78, 
No. 114).

A few examples of W itdoeck’s 1638 en
graving (V .S ., p.57, N0.418) survive in 
chiaroscuro,1 with the black engraved line 
printed on ochre. As these coloured en
gravings all bear Rubens’s privilege, it 
may be assumed that Rubens was respon
sible, at least in part, for the decision to 
print the plate in this technique. Renger 
was the first to observe that the present 
retouched proof should be seen in con
nection with the evolution of the chiaro
scuro print. A light brown wash has been 
applied to the almost completed proof,
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followed by further corrections in a dar
ker brown; white body colour (especially 
in the sky, the vault of the arch, and the 
garments of Christ) indicate highlights to 
be suggested by the removal o f some of 
the engraved lines on the plate; and, as 
Renger correctly noted, some of the nar
row strokes of white body colour, applied 
with the point of the brush, correspond 
to the recesses of the colour block. All 
these alterations and corrections are clear
ly by Rubens’s own hand, and must be re
garded as the basic stage in the adaptation 
of the copper plate to a chiaroscuro print.

This is the only instance of the use of 
this technique in Rubens’s œuvre, and it 
was presumably inspired by his intense 
involvement with the chiaroscuro wood- 
cut in the 1630s, in collaboration with 
Christoffel Jegher.2 Rubens would have 
known of the use of coloured engraving 
from publications such as Hubert Golt- 
zius’s Vivae omnium fere imperatorum ima
gines, the first edition of which appeared 
in Antwerp in 1557. it was for this work 
that Rubens designed a title page in 1637 
to 1638,3 thus at the same time as the en
graving by Witdoeck appeared.

1. E.Dutuit, M a nuel tie l'am ateur d 'estam pes, V I, Ecoles 
fla m an de et hollandaise. III, Paris-London, 1885, p.78. 
No. 114.

2. See Renger, II, pp. [66-109 lor a t'u 11 discussion of this 
aspect of Rubens's work.

3. J u d so n -V a n  de V eld e, No.83; cf. also R enger, II, p.200 
on the work by Golrzius, and Ju d so n -V a n  de Velde, 
N0.82 for another title page designed by Rubens 
for Goltzius’s Opera Om nia.

10. The Virgin interceding 
before Christ

W hereabouts unknown; presumably lost.

c o p y : Rngraving b y  H. van Panderen 
(Fig.20); 410 x 340 mm.; title: M ariam

vere Dei M atrem agnoscimus, pro genere nos
tro praesentissime intercedentem; ita u t Do
minus noster salutem dispenset, illa vero eam 
materno affectu pro nobis poscat; Ostendit 
M ater Filio pectus et ubera: Filius Patri latus 
et vulnera. Et quomodo poterit ibi esse ulla 
repulsa, ubi tot suntcharitatis insignia? S.G er
manus Episcopus Conslanlinop. ; dedication : 
Reverendo Domino, D. Laurentio Beyerlinck, 
S. Theolog. Licentiato, Canonico et Archipres- 
bytero Ecclesiae Cathedralis Anlverpiensis, 
Hanc Pro M undo Supplicantis Deiparae Effi
giem, Theodorus Gallaeus Dicat, Consecrat- 
que. l i t . Smith, Catalogue Raisonné, II, 
p.280, N0.942; V.S., pp.92, 93. No. 163; 
Rooses, II, p.207, No.383 ; J. Lutz and P. Per- 
drizet, Speculum Humanae Salvationis, Kri
tische Ausgabe, Leipzig, 1907, pp.297, 301 to 
302; H.Thode, Michelangelo, Kritische Unter
suchungen über seine W erke, Berlin, 1908 
to 1913JI, p.269; Oldenbourg, 1922, p.112, 
pl.62; E.Panofsky, Imago Pietatis, Ein Bei
trag ç u r  Typengeschichte des Schm erzens
manns und der M aria M ediatrix, in Fest
schrift M a x J. Friedländer, Leipzig, 1927, 
p.302, n.74; Knipping, II, pp.35-36, % 27-

The iconography of this subject, where 
the Virgin appeals to Christ’s mercy by 
revealing her breast, may be found in a 
variety of sources, the earliest of which is 
probably a late tenth-century text attribu
ted to the Patriarch Germanos of Constan
tinople, where the breasts of the Virgin 
are likened to the chalices of the eucha
ristie sacrifice.1 More important for the 
representation of this subject, however, 
was the twelfth-century text by Arnaldus 
of Chartres,2 which was then adapted in 
chapter XLIX of the Speculum Humanae 
Salvationis. It is this text which served 
as the caption to the print by van Pan
deren after Rubens (see above) and 
which, in the sixteenth century, was attri
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buted to St Bernard3 (and here wrongly 
given to Germanos). It should be noted 
that the text refers in fact to the double 
intercession of the Virgin and Christ (the 
latter by showing his wounds to God the 
Father), but Rubens has chosen to show 
the intercession of the Virgin alone. That 
some reservations were held about the 
gesture o f the uncovering of the breast by 
the Virgin4 appears from the reference to 
this subject in Molanus’s chapter XXXI 
entitled ‘Multa in picturis &  imaginibus 
esse toleranda quae probabilia sunt apud 
doctos quosdam aut vulgum ’, where part 
of the same text as that on the present 
engraving appears, attributed to St Ber
nard.3 It will be noted how tactfully Ru
bens here manages to convey the gesture 
of uncovering the breast without its being 
liable to the charge of immodesty.6 The 
theme and the use of the texts attributed 
to Germanos and that by Arnaldus may 
be found in many seventeenth-century 
sources, including the Cort Onderw ijs by 
‘Christianus Philomarius’ and the Apolo- 
geticus M a ria m s by J.Paludanus.7 Apart 
from an anonymous engraving of 1600,8 it 
will also be found in early Netherlandish 
art, in connection with related subjects 
such as the Last Judgem ent (on that day 
the Virgin intercedes before Christ for the 
salvation of souls)9 and the Redem ption o f  
Souls from  Purgatory.10 The theme further 
occurs in post-Tridentine funerary art of 
the Netherlands."

The subject is not to be confused with 
the related one, even more frequently re
presented, of the Appearance o f  Christ to 
the Virgin, derived largely from the apo
cryphal Gospel o f  Bartholomew and found in 
many texts including the Golden Legend.'2 
Amongst representations of this kind 
which may be mentioned here are those 
by Roger van der Weyden,'3 Titian in 
Medole,14 and the early (c. 1624) painting

by Gaspar de Crayer in the Kapellekerk 
in Brussels.15

On stylistic grounds, the present com
position should be dated between 1612 
and 1616. One may compare, for example, 
the Munich Christ and the Penitent Sinners 
(No. 11 ; Fig.22) where the relationship be
tween Christ and the Magdalen bears 
some resemblance to that between Christ 
and the Virgin in the present composition, 
and the modelling of Christ’s torso— as 
far as can be judged from an engraving—  
is similar. A terminus post quern for the en
graving with its dedication by Theodoor 
Galle to Laurentius Beyerlinck is provided 
by the date of the latter’s elevation to the 
offices mentioned (canon and archdeacon 
o f Antwerp cäthedral) in 1614.16

The figure of Christ seems to be fairly 
closely based on Michelangelo’s statue of 
the Risen C hrist in Santa Maria sopra Min
erva in Rome; it recurs in theRubensian 
sketch of Christ as Protector o f  Orphans in 
the Antwerp Museum.'7 The idea of inter
cession is represented in a similar fashion 
in the considerably later St Teresa Inter
ceding fo r  Bernardino de M endoça, also in 
Antwerp.'8

No evidence survives for Rubens’s ori
ginal design for this composition. It is 
therefore impossible to say whether the 
engraving was done from a large painting 
or from modello or drawing prepared 
especially for the engraver.

The relation between this composition 
and The Virgin interceding w ith C hrist attri
buted to Rubens in the R. Cosway sale, 
London (Stanley), 18 May, 1821, lot 47, is 
uncertain.

1. P . G ., XCVIII, col,399. It may be noted that the 
works o f Germanos were edited and published 
several times in the seventeenth century: see, for 
example, the same passage as the one cited here in 
the M a g n a  Bibliotheca Veterum  P atrum  . . . a  M a rg a 
rin e  de Labigne com posita, postea studio doctissim orum
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Coloniensium  theologorum ac professorum  aucta, XII, 
Paris, 1654, coi.385.

2. P .L ., CLXXXIX, cois. 1725-26.
3. J. Molanus, D e H istoria Sanctarum  Im aginum  et P ic

tu ra ru m , Antwerp, 1617, p. 115.
4. This gesture, as demonstrated by Panotsky, op. 

cit., p.302, may in part be derived trom a variety of 
classical literary sources, including Iliad , XXII, 70, 
and Ovid, M etam orphoses, V, 391.

5. See note 3, above.
6. But for the Virgin uncovering her breast in a some

what different iconographie context, see the St Au
gustine between C h r ist and the H oly V irgin  in the Aca
demia de San Fernando in Madrid, of approxi
mately the same period as the present work 
( V lieghe, Saints, I, N0.66 and pp.97-98).

7 . ‘Christianus Philoinarius’, C o rt O n d e r w ijs . .., 2nd 
ed. annotated by G .Livius, Nijmegen, 1613, fol.i; 
J.Paludanus, Apologeticus M a ria n u s, Louvain, 1623, 
pp.28-29; and see also K n ip pin g , II, p.33 for a 
further discussion o f these and related texts.

8. Reproduced in K n ip pin g , II, p.34, fig.24.
9. Notably in Jan Provost's Last Ju dgem ent of 1525 for 

the Bruges Town Flail and now in the Groeninge 
Museum there (along with a late sixteenth-century 
copy by Jan van den Coornhuze, where, however, 
the Virgin's breast is covered; Fried lä nder, IXb, 
pls.169 and 170, Nos.156 and 156b respectively).

10. Several examples in K n ip pin g , II, pp.37-38; but see 
also Rubens's own representation o f this theme 
discussed below (No. 54).

11. See D u ria n -R ess, p.251 for a good discussion with 
examples.

12. G olden Legend, I, col.364; texts and examples col
lected in J.D. Breckenridge, F t prim a v id it, The 
Appea rance o f  C h rist to his M oth er, A r t  B ulletin, 
XXXIX, 1957, pp.9-32.

13. Right hand panel of the Granada-Miraflores altar 
(F ried lä n der, II, pi.2, No.i and replica in Berlin, 
pi.3, No.ia.J

14. W ethey, I, N o.113, p l.m .
15. See H. Vlieghe, G aspar de C rayer, sa vie et ses œ uvres, 

Brussels, 1968, cat. A .18, p.94, and pl.26.
16. See P.J.Goetschalcx, G eschiedenis d er K annuniken  

van O .L .V . K apittel te A n tw erp en  (TySy-ijooJ, Ant
werp, s.d., p.169.

17. Antwerp, Koninklijk Museum voor Schone Kun
sten, N0.710, on deposit from the Commissie voor 
Openbare Onderstand.

18. Vlieghe, Sa in ts, II, No. 155.

ii. Christ and the Penitent Sinners
(Fig.22)

Oil on panel; 147 x 130 cm.
M unich, A lte Pinakothek. N0.329,

p r o v e n a n c e : In the Düsseldorf collec
tion of Johann-Wilhelm, Prince Elector of 
the Palatinate, by 1705; sent to the Hof- 
gartengalerie at Munich, 1806. 
c o p i e s : ( i ) Painting, Turin, Galleria Sa- 
bauda; canvas, 157 x  144 cm. l i t . M ichel, 
1771, p.313; Sm ith, C atalogue R aison né, II, 
p.156, No.545; A.Baudi di Vesme, C a ta 
logo d ell R egia Pinacoteca d i T orin o, Turin, 
1909, N0.271; (2) Painting, Cambridge, 
Mass., Fogg Museum of A rt; canvas,
117.5 x99 cm. P R O V .  Cambridge, Mass., 
Professor and Mrs J.Tucker Murray; 1 (3) 
Painting, whereabouts unknown; canvas, 
118 x 101 cm. P R O V .  Waubach-Limburg 
(The Netherlands), J. A.Heinrichs; sale, 
Lucerne (Fischer), 27 Novem ber-i De
cember, 1956, lot 2571 ;2 photograph in the 
Burchard documentation, Rubenianum, 
Antwerp; (4) Painting, whereabouts un
known. P R O V .  Genoa, Palazzo Gavotti. 

l i t . F.Alizieri, G u id a  artistica  d i G enova, 
II, Genoa, 1847, pp.487—488 ; A.Baschet, 
P ierre-P a u l R u ben s, P ein tre de V in cen t 1er de  
G on ça g u e, D u c  de M a n to u e, Le Séjour à G ènes 
(16 0 1 ) , G a le tte  des B ea u x -A rts, XXIV, 1868, 
p.338, N0.1 (‘de petites dimensions’);
(5) Painting by J. C. Sartor (fl. 1715-31), 
Munich, Bayerisches Nationalmuseum; 
gouache on parchment, l i t . Thieme- 
Becker, XXIX, Leipzig, 1935, p.475; (6) 
Drawing, Paris, Louvre, Cabinet des Des
sins, Inv. N0.20.335 ; black chalk and wash 
heightened with white, 30.8 x 26.7 cm. 
l i t . Lugt, Louvre, Ecole fla m a n d e, II, 1949, 
p.40, No. 1144; (7) Anonymous engraving 
published in state I by Lauwers (Haarlem) 
and state II by M. van den Enden (Ant
werp), 3 8 x27.4cm . (V.S., p.64, N o.i; 
H ollstein , XX, p. 123, No. 16).

E x  h  i B i T E D : De M eesterw erken van de Pina
cotheek van M ünchen, Palais desBeaux-Arts, 
Brussels, 1948, No.85.

l i t e r a t u r e : Karsch, N o.185; Van Gool,
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II, p.554, No. 13; De Blainville, p.6o; Cata
logue, D üsseldorf, î j j o ,  p.39; M ichel, 1771, 
p.302, N0.39; Pigage, N0.274; Reynolds, 
p.223 ; Smith, Catalogue Raisonné, II, p .66, 
N0.190; IX, p.268, N0.94; D illis, N0.266; 
Parthey, p.420, N0.95; M arggrajf, p.55, 
N0.261; Reber, N0.746; Rooses, II, pp.204, 
205, N0.381; K .d .K ., ed. Rosenberg, p,95; 
D illon, pl. LXXXIX; K .d .K ., p.176; Olden
bourg, 1922, p.108; M âle, Après le concile de 
Trente, p.70; Knipping, II, p.99; Evers, 1942, 
pp.141-142; Evers, 1942, p. 127; K.Arndt, 
Studien ç u  Georg Petel, Jahrbuch der Berliner 
M useen, IX, 1967, p.198; Vlieghe, Saints, I, 
p.32; Freedberg, Rubens as a Painter o f  
Epitaphs, p.69; D ittm ann, pp.45, 46.

The resurrected Christ is shown appear
ing before the four penitent sinners, Mary 
Magdalen, the Good Thief, David and 
St Peter. The subject is one which became 
popular in the Counter-Reformation 
period, probably in response to Protestant 
denials o f the status of penitence and 
confession (the importance of the latter 
sacrament allegedly being replaced by 
that o f baptism).3 In its fourteenth session 
the Council of Trent reaffirmed the role 
of penitence within the Christian Faith, 
and the theme was taken up by a number 
of subsequent writers, most notably, per
haps, by St Robert Bellarmine.4

In the present work, Rubens has chosen 
to represent the Magdalen, the Good 
Thief, David and St Peter, although figures 
such as the Publican and the Prodigal Son 
may also be included amongst the peni
tent sinners, or replace one of those shown 
here. The Magdalen, o f course, is the chief 
o f these, and there are countless references 
to her penitential remorse throughout 
the literature of the Counter-Reforma
tion.5 For the Good Thief as a type of the 
Christian penitent, see, for e x a m p l e ,

F. Costerus, Catholicke Sermoonen op alle de 
Heilichdagen des Jaers, I, Antwerp, 1616,1, 
p.8o (there mentioned along with the 
Magdalen as a good example of compunc
tion) and the whole of A. de Soto’s D e  
la conversion del Buen Ladrón, Antwerp, 
1606. David as a penitent also occurs 
frequently in Counter-Reformation 
tracts,6 and so does Peter, whose tears and 
red-rimmed eyes (particularly relevant to 
Rubens’s depiction of the saint here) are 
often remarked upon.7

The group of penitent sinners in the 
presence of the resurrected Christ may 
well have been suggested to Rubens by 
Titian’s altarpiece of Christ A ppearing to 
H is M other in Medole,8 but a more direct 
source for his composition (at any rate in 
terms of its iconography) must have been 
Otto van Veen’s altarpiece of 1608 now in 
Mainz (Fig.21)9— although in that paint
ing the fourth penitent is the Prodigal Son 
(replacing Peter), and there are subsidiary 
scenes in the background.

The picture of the Penitent Saints before the 
V irg in a n d C hild inKassel (probably a collab
orative work by Rubens and Van Dyck)10 
shows the Magdalen in a pose almost 
identical to that which she adopts here, 
although all the figures are shown in full 
length. Another full-length composition 
of this subject which may be mentioned 
here is a painting attributed to Jan Boeck- 
horst recently on the London Art Mar
ket.11 Half or three-quarter length com
positions include the engraving by Jacob 
Neeffs after G. Seghers,12 and the paintings 
by Van Dyck in the Louvre and in Augs
burg.'3 Both these compositions by Van 
Dyck are clearly inspired by that of Ru
bens, although the first shows only David, 
the Prodigal Son and Mary Magdalen be
fore the Virgin, while the second (which 
like the present work by Rubens also 
comes from the collection of the Elector
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Palatine Johann-Wilhelm formerly in 
Düsseldorf) shows the Magdalen, the 
Good Thief, the Prodigal Son (?) and Peter 
before the Resurrected Christ.

With regard to the individual figures in 
the present work, it is possible that the 
Magdalen was suggested by one of Titian’s 
representations of that saint in penitence14 
(although the Magdalen as a solitary  peni
tent was a common enough theme 
throughout the sixteenth century), but 
the position of her hands may well be 
derived from the figure of the Magdalen 
in W .K ey’s La m en tation.'5 The figure of 
Christ, on the other hand, is almost iden
tical with that in the Rockox epitaph of 
1613-15 (No.iS; Fig.48). The derivation of 
the pose of the Good Thief from Michel
angelo’s famous statue of Christ in Santa 
Maria sopra Minerva, via  the engraving 
by C.Cort (after M.Coxcie?) is discussed 
at some length by Arndt.'6

Although the work shows formal simi
larities to the Rockox epitaph of 1613-15 
(No. 18; Fig.48), both the composition as a 
whole and the handling of the paint are 
more fluid ; I am therefore inclined to date 
it to c. 1616. The head of the Magdalen 
recurs in the painting of C h rist in  the H ouse  
o f  Sim on  in Leningrad,'7 while that of the 
Good Thief is the typical youthful male 
figure of the middle of the second decade 
that one finds, for example, in the R ape o f  
the D aughters o f  L e u cip p u s.'8 But the soft
ness of the tonal nuances is surprising even 
for these years. Instead of the rather harsh 
treatment of the flesh tones in the Rockox, 
Damant and Bruegel epitaphs (Nos.18, 24 
and 23; Figs.48, 54 and 5 3 ) the modelling 
of the flesh is achieved with a far greater 
delicacy and sensitivity. In general the 
paint is more freely handled than in those 
works, most noticeably in the white cloak 
of the Magdalen. The background, too, is 
no longer plain and dark, but is broken

by the white edged clouds and the glow 
ing sky. The solid and firm brushwork of 
the earlier epitaphs is here replaced by 
features such as the relatively thinly paint
ed rocky outcrop on the right; in parts the 
rather free brushwork of the background 
does not coincide precisely with the con
tours of the figures, as in the small un
painted gap between the sky and David’s 
hair. All these features may suggest a 
difference of several years between the 
present panel and the epitaphs mentioned 
above.

There are a few relatively minor penti- 
menti, as in the contour of the left fore
arm of the Good Thief, the crossbeam of 
the Cross, and in Christ’s left fingers. For 
the rest, the painting is well preserved 
and in good condition.

Nothing is known about the original 
circumstances of the commission of this 
work. In view of its format and its simi
larity in terms of both composition and 
subject matter to the epitaph paintings 
for the tombs of Rockox, Damant and 
Bruegel (Nos. 18, 24, 23; Figs. 48, 54, 5 3 ) 
already mentioned above, it is possible 
that it too may have served as an epitaph 
painting.'9 But no documentary evidence 
survives to support this hypothesis.

The painting of this subject mentioned 
in the inventory of Rubens’s estate must 
refer to the work now in Kassel,“  in view 
of its description as a large work on canvas 
stuck to panel (‘une grande pièce des pê
cheurs repentis, sur toile, et collé sur de 
bois’2').

I. In view of the similarity of support and measure
ments, it is possible that this is the painting sold at 
the A. Bout sale. The Hague, 11 August, 1733, lot 38 
(measuring c. 113.8 x 00.3 cm.), which may in turn 
be identical with that sold at the Jan Wubbels sale, 
Amsterdam (Schley), to ju ly , 1702, lot 290 (c.tl.t 
x 92 cm.). On the other hand, these references 
could be to a different composition of similar 
measurements, which Burchard saw in 1955 in a
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private collection in Bruges from the Ruffo de 
Bonneval de la Fare collection, sold in Brussels on 
23 May, 1900 as Van Dyck (112 x8 4  cm.), and 
which he assumed to have come from the Daniel 
Mansveld sale, Amsterdam (Schley), 13 August, 
1806, lot 149 (c. 113 x 87 cm.) and earlier front the
G.J. de Servais sale, Mechlin (P.J.Havicq), 21 July, 
1775, lot 114 (C.113.6X 86.7 cm.).

2. This could also be the painting which was sold at 
the A.Bout sale in The Hague in 1733 referred to in 
the preceding note, or possibly the one mentioned 
by R ooses, II, p.205, as being in the Hallier collection 
in Brunswick. All such references, however, could 
refer to yet other copies of the present composi
tion.

3. Cf. Cone. Trid. Sessio X I V , De Sanctissim o Poenitentiae 
Sacram ento, Canon II: ‘Si quis Sacramenta confun
dens, ipsum Baptismum Poenitentiae Sacramen
tum  esse dixerit, quasi haec duo Sacramenta di
stincta non sint, atque ideo Poenitentiam non recte 
secundam post naufragium tabulam appellari; 
anathema sit". Details of the many Protestant argu
ments against penitence, as well as a thorough 
discussion of the Catholic viewpoint may be found 
in A.Michel, La p énitence de la R éform e à nos jo u rs, 
D ictionnaire de Théologie Catholique, XII', Paris, 1933, 
Cols,I050-II27.

4. Especially in his D e Sacram ento Poenitentiae, printed 
in D isputationes R oberti B e lla m in i . . . d e  Controver
siis christianaefid e i adversus huius tem poris haereticos, 
III, Ingolstadt, 1605. M â le , A p rès le Concile de Trente,

pp.65-71, excerpts a number o f passages from this 
work directly related to representations of this 
theme, and Knipping, II, pp.98-109 outlines discus
sion of the subject in the Netherlands.

5. A  variety of references in Knipping, II, pp.95. 
104-109.

6. Knipping, II, pp.103-104.
7. As in F.Panigarola, Beati Petri Gesta, Asti, 1591, p.35, 

and in H .D ullaert’s Rouwklacht van de H. Apostel 
Petrus over çijne Verçakinge, excerpted in A. van 
Duinkerken, D ick ers derContra-Reformatie, Utrecht, 

1932, p.330,
8. Wethey, I, No.13, p l .m .
9. Mainz, Gemäldegalerie der Stadt.

10. K.d.K ., p.129.
11. Heim, Autum n Exhibition o f  Paintings, 1971, N0.6.
12. Reproduced in Knipping, II, fig.63.
13. K .d.K ., Van Dyck, pp.221 and 62 respectively.
14. W ethey, I, Nos.120-124, pis.182-185.
15. Friedländer, XIII, pl.131, No.268, sold London 

(Sotheby’s) 9 July, 1975, lot 24.
16. Arndt, op. cit., p .198.
17. K .d.K ., p .179.
18. K .d.K ., p .131 (‘ 1615-17’).
19. For a further discussion of the formal and icono

graphie similarities between this work and the 
other epitaph paintings, see Freedberg, Rubens as a 
Painter o f  Epitaphs, pp.69-71.

20. K .d.K ., p.129.
21. Denucé, Konstkamers, p.63 ; cf. Génard, Nalatenschap, 

No.CLX.
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T H E  P A IN T IN G S OF CH RIST T R IU M P H A N T  

O V E R  SIN A N D  D E A T H : A  N O T E  O N  T H E IR  IC O N O G R A P H Y  (12-17!

The theme of the resurrected Christ tri
umphant over sin and death is based lar
gely on Psalm XCI, 13 (‘Thou shalt tread 
upon the lion and the adder: the young 
lion and the dragon shalt thou trample un
der feet’) and Psalm CX, 1 (‘The Lord said 
unto my Lord, Sit thou at my right hand, 
until I make thine enemies thy footstool’), 
and on the New Testament passages most 
often connected with these verses: the 
words of Paul in 1 Corinthians XV, 24-26 
(‘Then cometh the end, when he shall 
have delivered up the kingdom to God, 
even the Father; when he shall have put 
down all rule and all authority and power. 
For he must reign till he hath put all ene
mies under his feet. The last enemy that 
shall be destroyed is death’) and 1 Corin
thians XV, 54-56 (‘. .. Death is swallowed 
up in victory. O death where is thy sting? 
O grave where is thy victory? The sting of 
death is sin.. . ’). This theme already lay at 
the basis o f early Christian representations 
of the calcatio1 but it was in the Reforma
tion, largely as a development of Luther’s 
belief in Christ’s triumph over sin and 
death through his resurrection,2 that the 
subject came to be widely represented.3 
One of the earliest and certainly one of the 
most influential treatments of the theme 
was Cranach’s print of c. 1529-30 ;* and 
while the subject can be found in several 
paintings from the Cranach workshop,5 
it was also treated by Netherlandish art
ists such as Heemskerck,6 Marten de Vos 
and a number of anonymous sixteenth 
century masters,7 all of which Rubens 
may have known.® The Cranach print 
probably influenced the title page illustra
tion in the Plantin Bible of 1566, the R e 

surrection  engraving in the Institutiones  
C hristia na e  ... iu xta  SS. C on cilii T rid en tin i 
D ecretum , Antwerp (Plantin), 1589, as well 
as pi.134 (R esu rrectio  C h risti G loriosa) in 
the Evangelicae H istoriae Im agines by 
H.Wierix after B. Passeri, appended to
H.Natalis (recte J.Nadal), A dn ota tion es et 
M ed itation es . . .  in Evangelia, Antwerp 
(M.Nutius), 1595, a work which Rubens 
almost certainly knew.9 The engraving by 
J.Sadeler after M. de Vos of 1589 (Fig.30) 
is especially close to a number of represen
tations by Rubens, and its relationship 
with the R esurrection  theme is spelt out by 
the caption: ‘[n Christo omnes vivifica
buntur’.

At least one of Rubens’s paintings of 
this subject is known to have served as an 
epitaph painting (see under No. 14 below). 
In this connection it is worth noting the 
designs for epitaph monuments by Corne- 
lis Floris and Vredeman de Vries (Fig.23)10 
which show precisely this theme of the 
resurrected Christ triumphant over sin 
and death— or closely related themes—  
and which constitute important prece
dents for Rubens’s treatment of the sub
ject. These designs may well have provi
ded the strongest stimulus for represent
ing the subject in an epitaph painting, and 
it may be that at least some— if not all—  
of Rubens’s other representations of it 
were intended as epitaph paintings as 
well.11 Van Mander records at least two 
instances of epitaph paintings with the 
same theme.12

Clearly, however, the borderline be
tween epitaph painting and A n d a ch tsh ild  
is very fluid indeed,'3 especially when the 
theme of the M a n  o f  Sorrow s is combined
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with that of the R esurrection, as in several 
of the designs by Cornelis Floris and 
Vredeman de Vries (Figs.24 and 25),14 and 
it may not be necessary in all cases to dis
tinguish between the two functions. 
W hether or not Rubens was specifically 
influenced by any one of these represen
tations in painting or sculpture is, o f 
course, difficult to determine, but it is 
clear that the theme was widely current 
in the Netherlands in the later sixteenth 
century, probably as an indirect result of 
Protestant treatments of the subject.15 
We are thus provided not only with fur
ther instances of Rubens’s indebtedness to 
the N orthern past,16 but also of cases where 
the ultimate source may ironically have 
been Protestant. On the other hand, the 
theme was used at least twice by Spranger 
(in his paintings for the Peterle epitaph in 
the Church of St Stephen in Prague and 
the M uller epitaph now in the National 
Gallery there, N0.01574) and was devel
oped in the seventeenth century by diverse 
Counter-Reformation streams, including 
the Jansenists.17

It will be noted that Rubens’s treat
ment of the subject varies not only in pic
torial and stylistic, but also in icono
graphie details, which are discussed under 
the relevant entries below. Indeed, it may 
be that the appellation C h rist T riu m p h a n t  
over S in  an d  D eath  is too broad to define 
the subject of each of these pictures with 
sufficient precision. Schiller has shown 
how from the twelfth century onwards 
one sometimes finds a conflation of the 
V ictorious C h rist theme with that o f the 
M a jestas D om in i ; and how from the thir
teenth century the Victorious Christ was 
clearly turned into the Christ of the Re
surrection, often taking on the character
istics o f both the Man of Sorrows (revealing 
the wound in his left side, for example) 
and the Judge (the Christ of the Last

Judgement).18 All these elements are vari
ously present in the paintings by Rubens, 
and in most of them there is considerable 
influence (as had by then become tradi
tional) from eschatological passages, par
ticularly from those usually brought into 
connection with the Last Judgement.19 
Thus it may be that a more accurate title 
for the picture associated with the Cock 
tomb (No. 14; Fig.28) and its preparatory 
sketch (No. 14a; Fig.31) would be C h rist as 

J u d g e  (note especially the angel blowing 
the trumpet on the left), for the Stras
bourg picture (No. 12; Fig.26) C h rist as R u 
ler, and so on. While such titles do not ac
count for all the elements in these com
positions (especially the symbols of sin 
and death alluded to above), the wide 
scope for iconographie conflation and con
tamination should be borne in mind when 
dealing with each of the following works 
by Rubens.

1. Schiller, III, pp.32-33, with further relevant biblical 
passages as well.

2. See M a rtin  Luthers W erke, K ritische Gesam tausgabe, 
II, Weimar, 1884, p.696 (‘A uff den schlangen un 
basiliseken soltu gehen, und a uff en lawen und 
drachen soltu treten (das ist alle stercke und list 
dess taitffels werden dyr nichts thun) dan hat yn 
mich vortrawet Ich wil yhn erlossen...’), and 
cf.III, 1885, p.562 ('... hoc autem fuit bellum  Christi 
in die passionis eius contra diabolum’).

3. Many examples in Schrade, pp.298-302 and pls,39- 

40, figs.150- 154'
4. F.W.H.Hollstein, Germ an Etchings, Engravings and 

W o od cu ts, VI, Amsterdam, s.d., p .124, N0.14; See
D.Koepplin and T.Falk, Lukas Cranach, Gem älde, 
Zeichnungen, D ruckgraphik, II, Basle, 1976, No.353, 
pl.275a, and pp.505-509 for a full discussion.

5. Examples illustrated in Schiller, III, figs.533-534, 
and D.Koepplin and T.Falk, op. cit., pl.275; see 
also Cranach’s W ittenberg altar of 1547, illustrated 
in O.Thulin, C ranach-Altäre der R eform ation, Berlin, 

1955, figs.4-11.
6. Copenhagen, Statens Museum for Kunst, Catalo

gue, 1951 and 1969, N0.297; Friedländer, XIII, 
p i.104, N0.206. See also the anonymous engraving 
after Heemskerck and published by Cock in 1556 
which holds a key position in terms of the subse
quent Netherlandish development o f this subject 
(repr, in L.Wuyts, H et St.Jorisretabel van de O ude
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Voetboog door M a a rten  de Vos. Een ikonologisch onder
hoek, Jaarboek, K on in klijk  M u seum  voor Schone 
K unsten, A n tw erp en , 1971, p.119, fig-7-

7. Good range of reproductions in H eld, A P rotestant 
Source, figs.10-12 and discussion, on pp.82-83. To 
these should be added at least two engravings after 
Marten de Vos, the one by an anonymous engraver 
and the other by Hieronymus Wierix and dated 
1585. Both are reproduced in A. Zweite, M a rten  de 
Vos als M a ler, Berlin, 1980, pls.217, 218. See also 
Zweite’s p.203 and notes for a brief discussion of 
the theme in relation to Marten de Vos.

8. The late 16th century painting in the St John’s 
Hospital in Bruges published by R.Liess as an early 
Rubens' (R.Liess, E ntdeckungen im Frithw erk des 
R ub en s, M itteilungen der Technischen U niversität 
Ca rolo-W ilhelm in a hu Braunschw eig, XIII, H eftl/ll, 
1978, pp.57-58), while certainly not by Rubens’s 
own hand is one of several 16th century Flemish 
paintings which provide, as already noted by H eld, 
A  Protestant Source, p.83, an important pictorial 
and iconographie precedent for Rubens’s represen
tations o f the theme, in this case for the works in 
Columbus and formerly in Brooklyn (Nos.13 and 

Ml-
9. See below, pp .139, 191 and Freedberg, A Source fo r  

R u b en s's M odello.
to. J.Vredeman de Vries, Pictores, Statuarii . . .  varias 

coenotaphiorum  fo rm a s. Antwerp (Hieronymus 
Cock), 1563, p.27, and the engravings by Floris 
reproduced in R.Hedicke, C ornelis F loris, Berlin, 
1913,11, pl.XII, figs.4 and 5. Although the embodi
ment of sin is not clearly depicted— if at all— in 
these engravings by Floris, the formal similarities 
with Rubens's compositions are very close indeed

and probably have the same iconological origins. 
Amongst the related designs actually executed by 
the Floris workshop, see the monument of Adolf 
van Baussel in Louvain, reproduced in Hedicke, 
op. cit., II, pl.XVI, lig.3.

11. Further discussion of this possibility in Frcedberg, 
R uben s as a P ainter o f  E pitap hs, pp.03-69.

12. In the lives of Pieter Vlerick and Bartholomaeus 
Spranger, C. van Mander, Het Schilder-Boeck, Haar
lem , 1604, fF.25iv, 269’ .

13. See also the discussion in E isler, p.40, Frcedberg, 
R ubens as a Painter o f  E pita p h s, pp.68-69, and 
A.W eckwerth, D er U rsprung der B ildepitaphs, Z eit
schrift j 'iir  Kunstgeschichte, XX, 1952, especially 
pp. 170-172, D as B ildepitaph als A n d a chtsbild .

14. The Beat i Servi engraving reproduced in Hedicke, 
op. cit., II, pl.XIl, fig.4 (cf. also the Sta tutum  est H o
mines engraving, ibid., tig u); J.Vredeman de Vries, 
op. cit., p.23.

15. Cf. H eld, A Protestant Source, p.82, and Schrade, 
pp.299-304.

ift. A phenomenon discussed by Eisler, especially 

pp.46- 55.
17. Cf. D uria n -K ess, p.252, with much further perti

nent information.
18. Schiller, 111, p.39.
19. Apart from many passagesin Apoc. 1,1 V, V I-V1I1, the 

other most relevant biblical passage is Matt.XXIV, 
30-31 (’And then shall appear the sign of the Son of 
man in heaven; ... and they shall see the Son of 
m a n  c o m in g  in  the clouds of heaven with power 
and great glory. And he shall send his angels with 
a great sound o f a trumpet, and they shall gather 
together the elect from the four winds, from one 
end of heaven to the other').

12. Christ trium phant over Sin 
and Death (Fig.26)

Oil on panel; 175 x 135 cm.
Strasbourg, M u sée d es B ea u x-A rts.
Inv. N0.235.

p r o v e n a n c k : Lwout van Dishoek, Lord 
of Domburgh sale, The Hague, 9 June, 
1745, lot 1; sale, Amsterdam, 6 Novem
ber, 1749, lot i ; sold by an ‘Lnglish noble
man’ in 1784;* Vincent Donjeux sale, Paris 
(Lebrun et Paillet), 29 April, 1793, lot 106; 
Citoyen Robit sale, Paris, 11-18 May, 
1801, lot 107; purchased by Naudon;

Alexis Delahante; ?Sir Simon Clarke, 
Bt., 1830; Charles Scarisbrick sale, London 
(Christie’s), 18 May, 186 r, lot 488; Thomas 
Kibble sale, London (Christie’s), 5 June, 
1886, lot 19; purchased by Morand on be
half of W .Bode; deposited in the Stras
bourg Museum in 1890.

e x h i b i t e d ; Pa ris, 1977, N0.115 (repr.).

l i t e r a t u r e : Sm ith, C atalogue R aisonné, 
II, p.211, No.757; Rooses, II, p.202, N0.379;
G. von Terey, D ie neue städtische G em älde
galerie yu S tra ßbu rg , Z eitsch rift f ü r  bildende  
Kunst, N.F. IV, 1893, p.i74;[H.Haug], Mu-
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sèe des B ea u x-A rts de la V ille  de Strasbourg, 
C atalogue des p ein tu res anciennes, Stras
bourg, 1938, p.73, No. 100; Evers, 1943, 
p.100; H eld, A  P rotestan t Source, pp.80-81 
and fig.6.

In this representation of C h rist T riu m p h a n t  
over S in  and D eath  (indicated by the skull 
and snake beneath his left foot), it is the 
M a jestas D om ini theme which receives the 
strongest emphasis (although Christ’s role 
as Salvator M u n d i is also implied).2 Christ 
appears to be enthroned in the clouds; he 
wears a regal cloak of red held across his 
shoulders by a jewelled clasp; his right 
hand rests on the sceptre, his left on the 
orb of the world ; behind him on the right 
an angel holds up the palm of victory. On 
the left an angel with butterfly wings holds 
part of his cloak to reveal the wound in 
his side; a third small angel gestures to
wards Christ on the lower right. That the 
subject is still evidently a representation of 
the resurrected Christ is made clear by 
the wound revealed in his side, and by the 
small portion of his white loincloth visible 
at his waist. But the sarcophagus present 
in Rubens’s other paintings of the subject 
is omitted altogether. In this respect it is 
more like representations of the C h rist  
T riu m p h a n t theme such as Mar ten de Vos’s 
altarpiece for the O u d e Voetboog of 15903 
and Rubens’s own later altarpiece for the 
Shod Carmelites in Antwerp (No. 17a; cf. 
Fig.40) although it lacks the specific icono
graphie references to context and com
mission present in both these works, and 
unlike them is set entirely in the clouds.4

The work is in reasonably good condi
tion, although somewhat dirty and cov
ered with a yellowish varnish. There is 
some loose and flaking paint, and it has 
been retouched in parts, especially in the 
damaged areas of Christ’s torso, but also,

for example, in the angel’s feet on the 
lower right. The three panels o f approxi
mately equal width which make up the 
support are rather warped, and there is a 
certain amount of damage (now restored) 
along the left hand join. Apart from 
the bodies of Christ and the angels, the 
work is thinly painted, with the ground 
showing through in many areas. Christ’s 
drapery is rather flat and undifferentiated ; 
this and several other areas— such as that 
around the angel on the lower right—  
show a certain lack of precision. There are 
a number of pentimenti, including the 
thin cloud painted over the angel’s leg on 
the left, at the junction of his wings and 
shoulder, in the upper right arm of Christ 
and in his left leg. One may assume that 
the work was largely executed with the 
aid of studio assistance, and that Rubens 
retouched the angels’ heads and hair, and 
was responsible for much of the model
ling of Christ’s torso.

A dating of 1613-16 may be proposed5 
on the basis of similarities in pose and 
handling with other works painted by 
Rubens at the same time. For example, 
the head and torso of Christ may be com
pared with that in the central panel o f the 
Rockox epitaph of 1613-15 (N0.18; Fig.48) 
and in the ‘Great’ Last Ju dgem ent of 1615-16 
(N0.49; Fig. 137). The smooth modelling 
of the flesh and relatively undifferentiated 
handling of the drapery is entirely charac
teristic of this period.

Nothing is known about the early his
tory of this work, although as in the case 
of the other paintings by Rubens of the 
subject it is possible that it was intended 
as an epitaph painting.6 On 24 November, 
1735 a painting was submitted for authen
tication to the Guild of St Luke in Ant
werp, the description of which corre
sponds to the present work.7

A copy of a painting by Rubens re
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presenting C h rist T riu m p h a n t over Sin  and  
D eath  is recorded in the inventory of Ru
bens’s estate as having been given to a 
certain Jean Colaes, a mason at Steen.8 
But whether it was a copy of the present 
work or any of the other versions of this 
subject is impossible to determine.

1. Blanc, II, p .194.
2. See the discussion about iconographie contamina

tion and conflation 011 pp. 59-60 above.
3. Antwerp, Koninklijk Museum voor Schone Kun

sten, N0.72; reproduced with a full range of biblio
graphic references in J.Vervaet, Catalogus van de 
altaarstukken van gilden en am bachten uit de O n çe-  
Lieve-V rouw ekerk van A n tw erp en  en bewaard in het 
K on in klijk  M u seum , Jaarboek, K on in klijk  M u seum  voor 
Schone K unsten, A n tw erp en , 1976, pp.228-229.

4. See also the design for an epitaph monument by 
J. Vredeman de Vries in his Pictores, Statuarii, archi
tecti, la to m i. . .  coenotaphiorum , Antwerp (Hieronymus 
Cock), 1563, p,27 (Fig.23), where, however, the rela
tionship with the R esurrection  is clearly indicated by 
the forward movement of Christ's body.

5. As suggested by H eld , A  Protestant Source, p.81.
6. Cf. the discussion on pp. 59-60 above.
7. R ooses, II, p.202, citing the Archives of the Guild of 

St Luke, R esolutieboeck, II, fol.i4v; the work was 
declared to have been painted by Rubens.

8. G én ard , N alatenschap, p.83, No.XLII.

13. Christ triumphant over Sin 
and Death (Fig.27)

Oil on canvas; 211.5 x 170.8 cm.
C olu m bu s, O hio, The C olu m bu s G allery  o f  
Fine A rts . Inv. N0.64-10.

p r o v e n a n c e ; N .B .Collins, New York 
City, c. 1882; Hermann Linde, Detroit 
and Bridgeport, 1901-1910; Mrs Marie 
Linde (sister of the preceding), 1911 ; Ge- 
heimrat Moritz Leiffmann (Düsseldorf, 
ob. 1928); sale, Düsseldorf (Paffrath), 
12 November, 1932, lot 44; bought by 
Eugen Abresch, Neustadt, in whose col
lection it remained until 1954; Benno 
Griebert, Konstanz, 1956; bought by the 
Columbus Gallery of Fine Arts from 
Colnaghi’s, London, in 1963.

c o p y : Drawing, Copenhagen, Statens 
Museum for Kunst, Kongelige Kobbers- 
tiksamling, ‘Rubens Cantoor’, No. IV, 9; 
black and red chalk, the outline of Christ’s 
feet reinforced with pen and ink, 30.2 
x 23.1 cm.

e x h i b i t e d : O ld  M a sters, Colnaghi’s, Lon
don, 1963, N0.7.

l i t e r a t u r e : M.Rooses, L ’ Œ u v re  de R u 
bens, A d d en d a  et C orrigen da , Rubens-Bulle- 
tijn , V ,  1900, pp.296-297, No.379 bis; Evers, 
1943, p.377» No. 146; M.Waddingham, 
E sp o siç io n i d i m aestri antichi n elle gallerie  
londinese, A n tich itä  V iv a , II, N0.7, 1963, 
p.52, pl.i ; M.S. Young, Three Baroque M a s
terpieces f o r  C olum bus, A p ollo , LXXXVI, 
1967, p.78; H eld, A  P rotestan t Source, pp.8o 
to 81 ; Freedberg, R u ben s as a P a inter o f  E p i
taphs, pp.63-66.

The resurrected Christ is shown seated 
on his sarcophagus, while attendant angels 
free him from his shroud. The symbols of 
sin and death beneath his left foot are re
inforced by the flames of hell discernible 
in the lower right corner, thus empha
sizing his triumph through the Resurrec
tion. The triumph itself is further indica
ted by the laurel crowns and palm branch 
held by the angels on the left.

It may be noted that Christ is shown in 
a somewhat more active pose than in the 
Strasbourgpainting(No.i2;Fig.26),where 
he is already seated in the clouds, and in 
the later painting associated with the Cock 
epitaph (No. 14; Fig.28); in the present 
work Christ appears to be about to rise 
from his sarcophagus. The sense of m ove
ment appears more clearly in the painting 
in the Pitti (No. 16; Fig.35) in which Christ 
is shown in an almost identical pose, but 
where the symbols of sin and death are 
omitted. It is in the painting in Columbus, 
therefore, that the ideas of resurrection
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and the conquest over sin and death are 
most clearly combined : in the Pitti panel 
it is the resurrection which is stressed, 
while in the painting related to the Cock 
epitaph the triumph receives the greatest 
weight.

Apart from the white winding-sheet 
(the epitaphios) of Christ, the main colour 
accents here are the highlighted red cloak 
of the angel on the right and the dark blue 
mantle of the angel on the left. A number 
of pentimenti may be detected, including 
a slight reduction in the thickness of the 
forearm holding the banner and an ex
pansion of the right side of Christ’s torso. 
The work is in fairly good condition, al
though Christ’s features at least appear 
to have been repainted to some degree. 
It must be regarded as largely the product 
of the studio.

Similarities between the treatment of 
Christ’s torso here and in the C harge to 
P eter in the Wallace collection of c. 1616 
(N0.24; Fig.54) as well as in the slightly 
earlier ‘Great’ L a st Ju d g em en t (N0.49; 
Fig.137), and again between the head of 
the angel on the lower right and any 
number of heads occurring in works dat
ing from slightly closer to 1620 (cf. the 
Madonna on the left wing of the Michiel- 
sen triptych1 ) would seem to provide suffi
cient justification for a dating between 
1616 and 1620.

The early provenance of this work is 
difficult to establish, particularly in view 
of its thematic similarities to the several 
other paintings by Rubens of this subject. 
It is thus impossible to determine whether 
a work such as the C h rist T riu m p h a n t over 
Sin  an d D eath  sold at the Henry Hope sale, 
London (Christie’s), 27-29 June, 1816, lot 
89, was the same as the present composi
tion or refers to another.

I .  K .d .K ., p. 161 left.
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14. Christ triumphant over Sin 
and Death (Fig.28)

Gil on canvas, 181.5 x 229.5 cm.
A n tw erp , C ollection  o fD r .J .D e c le r c q .

p r o v e n a n c e : Church of St Walburga, 
Antwerp ; ?Vinck de Wesel sale, Antwerp, 
27 April, 1813 et seqq., and 16 August, 
1814 et seqq., lot 3; purchased there by 

J.F.Wolschot; ’ George Watson Taylor, 
1831-32;’ ’ Sir William Knighton, Blind- 
worth Lodge, Hampshire, 1885; Sedel- 
meyer, Paris, 4th Series, 1897, N0.32; Sa- 
rens sale, Brussels (Galerie Royale), 8 June, 
1925, lot 25; from 1956 in the collection of 
Dr J.Declercq, Antwerp.

c o p i e s : ( i ) Painting, Lisbon, Museu Na- 
cional de Arte Antiga, on loan to Belèm 
Palace; canvas, 225 x 261 cm. p r o v . Mer
ces monastery; (2) Painting, Turin, Gal
leria Sabauda, canvas, 50 x 86 cm. l i t .

H. Hymans, Z u r  neuesten R uben sforschu n g , 
Z eitsch rift f ü r  bildende K u n st, N.F. IV, 1893, 
p.15 (as Jorda en s); (3) Painting, where
abouts unknown; panel, 52.5 x 6 7  cm. 
p r o v . in 1938 in the collection of L.Seyf- 
fers,Brussels; photograph in theBurchard 
documentation, Rubenianum, Antwerp; 
(4) Drawing by P. van Lint, before 1632, 
Paris, Institut Néerlandais, Fondation 
Custodia, Inv. N0.433; black chalk, 98 
x 75 mm. ; on page of sketchbook to
gether with studies after the horsemen on 
the right wing of the R a isin g  o f  the C ross  
(K .d .K ., p.36); l i t . H . Vlieghe, D e  leerprak- 
tijk  van een jo n g e  schild er: het notitieboekje  
van P ieter van L in t in  het In stitu t n éerlandais  
te P a rijs , Jaarboek K o n in klijk  M u se u m  voor 
Schone K u n sten , A n tw erp en , 1979, pp.272 
(Fig.70), 274. (5) Drawing of Christ’s torso, 
Copenhagen, Statens Museum for Kunst, 
Kongelige Kobberstiksamling, ‘Rubens 
Cantoor’ , No.V, 42; black chalk heigh
tened with white, 31.5 x 27 cm. ; (6) Etch-
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ing by R.Eynhoudts (Fig.29; V .S ., p .56, 
N0.408); (7) Engraving by S. A.Bolswert 
(V .S ., p.56, N0.410); (8) Engraving (with 
the angels omitted) by H.Witdoeck (V .S .,  
p.56, N0.411).

e x h i b i t e d : ’ British Institution, London, 
1831, No.i36.J

l i t e r a t u r e : D e W il, p .137; D escam ps, 
V ie, p.321 ; M en saert, 1, p.251 ; Berbie, p.36; 
D escam ps, Voyage, p. 158 ; M ichel, 1771, p.79 ; 
J. de Roveroy, C hron yke van A n tw erp en , 
Antwerp, 1775, p.48; Liste Lorraine, A n t
w erp, l j j j ,  p.117, N0.4; R eynolds, p .167; 
Sm ith, Catalogue R aisonné, II, p.8, N0.9, 
p.171, N0.597; IX, p.244, N0.4; M a riette, 
V, p.89; G éna rd, V erza m elin g , II, pp.LXXI, 
CIII, CXLIII, 313, 315; Piot, p.302; Rooses, 
II, pp.200-201, N0.378; R om bou ts an d V an  
L erius, Liggeren, II, p. 144 n. 4; H eld, A  P ro 
testan t Source, pp.79—9 5 1 G len, pp.100-101, 
239-240; Freedberg, R u b en s as a P a in ter o f  
E pita phs, pp.63-65.

Christ is shown seated on his sarcophagus, 
with a skeleton and a snake beneath his 
feet. In his right hand he holds the banner 
of the Resurrection ; his white loincloth is 
almost completely covered by a red man
tle over his legs. Three angels bear attrib
utes which reinforce the notions both of 
judgem ent and of the triumph over death 
conveyed by this w ork:3 one on the left 
blows a trumpet, another on the right 
places a laurel crown over Christ’s head, 
while a third, more to the rear on the right, 
bears a palm branch. A ll the figures are 
seen at an angle which suggests that the 
painting was originally intended to be 
hung in a fairly high position.

It is difficult to date the work on 
stylistic grounds alone, especially in view 
of its poor condition (see below). The 
rather severe composition, with Christ

seated in the centre on a sarcophagus 
stretched lengthwise across the front of 
the picture plane, would suggest a dating 
in the second decade— and the pose, torso 
and type of Christ are clearly related to 
Rubens’s other paintings of this subject 
from around the middle of the decade 
(N0S.12 and 13); but the angels recur 
more closely in the Marie de’ Medici series, 
notably in the Birth o f  M a rie .4 In view' of the 
similarity in technique between the sketch 
for the present work (No. 14a) and several 
of the sketches for that series, a tentative 
dating of between 1618 and 1622 (but prob
ably no later than that) may be suggested 
on stylistic grounds.

A ll the eighteenth-century writers listed 
above record that a painting of C hrist  
T riu m p h a n t over Sin an d D eath  hung over 
the tomb of Jeremias Cock and his family 
in the church of St Walburga in Antwerp. 
Although their descriptions of the paint
ing correspond to the present work,5 the 
precise circumstances of the commission 
are completely unknown. Génard noted 
that no funerary inscription survived.6 
When exactly the painting left the church 
is not known either. It does not appear to 
have been taken to Paris at the time of 
the French occupation, as one may deduce 
both from its absence from the Liste G éné
rale des ta b lea u x  et objets d ’ a rt arrivés de 
P a r i s . . ., drawn up by Joseph Odevaere in 
18157 and from a letter to the sous-inten- 
d a n t of Antwerp written by the priest and 
wardens of the parish of St Paul’s (into 
which that of St Walburga had been in
corporated) dated 24 August, 1815. In that 
letter, the paintings taken to Paris were 
clearly numbered, while it was simply re
corded that ‘une autre pièce qui étoit au 
chœur: un tableau de la famille De Cock. 
Il represente J.-C. assis sur le sépulcre, 
foulant aux pieds la Mort, également du 
fameux Rubbens’ was no longer in the
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possession of the church.8 Its disappear
ance from  there may thus be dated be
tween 1794 and 1815, but its subsequent 
history is not clear.

In his article on Rubens’s treatment of 
this subject, Held quoted a passage from 
Génard to the effect that a Jeremias Cockx 
paid 40 gulden for his tomb in 1627 (‘Eod. 
A 0 1627 JEREMIAS COCKX gaff 40 gul
dens voor de sepulture ende kelder daer 
hy en syne huysvrouwe daer naer in be
graven zou zijn’)9 without noticing that 
the passage is in fact taken from a chron
icle of the St G eorge’ s church in Antwerp, 
drawn up in the mid-eighteenth century 
by J.B. van der Straelen.10 That a Jere
mias Cock was indeed a member of the 
St George’s parish is known from his pay
ment of 150 gulden in 1624 for freedom 
from the k erkm eestersch a p ."  The most 
likely possibility, therefore, is that there 
were two men with the name of Jeremias 
Cock during this period in Antwerp, one 
a m ember of the St George’s parish, and 
another for whom the painting in St W al
burga was made.

But not even this is certain. A  thorough 
search in the Schepenregisters in the Ant
werp archives for the years between 1608 
and 1627 reveals the repeated presence of 
only one Jeremias Cock— already m ar
ried to Maria W illems on 29 April, 160812 
and still married to her at least as late as 
8 March, 1623.13 He is variously referred 
to as simply a merchant or as a paint 
merchant.14 That he was wealthy may be 
deduced from his repeated purchases of 
property in various parts of Antwerp. It 
is just possible that this figure is the 
Jeremias Cock for whom the painting in 
St W alburga was made, as on 26 June, 
1617 he is recorded as paying rent for a 
house in the Braderijstraat15— which is in 
the immediate vicinity of the church of 
St Walburga. And he may have moved to

within the parish of St George in 1622, as 
on 21 February, 1623 he is recorded as 
making payment for a very large house 
in the Kammerstraat which he had bought 
in the previous year.16

This Jeremias Cock may well have 
been the same dealer responsible for the 
consignment of Rubens’s paintings of the 
N a tiv ity ,17 the Pen tecost (N0.27; Fig.60) 
and the ‘Great’ Last Ju dgem en t (No. 49; 
Fig.137) to Count W olfgang W ilhelm  of 
Neuburg: in a letter o f 30 April 1620, 
Rubens wrote to the Elector’s agent in 
Brussels, Hans Oberholtzer, beginning as 
follows :

Monsieur : J ay consigne les peintures au 
mesme marchand (in margine : Il sapelle 
Jeremias Cocq) auquel jay livre la pein
ture du jugem ent car il me monstra 
ordre dun sieur correspondent deFranc- 
fort lequel estait du charge du role de 
part de son Altesse. Il me dit d ’estre 
bien assource de bon addres. Ayant eu 
devant quinze jours ad vis de Coulogne 
quils estoyent arrivées en bon estât et 
incontinent depesches outre’.18 
On the basis of the existing evidence, 

therefore, there are several possibilities. 
Either there were two men with the name 
of Jeremias Cock, one a member of the 
parish of St George’s, the other of St W al
burga; or the sam e Jeremias Cock moved 
from St Walburga, having commissioned 
a painting from  Rubens for his tomb 
there, to St George’s. But the latter possi
bility is complicated by the fact that he is 
recorded as having paid for his tomb in 
StGeorge’sin 162719— and the eighteenth 
century writers recorded the existence of 
a Cock tomb in St Walburga. A final pos
sibility is that there is some contamina
tion from the St Walburga archives in the 
chronicle drawn up by Van der Straelen, 
but this is very unlikely.20 In any event, it 
is certain that the date of 1627 recorded in

6 6
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the chronicle (even if it did refer to the 
church of St Walburga) cannot be used as 
evidence for the dating of the painting. It 
is entirely possible that such a painting 
should have been commissioned several 
years before the actual purchase of a 
burial place. There is therefore nothing 
in the documentary material to confirm 
a dating as late as that originally proposed 
by Held.21

Already in the eighteenth century the 
painting above the Cock tomb in St W al
burga was said to have been in parlous 
condition : ‘een zeer schoon stuk van Rub- 
bens, maer grootelyck verschaedigt’ ;22 ‘ce 
tableau, sans être du premier mérite, a 
bien besoin d ’être réparé, il s’écaille par 
tout, il est presque perdu’ ;23 ‘cette pièce 
s’etant écaillée en divers endroits est pré
sentement rétablie par une bonne main’.24 
That the painting which survives should 
be in an extensively repainted and much 
restored condition is therefore not sur
prising. It has obviously been considerably 
worn and damaged, and very little of the 
original brushwork survives. But a few 
passages such as the right hand contour 
of Christ’s torso and the angel bearing the 
laurel crown are sufficient to suggest that 
the present work is to be identified with 
the painting from St Walburga, rather 
than a copy after a lost original. It was 
most recently cleaned and restored in 

19 7 6 ~7 7 -25

A small copy of this composition (mea
suring c. 49.5 x 65.1 cm.) was sold at Ant
werp on 8 June, 1784,26 lot 1. A coloured 
drawing after it by J. de Wit was sold at 
Amsterdam (van der Schley), 17 July, 
1775, lot i ; whether this is the same work 
sold at the F. van de Velde sale, Am ster
dam (Ploos van Amstel, de Winter, Yver 
and Schut), 16 January, 1775, lot 66, is un
certain, as the description of the latter 
(‘Een zinnebeeldige ordinantie verbeel

dende de Zaligmaker triumpherende 
over Dood en Helle, vergezeld van twee 
vlieghende Kindertjes die Triumph- en 
Vredeteekenen draagen: boven in de 
Wolken vertoonen zig eenige Sera
phim ...’) coincides more precisely with 
the composition represented by the paint
ing formerly in Potsdam (No. 15; Fig.34).

1. HehI, .4 Protestant Source, p.86, 11.4 maintained 
(contra Rooses, II, p.201) that the work in the 
George Watson Taylor collection was the sketch 
(No,14a) for this painting, on the grounds that 
Sm ith, Catalogue Raisonné, IX p.444, No.4, described 
Christ’s mantle as white (as in the sketch, and 
not red as in the painting). But Smith quite clearly 
stated that his fo llow in g  number (Sm ith, Catalogue  
R aisonné, IX, p.244, No. 5) was the sketch for the 
work in the Taylor collection. Under the circum
stances it is possible that Smith simply assumed 
that the colour of Christ's mantle was the same as 
in the sketch (white); a second possibility, in the 
light ot the condition ol the present painting 
discussed above, is that the mantle was repainted 
in red at a later date, although this seems less 
likely.

2. The work exhibited was the picture from the 
George Watson Taylor collection. See the preced
ing note for a discussion of its identification.

3. See pp.59-60 above on the possibility of icono
graphie conflation in the case of this and related 
works.

4. K .d .K ., p.244.
5. Cf. De  Wit, p. 137: 'eensittende Christus op syn graf 

de dood vertredende, met nogh 3 engelen'. It must 
be admitted, however, that descriptions such as 
these correspond to a slightly lesser extent to the 
composition represented bv the work in Columbus 
(No. 13).

6. G énard, V erzam eling, II, p.313.
7. Piot, pp.313-348.
8. Piot, p.302.
9. Génard, Verzam eling, II, p.CIII.

10. Chronvcke ofte Beginsel ende V oortganck van de pa ro
chiale Kercke van St Joris hinnen An tw erpen , repro
duced in G én ard , V erzam eling, II, pp.XCI-CXIX.

11. F.Prims, Geschiedenis van S in tjo r isk erk  te An tw erpen , 
Antwerp, 1923, p.329.

12. Stadsarchief, Antwerpen, Schepenregisters, 472, 

f.247’ .
13. Ibid., Schepenregisters, 561, f.75.
14. He is referred to as a venveverewper, ibid., Schepen

registers, 487, f.40’ , 538, f.208 for example.
15. Ibid. Schepenregisters, 524, f.74*.
16. Ibid. Schepenregisters, 561, ff.69 and 75. 1 have been 

unable to find the date of his death in any of the
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archival or genealogical sources; it is 1101 preserved 
in the usual parish records either.

17. K .d .K ., p. 198.
18. R.S.Magurn, The Letters o f  Peter Paul R uben s, Cam 

bridge, Mass., 1955, No.XLII ; original text in A p p en 
d ix , p.419 (not in Rooses-Ruelens).

19. G énard, V erzam eling, II, p.CIII.
20. Especially as his membership of the St George’s 

parish is confirmed by the document relating to 
his exemption from the duties of the Kerkm eester- 
schap  there (note 11).

21. 'not too far’ from 1627, H eld, A  Protestant Source, 
p.81. Following correspondence with me, how
ever, Held, O il Sketches, p .502, brought the dating 
forward to c.1620-24. On the same page in his book 
on the oil sketches, Held erroneously ascribed to 
me the information that the epitaph was originally 
in St George's. This appears to have arisen from a 
misunderstanding of the complex material rela
ting to Jeremias Cock outlined here and commu
nicated by me to Held (this material not avail
able in H eld, O il Sketches, p.502, No.368).

22. Berbie, p.36.
23. D escam ps, Voyage, p.158.
24. M ich el, 1771, p.79.
25.1 have to thank Mr. F. Bender for allowing me to 

see the work while in restauro at the Antwerp 
Museum.

26. Lugt, Répertoire, No.3738.

14a. Christ triumphant over Sin 
and Death: O il Sketch (Fig.31)

Oil on canvas, transferred from panel;
30.5 X 28.5 cm.
W herea bou ts u nknow n.

p r o v e n a n c e : 12th Duke of Hamilton 
sale, London (Christie’s), 17 June, 1882, 
lo tó o ;1 purchased by W inkworth; Prince 
Demidoff, Pratolino; Mrs S.D. Warren 
sale, New York (American Art Associa
tion), 8-9 January, 1903, lot 89; purchased 
by A.A.H ealy and bequeathed by him to 
the Brooklyn Museum in 1921 ; stolen,

1933.

c o p y : Drawing (Fig.33; on the right an
other view of a similar composition, see 
No. 14b), Copenhagen, Statens Museum 
for Kunst, Kongelige Kobberstiksamling,

‘Rubens Cantoor’, No. IV, to; black chalk 
and ink, 16.2 x 30.8 cm.

l i t e r a t u r e : Sm ith, C atalogue R aisonné, 
IX, p.244, No.5; T he Stud io , CVI, July- 
December, 1933, p.47 (recording the theft 
of ten paintings from the Brooklyn 
Museum) ; H eld , A  P rotestan t Source, pp.79 
to 95, and fig. i ; H eld , O il Sketches, p.502, 
No.368.

This sketch differs only slightly from the 
final version (No. 14; Fig.28). Instead, of 
having a rectangular format, however, it 
is almost square. The angels are conse
quently brought closer to Christ’s body, 
while the trumpet- and the laurel-bearing 
angels are almost perpendicular, instead 
of being aligned at angles across the pic
ture plane. Christ is more strongly fore
shortened than in the painting. He wears 
a white mantle over his legs, and the Cross 
does not appear on his banner. The fea
tures of the angels are somewhat different 
from the painting (although the latter has 
been so extensively repainted that this 
may not always have been the case), while 
that on the right appears to be older and 
holds his arms in a different position.

Because the work was stolen from the 
Brooklyn Museum in 1933, it is known 
only from an old (but good) photograph 
(Fig.31), It has clearly been transferred 
from panel to canvas, and some parts 
(especially the angel on the right) appear 
to be rather worn. The brushwork is firm 
and vigorous, and Held rightly noted that 
the ‘dryly firm application of lead white’ 
to be found in sketches for the Marie de’ 
Medici series, may be seen in the present 
work as w ell.2 The closest parallels in 
terms of its technique are to be found in 
the series of bozzetti preserved in the 
Hermitage,3 particularly in those exe
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cuted towards the beginning of the pro
ject, C. 1622.  But, as has already been noted 
in the discussion of the final version (No. 14 ; 

Fig.28), the composition is more character
istic of the latter half of the second dec
ade and is very close to the other paint
ings ofthis subject executed then. It should 
thus perhaps be dated a little earlier than 
the Medici sketches, possibly in the period 
between 1 61 8  and 1622.

1. For the possibility of an earlier owner, see note i of 
the preceding entry, and H eld, A  Protestant Source, 
p.86, n.2.

2. H eld, A  Protestant Source, p.8 i (dating the work to 
the period o f the last Medici sketches).

3. M. Varshavskaya, Rubens Paintings in the H erm itage  
M u seu m , Leningrad, 1975, Nos.23-27, especially 
No.26, The Coronation o f  the Q ueen. But cf. also the 
series of oil sketches preserved in Munich, Alte 
Pinakothek, Nos.92 ( 7 6 4 ) - io 8 (779).

14b. Christ triumphant over Sin 

and Death: Oil Sketch

Oil on panel.
W herea bou ts unknow n ; presum ably  lost.

c o p i e s : ( i ) Drawing (Fig.33; to the left 
another view of a related composition, see 
No. 14a), Copenhagen, Statens Museum 
for Kunst, Kongelige Kobberstiksamling, 
‘Rubens Cantoor’, No. IV, 10; black chalk 
and ink, 16.2 x  30.8 cm. l i t . H eld, A  P ro
testan t Source, p.80; (2) Drawing of Christ’s 
torso (Fig.32), Copenhagen, Statens Mu
seum for Kunst, Kongelige Kobberstik
samling, ‘Rubens Cantoor’, No.V, 45; red 
chalk heightened with white and outlined 
with the pen, 20 x 15.5 cm.

l i t e r a t u r e :  H eld, ,4 Protestant Source, 
p.8 0.

It is possible that Rubens made a second 
modello for the painting of C hrist T riu m 

ph a n t over Sin and D eath from St Walburga 
in Antwerp (No. 14: Fig.28). This is sug
gested by the sheet in Copenhagen listed 
above (Fig.33), where to the right of a 
drawing after the known modello for
merly in Brooklyn (No. 14a: Fig.31) there 
is another closely related drawing of a 
similar composition. In this Christ is seen 
more from the side, he raises his left arm, 
the skull is under his left rather than his 
right foot, and the flying angel, now on 
the right, blows the tibiae instead of a 
trumpet. In view of the more or less equal 
size of each of the drawings on this sheet, 
it is possible that the lost work was the 
same size as the Brooklyn modello, and 
that like it was an oil sketch rather than a 
preparatory drawing.

Although one should not entirely ex
clude the possibility that the right hand 
drawing on the Copenhagen sheet simply 
represents a student’s variation on the 
known modello, the existence of a hypo
thetical second sketch (proposed both by 
Burchard and by Held) is to some extent 
supported by a second sheet in Copen
hagen (Fig.32), which shows an almost—  
but admittedly not quite— identical view 
of Christ’s torso.

15. Christ triumphant over Sin 

and Death (Fig.34)

Oil on panel; 189 x 143 cm.
W herea bou ts u nknow n; presum ably  lost.

p r o v e n a n c e : Potsdam, Sanssouci from 
1763 at the latest until 1942.

l i t e r a t u r e : M.Österreich, Beschreibung  
d er Königlichen Bildergallerie u nd des Kabi- 
nets in S a n s-S ou ci, Z w ey te verm ehrte u n d  v er
besserte A u fla g e, Potsdam, 1770 (First ed., 
1764), p.14, N0.11; Sm ith, C atalogue  Rai
sonné, II, p .106, No.348; IX, p.286, N0.157;
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W. Bode, in M. Seidel, G em älde a lter M e i
ster im  Bestip  sein er M a jestä t des deutschen  
K aisers u n d  K önig von P reu ß en , Berlin, 
1906, pp.84-86; E.Henschel-Simon, D ie  
G em älde u n d  S k u lp tu re n  in  d er Bildergalerie  
von Sanssouci, Berlin, 1930, p.31, N0.99; 
B ernhard, Verlorene W erke, p.56.

O f all Rubens’s paintings of C h rist T riu m 
p h a n t over Sin  a n d  D eath , the relationship 
with the Resurrection is nowhere more 
forcefully indicated than here (cf. Nos. 12 

to 14).  Christ is shown stepping directly 
from his tomb, w ith . the flames of hell 
(over which he triumphed through his 
Resurrection) burning in the lower right 
corner.1 Although the figure of Christ in 
both the Columbus and the Pitti pictures 
(Nos. 1 3 and 1 6;  Figs.2 7  and 35) recalls that 
of the resurrected Christ on the central 
panel of the Moretus epitaph (No. 1 ; Fig.3), 
it is the present work which comes closest 
to that monument in terms of the sense of 
movement. It is the only one of this group 
of related works in which the wounds in 
Christ’s left hand and foot are revealed. 
He wears a white loincloth and a red 
mantle blows over his shoulders. The lat
ter is only thinly painted at its extremity 
— one of the few details o f technique 
(along with the blush on his cheeks and 
some of the shading) still visible in a photo
graph. It may be assumed— tojudgefrom  
the photograph— that the painting was 
largely executed by the studio, if it is not 
in fact a copy after a lost original by Ru
bens, asBurchard suspected. On the basis 
o f a comparison with the other paintings 
of this subj ect, it should probably be dated 
C . 1 6 1 5 - 1 7 .  Similar cherubic heads may be 
found in other works painted around this 
time, as in the so-called G a rla n d  o f  F ru it  
and the M a d o n n a  in  a F low er G a rla n d , both 
in Munich.2

A drawing by Jacob de W it ‘verbeel
dende deZaligmaker triumpherende over 
Dood en Helle, vergezeld van twee vlieg- 
hende Kindertjes die Triumph- en Vrede- 
teekenen draagen: boven in de Wolken 
vertoonen zig eenige Seraphim’ sold at 
the F. van de Velde sale, Amsterdam 
(Ploos van Amstel, de Winter, Yver and 
Schut), 1 6  January, 1775, lot 66 was in all 
likelihood a copy of the present com
position.3

1. In all these respects Rubens c o m e s  c lo s e  to the 
anonymous engraving after Marten de Vos repro
duced in M .Zweite, M a rten  de  V os a ls M a le r , Berlin, 
1980, pl.217. Cf. also p.61 n.7 above.

2. K .d .K ., pp. 132 and 138.
3. But see p.67 above.

16. The Resurrected Christ 

Triumphant (Fig.35)

Oil on canvas; 183 x 155 cm.
Florence, P a la ^ o  P itti. Inv. N0.479.

p r o v e n a n c e : Ferdinando de’ Medici, 
Grand Duke of Tuscany (1663-1713)1

e x h i b i t e d ; Florence, 1 9 ]  j ,  N0.89 (repr.).

l i t e r a t u r e : V .C. van Grimberghen, 
H istorische Levensbeschrijving van P . P . R u 
bens, r id d er, heer van Steen, e n ç ., Rotter
dam, 1840, p.485, N0.4; Sm ith, C atalogue  
R aison né, II, p. 147, N0.515 ; Rooses, II, p.201, 
under N0.378; O ld en bou rg , 1922, p.90; 
G.Poggi, C atalogo della  R eale G alleria  degli 
U ffiç i, Florence, 1926, p. 158 ; B urchard, 1 950, 
p. 8, under No.6;C. Norris, R u b en s in R etro -  
spect, B u rling ton  M a g a zin e , XCIII, 1951, 
p.7; B u rch a rd -d ’ H u lst, 1963, p.173. under 
No. 108 ; H eld , A  P rotesta n t Source, pp. 80-81 ; 
M. Chiarini, I Q u a d ri della C olleçio n e del 
P rin c ip e  F erd in a n d o d i T oscana, Paragone, 
301,1976, p.88, pl.68 ; Freedberg, R u b en s as a 
P a in ter  o f  E pita phs, p.69; M. Chiarini, in G li
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U ffiçi, Catalogo G enerale, Florence, 1979-80, 
p.461, p.1377.

Christ is seated on his sarcophagus, on 
which are laid blades of wheat; in his left 
hand he holds a standard. Tw o cherubs 
on the left carry a laurel wreath, while the 
angel in red with a deep green sash on the 
right holds up Christ’s winding sheet. The 
painting is closely related to Rubens’s re
presentations of C h r is t  T riu m p h a n t over Sin  
an d D eath, in particular to the work in 
Columbus (N0.13; Fig.27): Christ’s pose 
is almost identical, and the action of 
the angel lifting the shroud is very simi
lar. But the symbols of sin and death pre
sent there have been omitted altogether 
(unless they have been painted out). None
theless, it is Christ’s triumph over death 
through the Resurrection which is em 
phasized here, by the way he dominates 
the sarcophagus, by the standard, and by 
the laurel crown. The connection with 
the Resurrection is strongly suggested by 
the dynamic pose of Christ, which (like 
that in the Columbus picture) is depend
ent on that of Christ in the central panel 
of the Moretus epitaph (No. 1 ; Fig. 3). There 
is also a eucharistie reference in the blades 
ofwheat resting on the sarcophagus, which 
makes the relationship between sarco
phagus and altar even clearer.2 This fea
ture may also be found on the central pan
el o f the Michiels triptych of 1617-18.3 
Like it, and like at least some of the paint
ings of C h rist T riu m p h a n t over S in  and  
D eath , the present work may have ser
ved as an epitaph painting.4

A  dating of c.1616 may be proposed, on 
the basis of its technical and compositional 
resemblances to the iconographically re
lated paintings of C h r is t  T riu m p h a n t over 
Sin an d  D eath  executed at about the same 
time (Nos.12-15); but there are also close

similarities in the types and in the treat
ment of hair and drapery in a work such 
as the St Stephen  triptych in Valenciennes,5 
particularly in the right hand exterior 
panel.6 Minor pentimenti may be detected 
around the right hand side of Christ’s loin
cloth and the left outline of his shroud. 
Apart from minor scattered paint losses 
(most noticeable in Christ’s torso and 
legs), the work is in good condition.

1. See not only Chiarini, op. cit., p,88, but also D.Bo- 
dari, in [Cat. Kxh.], R ubens e la p ittura fia m m in g a  del 
Seicento nelle colleçioni pubbliche F lorentine, Florence, 
1977, p.214 citing a reference to the work in 1713 in 
the collection of the Archduke in the Archivio di 
Stato, Florence, G uardaroba 1 2 1 1 , c.28v (‘di mano di 
Pietro Paolo Rubens’) and the 1723 Pitti inventory, 
Archivio di Stato, Florence, 1303 ter, c.19.

2. This in turn may be seen in the context of the F aster  
Sepulchre theme ; compare the iconography of works 
which refer to the Elevatio o f the Host on Easter 
Morning discussed in B.C.Lane, 'D epositio  et Eleva
tio ’ , The Sym bolism  o f  the Seilern T ripty ch , A rt B ulletin, 
LV1I, 1975, pp.21-30, especially pp.20-27.

3. K .d .K ,, p. 160.
4. Cf. No. 14 and pp.59-60 above.
5. Vlieghe, Saints, II, Nos.146-149, broadly dated by 

Vlieghe to c.1615-20.
6. Vlieghe, Saints, II, N o.149.

16a. An Adult Angel: Drawing

(Fig-37)

Buff paper. A large triangular fragment 
cut away on the lower right. Black chalk 
heightened with white; 20.2 x 17.9cm. 
Below on the left the mark of J. G. de la 
Gardie (L, 2722a).
Stockholm , N ation alm useu m .
Inv. N0.636/1973

p r o v e n a n c e : Count Jacob Gustaf de la 
Gardie (Löberod, Sweden, 1768-1842) who 
inherited in 1799 the collection of his 
father-in-law Count Gustaf Adolf Sparre 
and received in 1801 a parcel of drawings 
from Duke Albert of Sachsen-Teschen, 
which the latter had acquired at the Prince 
Charles de la Ligne sale, Vienna, 4 No-
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vember, 1794; Count Pontus de la Gardie, 
Borrestad, Skânen, Sweden, until 1973, 
when it entered the Nationalmuseum in 
Stockholm.

l i t e r a t u r e :  B u rch a rd -d ’ H u lst, 1963, 
p.173, N0.108 (repr.); B.Magnusson, R u 
bens som  tecknare, in G.Cavalli-Björk- 
man, ed., R u b en s i Sverige, Stockholm, 
1977, p.128, fig.102; Mag nusson, p.75 (as a 
pupil’s copy).

This drawing, presumably from the life, 
was used as a study for the adult angel 
holding the winding sheet on the right of 
Rubens’s painting of the R esurrected  C h rist  
in the Pitti (N0.16; Fig.35). As Burchard- 
d’Hulst pointed out, it may also have 
served as the basis for the angel lifting up 
one of the blessed on the centre left o f the 
'Great’ La st Ju d g em en t in Munich (N0.49; 
Fig. 137 ; but see too the preparatory draw
ings for this work of c. 1 6 1 5 - 1 6 ,  Nos.49b 
and 49c; Figs. 141 and 142, especially the 
group on the right of the latter). A dating 
of C. 1 6 1 5  would therefore be justified. A 
similar figure to the angel here appears 
again, in reverse, in the P ietà  w ith  S t Francis  
in Brussels,1 engraved by Pontius.2

Rubens redrew the forearm and elbow 
of the angel on the lower left o f the sheet. 
There may have been another study which 
interfered with the angel’s elbow on the 
lower right and which was possibly cut 
off by a later owner to form a separate 
fragment.

Although the drawinghas been doubted 
by Magnusson, both the chalk work and 
the heightening with white seem to be of 
a sufficiently high quality to maintain the 
attribution to Rubens.

1. Musées Royaux des Beaux-Arts de Belgique, Cata
logue, Brussels, 1957, No.380.

2. V .S ., p.52, N0.368; reproduced in R ooses, II, pl. 112.

17. The Glorification of the Eucharist

Oil on panel ; approximately 535 x 395 cm. 
W hereabouts unknow n; presum ably lost.

p r o v e n a n c e :  High Altar of the Church 
of the Shod Carmelites, Antwerp.

l i t e r a t u r e :  San deru s, 1727, II, pp.252, 
268; Pa pebrochiu s, IV, p.365, V, p.44; D e  
W it, II, p.85, N0.19; Berbie, p .56; M en saert,
I. p.189; D escam ps, Voyage, p.180; D iercx -  
sens, VII, pp.234-240 (quoting S an deru s); 
Liste Lorraine, A n tw erp , 1 777, p. 129 ; G éna rd, 
V erza m elin g , V ,  pp.273, 343; R ooses, II, 
pp. 203-204, No. 380; B u rch a rd -d ’ H u lst, 
1963, pp.223-224; Jean De la Croix, La  
G lorification  de l ’ E u charistie  de R u b en s e t les 
C arm es, M etro p olita n  M u se u m  Jo u rn a l, II, 
1969, pp.185-187; H eld , A  P rotesta n t Source, 
p.86, n.8.

This painting— the iconography of which 
will be discussed in the entry for the sur
viving modello (No. 17a)— was painted for 
the church of the Shod Carmelites in Ant
werp. Sanderus records that above the 
High Altar (dedicated to the Holy Sacra
ment) there hung a painting ‘quae Chris
tum  mystagogam représentât, Rubeniana 
inventione, non penicillo, nobilem, mys
terii exhibitione, quam alibi non reperias 
nobiliorem’.1 This is corroborated by the 
rather fuller details in Papebrochius’s 
obituary of G.Seghers (1591-1651): 

‘Eiusdem altitudinis [as the paintings of 
the High Altar in the Jesuit Church in 
Antwerp] est alia [sc. pictura] praegran
dis apud patres Carmelitas, Christum 
exhibens quasi, post resurrectionem, 
gloriosum supra mundi globum, de 
eoque triumphantem per institutionem 
Eucharistici sacrificii; cuius typum vi
dentur exhibere hinc sacerdos Melchi- 
sedech, inde Elias propheta ; supra caput
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autem volitat geniorum coelestium 
nubes portans omnia sacri Mysterii in
strumenta.’2
This description, with its reference to 

the resurrected Christ triumphant over 
the globe through the Eucharist, Melchi- 
sedec and Elijah on either side, and a cloud 
of putti bearing the instruments of the 
Eucharistie sacrifice, corresponds, for all 
practical purposes, with the oil sketch 
which presumably served as the modello 
for the final painting (No. 17a ; Fig.40). The 
work itself, therefore, appears to have 
been painted by Gerard Seghers (as stated 
by De W it and all the eighteenth-century 
writers who saw it as well) after a design 
by Rubens. That it was commissioned by 
Sibilla van den Berghe, wife of Philippe 
de Godines, Lord of Cantecroy, Receiver- 
General of Finances in Antwerp, is re
corded not only by Sanderus,3 but also in 
a manuscript description of the church of 
the Shod Carmelites byNorbertusaSancta 
Juliana (recte Hermans; Brussels 1710- 
Antwerp i757).+ The manuscript not only 
goes into some detail about the construc
tion of the altar itself, but also provides 
further information about the date of 
execution:

‘Summum Altare in Choro marmo
reum Sanctissimo Sacramento Sacrum, 
erectum per D.Johannem van Meldert, 
Sculptorem; iuxta delineationem Dnl. 
Petri Pauli Rubbens, dono dedit Prae
nobilis Domicella Sibilla van den Berge, 
Domina de Cantecroij, Morselen, et 
Edegem; vidua praenobilis Dn' Philippi 
de Goddines, eorumdent locorum Do
mini, Receptoris Generalis Financiarum 
Suae Regiae Majestatis in districto Ant- 
verpiensi 8Cc. Altare altitudinis est 54 
pedum latitudinis 28 pedum, et in
choatum est Anno 1637 atque perfec
tum ante Pascha Anni 1638 et constitit 
6500 flor, pictura huius Altaris represen-

tans Christum Dominum sacerdotem 
magnum Novae legis, et S. Eucharistiae 
Authorem inter Melchisedech, Eliam 
prophetam, Paulum Apostolum et 
S. Cyrillum patriarcham Alexandrinum 
depicta est a D. Gerardo Seghers Ant- 
verpiensi. Gradus marmoreos huius 
Altaris ordinavit D.Henricus Verbrug
gen Antverpiensis Sculptor et Architec
tus famosus.’5
This passage thus confirms and sup

plements the evidence of Sanderus dis
cussed above; it provides a term inus ante  
quem  o f Easter 1638 for the completion 
of the altar; and it gives further informa
tion about the marble altar itself. This is 
reported to have cost 6500 florins, and was 
constructed after Rubens’s design by Hans 
van Mildert.6 The measurements given in 
the manuscript account (54 ft. by 28 ft.) 
differ somewhat from those in the earlier 
description by Sanderus, who states that 
it was 66 ft. high— but this may simply be 
due to the inclusion of elements either at 
the bottom or the top of the altar not 
taken into consideration by the author of 
the manuscript.

Some evidence of what the actual frame 
looked like is provided by the sketch in 
New York (No.i7a; Fig.40) now unfortu
nately cut across the top. Whether Corin
thian or Solomonic columns were chosen 
for the sides of the altarpiece (both appear 
on the sketch) is difficult to determine, 
but it should be noted that both painted 
copies after the sketch show Corinthian 
columns on either side (unless this simply 
represents a rationalization of the alter
native presented by the sketch).7 The very 
top of the altar may well have looked 
similar to the sketch for the crowning of 
an altar portico in a private collection in 
England (Fig.38),8 in view of the similarity 
between the scrolls on the gable and the 
angels’ feet resting on them, just visible
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at the top of the New York sketch and the 
copy after it in Antwerp.

It will be noted that a set of arms appears 
above the foremost Corinthian column 
on the sketch. That they appeared at the 
base of the altar as well is recorded in 
another passage by Sanderus (which also 
refers to the use of a variegated green and 
white marble amongst the materials) : ‘In 
stereobatae, quadris, inter subviridis albo 
lineatim discurrente variegati marmoris 
scindulas, exprimuntur Genuano stem
mata Praenobilis Goddini Cantecroyij, 
Mortzelae &cToparchae, necnon suavissi
mae Conjugis, qui millia florenum decem 
fortunatissime huc insumpserunt.’9 The 
fact that the arms of Philippe de Godines 
and those of his wife appeared at the base 
of the altar10 provides further confirma
tion of the commission recorded by 
Hermans in the manuscript description 
quoted above.

The High Altar of the church was con
secrated in 164a by the Bishop of Antwerp, 
Gaspar Nemius, during the priorate of 
Petrus Wastelius.”  One may assume, 
therefore, that the execution of the work 
by Seghers was due to the death of Rubens, 
who may not even have begun to paint 
it, in the light o f the completion of the 
altar itself only in 1638. The construc
tion of the latter was undertaken during 
the priorate of the famous Livinus Cani- 
sius (1637-42), who was responsible for 
the important reform of the Antwerp 
order of Shod Carmelites in the same 
year.12

In the same church there also hung the 
painting which Rubens had painted over 
twenty years earlier for the tomb of Iodoca 
van der Capelle.13

That the work was still in  situ  in 1777 
may be judged from its presence in the 
inventory ordered by Charles of Lorraine 
in that year.u Nothing is known of its sub

sequent history. The church itself was 
destroyed in 1798.

W hether the ‘Allegorie. Le Seigneur 
sur le globe du Monde, quatre figures re
présentant l ’ancienne et la nouvelle loi’ 
sold in Brussels on 12 May, 177115 was a 
copy of the present work cannot be deter
mined.

1. Sanderus, 1727, II, p.8.
2. Papebrochius, V, p.44, sub A n n o i 6 j t .
3. Sanderus, 1727,11^.9; see also G én ard , V erzam eling  

V, p.273-
4. Notitia succincta de ecclesia Carmeiitarum Calceatorum 

A n tverpiae, Burchard documentation, Rubenianum 
Antwerp, No.5/86.

5. Ibid., p.5.
6. The altaris not mentioned in I.Leyssens, H ans van  

M ild er t, G entsche Bijdragen tot de K unstgeschiedenis, 
VII, 1941, pp.73-136. Van Mildert was also respon
sible for the execution of several other altars 
designed by Rubens, including those for the Ka- 
pellekerk in Brussels (see under N0.41), St Mi
chaels in Antwerp, now in Zundert (Leyssens, op. 
cit., p p .ii8 -i2 i, and for the Jesuit Church in Ant
werp (cf. Baudouin, 1972, pp .ioi, 104,113-116).

7. It seems less likely that these copies (listed under 
No.i7a) were taken directly from the painting it
self, in view of the fact that they, like the New York 
sketch, have been curtailed above. The hypo
thesis that Corinthian columns were chosen is to a 
certain extent supported by the fact that the closely 
related design o f a frame for the High Altar o f the 
Jesuit Church in Antwerp (G ltick -H a b er d itz l, p. 130; 
Vienna, Albertina, Inv. No.8.247) originally had 
Solomonic columns on either side, which were then 
turned into Corinthian ones on the finished altar 
(cf. E.Mitsch, in [Cat. Exh.] V ienna, A lb ertin a , 1977. 

pp.76- 79)-
8. Although this sketch is probably to be related to 

the design for the High Altar o f the Jesuit Church 
in Antwerp; see B audouin, A lta rs , pp.85-89 and 
Fig,42. The sketch was exhibited at the Rubens 
exhibition in Antwerp in 1977, N0.56.

9. Sanderus, 1727, II, p.9.
10. See also Génard, V erzam elin g, V, p.273-
11. G énard, V erza m elin g , V, pp.273, 343; De La Croix, 

op. cit., p.188. For further details o f all the Carm e
lite priors, see the interesting manuscript in the 
Antwerp City Archives, Chorographia Sacra C a r  meli 
A n tverp ien sis ..., Stadsarchief Antwerpen, Kerken  
en Kloosters, 576. It also contains the passages quoted 
here from Sanderus (on flf. 13-14) and the arms of 
God dines (f.14).

12. Cf. G énard, V erza m elin g , V, p.343, and De La Croix, 
op. cit., p .188.
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13. The T rin ity  now in the Antwerp Museum, No.314; 
K J .K . ,  p.91; cf. S a n deru s, 1747,11, p.8.

14. Liste Lorraine, A n tw erp , m ~ ,  p .149.
15. T a blea ux déposés au Collège de Bruxelles et provenant 

des églises des ci-devant Jésuites de Bruxelles, de  
Louvain, de N am ur, de N ivelles, de M a tines, d 'A lo st  
et de M o n s le 12 M a i, t i l t ,  Brussels, 1771, No.220; 
the work measured nine foot two by six foot nine

17a. The Glorification of the Eucharist: 

Oil Sketch (Fig.40)

Oil on panel; 71.1 x 48.3 cm.
N ew  York, M etropolitan  M u seu m  o f  A rt. 
Inv. No.37,160.12.

p r o v e n a n c e : John Campbell, fourth 
Duke of Argyll (1693-1770); sale, London 
(Langfords), 22 March, 1771, lot 71 ; John 
Jeffreys Pratt, second Earl and first Mar
quis of Camden (1759-1840), Bayham Ab
bey, Lamberhurst, Kent, from 1797 to 
1840; sale, London (Christie’s), 12 June, 
1841, lot 65; Charles' A. Bredel, London, 
until 1851 ; the Misses Bredel, London, un
til 1875; sale, London (Christie’s), 1 May, 
1875, lot 123; Grant, 1875; Leopold II, 
King of the Belgians, until 1901; F.Klein- 
berger andCo., Paris, 1909; August de Rid
der, Schönberg, Cromberg, until 1924; 
sale, Paris (Galerie Georges Petit), 2 June, 
1924; Pietro Stettiner, Rome, 1924; Ogden 
Mills, New York ; bequeathed by the latter 
to the Metropolitan Museum of Art in

1929.

c o p i e s : ( i ) Painting, whereabouts un
known; panel, 10 5 x  72 cm. p r o v . sale, 
Berne (Galerie Dobiaschofsky), 20-21 Oc
tober, 1972, lot 542 ; (2) Painting, Antwerp, 
collection D.Hertoghe; canvas, 61 x
44.5 cm. l i t .  J. D e  La C r o ix ,  La G lorification  
de l ’ E ucharistie de R u ben s et les C arm es, M e 
tropolitan  M u seu m  J o u rn a l, II, 1969, pp. 185 
to 186, fig.8; (3) Painting, arched on top, 
whereabouts unknown; 183 x100 cm.

p r o v . sale, London (Sotheby’s), 19 May, 
1965, lot 77; (4) Etching by Ch.-A.Waltner 
(1846-1925), 1879, in L ’ A r t, XVII, 1879, fac
ing p. 1 12.

e x h i b i t e d : British Institution, London, 
1843, N0.98; Art T reasures o f  the United  
K ingdom , Manchester, 1857, No.567; Dun
can Phillips Memorial Gallery, Washing
ton, D.C., March-May, 1940, N0.60; W il
denstein, New York, 1951, N0.20; R ubens  
D ra w in g s and O il Sketches, Cambridge, 
Mass., and New York, 1956, N0.38.

l i t e r a t u r e : Sm ith, Catalogue R aisonné, 
IX, p.245, N0.7; W aagen , T reasures, II, 
p.292; W. Bürger, T résors d ’ A r t  en A n g le
terre, exposées à M a nchester en 18 57, Paris, 
1857, p. 1 9 7 ! C hron iqu e, Esquisse de R ubens, 
in M essa ger des Sciences historiques, 1876, 
pp.95-96; Rooses, II, pp.203-204, N0.380; 
D illo n , p.212; W. Roberts, The K ing o f  the 
Belg ian s’ C ollection  o f  O ld  M a sters, T he C o n 
noisseu r, XXIV, August, 1909. pp.203-210; 
C.J.H., N otes on various w orks o f  A rt. P ic
tu res lately  in  the C ollection  o f  the K in g o f  the 
Belgian s,T he B urlington  M a g a zin e, X V , 1909, 
p.238 ; W. Bode, La G a leried es ta b lea u x de fe u  
M .A .  de R id d e r  dan s sa V illa  de Schönberg  
p rès de C ron berg  (T a u n u s ), Berlin, 1913, 
pl.74; K .d .K ., p.291; Josephine L. Allen, 
T he P a in tin g s in  the O gden M ills  Bequest, 
B u lletin , M etro p olita n  M u se u m o fA r t, XXXIII, 
1938, pp.34-36 (repr.); K nip p in g , II, p.82; 
G o r is-H eld , p.34, N o.56, pi.51; B u rch a rd -  
d ’H u lst, 1963, pp.223-224; N. Ayala Mal
lory, E l A lta r  M a y o r de la Iglesia de San  
Ignacio, en A m beres, G oya, LXXIX, 1967, 
pp.3-4; J. De La Croix, La G lorification  de 
l ’ E u charistie  de P . P. R u ben s et les C arm es, 
M etro p olita n  M u seu m  Jou rn a l, II, 1969, 
pp. 179-195; A. Blunt, R u b en s an d  A rch itec
ture, B urlington M a g a zin e , CXIX, 1977, 
p.613, fig. 19; H eld, O il Sketches, pp.529-531, 
No.392.
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Although the iconography of this sketch 
has much in common with that of Rubens’s 
other paintings of the R esurrected  C h rist  
T riu m p h a n t over Sin  an d D eath, it is clear 
that the emphasis has shifted to the 
Eucharistie Sacrifice as the main agent of 
Redemption.1 Christ in a rose mantle sur
mounts the globe encircled by a serpent; 
a skeleton lies crushed beneath it. He 
holds aloft the chalice and the host in his 
right hand, while in the sky putti bear 
various instruments associated with the 
Eucharistie sacrifice: in addition to the an
gel on the left carrying a loaf and a cruse 
for Elijah, one of the putti on the right 
brings forward the water and the wine 
on a paten, while a second swings the 
censer. Still higher on the left the putti 
bring forward another ewer, a napkin, 
a missal, and a candle and a cross. God 
the Father is seated at the very top; be
tween him and Christ hovers the Holy 
Spirit. Two figures stand on either side of 
Christ, while the whole is enclosed in an 
architectural framework, unfortunately 
cropped at the top. In the pose of Christ, 
in the fact that he tramples sin and death 
beneath his feet (as well as the orb of 
the world), and in the disposition of two 
figures on either side of him, the work 
comes especially close to Marten de Vos’s 
representation of C h rist T riu m p h a n t on the 
centre panel o f the altarpiece for the guild 
of the O u d e Voetboog from Antwerp Cathe
dral (Fig.39)2 which Rubens must almost 
certainly have had in mind when he plan
ned this work. The figure of Christ, how
ever, may well have been derived from 
Giovanni da Bologna’s Christ on the Altar 
of Liberty in the Duomo at Lucca (see 
especially the similarity in the relative 
placing of the feet).3

The precise iconography of the work 
(which has been thoroughly analysed by 
De La Croix) is largely explicable in the

light of the fact that it was intended as a 
preliminary design for the High Altar of 
the church of the Shod Carmelites in Ant
werp, as has already been noted in the 
preceding entry.

It is clear that the central feature of the 
work is the triumph over sin and death 
through the Eucharist, while the saints 
who surround Christ in turn emphasize 
the importance of the Eucharist itself. The 
figure on the extreme left, in goldenyellow 
over red, is Melchisedec, who holds a loaf 
of bread in his left hand and an amphora 
of wine at his feet— both symbols of the 
earliest Old Testament préfiguration of 
the Eucharistie sacrifice;4 beside him 
stands Elijah, clothed in olive green, with 
the angel who brought him restorative 
bread and water in the desert above him .5 
These two Old Testament préfigurations 
of the Eucharist occur as well in one of 
Rubens’s designs for the Eucharist tapes
try series.6 At the same time, however, it 
should be noted that Elijah had a special 
significance for the Carmelites, as he was 
regarded by them as the true founder of 
their order.7

On the right hand side of the sketch 
stands St Paul, in an aubergine-coloured 
gown, one of the earliest to bear witness 
to to the Eucharistie sacrifice: ‘The cup 
of blessing which we bless, is it not the 
communion of the blood of Christ? The 
bread which we break, is it not the com
munion of the body of Christ?’8 It was 
Paul too who spelt out at length the paral
lel between the priesthood of Christ and 
that o f Melchisedec.9 At St Paul’s side, on 
the lower right of the sketch, kneels a 
figure in the garb of a Carmelite monk, 
a cardinal’s hat and an archiépiscopal staff 
at his feet, and— significantly— the pal
lium reserved for popes, patriarchs, and 
archbishops round his shoulders. De La 
Croix convincingly demonstrated that
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this can be none other than St Cyril of 
Alexandria, whom the Carmelites insisted 
had also belonged to their order (an as
sertion rejected as a fabrication by Baro- 
nius, and defended by several Antwerp 
Carmelites, amongst others, at the begin
ning of the seventeenth century).10 His sig
nificance lay in thefactthathehad presided 
at the Council of Kphesus where he had 
condemned the Nestorian heresy for de
nying the vivifying power of the Bucha- 
rist." In this figure, therefore, one may 
see a final assertion of the power of the 
Eucharist— which is the main burden of 
the painting— by one whom the Carme
lites were intent on presenting as a m em 
ber of that distinguished group which had 
belonged to their order from Elijah on
wards.

The architectural framework for the 
altarpiece, sketched in light brown tones 
here, presents alternative possibilities for 
the surround. On the left a Corinthian 
pilaster and column may be seen, while 
on the right are the twisted Solomonic 
columns so often used by Rubens but 
which may have been proposed here be
cause of their traditional fitness for the 
decoration of ciboria.12 The crowning part 
o f the frame is not shown in the sketch 
(apart from the scrolls on which the two 
pairs of angels’ legs may be seen, and the 
base of a niche), but some idea of what it 
may have looked like may be gained from 
the sketch of the crowning of an altar in a 
privatecollection inEngland (Fig. 38) prob
ably for theHigh Altar of theJesuitChurch 
in Antw erp.'3

The sketch is in good condition. Several 
pentimenti may be observed, most no
tably in the architectural details. The 
panel does not retain its original borders 
and there is no margin beyond the pain
ted surface. It has evidently been cut by 
several centimetres at the top of the com

position, and presumably on the sides as 
well.

The work clearly postdates the sketches 
for the Eucharist series, but by how many 
years is uncertain. While— as noted above 
— the final painting was only executed in 
the latter half of the thirties, the tech
nique and handling of the present sketch 
is closer to works such as the sketch for 
the Apotheosis of Buckingham in Lon
don.'4 A dating of c.1627-30, as proposed 
by Burchard-d’Hulst, would therefore be 
acceptable.

1. Noted also by H eld, A Protestant Source, p.8t>, 11.8.
2. Dated 1500; Antwerp, Koninklijk Museum voor 

Schone Kunsten, N0.72; reproduced with a full 
range of bibliographic references in J.Vervaet, 
Catalogus van de altaarstukken van gilden en am bach
ten uit de O n çe-Lieve-V rou w ekerk van Antw erpen en 
bewaard in het K oninklijk  M u seum , Jaarboek, K onink
lijk  M useum  voor Schone Kunsten, An tw erpen , 1976, 
pp.228-229.

5. J.Pope-Hennessy, Italian Ihglt Renaissance and 
Harci/ue S culp ture. London. 1970, pl.84 and lig.74, 

P,i8.f.
4. Gen. XIV, 18.
5. i Kings XIX, 10-18.
o. De Poorter, Nos.7 and 8.
7. for the ioih and 17th century defences of this tra

dition, see De La Croix, op. cit., pp.179-185.
8. i Cor. X, 10.
9. In chapters V. VI and VII of the book of Hebrews.

10. De La Croix, op. cit., pp.180-184.
11. Ibid., p .191 for a good discussion.
12. Cf. R éau, I, p.407.
13. H eld, O il Sketches, pp.544-544, No.495. See also Bau

douin, A lta rs , pp.85-89 and fig.42. Held provides a 
few additional arguments in favour of associating 
this sketch with the crowning section of the altar 
frame of the altarpiece under discussion here, but 
admits that its style suggests an earlier date. A 
closely related design for the frame of an altarpiece 
is that in the Albertina in Vienna, N0.8247, G liick- 
H a berditçl, p .140, which was in all likelihood in
tended for the High Altar of the Jesuit Church in 
Antwerp, but which already contains several ot the 
elements visible in the present sketch. See also 
p.74.11.7 above.

14. K .d .K ., p.415; but see C.M arlin, National G allery  
Catalogues, The Flem ish School, c. 1600-c. 1900, London 
1970, pp.147-15.1. No. 187 for the correct title and 
dating.
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17b. Study for the Figures of 
M elchisedec, E lijah  and an A n gel: 
D raw ing (Fig.41)

Brush and brown ink over preliminary 
drawing in red chalk ; 24.1 x 16.3 cm. Fully 
mounted. A strip of paper at the lower 
right cut away and restored. Below on the 
left the mark of the Albertina, Vienna 
(L.174).
V ienn a, A lb ertin a . Inv. N0.6.741.

p r o v e n a n c e : Prince Charles de Ligne 
(Vienna, 1759-1792); sale, Vienna, 4 No
vember, 1794, lot 13.

e  x  H iB iT E D  : A n tw erp , 19J 6,N o . 142; Vienna, 
A lb er tin a , 1977, No. 47.

l i t e r a t u r e : [Cat. Exh.], A  Loan E x h ib i
tion o f  R u b en s, Wildenstein, New York, 
i95i,p.2o,underNo,2o;Burchard-d’Hulst, 
1956, N0.143, fig.LXII; L.Burchard, O n  a 
R u b en s D ra w in g  a fter M a n teg n a , B urlington  
M a g a zin e , XCVIII, 1956, p.415; B u rch a rd -  
d ’ H u lst, 1963, pp.223-224, No. 143 (repr.); 
M ü lle r  H ofstede, R eview , p.452; J.Held, 
Some R u b en s D ra w in g s— U nknow n or N eg 
lected, M a ster  D ra w in g s, XII, 1974, p.260 
n.32; M itsch , p .n o ; M a g n u sso n , pp.81-82; 
A.-M. Logan, R u b en s E xh ib ition s 1 977, Mas
ter D ra w in g s, XV, 1977, p.404; M.Jaffé, 
E xh ib ition s f o r  the R u b en s Year I, B urlington  
M a g a zin e , CXIX, 1977, p.622; H eld , O il 
Sketches, pp.530-531.

A  preliminary study for the group of Mel
chisedec, Elijah and the bread-bearing 
angel on the left of the sketch in New York 
(No. 17a; Fig.40). As pointed out by Bur- 
chard-d’Hulst,1 the figure of Melchisedec 
placing his right foot on a plinth was also 
used in the M a rty rd o m  o f  St C atherin e  in 
Lille of before 1621.* The present draw
ing, however, is to be dated somewhat

C A T A L O GU E  NO.  17b

later than that work, although there has 
been considerable disagreement about the 
precise period in which it was made. In 
1956, Burchard-d’Hulst suggested 1625 
to 1628; in 1963, the same authors pro
posed a dating of 1627-30, presumably on 
the basis of stylistic and technical similar
ities with a drawing in theLouvre3 which 
Burchard regarded as having been copied 
after Mantegna’s T riu m p h  o f  C aesar  seen 
by Rubens on his visit to London in 1629 
to 1630 ; Müller Hofstede thought that the 
drawing should be dated slightly later 
than the English trip, c. 1630-32, on the 
basis of a not altogether convincing com
parison with the drawing for the right 
wing of the Ildefonso triptych now in the 
Gemeentemusea, Amsterdam.4 Most re
cently however, another argument has 
been put forward in favour of the earlier 
dating. Mitsch has made the plausible 
suggestion that the drawing was made at 
the same time as Rubens’s preoccupation 
with the Eucharist tapestry series, and 
possibly even in connection with it.5 This 
hypothesis is reinforced by the further 
suggestion6 that the present drawing and 
the two following ones may once have 
formed a single rather wide sheet7. The 
format of the latter would thus have re
sembled the shape of the central compo
sitions of the Eucharist series,8 which bear 
so close an iconographie relationship to 
the subject of the altarpiece from the 
church of the Shod Carmelites in Ant
werp (N0.17).

In 1974, Held suggested that only the 
underlying drawing in red chalk in this 
and the following three drawings was by 
Rubens himself,9 while in 1977 Logan 
proposed that they were all a pupil’s 
copies after the composition represented 
by the oil sketch in New York (No.i7a; 
Fig.40).10 In 1980, Held had strengthened 
his view, and, maintaining that the draw
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ings were ‘marred by surprisingly inept 
passages’, concluded that ‘ the four draw
ings in their present state are so proble
matical that they are best disregarded in 
a study concentrating on the New York 
sketch’. ' 1 W ith this progressive relegation 
of the drawings I cannot agree, and I be
lieve— along with Mitsch and the other 
earlier writers on them— that they are all 
to be taken into account, as by Rubens, in 
any consideration of the evolution of the 
composition of the altarpiece of the Gfori- 
fication o f  the Eucharist.

1. B u rch a rd -d 'H iilst, t ç o j ,  p.223. The full references to 
the views of the other authors cited here will he 
found under the Literature  heading aboce.

2. V lieghe, Saints, I, N0.78.
3. Lugt, Louvre, École flam ande, 1049, II, No. 1250.
4. Viieglte, Saints, 11, No.i 17a.
5. M itsch , p .110.
6. Made by Dr B.Magnusson of the Nationalmuseum 

in Stockholm and cited by M itsch , p.no. See also 
M a gnusson, p.81.

7. M itsch , p .110, M a gn usson , pp.81-83.
8. See now D e Poorter on the series as a whole.
9. Held, op. cit,, p.260. n.32.

10. Logan, op. cit., p.404.
11. H eld, O il Sketches, p .531.

17c. Study for Three or Four Saints : 
Drawing (Fig.42)

Brush and brown ink over preliminary 
drawing in red chalk; 23.8x 16.2cm. Fully 
mounted. Below on the left the mark of 
the Albertina, Vienna (L.174).
Vienna, Albertina. Inv. N0.8642.

p r o v e n a n c e : Prince Charles d e  Ligne 
(Vienna, 1759-1792); sale, Vienna, 4 No
vember, 1794, No. 14.

e x h i b i t e d : Antwerp, 19*6,No.i43(repr.); 
Vienna, A lbertina, 1977, N0.48.

l i t e r a t u r e : [Cat. Exh.], A  Loan Exhibi
tion o f  Rubens, Wildenstein, New York, 
1951, p.20, under No.20; Burchard-d ’H ulst, 
1956, N0.143, fig. LXIII; L.Burchard, O n  a

R u b en s D ra w in g  after M a n tegn a, Burlington  
M a g a zin e , XCVIII, 1956, p.415; B u rch a rd -  
d ’ H u lst, 196?, pp.224-225, No. 144 (repr.); 
M ü lle r  H ofstede, R eview , p.452; j.H eld, 
Some R u ben s D ra w in g s— U nknow n or Neg
lect ed, Master Drawings, XU, 1974, p- f̂to 
n.32; M itsch , p .114; M a g n u sson , pp.81-83; 
A.-M. Logan, R u b en s E x h ib itio n s  1977, 
M a ster  D ra w in g s, X V , 1977, p.404; M.Jafte, 
E xh ib ition s f o r  the R u b en s Year I, B urlington  
M a g a zin e , CX1X, 1977, p.622; H eld, O il 
Sketches, pp.530-531.

A preparatory study for the group on the 
right of the oil sketch of the T riu m ph o f  the 
E u charist in New York (No. 17a). In that 
work, however, the figure of an old wo
man on the right of the present drawing 
has been omitted. There appear to be two 
figures on the left of the drawing, al
though Burchard-d’Hulst simply regard
ed the head on the extreme left as avariant 
in profile of the figure seen at full length. 
In any event, it is this latter head which 
makes the relationship with Saint Paul of 
the sketch clear. The kneeling figure is to 
be regarded as St Cyril of Alexandria, and 
not, as argued by Burchard-d’Hulst, St 
Cyril of Constantinople: as the latter was 
never a patriarch or archbishop, and the 
pallium worn by the saint in the sketch 
was reserved for these ranks, the identi
fication cannot be regarded as tenable.1

It seems likely that the present drawing 
once formed the right hand part of a broad
er sheet made up of two further frag
ments, one in Vienna (No. 17b) and the 
other in Stockholm (No.i7d), as discussed 
under the preceding entry. For doubt 
about the authenticity of this drawing, see 
pp.78-79.

I. CL J. De La Croix, La (llorification  de l'Eu charistie  de 
Kubens et les Carm es, M etropolitan M u séum  Journal, II, 
19 6 9 , p p .1 9 0 - 1 9 1 .

C AT A L O G U E  NO.  17b
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17c!. The Resurrected Christ 
Triumphant: Drawing (Fig.43)

Brush and brown ink over preliminary 
drawing in red chalk; 29.1 x 13.6 cm. A 
rectangular piece on the upper right and 
a strip on the left cut away. On the lower 
left the mark of J.G. de la Gardie. 
Stockholm , N ationalm useum .
Inv. No. NMH 177/1973-

p r o v e n a n c e  : Prince Charles de Ligne 
(Vienna, 1759-1792); sale, Vienna, 4 No
vember, 1794, N0.22; given along with a 
large parcel of drawings by Duke Albert 
of Sachsen-Teschen to Count J.G. de la 
Gardie (1768-1842) in 1801 ; Count Pontus 
de la Gardie, Borrestad, Skânen, Sweden, 
until 1973, when it entered the National
museum, Stockholm.

e x h i b i t e d :  R u b en s i Sverige, National
museum, Stockholm, 1977-78, N0.29.

l i t e r a t u r e : M itsch , pp.110, 112 (repr.), 
114 ; B. Magnusson, R u b en s som  tecknare, in 
G. Cavalli-Björkman, ed., R u ben s i Sverige, 
Stockholm, 1977, pp.116-119, figs.89 and 
92; M a g n u sson , pp.80-83; A.-M. Logan, 
R u b en s E xh ib ition s  1977, M a ster  D ra w in g s, 
XV, 1977, p.404; H eld , O il Sketches, pp.530 
to 531.

This drawing, which shows Christ trium 
phant above a globe and two fallen figures, 
may once have formed the central section 
of a broad sheet (along with the two pre
ceding drawings in Vienna) used as the 
basis for the oil sketch of the T riu m p h  o f  
the E u charist inNewYork(No.i7a;Fig.4o).1 
The pose of Christ is fairly close to that in 
the sketch, although there he holds the 
chalice and host in his upraised right hand, 
while the labarum has been relegated to 
his left. There is considerable similarity

between drawing and sketch in the re
presentation of Christ’s mantle, despite 
the fact that it does not, in the drawing, 
fall over his right shoulder. Like the pre
ceding drawings (Nos.i7b and 17c; Figs.41 
and 42), the present work may be dated 
to the period between 1625 and 1630, pos
sibly towards the beginning of the period. 
For doubts about its authenticity, see 

above, pp.78-79.

i. Sec the discussion and references on p.78 above, as 
well as Magnusson, op, cit., pp. 116-117 and fig.92.

17e. Study for Melchisedec, Elijah, 
an Angel and Christ: Drawing (Fig.44)

Brush and brown ink over preliminary 
drawing in red chalk; 29 x 24 cm. R R  in
scribed in the lower left corner. 
W herea bou ts u nknow n.

p r o v e n a n c e : C.A . de Burlet, Berlin; 
Duits, London.

e x h i b i t e d : A m sterd am , 1933, N0.79.

l i t e r a t u r e : L.Burchard, On a R u ben s  
D ra w in g  after M a n teg n a , B urlington  M a g a 
z in e , XCVIII, 1956, p.415 iB u rc h a rd -d ’ H u lst, 
1963, p.224, under No. 143; M itsch , p .n o  
(repr.) ; B. Magnusson, R ubens som tecknare, 
in G. Cavalli-Björkman, ed., R u b en s i Sve
rige, Stockholm, 1977, pp. n 6-ii9 ,fig .93; 
M a g n u sson , pp.81-83 ; A.-M. Logan, R u ben s  
E xh ib ition s 19  jy ,  M a ster  D ra w in g s, XV, 1977, 
p.404; H eld , O il Sketches, pp.530-531.

This drawing, in which the figures of Mel
chisedec and Elijah and the angel appear 
alongside that o f Christ, provides further 
support for the hypothesis suggested 
above that the three preceding drawings 
once formed a singlebroad sheet.Whether 
the present drawing too was cut on the

80



C A T  A l o i ;  l i t  N O .  18

right hand side, or whether it simply re
presents another trial for the figure of 
Christ and the two figures on the left of 
the sketch in New York, cannot be deter
mined on the basis of a photograph alone. 
In any event, it seems probable that it 
postdates the preceding drawings (which 
it closely resembles in technique) by a 
short while: the final position of the legs 
of Christ here, the firmly drawn left hand 
ofMelchisedec.and the rather more amor
phous base on which his right foot rests, 
are all closer to the sketch than to the 
drawing of these figures in the Albertina 
(No.i7b; Fig.41). There cannot, however, 
have been more than a short period se
parating these two drawings. Composi- 
tionally they are still much closer to each 
other than to the sketch in New York 
(No. 17a; Fig.40), in which the head of 
Elijah is turned backwards to the angel, 
who there appears slightly behind him, 
rather than in front as in the drawings: 
and their technique, as noted above, is 
almost identical. For doubts about the 
authenticity of the entire group of draw
ings, see above, pp.78-79.

18-22. T H E  T R IP T Y C H  OF T H E  
IN C R E D U L IT Y  O F ST T H O M A S  
(ROCKO X T R IP T Y C H ) (Fig.45)

Commissioned by Nicholas Rockox (Ant
werp, 1560-1640) to serve as an epitaph 
monument to himself and his wife 
Adriana Perez (1568-1619) to hang beside 
their joint tombstone in the Church of 
the Recollects in Antwerp.

18. The Incredulity of St Thomas
(Fig.48)

Oil on panel; 143 x  123 cm.

A n tw erp , K on in klijk  M u seum  voor Schone  
K un sten . No.307.

p r o  v b n a n c h : Church of the Recollects, 
Antwerp; seized by the French Commis
sioners in 1794 and taken to the Musée 
Central, Paris; brought back to Antwerp 
in 1815 and deposited at the newly 
founded Museum there.

c o p i e s : ( i ) Fragment (through doorway) 
of A  Banquet in the H ouse o f  Burgom aster 
R o ck o x  by Frans II Francken (Fig.46), Mu
nich, Alte Pinakothek, No.858; panel, 
62.3x96.5 cm. l i t . S.Speth Holterhoff, 
Les peintres fla m a n d s de cabinets d 'am ateurs  
au  X V Ilèm e siècle, Brussels, 1957, pp.20-21, 
84-86, pl.80; A lle  Pinakothek M ü nchen , 
K atalog I, D eutsche u nd N iederländische  
M a lerei zw ischen  R enaissance und Barock, 
Munich, 1961, p.26, no.858; F. Baudouin, 
N icolaas R ock ox, ‘ vriend t ende p a troo n ' van 
P eter P a ul R uben s, Deurne, 1977, pp.18-19 
(repr.); (2) Fragment of The Stud io  o f  a 
Young P a in ter  by ('..Thomas (Fig.47), 
whereabouts unknown; canvas, 90 
x  ir4cm . p r o v .  Honolulu, Academy of 
Arts; Sale, New York (Sotheby-Parke Ber- 
net), 24September, 1969, lot 50. l i t . Mott- 
ballieu , R ockox-epitafiu m , p .148, fig. 10; (3) 
Painting, Antwerp, Museum Plantin- 
Moretus; canvas 136.5 x  119.5 cm. l i t . 

M.Rooses, Catalogues van hel M u seu m  P la n 
tin -M o retu s, Antwerpen, 1927, p.204; (4) 
Painting, whereabouts unknown; canvas 
laid down on board, 90.2 x  132.1 cm. p r o v . 

Sale, London (Christie’s), 10 April, 1961, 
lot 170; (5) Painting, whereabouts un
known. p r o v , A .Drentel; sold in 1940 to 
Jules Duwaerts, Brussels; (6) Painting, 
partial copy of the heads of the young 
apostle in the foreground and St Peter 
(Fig.49), whereabouts unknown; panel,
22.6 x 31.6 cm. p r o v . Hamburg, Frau 
Kommerzienrat Renner, 1929; Hamburg, 
Dr. G. A. Renié, 1929-37. Photograph in
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Burchard documentation, Rubenianum, 
Antwerp: for further discussion, see 
No.i8a; (7) Drawing by Josef Danhauser 
(1805-45) in his 1842 Travel Sketchbook, 
p.22\ Vienna, Albertina; black chalk, 
small sketch on page measuring 14.5 
x 11.5 cm. l i t . M.Poch-Kalous,Jose/Dan- 

hausers R eisen sk iççe n b u ch  in  d er A lb ertin a :  
D eu tsch la n d , H o lla n d , Belgien, A lb er tin a 
stu d ien , IV, 1966, p.35 and pi. 18 ; (8) Etching 
by P.Spruyt (V.S., p.59, N0.433).

e x h i b i t e d : A n tw e rp , 18 16 , N o.15; A n t
w erp , 19 2 7, N o.i i.

l i t e r a t u r e : San deru s, 17 2 7 , III, pp.200, 
213; D e  W it, p.74; Berbie, pp.81-82; 
D esca m ps, V ie, p.322; M en saert, I, pp.204- 
205; D escam ps, Voyage, pp. 195-196 ; J. van 
der Sanden, O u d  Konst-tooneel van A n t
w erpen, 1 7 7 1 , II, f.27 (Stadsarchief Ant
werp, P k .1 7 2 ;  draft MS. in Plantin-More- 
tus Museum, MS.168); M ich el, 1771, p.94; 
Liste Lorraine, A n tw e rp , 1777, p.121, N0.3; 
R ey n olds, pp.181-182; N otice, 1796 , p.31, 
N0.83; N otice, 1799 , N0.500; N otice, 18 0 1, 
N0.506; N otice, 18 14 , N0.568; O devaere, 
p.315, N0.29; Sm ith, C atalogue R aison né, II, 
p.15, N0.30, IX, p.246, N0.14; From entin, 
p.99; Rooses, II, pp.157-160, N0.346; 
S.Schoutens, G eschiedenis van  het voor
m alige M in d er b r o e d e rk lo o ste r  van  A n t
w erpen, Antwerp, 1894, pp.242-243, 364- 
366; M ich el, pp.182-183; K .d .K ., ed. R osen 
berg, p.74; D illo n , p. 108 and pl.LXVI; 
K .d .K ., pp.84 and 457-458; O ld en bou rg , 
1922, pp.107, 115, 124; K n ip p in g , I, p.286, 
and II, pp. 195, 260-262; Evers, 1942, 
pp.138-141; A.P. de Mirimonde, Le tr ip 
tyque de l ’ In créd u lité  de St Thom as de R u b en s  
à P a ris ( 1 7 9 4 - 1 8 1 $ ) . Une copie davidien ne  
d u  p o rtra it de N icolaas R ock ox, Jaarboek, 
K on in klijk  M u seu m  voor Schone K un sten, 
A n tw erp en , 1954-60, pp.25-29; J. van den 
Nieuwenhuizen, A n tw erp se  schilderijen  te 
P a rijs  ( 1 7 9 4 - 1 8 1 $ ) , A n tw erp en , VIII, 1962,

p.78; V.Gurewich, R u b en s an d the W o u n d  
in  C h rist ’ s Side, Jo u rn a l o f  the W a rb u rg  and  
C o u rta u ld  Institu tes, X X , 1951, p.358; 
M .W arnke, K om m entare ç u  R u b en s, Ber
lin, 1965, pp.27,84, n.8o; M ü lle r  H ofstede, 
Beiträge, p.309, n.130; E isler, pp.48-49;
I. Haug, E rscheinun gen  C h risti, in R ea llex i
kon  çur d eutschen K unstgeschichte, V, Stutt
gart, 1967, C0I.1335; M o n b a llieu , R ockox-  
epitafium , pp.133-155; V lieghe, V erslag, 
p.280; B a ud ou in , 192 7, pp.61-63; V lieghe, 
Sain ts I, pp.68-70; F. B a ud ou in , N icolaas  
R ock ox, ‘ v rien d t ende p a tro o n ’ van Peter Pa u l 
R u b en s, Deurne, 1977, pp.8-10 (repr.), 
21-22; G ien, pp.102-109, 251; A.M onbal
lieu, M .I .  van Brée en de restauratie van  
R u b e n s ' schild erijen  in  het M u seu m  van  
A n tw erp en , Jaarboek, K o n in klijk  M u seu m  
voor Schone K u n sten , A n tw erp en , 1977, 

pp.325,331, 3 3 9 . 3 4 4 . 345. 3 5 1, 358; Freed- 
berg, R u b en s as a P a in ter  o f  E p ita p h s, 
pp.56-59 et p assim .

The subject of this painting has tradition
ally been called the In cred u lity  o f  S t T ho
m as.' It ca n  reasonably be objected, how
ever, that Thomas does not thrust his 
hand into Christ’s side, as required by the 
biblical account,2 and as in almost all re
presentations o f this subject;3 that no 
wound is visible in Christ’s side (although 
it has possibly been painted out) ; that the 
text recording Thomas’s incredulity re
quires the presence of eleven apostles4 
(although the selection of just a few 
representatives of a scene would not be 
unusual for Rubens); and that none of the 
three apostles here can be identified with 
any degree of certainty.5

It is possible that the scene is to be 
regarded as a representation o f the first 
part of John XX, 27: ‘Reach hither thy 
finger and behold my hands’, with the 
emphasis on the ‘beholding’ of Christ’s
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hands.6 But it was probably intended to 
evoke a theme traditionally connected 
with the account of Thomas’s incredulity, 
that of belief in the Resurrection of Christ 
which does not need to depend merely on 
the evidence of sight.7 The connection is 
reinforced by the fact that the theme may 
be found in the liturgy for the Feast of 
St Thomas both in the Missal and the 
Breviary.8 It is spelt out most clearly in 
Christ’s words to Thomas a fter  the scene 
of the Incredulity : Thom as, because thou 
hast seen me, thou hast believed: blessed 
are they that have not seen and yet have 
believed’,9 a theme which is again 
emphasized, and developed, in several 
passages from the works of Saints Peter 
and Paul. The most important of these 
are i Peter I, 8: ‘whom having not seen, 
ye love; in whom, though ye see him not, 
yet believing, ye rejoice with joy un
speakable and full of glory’, 2 Corin
thians IV, 18: ‘While we look not at the 
things which are seen, but at the things 
which are not seen: for the things which 
are seen are temporal, but the things 
which are not seen are eternal’, and 
Hebrews IX, 1 : ‘Now faith is the substance 
of things hoped for, the evidence of 
things not seen’.10 Still further passages in 
Saints Peter and Paul connect the im port
ance of Faith not dependent on the evi
dence of sight with belief in the resurrec
tion of Christ,11 and they are probably the 
older figures represented here.

It was, therefore, not only out of picto
rial tact that Rubens omitted the scene of 
Thomas thrusting his fingers into Christ’s 
side, and that he so reduced the signifi
cance of the wound. T rue faith in the Res
urrection, as Thomas was made to realize 
and the passages from Sain ts Peter and Pau 1 
emphasized, did not require proof of this 
kind. This is the idea that Rubens expres
sed in this painting; and this is why he

turned the standard form of the In cred u 
lity  into a brilliantly concise expression of 
an idea which transcended the specifically 
narratival moment and was self-evidently 
appropriate for a funeral monument.12

Some further observations on the iden
tification of the apostles represented in 
this work may be necessary.

Saint Paul was not of course present at 
any of Christ’s appearances to the apostles, 
but his presence here would be justified 
by his subsequent association with these 
events and his affirmation of their 
significance, in the Bible as well as in the 
liturgy.13 The call to  the priestly office 
was connected by both him and Saint 
Peter with the appearance to the apost
les.14 St Peter would in this case be the old 
apostle in the centre, an identification 
supported by other works by Rubens, 
such as the epitaph paintings for Nicolas 
Damant and Pieter Bruegel (Nos.24 and 
23; Figs.54 and 53). The presence of Saints 
Peter and Paul in connection with the 
Resurrected Christ may also be found in 
earlier Flemish paintings, such as Maarten 
de Vos’s triptych for the guild of the O ude  
Voetboog in Antwerp (Fig.39).15

There remains the youngest apostle. On 
the basis of his physical appearance, the 
temptation is to identify him as Saint 
John, an identification which would be 
supported by the fact that it is he who 
recorded an appearance to the apostles on 
the eve of Easter,16 as well as the subse
quent appearance to Thomas.17 But in the 
light o f the close connection between the 
theme of the painting as outlined above 
and that of the Incredulity of St Thomas, 
it may be regarded as almost certain that 
the youngest apostle is Thomas himself—  
which would at least account for the 
origins of the traditional title of this pic
ture. And although Thomas is most often 
shown as an older man,18 he is here
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wearing his usual green. Support for the 
identification of the three apostles here 
may be found in Jacob van der Sanden’s 
annotations to his poem on Rubens’s 
paintings in the church of the Recollects 
in Antwerp: ‘ . .. toerijkende de regte hand 
aen den apostel Thomas, afgebeld als een 
blonten jongman en wetensbegeerig, 
nevens den grijsaert Petrus, boogende het 
hoofd met oodmoedighei)d, waer by Pau
lus als tweeden Prins der Apostelen, met 
bruijnen en langen baert in de kragt der 
mannejaeren aenschouwd met verwon
derende ingetogentheijd den Heer, en 
opperleeraer van het Geloof’.19 Despite 
the relatively late date of this document 
(1770-71), and the fact that it was probably 
based on an engraving,20 it is a description 
which is entirely consistent with the most 
likely interpretation of the subject, as 
proposed above.2'

This altarpiece was commissioned by 
Nicolas Rockox (Antwerp, 1560-1640), the 
burgomaster of Antwerp and antiquarian, 
who had already been instrumental in 
obtaining for Rubens the commission for 
the D escent fr o m  the C ross for the altar of 
the Guild of Harquebusiers in Antwerp 
Cathedral.22 Apart from the Sam son and  
D elilah  which hung in his own house,23 
Rockox also commissioned Rubens to 
paint a C ru cifixio n24 and later the famous 
‘ C ou p  de Lance’15 for the church of the 
Recollects, where the present work also 
hung. It was intended to serve as an 
epitaph monument to Rockox himself 
and his wife Adriana Perez (1568-1619), 
and hung beside their joint tombstone on 
the north lateral wall of the chapel of the 
Immaculate Conception behind the High 
Altar in that church.26

The suitability of the subject for an 
epitaph monument has already been 
discussed above. This picture is in fact 
one of a number of epitaph paintings by

Rubens, all from before 1620, for which 
he used in the by then rather old- 

fashioned triptych format;27 they all show 
a limited number of protagonists cut off 
just above the knees, and are characterized 
by their relatively austere style and setting.

The condition of the work is on the 
whole good, although there appears to 
have been some alteration in the paint 
surface on Christ’s right side. It is possible 
that the wound in his side was originally 
depicted here, but it is unlikely that it 
was ever very prominent.28 In the upper 
left hand corner of the left wing, the date 
of 1613 has been changed to 1615, almost 
certainly by Rubens himself. One may 
assume that the triptych was executed 
within this period, and the dating thus 
provided is entirely consistent with the 
stylistic characteristics of the work. It is 
possible that the wings were painted in 
1613 and the central panel completed 
afterwards, as suggested by Rooses and 
Baudouin.29 On the other hand, although 
only the central panel appears on the 
painting by Frans II Francken in Munich 
showing Rockox’s collection (Fig.46), it 
seems unlikely that it ever hung, or was 
intended to hang, independently of its 
wings; the painting seen through the 
doorway in that work may either have 
been a copy or simply have been intended 
as a ricordo  of this particular commission 
by Rubens.

The strongest areaofcolour in the centre 
panel is Christ’s red cloak (covering a just 
visible white loincloth). The youngest 
apostle is in a bluish green, and the 
bearded figure looking down in a sub
dued green-grey. Around Christ’s chest
nut hair there appears a thin outline of 
golden yellow. The third apostle recedes 
into the dark background. Characteristics 
such as the extensive grey shadowing of the 
modelling of Christ’s flesh, the firm out
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lines and rather static poses of half- or 
three-quarter length figures seen against a 
plain dark background from which they 
stand out as if in coloured relief, the de
liberately limited range of colours, and 
the controlled modelling of large ex
panses of relatively unbroken colour— all 
these features are specific to a group of 
works by Rubens datable to the years 
between 1612 and 1615.30 Some of these 
features are clearly derived from Cara
vaggio, in whose Incredulity  o f  St T ho
mas still in Potsdam3' a close precedent 
is to be found for the representation of 
this particular scene by a few figures in 
three-quarter length standing out from 
a smooth and unrelieved dark back
ground, even though the individual motifs 
are quite different.

It was largely characteristics such as 
these which appear to have influenced 
the assessments of the eighteenth and 
nineteenth century commentators, whose 
varying opinions on the work may be 
worth noting here. Kighteenth-century 
writers like De Wit, Descamps, Mensaert 
and Michel acclaimed it,32 but in the nine
teenth century, critics like Fromentin 
(‘Çela un Rubens? Quelle erreur!’)33 and 
even Max Rooses (‘une peinture extrême
ment soignée, ou le dessin est d ’une régu
larité académique banale ... la hardiesse 
et l ’inspiration manquent complète
m ent’)34 found its relatively high finish 
unacceptable. None of these writers, 
however, seems seriously to have doubted 
that the entire work comes from the 
hand of Rubens himself.

Tn 1794 the triptych was taken from its 
location in the Church of the Recollects 
and sent to Paris, where the wings were 
displayed apart from the central panel.35 
It was returned in 1815 in good condition36 
and housed in the Academy, which then 
served as the Museum.

A painting after this work by Balthasar 
Beschey (Antwerp, 1 7 08- 7 6 )  measuring 
C . 1 4 6 X  122. 5  cm. was sold at the Beschey 
sale, Antwerp (Caudron), 1 July, 1776,  

lot 20. Several other supposed copies may 
be found in eighteenth-century sale re
cords, but these need not be listed here. 
A drawing of this subject said to be by 
Rubens and retouched by Jacob de Wit 
was sold at the de Wit sale, Amster
dam (de Leth and van Schorrenburgh), 

10 March, 1755, lot 8.

1. As in John XX, 24-20.
2. John XX, 27: 'Then sailli he 10 Thomas. Reach 

hither thy linger, and behold my hands: and reach 
hither thy hand, and thrust it into my side: and he 
not faithless, but believing.’

3. Netherlandish exceptions are the painting attri
buted to A.Janssens - which may more correctly 
be called Christ Appenriitg  to the Apostles with St Tho
mas sold in Brussels (Palais des Beaux-Arts), 
30 January. 1050, lot 04 (illustrated inJ. Müller 1 lot- 
stede, Abraham  Janssens, / n r  Problem atik des Jliimi- 
sehen CuruYaggism us. Jahrbuch der Ut'rlnter M useen, 
XIII, 1071, p.202, fig.30, here dated c. 1615-10, thus 
shortly alter Rubens's work), the painting by 
P.Soutman in the Ashmolean Museum, Oxford, 
where Thomas peers intently at the wound in 
Christ's side but does not actually thrust his linger 
into it, and Rembrandt's very different represen
tation of the subject in the Pushkin Museum in 
Moscow (lirt’dili.v, No.552).

4. See John XX, 20.
5. Indeed, each one of the apostles has been identified 

as Thomas in the past; for a summary ot the 
various identifications, see M onballieu, Rockox- 
epitiijiiim, pp.134-140. for the problems in iden
tifying the apostles in the Aposloliido  series (which 
can therefore not be used as a sufficient basis tor 
the identifications in the present work) see Vlieg/u\ 

Suints, I, pp.34-31)-
It should be noted that doubts about the traditio
nal appellation of the work were first raised by 
AHil/er Hofstede, Beiträge, p.309, n.130, and then by 
Monballieu in the article cited above.

6. As suggested by (lien , p. 107; cl. also the interpreta
tion of the subject in terms of the Christum  ridere 
theme by M onballieu, R oekox-epitafium , pp.140-141. 
(lien’s suggestion is not entirely convincing 
(although it is certainly an illuminating one), as 
Rubens has even avoided depicting that part ot the 
passage in John XX, 27 which requires that Thomas 
reach forth his linger. The subject cannot be the 
first appearance of Christ to the apostles, because
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the account of that event both required the pres
ence o f all eleven apostles and stated specifically 
that Thomas was absent (John XX, 24); the third 
appearance to the apostles must also be excluded, 
because there too all the apostles were said to be 
present, and the account also refers to the actual 
handlingof the wounds (Luke XXIV, 39 : ‘handle me 
and see’). Forafull discussion of all the appearances 
of Christ, see I. Haug, op. cit., cols.1291-1391.

7. The theme will also be found in the works of con
temporary commentators such as J.Tirinus (Com

mentarius in Vêtus et Novum Testamentum, III, Ant
werp, 1632, sub: Index variarum  materiarum et con
ceptuum, Propria sanctorum [in  festo S.Thomae 

apostoli], no page) whom Rubens would certainly 
have known,

8. 21 December. In the Missal, the whole account of 
Thomas’s incredulity is read, concluding with the 
verse ‘Dixit ei Jesus: Quia vidisti me, Thoma, cre
didisti: beati qui non viderint et crediderint’ (John 
XX, 29). This verse is repeated frequently in the 
Antiphons of the Canonical Hours for the Feast of 
St Thomas as well. The Breviary also contains 
several allusions to the works of Saints Peter and 
Paul (where the theme is expanded, as discussed 
here) in the eighth reading at Lauds on this day.

9. John XX, 29.
10. This last passage is repeated in the reading at 

Lauds on the Feast o f St Thomas.
11. E.g. i Peter 1,21, Hebrews XII, 2, and 2 Corinthians 

IV, i i .

12. For both the pictorial and the iconographie appro
priateness of the paintings Rubens produced for 
epitaph monuments, see Freedberg, Rubens as a 
Painter o f  Epitaphs, p.51-71. An alternative hypo
thesis to the one proposed here is that the sub
ject was chosen because o f its suitability for a 
church of the Franciscan order. The parallelism 
between the wounds of Christ and the stigmata of 
St Francis has recently been emphasized in a discus
sion of the fresco of the very similar subject of The 
Witness o f  Christ's Stigmata by the Apostles in the 
Camposanto at Pisa; see J.Polzer, Christ Judge, 
Saviour, Advocate. Franciscan Devotion, and the Doubt
ing Thomas, in Essays Presented to M yron P. Gilmore, 
ed. by S.Bertelli and G.Ramakus, Florence, 1978, 
pp.301-310.

13. Cf., for example, Acts XIII, 26-33, one of the read
ings ior Easter Tuesday, in the Missal.

14. C.f. Acts X, 40-45.
15. Antwerp, Koninklijk Museum voor Schone Kuns

ten, N0.72.
16. John XX, 19-23.
17. John XX, 24-31, also the liturgical reading for the 

Sunday after Easter in the Missal.
18. Exceptions include the painting by Santi di Tito in 

the Cathedral at Borgo San Sepolcro.
19. Van der Sanden, op. cit., Stadsarchief Antwerp, 

P k.172, transcribed in Motiballieu, Rockox-epitafium, 
p.153. The draft for this MS. in the Plantin-Moretus

Museum, MS.168, f.27 has a slight variation on this 
wording; cf. Monballieu, Rockox-epitafium, p .139.

20. Cf. Monballieu, Rockox-epitafium, p.144.
21. If one turns to Rubens’s Apostolado Lerma series 

painted in the same period (Vlieghe, Saints, I, 
N 0 S.6-18), it is possible to find some support for 
the identifications suggested here; on the other 
hand, as not all the identifications in that series are 
certain (cf. Vlieghe, Saints, I, p.36), the issue may not 
thus be capable of elucidation. The figure in the 
centre of the present panel conforms to the type of 
apostle who is called St Thomas in the engravings in 
the Isselburg series; the St Thomas of the Ryck- 
mans series, however, accords with the youngest 
apostle here— although the latter is in fact closest 
to the St John the Evangelist in both series. There 
is some resemblance between the undisputed 
St Peter in the Apostolado series and the figure in the 
centre here, but none between the undisputed 
St Paul and the figure here suggested as St Paul. In 
any case, as Rubens does not consistently use the 
same type for the same characters, such compari
sons within his oeuvre are not necessarily likely to 
prove helpful (for example, the figure in the 
Apostolado identified as St Thomas in the Isselburg 
series and St Simon in the Ryckmans series—  
Vlieghe, Saints, I, N o.13— recurs as St Eligius on the 
exterior o f the Antwerp Raising o f the Cross, K.d.K., 

p.37). Although there is no substantial reason why 
Rubens should not have chosen to limit the num 
ber of figures present here simply in order to 
enhance their pictorial effectiveness, it may per
haps be pointed out that there are several possible 
Early Christian precedents for the restricted num 
ber o f apostles (as opposed to the full complement 
required by the biblical account); cf., for exam
ples, W. Medding, Erscheinung Christi (6) vor den 

Aposteln, in Lexikon christl. Ikon., I. col. 671.

22. K.d.K., p.52; see M. Rooses, De Afdoening van het 
K ruis. Uit het Rekeningboek der Antwerpsche Kol- 

veniersgilde, Rubens-Bulletijn, V , 1897, pp.230-233 
for the accounts.

23. It hangs above the fireplace in the painting of his 
collection by Frans II Francken now in Munich 
(Fig.46) already referred to above.

24. Rooses, II, p,84, N0.287.
25. K.d.K., p.216, Rooses, II, p.97, N0.296. Other works 

which may be mentioned here in connection with 
Rockox’s patronage are the Adoration o f  the M agi 
painted by Rubens for the Antwerp Town Hall in 
1609 when Rockox was burgomaster, and the 
Return fro m  the Flight which he gave c.1620 to the 
Jesuit Church in Antwerp. For these and other 
details of Rockox’s patronage, see Baudouin, op. 
cit., 1977, pp.15-26.

26. Sanderus, 1727, III, pp.200, 213; De W it, Plan VI, 
No.20; and Schoutens, op. cit., pp.242-243, 364-365. 
All these writers record that the present triptych 
hung over the tombstone of Rockox and his wife 
in the chapel (which he had built) of the Immacu
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late Conception (the exact location is made clear 
by the Plan in De W it, who elsewhere mistakenly 
says it hung in the Portiuncula  chapel). The inscrip
tion on the tombstone read: ‘In Christo vita. 
Nicolaus Rockox Kqucs hujus Urb. consul VIIII 
Adrianac Perez conjugi clariss. P. cum qua XXX 
ann. concors vixit. Decessit XXII septemb. an. 
MDCX1X act. LI. Ille conjugem secutus pridie ides 
Decembris anno MDC.XL aetatis LXXX. Bene de 
sua bene de postera aetate meritus' (Sanderus, 
1727, III, p.213; R ooses, II, p .159).

27. Cf. Eisler, pp.44-49 and G len, p.23 for a discussion 
of the implications of Rubens’s use of this format.

28. For further details both of the alterations in the 
paint surface and on the significance of the wound, 
see M onballieu, R ockox-epitafium , pp.149-150.

29. R ooses, II, p.158 and Baudouin, op. cit., 1977, p.2i.
30. Compare, for example, the two paintings of 

C h r ist 's  Charge to Peter  in the present volume 
(Nos.23 and 24), and see O ldenbourg, 1922, especially 
pp.112-131, and Ereedberg, R ubens as a P ainter o f  
E pitaphs, pp.69-71 for a further discussion of these 
characteristics.

31. F riedländer, Caravaggio Stu dies, No.17a, pi.22.
32. Mensaert’s comments may be regarded as repre

sentative of these: ‘le tout peint très délicatement 
et avec goût et précision’ (M en sa ert, I, p.205).

33. From entin, p.99-
34. R ooses, II, p .157
35. See the N otice, 1X 14, p .66, Nos.566-568, and espe

cially the amusing comment in the N otice, 1796, 
p.31, N0.83, cited on p.89.

36. Vlieghe, V erslag, p.280; O devaere, Nos.29-31.

18a. Study for the Heads of Two  

Apostles: Oil Sketch (Fig.49)

Oil on panel; 22.6 x 31,6 cm.
W hereabouts u nknow n.

p r o v e n a n c e : In 1929 in the estate of 
Frau Kommerzienrat Renner, Hamburg; 
passed then to Dr G. A. Remé, Hamburg, 
in whose possession it still was in 1937.

Certified as authentic by Burchard in
1930. The execution of the work, how
ever, cannot be due to Rubens. Apart 
from the all too cursory treatment of hair 
and beards, the handling of the drapery 
is exceptionally coarse and vague, and the

highlighting and shadows (for example, 
around the eyes) excessively pronounced. 
It would be unlikely for Rubens to have 
made so careful a preparatory study for 
just two out of three figures, and it may in 
any case be a fragment of a larger piece. 
The panel is clearly a copy of the foremost 
two apostles in the centre panel o f the 
Rockox triptych (No. 18); if a fragment of 
a larger work, it too should be regarded 
as a copy of the central panel o f the 
triptych.

19. Portrait of Nicholas Rockox (Fig. 50)

Oil on panel; 145 x 56 cm.
A n tw e rp , K on in klijk  M u seu m  voor Schone 
K un sten. N0.308.

p r o v e n a n c e : Church of the Recollects, 
Antwerp; seized by the French Commis
sioners in 1794 and taken to the Musée 
Central, Paris; brought back to Antwerp 
in 1815 and deposited in the newly 
founded Museum there.

c o p i e s : (1) Painting (with a neutral back
ground) by Pierre Maximilien Delafon- 
taine, Gray (Haute-Saône), Musée Baron 
Martin; canvas, 100 x 50 cm. l i t . A .P. de 
Mirimonde, Pierre M a xim ilien  D elafon- 
taine, élève de D a v id , G a zette  des Beaux- 
A rts , 1956, p.36, fig.4; C atalogue d u  M u sée  
Baron M a rtin  à G ra y, p.57, N0.182; A. P. de 
Mirimonde, Le tripty que de l ’Incréd u lité  de 
Sa in t Thom as de R u ben s à P a ris (  1 79 4 -1 8 1 } ) .  
Une copie davidien ne du p o rtra it de N icolas  
R ock ox, Jaarboek, K on in klijk  M u seu m  voor  
Schone K un sten , A n tw erp en , 1954-60, pp.25- 
29; (2) Painting by Baron Denon, where
abouts unknown, l i t .  Catalogue de la col
lection d u  Baron D enon , Pa ris, 1826, II, 
No. 150; A.P. de Mirimonde, op. cit., 
p.36, n.9; (3) Painting, Antwerp, Rockox 
House; canvas, 147 x 113 cm. ; (4) Painting
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(bust length), whereabouts unknown; 
panel, 38 x2 9  cm. p r o v .  Charles-Leon 
Cardon, Brussels; Cardon sale, Brussels 
(Fievez), 27-30 June, 1921, lot 105. e x h .  

B russels, 19 10 , N0.298; photograph in 
Burchard documentation, Rubenianum, 
Antwerp; (5) Painting (bust length), 
whereabouts unknown; canvas, 52 
X 42.5 cm. p r o v .  New York, Marcel Ho
rowitz, in 1957; photograph in Burchard 
documentation, Rubenianum, Antwerp.

e x h i b i t e d :  A n tw erp , 1 8 1 6 ,  No.15; A n t
w erp, 1 9 2 J ,  N0.16.

l i t e r a t u r e :  San deru s, 1727, III, pp.200, 
213; D e W it, p.74; Berbie, pp.81-82; D es
cam ps, V ie, p.322; M en saert, I, pp.204-205; 
D escam ps, Voyage, pp.195-196; J. van der 
Sanden, O u d  K onst-tooneel van A n tw erp en , 
1*771, II, f.27 (Stadsarchief Antwerpen, 
Pk.172; draft MS. in Plantin-Moretus 
Museum, MS.168); M ichel, 1771, p.94; 
Liste Lorraine, A n tw erp , 1777, p .121, No.3; 
R ey n olds, pp. 181-182; N otice, 1796 , p.31, 
N0.83; N otice, 1799, N0.501; N otice, 1801, 
N0.507; N otice, 18 14 , No.566; O devaere, 
p.315, N0.30; Sm ith, Catalogue R aison né, II, 
p.15, N0.30, IX, p.24, N0.14; From entin, 
p.99; R ooses, II, p.158, N0.347; S.Schou- 
tens, G eschiedenis van  het voorm alige M in 
d er b r o ed erk lo o ste r  van A n tw erp en , Ant
werp, 1894, pp.242-243, 364-366; M ichel, 
pp.182-183; K .d .K ., ed. R osenberg, p.74; 
D illo n , p. 108 and pl.LXVII; K .d .K ., pp.84 
and 457-458; O ld en bou rg , 1922, pp. 107, 
115,124; K n ip p in g , I, p.286, and II, pp.195, 
260-262; E vers, 1942, pp.138-141; A.P.de 
Mirimonde, Le trip ty q u e de l ’ In créd u lité  de 
S t Thom as de R u b en s à P a ris (  1 7 9 4 -1 8 1 7 ) .  
Une copie d avidien n e d u  p o rtra it de N icolaas  
R o ck o x , Jaarboek, K o n in klijk  M u seu m  voor 
Schone K un sten , A n tw erp en , 1954-60, pp.25- 
29; J. van den Nieuwenhuizen, A n tw erp se  
schild erijen  te P a rijs  ( 1 7 9 4 - 1 8 1 7 ) ,  A n tw e r 
p en , VIII, 1962, p.78; M. Warnke, Kom m en

tare ç u  R u b en s, Berlin, 1965, pp.27, 84 
(note 80); E isler, pp.48-49; M onballieu, 
R ockox-epitafiu m , pp.133-155; V lieghe, 
V erslag, p.280; Ba ud ou in , 1972 , pp.61-63; 
F. Baudouin, N icolaas R ock ox, ‘ v r ien d t ende  
p a tro o n ’ van P eter P a u l R u b en s, Deurne, 
1977, pp.8-10, 21-22; G len , pp.102-109; 
A.Monballieu, M .I . van  Brée en de res
tauratie van R u b en s ’ schild erijen  in  het 
M u seu m  von A ntw erp en ,Ja a rbo ek, K on in klijk  
M u seu m  voor Schone K un sten , 1977, pp.325, 

331. 3 3 9 , 3 4 4 , 3 4 5 , 3 5 V 358; Freedberg, 
R u b en s as a P a in ter o f  E pita phs, pp. 56-59.

The inner side of the left hand wing of the 
Rockox triptych shows Nicholas Rockox 
(1560-1640), numismatist, antiquarian, 
connoisseur and nine times burgomaster 
of Antwerp.1 He was closely connected 
with the commissioning of a number of 
works by Rubens, including the D escen- 

fr o m  the C ro ss?  and was later to commis
sion from him the ‘ C o u p  de Lance’ (1620) 
for the High Altar of the church of the 
Recollects in Antwerp,3 where the pre
sent work also hung (cf. under N0.18). 
Other works he commissioned from  Ru
bens were a Sam son an d  D elila h ,4 a R etu rn  

fr o m  the F light into  E g y p tJ  and a C h rist on  
the C ross.6 His collection is to some extent 
represented on the so-called B a nqu et in  
the H ouse o f  Burgom aster R o ck o x  (Fig.46) by 
Frans II Francken in Munich. Apart from 
his generous gifts to the Jesuit Church in 
Antwerp,7 Rockox was also responsible 
for subsidizing the building of the High 
Altar of the church of the Recollects and 
the chapel of the Immaculate Conception 
there, in which the present work was 
hung.8

Rockox, clearly in his early 50s, is shown 
standing in three-quarter length in front 
of the junction between a pilaster and an 
arch, possibly in the ambulatory of a
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church. He is dressed in black, except for 
a broad white ruff and a brown fur stole 
or tabard draped over his shoulders.9 
Because the work has so darkened in that 
area, it is now barely possible to see the 
jewelled girdle and hilt of a sword below 
his left hand;10 in his left hand he holds a 
prayer book. Above his head the figures 
1613 appear to have been changed to 1615. 
The view that Rubens began the altar- 
piece around 1613 and terminated it in 
1615 is a plausible one, as discussed in the 
preceding entry; but it is not impossible, 
as Rooses suggested, that the present 
panel was completed by 1613.11

It will be noted that neither Rockox 
nor his wife are presented by their patron 
saints, as one might perhaps have ex
pected.12 Their presence establishes the 
function of the work as an epitaph monu
ment, in terms of passages such as John XI, 
25-26: ‘I am the resurrection and the life: 
he that believeth in me, though he were 
dead, yet shall he live: And whosoever 
liveth and believeth in me shall never 
die’, a passage also read in the Mass for the 
Dead; it also lends some support to the 
meaning of the work suggested in the 
preceding entry : Rockox and his wife bear 
witness to the belief in the Resurrection 
even though they do not have the tangible 
proof of the kind actually witnessed by 
the apostles in the central panel.

When this wing and its pendant were 
displayed in Paris in 1796, it was decided 
not to show the central panel along with 
them, because the Conservatoire felt that 
its subject ‘pourrait entretenir le fana
tisme’.'3 The following observation ap
peared in the Notice for that year: ‘Les 
pendans ci-dessus ainsi que la décollation 
et le martyre des deux Saint Jean servaient 
de volets à de plus grands tableaux du 
même Maître. C ’est ainsi qu’on les mon
trait d ’une manière mystérieuse à An

vers’.'4 But by 1799 all three parts of the 

altarpiece were hung together.'5

1. fo r a recent biography and bibliography, see now
H. de Smedt, Nikolaus Rockox, in Nationaal Bio
grafisch Woordenboek, V, Brussels, 1972, cols.724- 
730; but a fuller account is given by H. van Cuyck, 
Nikolaas Rockox de Jongere, Annales de l ’Académie 
d ’Archéologie de Belgique, XXXVII, 1881, pp.339-45t ; 
on Rockox as an antiquarian (and 011 his Album  
Amicorum  preserved in the Rubens House in Ant
werp), see now R.W .Scheller, Nicolaas Rockox als 

Oudheidkundige, Antwerp, 1978.
2. K.d.K., p .52. for these and the following commis

sions, see above, p.84 and Baudouin, op. cit., 1977, 
pp. I 5- 2 6 .

3. K.d.K., p.2to; Rooses, II, p.07. No 290.

4. London, National Callery; Rooses, 1, p. 14 .5, N0.115.
5. Rooses, I, pp.246-247, No. 183: see M.Jafte, The Re

turn from the Flight into ligvf’t bv Beter Paul Rubens, 
Wadsworth Atheneum Bulletin, Hartford, Summer, 
toot, p.25.

6. Rooses, II, p.85, No.287.
7. See Baudouin, op. tit., 1977, pp.25-26.
8. Cf. Schoutens, op. cit., pp.364-366, with the rele

vant documents.
9. Van der Sanden, op. cit., n.2 (transcribed in AIcui- 

ballieu, Rockox-epilafium, p. 153) refers to his garb as 
indicating the office of Burgomaster: 'Op het swart 
kleedzel onder den open tabbaert, overeenkomstig 
aen het Borgermeesterlyk A m b t...', for further 
portraits of Rockox, see N.Verhaegen in Bulletin 

de l'Institut Royale du Patrimoine artistique, V, 1962. 
pp.20-21,11.1 ; on Van Dyck’s portrait ot Rockox in 
Leningrad, see M. Hendrickx, Recherches su r le por

trait de Rockox par Antoine vint Dyck, Mededelingen 
van de Koninklijke Belgische Academie, Klasse der 

Schone Kunsten, XXI, 1939. pp.07-110.
10. Van der Sanden, op. cit., 11.2 refers to these as 

indicating his rank: '. . .  is 00k aengetoond den 
ridderlyken staet door juweelen aen den gordel 
voor den degen’ ; cf. Monballieu, Rockox-epitafium, 
p.144 for further details of the present condition of 
this area in the panel.

it .  Rooses, II, p .158.
12. Cf. Baudouin, op. cit., 1977 . p.23 for a brief discus

sion of some of the implications of the omission of 
patron saints here.

13. Quoted in de Mirimonde, op. cit., 1954-0°. p.27.
14. Notice, 179ft, N0.8).
1 5. Notice, 1-ye. Nos.500-502.

20. Portrait of Adriana Perez (Fig. 51)

Oil on panel; 145 x 156cm.
A n tw e rp , K on in klijk  M u seum  voor Schone 
Kunsten. No.310.
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p r o v e n a n c e : Church of the Recollects, 
Antwerp; seized by the French Commis
sioners in Antwerp in 1794 and taken to 
the Musée Central, Paris; brought back 
to Antwerp in 1815, and deposited in the 
recently founded Museum there.

c o p y : Painting (cropped above and be
low) by Auguste Rodin, Paris, Musée 
Rodin; panel, l i t . [G.Grappe], M u sée  R o 
d in , P a ris, C atalogue, Paris, 1931, p.35, 
N0.3.

e x h i b i t e d : A n tw e rp , 18 16, N0.15; A n t 
w erp, 192 7, N0.17.

l i t e r a t u r e : San deru s, 17 2 7 , III, pp.200, 
213; D e W it, p.74; Berbie, pp.81-82; 
D escam ps, V ie, p.322; Mensaert, I, pp.204- 
205; D escam ps, Voyage, pp.195-196; J. van 
der Sanden, O u d  K onst-tooneel van A n t
w erpen, 1771, II, f.27 (Stadsarchief A nt
werp, Pfc.172; draft MS. in Plantin-More- 
tus Museum, MS.168); M ich el, 1771, p.94; 
Liste Lorraine, A n tw e rp , 1777, p.121, No.3; 
R ey n olds, pp.181-182; N otice, 1796, p.31, 
N0.83; N otice, 1799 , No.502; N otice, 1801, 
N0.508; N otice, 18 14 , No.567; O devaere, 
p.315, No.31 ; Sm ith, C atalogue R aisonné, II, 
p .15, N0.30, IX, p.246, N0.14; From entin, 
p.99; Rooses, II, pp. 159, N0.34; S.Schou- 
tens, G eschiedenis van  het voorm alige M in 
d e r b r o e d erk lo o ste r  van  A n tw erp en , Ant
werp, 1894, pp.242-243, 364-366; M ichel, 
pp.182-183; K .d .K ,, ed. R osenberg, p.74; 
D illo n , p.108, pl.LXVII; K .d .K ., pp.84 and, 
457-458; O ld en bou rg , 1922, pp. 107, 115 
124; K n ip p in g , I, p. 286, and II, pp. 195, 
260-262; E vers, 1942, pp. 138-141; A. P. de 
Mirimonde, Le trip ty q u e de l ’ In créd u lité  de 
S t Thom as de R u b en s à P a ris ( 1 7 94-1813). 
Une copie d avidien ne d u  p o rtra it de N icolaas  
R ock ox, Jaarboek, K o n in klijk  M u seu m  voor  
Schone K un sten , A n tw erp en , 1954-60, pp.25- 
29; J, v a n  den Nieuwenhuizen, A n tw erp se

schild erijen  te P a rijs  ( 1 7 9 4 - 1 8 1 5 ) , A n tw e r 
p e n , VIII, 1962, p.78; M .W arnke, K om 
m entare ç u  R u b en s, Berlin, 1965, pp.27, 84 
(note 80); E isler, pp.48-49; M o n b a llieu , 
R ockox-epitafiu m , pp. 133-155; V lieghe, 
V erslag, p.280; B a ud ou in , 1972 , pp.61-63; 
F. Baudouin, N icolaas R ock ox, ‘ v r ien d t ende  
p a tro o n ’ v a n  P eter P a u l R u b en s, Deurne, 
x9 7 7 > pp.8-10, 21-22; G len , pp.102-109, 
251; A. Monballieu, M.I. van Brée en de  
restau ra tie van R u b en s ’ sch ild erijen  in  het 
M u seu m  van  A n tw erp en , Jaarboek, K on in k
lijk  M u se u m  voor Schone K un sten , A n t 
w erpen, 197 7 , PP-3 2 5 , 331, 3 3 9 , 3 4 4 , 3 4 5 , 
351, 358; Freedberg, R u b en s as a P a in ter o f  
E pita phs, p. 59.

Adriana Perez (1568-1619), the wife of 
Nicholas Rockox, is shown on the right 
hand inner panel of the triptych. Daughter 
of Louis Perez and Marie van Berchem, 
she married Rockox on 5 September, 
1589. Their marriage was childless. Fiere 
she is shown beneath a crimson drape, 
holding a crimson rosary in both hands. 
Like her husband, she wears a white ruff 
(which is broader than his) and is dressed 
in black. Her sleeves, however, terminate 
in meticulously painted lace cuffs, and a 
double string o f beads hangs around her 
bodice and down the central seam of her 
dress.

Burchard thought that although Ad
riana Perez was still living at the time 
Rubens painted her portrait here, he did 
not paint her from the life. He suggested 
as a model the portrait he attributed to 
van Veen which was sold (along with a 
pendant portrait of Rockox) at Brussels 
(Salle du Cercle artistique), 6-8 April, 
1925, although this work, dated 1600, 
clearly shows the sitter at a considerably 
younger age than in the present por
trait.
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21-22. The Arms of Nicholas Rockox 

and Adriana Perez (Figs.52 a,b)

Oil on panel; each 145 x 56 cm.
A n tw erp , K on in klijk  M u seu m  voor Schone 
K un sten. Nos.309 and 311

p r o v e n a n c e : Church of the Recollects, 
Antwerp; seized by the French Commis
sioners in 1794 and taken to the Musée 
Central, Paris; brought back to Antwerp 
in 1815 and deposited in the newly 
founded Museum there.

l i t e r a t u r e : R ooses, U, p .159, Nos.349- 
350, M onballieu , R ockox-epitafiu m , pp. 143- 
144; G len , pp.102-103; b'reedberg, R u ben s  
as a P a in ter o f  E pita phs, p. 59.

The left hand outer panel of the Rockox 
triptych shows the arms of Nicholas 
Rockox (or, a fe s s  gu les betw een three w ater- 
lily  leaves vert; crest: on a w reath o f  the 
colours a p a ir  o f  w in gs erect or, each w ing  
charged as the sh ield ), while the right hand 
outer panel shows those of Rockox and 
Adriana Perez on a lozenge (Rockox as 
above impaling quarterly 1 and 4 argent 
an eagle sable d ebru ised  by a bend argent;  
2 an d  3 barry o f  s ix  o r an d a çu re). The arms 
of the person or persons commemorated 
may be found on any number of earlier 
Netherlandish epitaph paintings.

Beneath each shield a putto’s head sur
mounts a scrolly cartouche, from which 
hang almost identical garlands of fruit. 
The heads of the putti may well be by 
Rubens himself; the rest— especially the 
coat o f arms— is probably the work of an 
assistant. There are a number of penti- 
menti around the heads of the putti, 
while the surfaces of the cartouches are 
rough and appear to have been over
painted. It is possible that the latter once

contained— or were intended to con
tain— inscriptions.'

I . Cf. Monballieu, Rockox-epitafium, pp .143-144.

23. The Giving of the Keys (Fig. 53)

Oil on canvas; 182.5 x 1 5 9  cm.
Berlin ( D D R ) , Bode M u seu m . N0.B116.

p r o v e n a n c e : Kapellekerk (Notre Dame 
de la Chapelle), Brussels; bought by Ger
rit Braamcamp (Amsterdam, 1699-1771) 
in 1765; Braamcamp sale, Amsterdam, 
31 July, 1771, lot 193; bought byJ.B. van 
Lankeren; van Lankeren sale, Antwerp, 
18 August, 1835, lot 87; bought by Rege- 
morter for C.J.Nieuwenhuys; bought 
from the latter by Lord Northwick (John 
Rushout, 2nd Baron Northwick, 1770- 
1859) in 1836; Lord Northwick sale, Thirle- 
stane Flouse, Cheltenham (Phillips), 
23 August, 1859, lot 1711; bought again 
by C. J. Nieuwenhuys ; Lt. Col. W. L. Grant 
sale, London (Christie’s), 18 June, 1881, 
lot 115; bought by a ’ Dutch dealer; Po
temkin collection, Brussels, between 1882 
and 1895; Valentin Roussel sale, Brussels, 
14 June, 1899, lot 25; bought by Sedel- 
meyer; Sedelmeyer, Paris, The seventh 
hundred old master paintings, 1901, 
N0.38; W.R. Bacon, New York, c.1905; 
Blakeslee, New York, c.1908-12; Marczell 
von Nemes sale, Munich (Mensing, M ül
ler, Cassirer and Helbing), 16-19 June, 
1931, lot 70; A.S.Drey, Munich, 1931-33; 
Dresdener Bank, forfeited security; trans
ferred by the State to the Berlin Museum 
in 1936.

c o p i e s :  (1) Painting (made in 1765 to take 
the place of the original work), Brussels, 
Notre Dame de la Chapelle; canvas, 
C . 1 8 0 X  157 cm. l i t .  M ichel, t y j i ,  pp.6i- 
63,72; (2) Painting by B. Beschey, Madrid,

C AT A L O G U E  NOS.  21-23

91



CAT AL OG U E  NO.  23

private collection; copper, p r o v .  ?Be- 
schey sale, Antwerp (Caudron) i July, 
1776, lot 28; since 1940 in a private collec
tion in Madrid; l i t .  M.Diaz Padrón, 
V arios p in tores flam encos : H em essen, Scorel, 
Pietro de Lignis, G .C r a y e r  y  B.Beschey, 
A rchivo  espaiïol de A rte, Lil, 1979, p p.ii8 - 
120 (repr.); (3) Painting, whereabouts 
unknown; canvas; pre-war photograph in 
W itt Library, Courtauld Institute, Lon
don, with ‘ Lem on C ollection  inscribed 
on the mount; (4) Engraving by P. de 
Jode; dedication (on second state): C ele
berrim o excellentissim oque in arte pictoria  
viro Joann i Breughelio qu i hanc tabulam  in  
aeternam  p a tr is  su i P etri Breugelii p ictoris  
clarissim i m em oriam  adm irabili Pel. Pauli. 
R uben ii opera depictam , erigi cu ra vit; a ffin i
tatis et benevolentiae hoc sym bolum  aeri 
in scu lptu m  D .D .  P etru s de Jode (V .S ., p.32, 
N 0 S .1 7 8 - 1 7 9 ) .

e x h i b i t e d : E xhib ition  o f  P ictures by 
Ita lian, Span ish, Flem ish, D u tch  an d French  
M a sters, British Institution, London, 1837, 
N0.81; E xposition  de la Société néerlandaise  
de Bienfaisance, 1882, N0.188;1 Brussels, 
1910 , N0.332; E xhib ition  o f  Flem ish A rt, 
Budapest, 1927 (repr.); A n tw erp . 1930, 
N0.242; D rei Ja hrhu n d erte  Fläm ische K unst, 
1 4 0 0 -1700, Sezession, Vienna, 1930, N0.7.

l i t e r a t u r e :  D escription  de la V ille  de 
B ruxelles, Brussels (G.Fricx), ed. 1743, 
p.122; M ensaert, I, p.46; J. F. de Bastide, Le 
T em ple des A r ts  ou le C abin et de M .B ra a m -  
cam p, Amsterdam, 1766, pp.34-36, 79, 80; 
D escam ps, Voyage, p.47; M ichel, 1 7 7 1 ,  

pp.61-63, 72; Sm ith, Catalogue R aisonné, II, 
p.52, N0.146; IX, pp.258-259, N0.67; Blanc, 
T résor I, p.475; D e Bruyn, pp.254-256; 
Rooses, II, pp.35-36; N0.258; V, p.324; 
M.Rooses, in R u bens-B u lletijn , II, 1885, 
p.87; M.Rooses, in R uben s-B u lletijn , IV, 
1896, p.271; K .d .K ., ed. Rosenberg, p.76; 
D illo n , p. 109, pl.LXIII; W.R.Valentiner,

Gem älde des R u ben s in  A m erika, Z eitschrift 
f ü r  bildende K u n st, XXIII, 1912, p.183;
A. Graves, Art Sales, III, London, 1921, 
p.120; K .d .K ., p.86; O ld en bou rg , 1922, 
p.107; B urckhardt, ed. G erson, pp.87, 176, 
n.91 ; Clara Bille, D e Tem pel der K u n st o f  
H el K abin et van den H eer Braam cam p, 
Amsterdam, 1961, I, pp.39, 78-79, II, 
pp.46, 115; Müller H ofstede, Beiträge, 
pp.311-312; J.Müller Hofstede, A braham  

Janssens. Z u r  P roblem atik des fläm ischen  
C aravaggism us, Jahrb u ch  der B erliner M u 
seen, 1971, p.274; G ien, pp.109-111,261-262 
[I. Geismeier], Staatliche M u seen  ç u  Berlin, 
G em äldegalerie. H olländische u n d  fläm ische  
G em älde d es siebzeh n ten  Ja h rh u n d erts im  
B ode-M useum , Berlin, 1976, p.71, N0.B116; 
Freedberg, R ubens as a P a in ter o f  Epitaphs, 
p.63; H erm ann-Fiore, p .i i i ,  112.

Christ gives the keys to Peter; with his 
left hand he gestures upwards. Four of the 
other apostles are represented here. Un
like the painting in the Wallace Collection 
(N0.24), no sheep areshown.The Berlin pic
ture must thus be connected in the first 
instance with the account of the Giving of 
the Keys in Matthew XVI, 13-19, verse 19 
in particular: ‘And I will give unto thee 
the keys of the kingdom of heaven : and 
whatsoever thou shalt bind on earth shall 
be bound in heaven : and whatsoever thou 
shalt loose on earth shall be loosed in 
heaven’. But as Christ is shown with the 
wound in his side, and wears a white loin
cloth beneath his red mantle, the scene—  
despite the absence of the sheep— is prob
ably to be taken as that moment, a fter  the 
Resurrection, in John XXI, 15-17 (‘. .. Feed 
my sheep’) traditionally assumed to re
present the fulfilment of the promise 
made in the earlier passage.2

Peter, as often in these scenes, wears 
yellow; the apostle next to him is in
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green.3 None of the onlookers can be 
identified with certainty, with the prob
able exception of the youthful figure 
of St John the Evangelist, who wears red. 
They are types which occur in many works 
by Rubens, especially in those painted 
round 1612 and the years following shortly 
after.4 The head of Christ is the same as 
that in the epitaph paintings for Nicholas 
Rockox (No. 18, Fig.48) and Nicholas Da
mant (No.24, Fig.54), with which the pres
ent work shares a number of further 
characteristics, such as the reduction in 
the number of protagonists in the scene, 
the relief-like grouping of three-quarter 
length figures against a plain dark back
ground, the large expanses of relatively 
undifferentiated colour in the draperies, 
and so on.5 The composition shows a tend
ency towards, rather than a relaxation of 
the austerity of both these works: it is less 
compact than either of them; there is 
some variation in the lighting of the back
ground ; and so it is perhaps to be dated 
a little earlier than the Rockox epitaph 
painting (Nos. 18-22) completed in 1615. 
A date of c. 1013—1 ç may therefore be 
suggested.

The painting comes from the funeral 
monument of Pieter Bruegel 1 and his 
wife Maria Coecke in the third chapel of 
the south aisle of Notre Dame de la Cha
pelle in Brussels. It was commissioned by 
Jan Brueghel the Elder and later restored 
by David Teniers III, grandson of Jan 
Brueghel, as recalled by the following 
inscription (still in situ) :

‘PetroBruegelio exactissimae industriae 
artis venustissimae Pictori quem ipsa 
rerum parens natura laudat peritissimi 
artifices suspiciunt aemuli frustra imi
tantur itemque Mariae Coucke ejus 
conjugi Joannes Breugelius parentibus 
optimis pro affectu posuit. Obiit ille 
MDLXIX haec MDLXXXVIII. D. Teniers

Jun. ex haeredibus renovavit a° 

MDCLXXVI’.6
The back of the painting is said to have 

contained a further inscription: 'Petrus 
Paulus Rubens pinxit David Teniers ex 
haeredibus renovavit anno 1670’,7 but no 
such inscription is now to be seen.

On 27 September 1765 the church war
dens of Notre Dame de la Chapelle 
decided to sell the work— despite the pro
tests of the Bruegel heirs—  in order to 
defray some of the expenses involved in 
recent works of construction and restora
tion to their church.8 The purchaser was 
required to replace it with a copy, and 
that copy has remained there until this 
day (although it now has a nineteenth cent
ury frame and commemorative plaque). 
It was probably through the agency of 
J.-P.Tassaert that Gerrit Braamcamp 
bought the original work9 which then 
passed through the hands of many owners 
in the nineteenth and early twentieth 
century (as recorded under Provenance 
above), before its acquisition by the Ber
lin Museum in 1936.

The work remains in very good condi
tion, with only slight damage visible along 
the vertical join in the panel about one 
third along from the left hand edge. 
There are no major paint losses or penti- 
menti. In the colouring, firm modelling 
and overall handling of the paint, the 
work is remarkably similar to the Damant 
epitaph painting in the Wallace Collec
tion (N0.24, Fig. 54). It should be noted 
that the work is in fact on panel, and not, 
as recorded by Oldenbourg and others, 
on canvas.

A copy of either this work or the fol
lowing one made by the Antwerp painter 
Balthazar Beschey (1708-76) and mea
suring C.73 x  60cm. wassoldattheBeschey 
sale, Antwerp (Caudron), 1 July, 1776, lot 
28 ;10 if this one, then presumably it is to
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be identified with the painting from a 
Madrid private collection recently pub
lished by Diaz Padrón.11 A wash drawing 
by Fragonard after a representation of 
this subject by Rubens (again either the 
present or the following work) was sold 
at the Gros sale, Paris, 13 April, 1778, 
lot 7 7 .u

1. Cited by M.Rooses, in Rubens-Bulletijn, II, 1883, 
p.87; but it has not been possible to identify this 
exhibition more precisely.

2. For full details of the iconography of this subject, 
see the following entry, N0.24.

3. These colours may also be seen in the copy of the 
w ork at present in Notre Dame de la Chapelle.

4. Compare too the heads in the Apostolado Lerma 
series of c.1610-12 (Vlieghe, Saints, I, Nos.7-18), 
where, in addition, one finds a similar variation in 
the handling of the hair, from a smooth chestnut 
to a curly white.

5. For a discussion of these stylistic features, to be 
found on almost all of Rubens's epitaph paintings 
in the years between 1612 and 1618, see Freedberg, 
Rubens as a Painter o f  Epitaphs, pp,69-7i.

6. This inscription now appears to be on a 19th 
century tablet, but it may be assumed that it re
produces the earlier one.

7. Recorded by M.Rooses, in Rubens-Bulletijn, IV, 
1896, p.271.

8. De Bruyn, pp.254-255.
9. Ibid., p.255.

10. A  copy by Beschey after the Rockox epitaph 
(N0.18) also appears to have been sold at this sale; 
cf. p.85 above, 

i t .  M. Diaz Padrón, Varios pintores flamencos : Hemessen, 

Scorel, Pietro de Lignis, G. Grayer y  B. Beschey, Archivo 
espanol de Arte, LII, 1979, p.120.

12. Recorded in A.Ananoff. L ’Œuvre dessiné de Jean- 
Honoré Fragonard (1732-1806), III, Paris, 1968, p.173, 
N o.1789.

24. Christ’s Charge to Peter (Fig.54)

Oil on panel; 141 x 115 cm.
London, W allace C ollection. N0.P93.

p r o v e n a n c e : Church of St Gudule, 
Brussels; ?sold c.1800 to Lafontaine; 
W .Champion; Pinney;1 bought by C.J. 
Nieuwenhuys for the Prince of Orange on 
31 May, 1824; ?Richard Westall; King

W illiam II sale, The Hague, 16 August, 
1850, lot 63; bought by Mawson for the 
Marquis of Hertford.

c o p i e s : ( i ) Painting attributed to Van 
Dyck, c. 1618-20, Pittsburgh, Carnegie 
Institute, Museum of Art; canvas, 141 
x 117 cm. PROV. bought from the painter 
and dealer Pieter Casteels (Antwerp 
1684-Richmond 1749) by James Stanley, 
i oth Earl of Derby, before 1728 ; remained 
from then until 1954 at Knowsley Hall, 
Lancashire; sale, London (Christie’s), 
8 October, 1954, lot 134; bought by 
F.Lloyd; Marlborough Gallery, London; 
gift of Mrs George L. Craig to the Carne
gie Institute Museum of Art, Pittsburgh, 
in m emory of Samuel B.Casey; e x h . 

British Institution, London, 1855; Grosve- 
nor Gallery, London, 1887, N0.137; V A r t  
et les S ain ts, Musée des Beaux-Arts, Mon
treal, 1965, N0.76. l i t . C atalogue o f  P ictu res  
a t K now sley  H a ll, 1729; Sm ith, C atalogue  
R aison né, II, p.51, under No. 145; G. Scharf, 
C ollection  o f  P ictu res a t K now sley  H all, Lon
don, 1875, p.29, N0.58; L.Cust, V a n  D y ck, 
London, 1900, p.247; N0.11; Communi
cation by Hofstede de Groot to M.Rooses, 
in R u b en s-B u lletijn , V, 1897-1906, pp.273- 
276; K.Casey Craig, A n th o n y  van D y ck:  
P o rtra its a n d  Religious P ictu res, C arnegie  
M a g a zin e , XXXVIII, January, 1964, pp.23- 
26 (repr.); (2) Fragment of V en u s an d  
C u p id  in a P ic tu re  G allery, painting by Jan 
Brueghel, Philadelphia, John G.Johnson 
collection,N0.656; copper, 58.5x 89.3 cm .; 
(3) Painting, Mainz, H.Klenk collection; 
canvas, 15 7x12 4 ; p r o v . sale, Berlin 
(Lepke), 13 April, 1908, lot 58. exh . W erke  
a lter M eister  au s P r iv a tb e sitz , Gutenberg 
Universität, Mainz, 1969, N0.69. l i t . 

R. Hamann-Maclean, W erke A lte r  M eister  
. . .  N achtra g. K ritische A n m erku n g en , E r 
g ä n zu n g en  u n d  K orrekturen , K leine Schriften  
d er G esellschaft f ü r  b ildende K u n st in  M a in z ,
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37a, 1969, pp.22-23; (4) Painting, where
abouts unknown; canvas, 138 x  116 cm. 
p ro v . Ostende, private collection, in 1959 ; 
photograph in Burchard documentation, 
Rubenianum, Antwerp; (5) Painting, 
whereabouts unknown, p ro v . Frankfurt, 
Franz Wiesner, in 1927; photograph in 
Burchard documentation, Rubenianum, 
Antwerp; (6) Painting, partial copy of the 
heads of Christ and the apostle standing 
next to him, whereabouts unknown; 
canvas, 42 x  51 cm. p r o v . London, F.A. 
Szarvasy collection; sale, London, (Chris
tie’s), 10 December, 1948, lot 55; (7) 
Drawing, possibly by van Dyck (Fig.55), 
Rotterdam, Museum Boymans-van Beu- 
ningen; pen and brown ink, 1 6 . 5 X  14.3cm; 
the following notes written on the draw
ing: (above the head of the apostle on the 
left) D e sonne met de keers gem engt ; (on his 
mantle) p u r p e r ; (on Peter’s mantle) geelt 
(below Peter’s neck) blau ; (above his head) 
dach; (above the apostle next to Christ) 
dese tronyie van datse daer ghebede is ge
sch ild ert op de keers gem ingelt m et die vlache 
so n n e ; (to the right of Christ’s head) 
dese figure w as geschildert op eenen stercken  
d a c h ; (referring to Christ’s drapery, on 
the right) w it.2 p r o v . F.J.O.Boymans 
(Maastricht, 1767— Utrecht, 1847). l i t . 

M ü lle r  H ofstede, Beiträge, pp.308-313, 
No. 12; (8) Etching by P.Spruyt ( V .S ., p.33, 
No.185); (9) Engraving by F. Eisen ( V .S ., 
p.32, No. 181; (10) Engraving by J.Hunin 
(V.S., p.32, N o.182); (11) Engraving by 
J.L.Krafft (V .S ., p.32, N0.183); (12) En
graving by A. Cardon (V .S ., p.33, No. 186).

e x h i b i t e d : ?British Institution, London, 
1824, No. 104; P a in tin g s an d  other w orks  
o f  A r t  len t fo r  E xhib ition  in  the Bethnal 
G reenB ran ch  o f  the South K ensington M u seum  
by Sir R ichard  Wallace, Bethnal Green 
Museum, London, 1872-74, N0.114.

l i t e r a t u r e : M en sa ert, I, p.75; D escam ps,

Voyage, p.38; M ichel, i j i t ,  pp.61-63; J. A. 
Rombaut, Het V erheerlijkt B russel, Brus
sels, 1771, 1, pp.186—189; R eyn olds, p .146; 
Forster, I, pp.487-488; Sm ith, Catalogue  
R aisonné, II, pp.51-52., N o.145; C.J.Nieu- 
wenhuys, A  R eview  o f  the Lives and W orks  
o f  some o f  the most em inent painters, etc., 
London 1834, pp.201-204; C.J.Nieuwen- 
huys, D escription  de la collection des ta b lea u x  
qu i ornen t le p a la is de S .A .R . M g r. le Prince  
d ’ O ran ge d B ruxelles, Brussels, pp.63-64, 
N0.32; C.J.Nieuwenhuys, D escription  de 
la G alerie des ta b lea u x de S . M .  le R oi des 
Pays-Bas, Brussels, 1843, pp. 13 5-137, N0.60 ; 
H en n e-W a u ter s , III, p.267; W aag en , T rea s
ures, II, p .157; H. de Bruyn, T résor a r tisti
que de la collégiale de Ste G u d u le  à B ruxelles, 
B ulletin  des com m issions royales d 'a rt et 
d 'archéologie, X, 1871, p.93; D e Bruyn, 
pp.12-13; Rooses, II, pp.160-162, No.351; 
D illo n , p .109; K .d .K ., p.71; O ld en bou rg , 
1922, pp. 107, 125, pl.70; W allace Collection  
C atalogues. P ictu res and D ra w in g s, London, 
1968, pp.290, 291, N0.P93; J. Müller Hof
stede, A braham  Jan ssen s. Z u r  P roblem atik  
des fläm ischen  C aravaggism us, Ja hrbu ch  d er  
Berliner M u seen , 1971, p.274, n.221 ; Vlieghe, 
Sain ts, I, p.32; J.Müller Hofstede, Tw o  
U n published  D ra w in g s by R ubens, M a ster  
D ra w in gs, XII, 1974, p. 135; J.Held, Some 
R u ben s D ra w in g s u nknow n  or neglected, 
M a ster  D ra w in g s, XII, 1974, p.260, No.23; 
G len , pp.109-114, 259; Freedberg, R u b en s  
as a P a in ter o f  E pita phs, pp. 59-63 et passim  ; 
H errm ann-Fiore, pp. 111-112.

Christ is shown giving the crossed keys to 
Peter with his right hand ; with his left he 
points to the sheep in the lower right cor
ner of the painting. Only three of the other 
apostles look on. The wound in Christ’s 
right side is visible, and he wears the white 
mantle characteristic of his life after the 
Passion. The scene therefore represents
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the fulfilment in John XXI, 15-17 ('• • • heed 
my sheep’) of the promise expressed in 
Matthew XVI, 13-19 (‘... And I will give 
unto thee the keys of the kingdom of 
heaven: and whatsoever thou shalt bind 
on earth shall be bound in heaven: and 
whatsoever thou shalt loose on earth shall 
be loosed in heaven’). By Rubens’s time 
this conflation of the two scenes (the first 
of which took place before the Resurrec
tion) had become traditional, both in the 
liturgy and the commentators, and it re
ceived its most notable expression in the 
sixteenthcentury in Raphael’s tapestry de
sign of the same subject— without which 
Rubens’s whole conception is unthinka
ble .3 But it is most unusual— if not entirely 
unprecedented— for this conflation to 
occur outside the context of the Prim a tus  
P etri. The two keys, here so consciously 
differentiated by colour (brown and 
steely grey), usually symbolize the two 
degrees of remission, but they may also 
have further connotations of rank and 
status.4

The identification of the three apostles 
who look on cannot be established with 
certainty. The young man in the centre 
should probably be identified as St John 
the Evangelist, but there are no consistent 
points of reference for the other two. The 
apostle on the left has a facial type similar 
to the St James the Greater in the A posto- 
lado Lerm a,5 but while that series shows a 
similar treatment of physiognomic types, 
it cannot be regarded as sufficient evi
dence for specific identifications. Very 
similar faces occur in the Rockox epitaph 
painting (No. 18; Fig.48), but not even 
their identities can be regarded as alto
gether certain.6

Christ is clothed in a white mantle 
which turns to shadow especially around 
the outer contours. Peter is in yellow, 
while the apostle on the left has a grey

mantle over a deep green dress. The 
apostle in the centre, on the other hand, 
is clothed in a great expanse of red, which 
is reflected everywhere in the flesh tones 
adjacent to it. This type of light effect may 
be contrasted here with the treatment of 
the shadows, which are extensive and 
vary considerably in depth. Although the 
painting is rather dirty and has been 
discoloured by layers of old varnish, its 
overall condition does not appear to be 
as bad as it has often been claimed to be, 
ever since the eighteenth century.7 There 
are, however, numerous small paint 
losses, and the paint has worn very thin in 
parts, especially on Peter’s right hand and 
towards the right side of the picture. 
Some restoration has taken place, most 
obtrusively the black outline on the 
ridges of Christ’s drapery, and along the 
lower contours of his right arm and of 
Peter’s hands. In areas such as Peter’s 
green-blue garb beneath his mantle, the 
painting has darkened considerably.

Rubens has once again chosen one of 
Christ’s appearances to his apostles after 
the Resurrection as a suitable scene for an 
epitaph painting. As in the case of the two 
other examples dealt with in the present 
volume— the G iv in g  o f  the Keys from the 
Bruegel tomb (N0.23; Fig.53) and the 
In cred u lity  o f  S t Thom as from the Rockox 
epitaph (No. 18 ; Fig.48) only a small group 
of apostles is represented and the scene 
is almost entirely stripped of anecdotal 
elements. The effect o f concentration is 
heightened by the fact that the figures are 
seen in three-quarter length, standing 
out in austere relief against a plain dark 
background. The composition itself is a 
highly concentrated one, with the figures 
occupying a large proportion of the pic
ture space, and in this case extending to 
both sides of the scene. These features, as 
well as the firm modelling and unrelieved

96



C A T A L O G U E  NO.  24

expanses of drapery, all reflect Rubens’s 
continued interest in certain Caravag- 
gesque compositions (again the influence 
of Caravaggio’s In cred u lity  o f  St T hom as8 
is notable) in the years immediately after 
1612.9 The physiognomic types, as noted 
above, may be compared to a number of 
heads in the A p osto la d o  Lerm a, and the 
compositional idea is very close indeed to 
the painting for the Rockox epitaph 
(N0.18; Fig.48). That work is securely 
dated to 1613-15; the present one must 
therefore date from these years or per
haps slightly after. The slightly later date 
is probably to be favoured, because of the 
still greater concentration of the com
position:10 the figures are cut oft on all 
three sides, and their heads, arranged in 
an almost isocephalic row (with the 
exception of St Peter), reach almost to the 
upper frame. Stylistic considerations, 
therefore, suggest a date that can hardly 
be earlier than 1614 and probably no later 
than 1616. These dates are largely borne 
out by what is known about the original 
location and commission of the work.

All the eighteenth-century sources 
make it clear that the picture hung above 
a small altar on the right of the entrance to 
the chapel of the Miraculous Holy Sacra
ment in St Gudule in Brussels, where it 
served as an epitaph to Nicholas Damant.11 
Having trained as a lawyer, Damant 
(c. 1531-27 July, 16X6) was rapidly promot
ed in the service of the Duke of Alba and 
the Archduke Ernest, before becoming 
President of the Council o f Flanders in 
April 1585. Two months later he was made 
Chancellor of Brabant, and in 1587 became 
a member of the Council of State. Called 
to Madrid, he served as G arde des S cea u x  
for the affairs of the Netherlands until 
1596, when he was sent back to Brussels 
as an advisor to the Archdukes Albert and 
Isabella, which he remained until his

death in 1616.12 It is perhaps worth re
marking that although he enjoyed the 
favour of Philip II and his regents in the 
Netherlands, and had a reputation for 
being devoted to them, Balthasar Zuniga 
wrote of him to Philip III in 1603: ‘no lo 
tengo por muy espanol’.13

No documents relating to the actual 
commission of this work survive. Strictly 
speaking, one cannot exclude the possibi
lity that the work was commissioned after 
Damant’s death. But the stylistic charac
teristics discussed above all point to a date 
certainly no later than 1616, the year in 
which he died and which may be taken as 
a term inus ante quem . As the inscription 
below the painting'4 made no mention of 
descendants or relatives, it seems most 
likely that the work was commissioned 
by Damant himself in the two years or so 
before his death (his wife Barbara Brant 
had already died in 1591).15

But why should a representation of the 
G iv in g  o f  the K eys have been chosen ? Apart 
from the general suitability of one of 
Christ’s appearances after his Resurrec
tion for an epitaph monument, the answer 
is not immediately apparent. It may be, 
however, that the painting is to be under
stood as a reference to certain aspects of 
Damant’s role in political life. In 1585 he 
was appointed to the presidency of the 
judiciary body of the Council of Flanders, 
but the members of that body objected to 
his appointment on the grounds that he 
had been born in Brabant.16 The step was 
then taken of granting him the privilege 
of ubique n atus, on the grounds that his 
father had also been in the service of the 
state, thus rendering the objections 
invalid. It seems possible, therefore, that 
the present subject was intended as a 
final justification of his office, especially 
in view of the notion, emphasized by the 
symbolic significance of the keys, that
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political office, like religious office, ulti
mately depended on the order of God.’7 
And even if a recollection of this particu
lar episode was not intended, it is worth 
recalling that the investiture with the 
keys was regarded as conferring both the 
clavis o rd in is  and the clavis iu risd ictio n is,l8 
or as the clavis d iscern end i scien tia  and the 
clavis p o ten tia  iu d ica n d i.'9 Although these 
interpretations are unusual outside the 
ecclesiastical context, their relevance to 
the offices held by Damant (including 
that of G arde des Sceaux) can hardly have 
been overlooked.

One additional factor should be taken 
into account in seeking an explanation 
for the choice of subject here. It appears 
that Damant’s father, who was named 
Peter (and who had been a chancellor of 
Charles V), was buried in front of the same 
altar. This was recorded on the same 
inscription which reveals that Damant 
had restored the tomb of his mother and 
father after its destruction by the icono
clasts in 1581.20 The Petrine subject here 
may therefore have been intended to re
call— at least partially— the burial of 
Peter Damant on the site and the subse
quent restoration of his tomb. But it 
cannot have been the main motivation 
for the subject; that is most likely to be 
found in the political career of Nicholas 
Damant.

There is no foundation for De Bruyn’s 
assertion21 that the work was given to the 
Church of St Gudule at the end of the 
eighteenth century by Baron Cuypers de 
Rymenam— unless the assertion is taken 
to refer to a copy of the original which 
served as a replacement for it after it had 
been sold.

A painting of this subject by Rubens 
belonging to Richard Westall was exhi
bited at the British Institution in 1824, 
No. 104. If that work is to be identified

with the present one, then Westall should 
naturally be added to the list o f owners 
recorded above.

1. Pinney and W .Champion are two regrettably 
vague references; but Nieuwenhuys himself stated 
that he bought the work from Pinney, who in turn 
had it from W . Champion (C.J. Nieuwenhuys, op. 
cit., 1834, p.204). These two names are also given 
by Smith, Catalogue Raisonné, II, p.52, who, however, 
omits the unlikely name of Richard Foster, given 
by Nieuwenhuys (C.J.Nieuwenhuys, op. cit., 1834, 
p.203) as the purchaser of the work from Lafon
taine.

2. These notes, therefore, all correspond to the 
colours and lighting o f the original work. For a 
discussion o f their meaning and significance, see 
M iiller  H ofstede, Beiträge, p.309.

3. D ussler, p .100 and pls.173,174. For a full discussion 
of the conflation of these passages, together with 
early Christian, medieval and contemporary 
sources, see J.Shearman, R a p h a el's  Cartoons in the 
Collection o f  H er M a jesty  the Q ueen and the Tapestries 

f o r  the Sistine C ha pel, London, 1972, p.65 and notes; 
for precedents in the visual arts, see C. G. Stridbeck, 
R aphael Studies II. R aphael and the T ra dition  (Stock
holm Studies in  the H istory o f  A r t ,  8), Uppsala, 1963, 
pp.61-62 andF.Ronig, D ie Buchm alerei des 1 1 .  un d
12.Jah rh un d erts in V erdu n , A a chen er K un stblätter, 
XXXVIII, 1969, p.154. In Rubens’s time, texts such 
as Cornelis a Lapide, Com m entarii in Scripturam  
S a cra m ,V III, Lyons-Paris, 1864, p.3i9 (C om m entaria  
in  M a tt .X V I )  provide further evidence for this 
combination of the two passages cited here ; cf. also 
J.Poeschke, Schlüsselübergabe an  P etru s, in Lexikon  
christl. Ikon., IV, cols.82-85.

4. Cf. J.Shearman, op. cit., p.66 for a full discussion; 
Cornelis a Lapide, op. cit., Com m entaria in  M a tt. 
X V I, 19 , p .319 suggests they signify the ‘summa 
potestas tum  ordinis tum  iurisdictionis in totam 
Ecclesiam’, thus returning to a distinction made by 
Thomas Aquinas, Sum m a, A d d itio n es ad tertiam  
p a rtem , Q uaestiones X V 11- X X 11; but see pp.97-98 of 
the present entry for a further discussion o f the 
iconography of the keys and their possible rel
evance to the commission of the work.

5. Vlieghe, Saints, I, N0.9, Fig.26.
6. Cf. pp.83-84 and n.5 above, under No.18.
7. Cf. M ich el, 1771, p.63, who notes an early restora

tion, and the Catalogue o f  P ictures and D raw in gs in 
the W allace Collection, 16th edition, London, 1968, 
p.290.

8. Friedländer, Caravaggio Studies, No.17a, pl.22.
9. Cf. pp.45 and 85 above, under Nos.8 and 18 for 

other instances of Rubens’s interest in Caravaggio 
as evidenced by works discussed in the present 
volume.

10. In this case one would have to assume that this
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aspect o f the work precedes (as seems likely) the 
compositional relaxation visible in works of the 
latter half of the decade.

jj.R o m b au t, op. cit., pp.180-180; cf, also notes 14 
and 15 below.

12. Al! these details may be found in the article 011 
Damant by L. Galesloot, in Biographie nationale tie 
Belgique, 111, Brussels, 1872, cols.047-040.

13. H.Lonchay and J.Cuvelier, Correspondance de la 
Cour d'E spagne su r les affaires des Pavs-Bas au ,\Vdie  
siècle, I, Précis de la correspondance de Phillipe III 
( 1598-1621 ), Brussels, 1923, p. 128; lor earlier letters 
mentioning Damant, seeJ.Cuvelier andH.Lefèvre, 
Correspondance de la C o u r d 'E spagn e su r les affaires 
des Pays-Bas, V I (supplém ent), Brussels. 1937, pp.10, 
22, 100.

14. 'Et aeternae Memoriae Nobiliss. Conjug. NICO
LAI DAM ANT, Equitis Aurati, Yicc-Comitis 
Bruxell. Ottenies, Bauwel, &i Olmen Toparchae. 
Quent Flandrica primum Curia Praesident suum 
habuit, dein Brabantica Cancellarium, Hispania 
apud potentissimum Regem Philippum Secun
dum, Summis Belgarum Rebus Praefectum, öc 
haec Belgica iterum Serenissimis Principibus A l
berto & Isabellae a Concilio Status; Et BARBARAE 
BRANDT Foeminae incomparabilis, quae dum ad 
remota terrarum Maritum comitatur, ante redi
tionem ejus, terras reliquit. Obiit iste anno ioio 
7 Julii, lila Madritii 15m postridie Nonas Sextiles.’ 
(Basilica ßru.vt’lieiiviv .vire m onum enta antiqua inscrip
tiones et coenotaphia . . . .  Mechlin, 1743, pp.73-74). 
The same inscription with a few minor variations 
is recorded in Rombaut, op. cit., pp.187-188.

15. Rom baut, op. cit., p. 187 specifically states that ‘ Deze 
Schildery is gemaekr by last, en diend voor een 
Graf-teeken aen het Graf van den Heere Kanadier 
Damant’.

io. L.Galesloot. op. cit., col.648.
17. A suggestion first made by Müller Hofstede, op. 

cit., 1974, p. 135-
18. Thomas Aquinas, Sum m a. A d d itiones ad tertiam  

partem , Quaestiones X VU-.\XJI.
19. Cf. Petrus Lombardus, Sententiae, Book IV, dist. 

XVIII (P.L., CXC1I, cols.885ft'.); both this source and 
the one given in the preceding note are cited in the 
illuminating discussion by Shearman, op. cit., 
p.66 of the symbolic significance of the keys.

20. 'D.O.M. Generis Nobilitate, morum vitaeque inte
gritate clariss. PETRO DAM ANT atqiie ANNAE 
BAVAE, Parentibus opt. mer. Monumentum hoc 
prius cooperculo aeneo decoratum, sed in devasta
tione templorum in hoc Belgio anno CD.ID.LXXXI 
ab konocmachis sublatum, grati Haeredes Liberi 
restaurarunt. Obierunt, hic XIX Julii, .111110 salutis

Christianae CI3 .D.LXVM , illa XXVII Mai anno 
M DL1X. Tu qui transis, ÖC haec legis, piis Manibus 

bene adprecare. Ita posteri tibi’ (Basilica B ruxellensis  
(see above, note 14), p.74; the same text given with 
slight variations in Rombaut, op. cit., pp.188-189). 
On Peter Damant, see L, Galesloot, op. cit., coi.647.

21, P e  Bruyn, p.13, followed by H.Velge, L ’Eglise 
collégiale de Saint .Michel et Sainte G itdu le, Brussels, 
s.d., p.298.

25. Christ’s Charge to Peter: Drawing

? Pen and brown ink and bistre wash; 
approximately 27 x 20 cm.

W herea bou ts u n k n o w n ; p resu m ably  lost.

c o p i e s : ( i ) Drawing (Fig.50), Hamburg, 
Kunsthalle, lnv.N0.22,443; pen and brown 
ink with bistre wash over black chalk, 
27.2 x 20.4. cm. p r o v . ?John Barnard 
sale, London (Phillips), it> April, 1798 et 
seqq., lot 294;1 W.Roscoe sale, Liverpool 
(Winstanley), 23 September, 1816 et seqq., 
lot 480; sold to Watsond l i t . M.jaffe, 
F igu re D ra w in g s a ttrib u ted  to R u b en s, Jor-  
d aens, an d  Dossiers in the H am burg K u n st- 
halle, Jahrbu ch  d er H am burger K un stsa m m 
lu n gen, XVI, 1971, pp.47-48, n.30; J. Müller 
Hofstede, T w o U npublished D ra w in gs by R u 
bens, M a ster  D ra w in g s, XII, 1974, pp.133 to 
137, pl.6; J.Held, Som e R uben s D ra w in g s—  
U n kn ow n  or N eg lected , M a ster D ra w in gs, 
XII, 1974, p.254; (2) Drawing, Paris, 
Louvre, Cabinet des Dessins, Inv. 
N0.20330; pen and brown ink and bistre 
wash, 27 x20,8 cm. l i t . Lugt, D essitis  

fla m a n d s, II, 194g, p.50, N0.1198.

W hile it is clear that the drawing in Ham
burg, Copy (1), Fig.56, is closely based on 
an original by Rubens, it cannot itself be 
regarded as autograph. The hatching 
throughout lacks the subtlety and sensi
tivity characteristic of Rubens’s own draw
ings (one may note, for example, the 
eyebrows and facial hair of the apostle on 
the extreme left, as well as the shading 
round the nose of the Evangelist), and the 
drawing in every element of the compo
sition is either too pedestrian or too weak
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(notably in the treatment of the clouds on 
the left and in individual passages such as 
the heads of the sheep and the lowered 
hand of the apostle in the centre at the 
back). Indeed, the drawing of every one 
of the hands in the Hamburg work 
betrays a far less fluent draughtsman than 
Rubens. Nonetheless one may assume 
that it reproduces fairly faithfully an 
original drawing by him.

Rubens presumably knew Girolamo 
Muziano’s painting of this subject in Santa 
Maria degli Angeli in Rome of c.15803 
which provides a fairly close precedent 
for the position and relationship of the 
two central figures at least, and which 
may thus have played an intermediary 
role between Raphael’s tapestry design 
of C h r is t ’s C harge to P eter4 and the work
ing out of the present composition. The 
relationship with the Raphael design is 
even clearer than in the painting in the 
Wallace collection (No.24; Fig.54); on this 
basis alone it seems likely that the draw
ing by Rubens referred to here would 
have preceded the painting, providing an 
intermediate stage in Rubens’s adapta
tion of the Raphael composition before 
he finally evolved the design for the Da
mant epitaph painting. I am therefore 
inclined to date the original drawing 
around 1614 (as suggested by M üller Hof
stede), rather than after the painting (as 
proposed by Held). In the prominence 
accorded to Saint John5 and in certain 
other features, such as the sheep on the 
left, the drawing is particularly close to 
Raphael, while Christ’s right hand and 
the attitude of Peter is already closer to 
the version in the Wallace collection. The 
fact that the drawing also shows the 
figures in full length, while both the Da
mant and the Bruegel epitaph paintings 
(Nos.23 and 24; Figs.53 and 54) have been 
reduced to three-quarter length, also

speaks in favour of the development pro
posed here.

It may be noted that Raphael’s compo
sition was engraved, in the same sense as 
Rubens’sdrawing, by P.Soutman0 (Fig. 57). 
In the latter the caption ‘Tu es Petrus, et 
super hanc Petram aedificabo Ecclesiam 
meam: et portae inferi non praevalebunt 
adversus eam’ is from Matthew XVI, 18, 
while the present drawing, with greater 
prominence accorded to the sheep, may 
suggest a closer connection with John XXI, 
14-21.7 In both cases, however, one finds 
the standard conflation of the two scenes, 
as discussed in the preceding entry.

A  drawing of this subject was sold at 
the S. van Huls sale, The Hague (Swart), 
14 May, 1736 et seqq., lot 504; but in the 
absence of further details it cannot be 
definitely identified with the present 
example. A  drawing of this subject by 
Fragonard (but with the figures in half 
length) measuring 35.2 x 32.5 cm. was 
sold at the J. A. Gros sale, Paris, 13 April, 

1778, lot 77.8

1. Although the drawing in the Barnard sale was 
described as ‘ the original and compleat design of 
the celebrated picture in the church o f St Gudule, 
at Brussels', the catalogue of the sale also stated 
that ‘the figures are whole length— pen and ink and 
bistre’ ; the reference, therefore must be either to 
the drawing in Hamburg or to the lost original on 
which it is based.

2. It is of course conceivable that this reference in the 
Roscoe sale is to the drawing in the Louvre; Copy 
(2).

3. Reproduced in S.J.Freedberg, Painting in Italy, 
ijoo-1600, Harmondsworth, 1970, pl.219. For Ru
bens's interest in Muziano, see also [Cat. Exh.], 
Rubens, ses maîtres, ses élèves, dessins du Musée du 
Louvre, L X V ° exposition du Cabinet des Dessins, Paris, 

1978, p .115, N o.118.
4. Dussler, p .too and plates 173, 174.
5. Discussed at greater length by Held, op. cit., 1974, 

p.254.
6. V.S., p.33, N o.187.
7. Cf. Held, op. cit., 1974, p.254, and p.96 above under 

No.24.
8. Recorded in A.Ananoff, L ’Œuvre dessiné de Jean- 

Honoré Fragonard (1732-1806), III, Paris, 1968, p.173, 
No.1789.
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26. The Ascension of Christ:
Oil Sketch (Fig. 58)

Oil on panel; 45.3 x 33.6 cm.
W hereabouts unknow n.

p r o v e n a n c e : ?Sale, London (Coxe, 
Burrell and Foster), 13 May, 1802, lot 1; 
?Sir George Douglas Clerk, Bt., of Peni
cuik, Scotland, sale, London (Christie’s), 
17 March, 1894, lot 13; William Halls- 
borough Gallery, London, 1952; Georges 
Regout, Spa, 1953; sale, Brussels (Georges 
Giroux), 23-23 June, 1933, lot 121.

c o p i e s : ( i ) Painting, whereabouts un
known; 65 x 4 7  cm. p r o v . private collec
tion, Cologne, 1903 ;* (2) Engraving by 
S. A. Bolswert(Fig.59; V .S ., p.59, N0.436).

e x h i b i t e d : Board o f  M a n u fa ctu rers, Loan 
E x h ib itio n , Old Masters and Scottish N ational 
P ortra its, Edinburgh, 1883, No,203.

l i t e r a t u r e : R ooses, II, p.162, N0.352;
B.Dorival, Les influences de l ’art des Pays- 
Bas su r  la p ein tu re de Philip p e de Cham - 
paigne, B u lletin , M u sées R o y a u x  des Beaux- 
A r ts  de Belgique, XIX, 1970, p.29; H.Vlieghe, 
E rasm us Q u ellin u s and R u b en s 's  Studio  
Practice, Burlington  Magazine, CXIX, 1977, 
pp.639-640;Ju d so n ~ V a n  de Velde, p. 136.

Christ is shown ascending into the clouds 
above the twelve apostles, the Virgin, and 
another Mary, probably the Magdalen. 
Two angels are at his side in the clouds.2 
As the caption below the engraving after 
this scene makes clear, the biblical pas
sage it illustrates is Acts I, 9: ‘And when 
he had spoken these things, while they 
beheld, he was taken up; and a cloud 
received him out of their sight’ : but this 
and the other biblical accounts of the 
Ascension in Mark XVI, 19 and Luke 
XXIV, 31 are very brief indeed.3

Although the depiction of the A scension  
alone (as opposed to its combination with 
the Résurrection) diminished somewhat 
in the seventeenth century, there are two 
other representations of the scene in 
Rubens’s work: in the design for the M is-  
sale and B reviarium  Rom anum * and in the 
ca n v a s fo r  the ceiling for the Jesuit 
Church in Antwerp, for which the sketch 
survives in the Akademie in Vienna.3 The 
design for the M issale  R om anum  is of the 
same type as the present work, but its 
more symmetrical composition is closer 
to that of other seventeenth-century re
presentations of the scene.6 The diagonal 
ascension of Christ seen here (emphasized 
by the line of the apostles’ heads) is more 
unusual, and implies the immediate se
quel to the Resurrection (which is also 
suggested by the rocky outcrop on the 
right).

The present panel was seen by Bur
chard in 1932, when it was in the posses
sion of the Hallsborough Galleries in 
London. He noted then that the work was 
in good condition ; it was made up of two 
vertical supports of equal width, the 
right hand one being much narrower than 
the left; the thinness of the ground allowed 
the surface of the w'ood to be seen through 
it; the left hand contour of the drapery of 
the apostle in the foreground on the left 
had undergone a considerable leftward 
extension; and the thinness of this exten
sion made the pentiment clearly visible 
(scarcely apparent in a photograph). 
Burchard decided in favour of the authen
ticity of the sketch and dated it to around 
1 6 3 0 . 7

To judge from a photograph, however, 
it is difficult to believe that Rubens had a 
share in the execution of the panel. The 
drawing is simply too weak in many 
places to have come from his hand, most 
notably in the case of Christ’s legs and in
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the coarse execution of the faces of the 
two figures immediately below his right 
foot; the whole figure of the apostle on 
the lower right is also poorly drawn.

Although differences between prepara
tory design and engraving do not of 
course provide conclusive evidence for 
the rejection of the former, the following 
divergencies between the present oil 
sketch and the engraving by Schelte A. 
Bolswert may be noted: the number of 
heads on the lower left (directions as in 
sketch) has been reduced from three to 
two, the position of the left arm of the 
young apostle seen from behind standing 
on the right has been altered, and the 
older apostle next to him on the extreme 
right has been brought under the hand 
of the apostle next to him in the engra- 
ving.

Certain aspects o f the sketch which 
recur in the engraving are uncharacteristic 
o f Rubens, such as the curious elongation 
of the figure of Christ.8 Perhaps even more 
unusual for Rubens is the appearance of 
the heads of the apostles on the apparently 
unexplained lower level on the lower left 
of the scene. But as there are no other 
cases where the inscription on an engrav
ing by Schelte A. Bolswert attributing 
the design to Rubens may be certainly 
disproved, it may be necessary to attri
bute the composition— or at least the 
conception of this design— to Rubens 
himself.

Recently, Vlieghe has made the plau
sible suggestion that the work is to be 
attributed to Erasmus Quellinus. He 
pointed out similarities between it and 
another grisaille modello signed by Quel
linus of The Seven P rin ces o f  M ila n  for an 
allegorical engraving related to the genea
logy of the House of Thurn and Taxis.9 
Vlieghe went further and suggested that 
the composition itself was largely due to

Quellinus, based only loosely on a quick 
drawn sketch (crabbelinge)  by Rubens. 
This hypothesis may to some extent be 
supported by the fact that in the inven
tory drawn up after Quellinus’s death in 
1678, two crabbelinge of this subject by 
Rubens are mentioned, in addition to 
sketches of it by Quellinus.10 It should 
however be noted that Abraham van 
Diepenbeeck appears as the inventor of 
this composition in the inscription on a 
plate (of a slightly widened format) by
C.J. Visscher (numbered 18) in the quadri- 
lingual H istoriae Sacrae V eteris et N ov i 
T estam enti published in Amsterdam by 
Nicolas Visscher around 1660.

Burchard did not suggest any stylistic 
reasons for his dating of c.1630, but 
observed that the three other grisaille 
sketches for book illustrations (B. Corde- 
rius, C aten a P a tru m , 1628, M. Sarbievius, 
L yricorum  Libri I V , 1632, and Aedo y Gal- 
laert, V iage del In fan te C a rd en a l, 1635") all 
date from around this time. Clearly, 
however, these works do not provide 
sufficient justification for the attribution 
of the present sketch to Rubens.

An A scension  in pen and red chalk was 
sold at Amsterdam (van der Schley and 
Pruyssenaar), 22 March, 1802, lot 2 (as 
Rubens).12 But as representations of the 
A scension  are often confused with those of 
the R esu rrection , due caution should be 
exercised when classifying sales references 
to this subject.13

1. Leiter from Professor August Rincklake to Max 
Rooses, in Rooses documentation, Rubenianum, 
Antwerp.

2. This is the commonest type of the Ascension in the 
17th century; for the earlier types, where Christ is 
shown either in the presence o f the angels alone, 
or walking directly from a mountain top into 
heaven, or with just his feet disappearing into the 
clouds, or in conjunction with the Resurrection 
scene itself, see Schiller, III, pp. J41-164, and Lexikon 
christl. Ikon., II, cols.268-276.
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3. For the other literary and liturgical .sources, see 
Lexikon christl. Ikon., II, col.268.

4. Jud son-V an tie Vehle, No.24.
5. M artin, Ceiling Paintings, No. 14b.
e. For other engraved representations, see, tor 

example, livers, 1943, iigs.107, 175-177.
7. Note in the Burchard documentation, Rubenianum 

Antwerp; the text of Burchard's certificate was 
printed in full in the catalogue of the sale at Brus
sels (Galerie Georges Giroux), 23-25 June, 1955, 
lot 121, p.37.

8. This feature, amongst others, may suggest an 
attribution to Jan Boeckhorst: cf. Boeckhorst's 
engraving of the Résurrection reproduced in livers, 
1943, pl-2,15- But see below for the more likely 
attribution to Erasmus Quellinus.

9. Reproduced in Vlieghe, op. cit., fig.50. Vlieghe 
also noted the similarities in the ‘analytical detail 
treatment as well as the hard edges between the 
bright and shadowed parts’ to be found in both 
works (Vlieghe, op. cit., p.639),

to. 'Gescheyt.se Hemelvaert, Hrasmus Quellinus... 
Twee crabbelinge van een Hemelvaert, Rubbens, 
dubbium de una,.. Hemelvaert gescheyt, Hrasmus 
Quellinus' (Denucé, Kenstkamers, pp.282, 280, 291).

11. Jud son-V a n tie Vehle, Nos.59, tet, 72.
12. Cf. No.i7d above.
13. The pen drawing for an Ascension by Rubens which 

appeared in the Tersmitten sale in Amsterdam in 
1754 presumably refers to the preliminary design 
lor this subject in the Missale Rontanum (Judson-  
Van tie Velde, No.24).

27. The Descent of the Holy Spirit

(Fig.60)

Oil on canvas; 470 x 273 cm.
M u n ich , A lte  P in akothek. Inv. No.999.

p r o v e n a n c e : Jesuit Church, Neuburg; 
brought to the Düsseldorf Gallery by the 
Prince-Elector of the Palatinate, Johann- 
W ilhelm, in 1703; transported to the Hof- 
gartengalerie, Munich, in 1806; trans
ported to the Alte Pinakothek in 1836, the 
year of its foundation.

c o p i e s : (1) Painting by W. van Herp 
(Antwerp, 1614-77), whereabouts un
known; panel, 9 4 x 8 1c m . p r o v . Mrs 
Greville Phillips, Friar’s House, Hereford ; 
sale, London (Christie’s), 13 May, 1948. 
E X H . E xh ib ition  o f  O ld  M a sters, Bristol,

1907,  No. 1 54;  (2) Painting, whereabouts 
unknown; copper, 6 2 x 4 7  cm. p r o v . 

sale, London (Christie’s), 14 February, 
1958 ; (3) Painting, whereabouts unknown ; 
panel, 61 x  48. 2 cm. p r o v . sale, London 
(Christie’s), 11 April, 1969,  lot 1 5 7 ; 1 (4) 

Drawing by Michael Herr ( 1 5 9 1 - 1 6 6 1 ) ,  

Basle, Kunstmuseum, Kupferstichkabi
nett, Inv. No. 18 87 - 1 4- 48;  pen, ink, and 
coloured wash, 30.6 x  19.5 cm., inscribed 
in the upper right corner: 'qu esta  quoden  
(  =  qu a d ro?) p in g sit P P R .  D a vista a X ou en-  
bu rg ’ , with additional colour notes in 
Herr’s own hand. p r o v . Achille Ryhiner 
(Basle, 1 7 3 1 - 8 8 ) ;  Basle, Achille Burck- 
hardt-Blau collection, until 1887,  when it 
entered the Kunstmuseum, Basle, l i t . 

T.Falk, Zeichnungen des 1 1 .Ja h rh u n d erts  
aus dem  Basler K up ferstichka bin ett, Basle, 
1973. pp.4, 11, No. 16; (5) Drawing (central 
portion of a design for an altar and altar- 
piece) from the workshop of Nicodemus 
Tessin the Younger, Stockholm, National
museum; pen and black ink and wash,
74. 6  x  3 8 . 4 c m .  l i t . B.Magnusson, R u ben s  
som tecknare, in G.Cavalli-Björkman, ed., 
R u ben s i Sverige, Stockholm, 197 7,  p.97,  

fig-7 0 .

l i t e r a t u r e : Sa n d ra rt, ed. P e ltie r , pp.36, 
159; K arsch, N0.172; Van Gaol, II, p .543, 
i i  ; D escam ps, V ie, p.317; M ichel, 1771, 
pp.298-299, No.XIII; Pigage, No.259; R ey 
n olds, p .2 2 2 ; Forster, I, p. 178; Sm ith, C a ta 
logue R aison né, II, p.62, No. 175; IX, p.264, 
N0.82; D illis , N0.296; P a rlhey, p.418, 
N0.59; Marggraff, p .59, N0.290; Rooses, II, 
p.163, N0.353; R o o ses-R u elen s, II, pp.227, 
237-238, 252, 266; Reber, No.741; Levin, 
1905, pp.109-111; Levin, 1906, pp.212-213; 
K .d .K ., ed. R osenberg, p.182; D illo n , p.201, 
pl.CLXXVI; K .d .K ., p .199; Evers, 1 943, 
p.216; Vlieghe, Saints, II, p. 129; Glen, 
pp.115, 290; Judson-Van de V elde, p. 138, 
under N0.25.

1 0 3



C A T AL O GU E  NO.  27

The subject of this painting is taken from 
Acts II, 1-3: ‘And when the day of Pente
cost was fully come, they were all with 
one accord in one place. And suddenly 
there came a sound from heaven ... And 
there appeared unto them cloven tongues 
like as of fire, and it sat upon each of 
them .’ Although the biblical text implies 
that only the apostles were present, Ru
bens has here chosen to show fifteen male 
figures and two female. But it is the 
preceding chapter in Acts (Acts I, 13-14) 
which provides the basis for the inclusion 
of the Virgin amongst the apostles (as in 
almost all representations of the scene 
from  the twelfth century onwards2) as 
well as for the inclusion of at least one 
other woman (behind the Virgin on the 
right)3 and for the representation of the 
event in an upper room (stairs on the 
lower right) : ‘And when they were come 
in, they went up into an upper room ... 
These all continued with one accord in 
prayer and supplication, with the women, 
and Mary the mother of Jesus, and with 
his brethren.’ The four extra figures may 
thus be seen as an attempt to take into 
account the four brothers of Christ, alt
hough this cannot be demonstrated with 
certainty, in the light of Rubens’s frequent 
variation of the number of figures re
quired to be present by the biblical 
account in other scenes as well. The Holy 
Ghost is, as usual, represented as a dove4.

By the beginning of the seventeenth 
century, the representation of the Pente
cost scene had become so common and so 
standardized that it is unnecessary to seek 
out a particular pictorial source for 
Rubens’s depiction of the event.5 Rubens 
himself had earlier illustrated the scene 
in his design for the engraving in the 
B reviarium  R om anum 6 which he may have 
recalled in several of the figures in the 
present work.

The painting was commissioned by 
Count Palatine Wolfgang W ilhelm  for 
one of the side altars in the Jesuit Church 
in Neuburg, and appears to have been 
completed by the end of 1619. Five letters 
from Rubens to the Count refer to this 
work. In the first, dated 11 October, 1619, 
Rubens adds a postcript to a discussion of 
the project for the High Altar of St Peter’s 
in Neuburg (the St M icha el S trik in g  dow n  
the R ebel A n g els7), stating that the ‘two 
works for the side altars’ were nearly 
finished:

‘Li due quadri per li altari collaterali 
sono ambidue di gia molto avanzati, di 
maniera che non ci manca si non l’ulti- 
mo finimento, ehe penso colla gratia 
divina di darli ben presto et con quella 
maggior accuratezza, ehe mi sara pos
sibile.’8
That the two paintings referred to here 

were the present one and the N a tiv ity  now 
in Munich9 appears from the letter of 
7 December of the same year, in which 
Rubens writes that the paintings were 
completed and ready for dispatch:

‘Non ho tralasciato fra tanto il travagliar 
attorno li due quadri della nativita di 
Cristo e del Spirito santo, li quali colla 
gracia divina ho ridotti a termine, che 
Vostra Altezza Serenissima sene po 
servire ad ogni suo bene placito. Io 
spero chella restara non solo sodisfatta 
della ottima mia volunta in questi opere 
verso il suo servicio, ma ancora delli 
effetti. Vostra Altezza potra dar tal 
ordine, che pur li parera a proposito 
per levarli e nominarmi persona che li 
debba ricevere de mia mano. Et me 
facera gracia d’impiegarmi in cose di 
suo servicio e gusto, che non mancaro di 
servirla puntualmente mentre havero 
vita.’10
That these paintings were for the side 

altars of the Jesuit Church in Neuburg
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(Rubens had already painted the ‘Great’ 
La st Judgem ent— N0.49 below— for the 
High Altar) is apparent from Sandrart’s 
account of his visit to that church in the 
company of Leopold W ilhelm  in 1646" 
and from the records regarding their 
removal from the church to the Gallery 
in Düsseldorf in i703.12

But the works do not appear to have 
arrived in Neuburg as quickly as they 
were expected, as may be judged from 
Rubens’s letter (marked ‘cito cito cito ) to 
the Count’s agent in Brussels, Hans Ober- 
holtzer, dated 3 April, 1620:

‘J ay consigne les peintures au mesme 
marchand (in m argine Ii sappelle Jere
mias Cocq'3) auquel jay livre la peinture 
du jugem ent car il me monstra ordre 
dun sieur correspondent de Francfort 
lequel estait du charge de role de part 
de son Altesse. Il me dit destre bien 
assouré de bon addres. Ayant eu devant 
quinze jours advis de Coulogne quils 
estoyent arrivées en bon estât et incon
tinent depesches outre. Voila tout ce 
que jay de certain et sil vous plait je 
vous envoydray par escrit tous les noms 
des marchans auquels ils sont addres
ses de lieu en lieu. Mais je pense que ce 
peu suffira pour assurer son Altesse 
quelles sont tres bien adressées. Espé
rant que nous aurons bien tost des 
nouvelles de leur bon arrivement.’14 
The subsequent safe arrival o f the 

paintings in Neuburg may be gathered 
from Rubens’s letter to the Count of 
24 July, 1620, which at the same time 
refers to an unforeseen problem regard
ing their size. Rubens mentions the fact 
that, through no fault of his own, the 
paintings turned out to be a little short 
for the frames which were already in situ, 
and he offers to provide a design to re
medy this (by making a small ornamental 
addition to the frames) ; at the same time,

however, he expresses his concern about 
their proportions, adding that their 
height was due to the exigencies of their 
location:

‘Ritrovandomi questi giorni passati à 
Brusselles, intesi con molto mio gusto 
dal commissario Oberholtzer, ehe li 
due quadri mandati ultimamente à 
Vostra Altezza erano capitati a salva- 
mento, ben mi dispiacque al incontro 
d’intendere cherano riusciti troppo 
corti secondo la proportione del orna
mento gia posto al suo loco, il quai 
errore pero non procede d ’alcuna mia 
negligenza o  colpa 6 per essersi mal 
intese Ie misure, come appare per il 
dissegno mandatomi da Vostra Altezza, 
il quale ancora mi ritrovo in mano et 
ha 16 piedi di Neoburgh d ’altezza e 
9 piedi di largezza essendovi ancora 
notata la misura dei piede de Neo
burgh, le quali misure si confrontano 
in tutto e per tutto colli telari sopra li 
quali furono attaccati questi quadri, 
ehe ancora sono in essere, pur mi con
sola, ehe spero la differenza non esser 
tanto grande, ehe non si possa facil- 
mente rimediarvi con aggiungere qual- 
que cosetta d ’alto o da basso al orna
mento, che senza pregiudicio della bona 
simmetria supplira a questo diffetto. Et 
si Vostra Altezza sarà servita di farmi 
sapere quanta sia la differenza, io 
m ’offerisco a far un dissegno secondo 
la mia fantasia del modo che mi parera 
il più opportuno da potervi rime- 
diare... (at side) Parve a tutti quelli que 
videro questi quadri in casa mia, essere 
la loro proportione troppo svelta et ehe 
sarebbono comparse meglio le fatiche 
impiegatevi in minor altezza, pur la 
nécessita del sito scusa questo.’15 
There followed some delay in the pay

ment Rubens was due to receive, as one 
learns from a note by Wolfgang Wilhelm
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to his agent Reyngodt in Brussels, dated 
12 October, 1620:

‘. .. sunsten khombt uns befrembt fur, 
das unser Rhat unnd Agent Hanns 
Oberholtzer den Paulum Ruebens 
wegen der zwei Althar Gemahls noch 
nit befridiget habe, dha wir uns doch 
desswegen zeitlich gnug fur seinem 
Abzug nach Notturfft erklert gehabtt, 
welches Ir dan data occasione bey Ime 
zu entschultigen, unnd haben die 
anderwehrte Verordtnung gethan, das 
man Ime alsbald diesertwegen befridi- 
gen solle.’16
The matter had still not been resolved 

by 5 January, 1621 :
‘Und da es noch nit geschehen, khonte 
der Rubens so woll wegen der Drei- 
thausend fl. alss auch die sechtzig 
Reichsthlr. daraus verehret werden.. ,’17 

(and this note from  W olfgang W ilhelm  
goes on to refer to the commissioning of 
the S t M icha el for the High Altar of St Pe
ter’s in Neuburg).18 That Rubens finally 
received his payment of 3000 florins and 
an honorarium for the two works during 
the course of this month may be deduced 
from yet another note from W olfgang 
W ilhelm  to Reyngodt, dated 1 February, 
1621:

‘Wie gleichfals, dass Ir den Rubens be- 
richtermassen contentirt habet, und 
dieweil derselb uns albereitsfür 14 tagen 
dafür gedanckhet.. .’,'9 

as well as from Rubens’s letter to the 
Count of early in January (to which the 
preceding note refers) :

‘Ho tardato troppo a ringratiar Vostra 
Altezza serenissima per la buona ri- 
compensa, ehe si e compiacciuta di 
darmi per quelli duoi quadri fatti 
ultimamente con ordine suo. Io ho 
datto quittanza delle tre mille fiorini 
al Signor Ringout Agente di Vostra 
Altezza Serenissima in Brusselles, il

quale mi ha trattato con molta cortesia 
sempre, si ancora mi ha fatto qualche 
ricordo a mia moglie.’20 
On the basis of the compositional 

orientation of these works it may be 
assumed that the D escen t o f  the H oly S p ir it  
hung over the left hand altar, while the 
N a tiv ity  was placed above that on the 
right.

Unfortunately, it is not known what 
action was taken regarding the slight dif
ference in size between painting and 
frame referred to above. It may be noted, 
however, that the arched top of each work 
was slightly flattened at some point in its 
history, as appears from a horizontal seam 
in the canvas at the very top of the D escen t  
o f  the H oly S p ir it ; but at what stage this 
alteration was made cannot be deter
mined. Although the present work is not 
in its original frame, its original edges are 
preserved, except for the loss of the small 
piece at the top; it is thus unlikely that it 
initially had a square format, as in the 
case of the engraving by Pontius (Fig.63).

For the rest, the work is at present only 
in fair condition ; much of the paint sur
face has been worn and damaged, and 
there is considerable paint loss. Later 
retouchings may be seen, for example, in 
the figure of the apostle on the lower left, 
and (probably) in the face of the Virgin 
as well. There is some blistering in the 
top left hand corner, while several co
lours have darkened to such an extent 
that they now appear almost black. This 
applies in particular to areas such as the 
lower part of the green garment of the 
apostle on the left and the blue cloak of 
the Virgin (which has darkened so much 
that its folds are no longer clearly visible). 
The blue of the sky on the right is barely 
discernible through the layers of old 
varnish. On the other hand, the main 
colours of the apostles in the foreground
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— most notably the red mantle of the 
apostle with his head turned into the pic
ture on the left of the Virgin, and the 
cream of the young apostle in the fore
ground on the right— still give some idea 
of the original colour effects (also the dark 
green of the apostle on the lower left, the 
blue of the figure immediately above 
him, and a subtlv varied orange-brown 
in the apostle on the right). Some of 
the modulations of light have also been 
preserved, especially in the ruddy glow 
on many of the faces and hands. The rays 
bursting through the clouds descend both 
vertically and diagonally from the dove 
to illuminate most of the figures (but 
especially those around the Virgin) and 
the architectural features on the left. 
Pentimenti are visible around the shoul
ders of the figure of St Peter on the left of 
the Virgin.

The work is largely of studio execution. 
The draperies throughout are weak and 
often coarsely done (although to some 
extent this may be due to the condition of 
the work), but many of the heads are 
painted with a considerable degree of 
refinement, especially those on the left. 
On the whole, however, later retouchings 
may well account for the poor impression 
of certain aspects of this work.

The painting was transferred from the 
Jesuit Church in Neuburg to the Düssel
dorf Gallery in 1703, along with its pen
dant— although the ‘Great’ Last Ju d g e 
m ent had already been moved there in 
1692. On 19 February, 1701, the Elector 
Johann-Wilhelm had written to his Resi
dent in Rome, Antonio Maria Fede, o f his 
intentions:

‘Wir wünschen, dass uns gestattet wird, 
von den beiden Seitenaltaren der 
Jesuitenkirchen in Neuburg zwei Bilder 
herunterzunehmen, wogegen wir zwei 
andere von gleichem, wo nicht höherem

Wert an die Stelle setzen wollen. Sie 
haben daher bei der Kongregation, von 
welcher diese Angelegenheit ressor- 
tiert, die notigen Schritte zu tun, um 
für uns eine solche Erlaubnis auszu
wirken.’21
Negotiations in Rome, Augsburg and 

Neuburgmust have been protracted,22 for 
it was only in the course of 1703 that the pic
tures were finally transferred to the Düs
seldorf Gallery, as recorded in two of 
Johann-Wilhelm’s letters dated 24 May 
and 13 June of that year.23

Apart from the design for the Brevia
rium  R om anum  already referred to above, 
Rubens represented this subject again in 
a grisaille sketch, now lost, for the ceiling 
of the Jesuit Church in Antwerp:24 in a 
painting for the Archduchess Isabella’s 
Oratory in Brussels (N0.28); and in the 
background of the Coronation o f  a Bishop  
etched by Soutman.25

1. Il is possible lh.it this and the preceding copy are, 
in fact, the same work (despite the indication ol a 
different su pp o rt), hut the relevant Christie’s files 
provide no further evidence on the matter.

2. See S.Seeliger Red, in Lexikon christl. Ikon., Ill, 
cols.415-416.

3. It is possible that the ligure behind the Virgin 011 
the left is also to be regarded as a woman, as the 
number of male figures would then accord with 
the number required by the biblical text (see the 
discussion below). On the other hand, it will be 
noted that the equivalent figure in the engraving 
by Pontius (Fig.63) appears to be male.

4. Cf. Luke III, 22 (‘And the Holy Ghost descended in 
bodily shape like a dove...') etc.

5. But one may mention, amongst many possible 
examples, Titian's painting of this subject in 
Sta. Maria della Salute in Venice (W cthey, I, N0.85, 
p i.104; a copy oi this work in ink and body colour 
on paper in a private collection in Boston attri
buted to Rubens by jafjé, l y n,  p.315, pi.fii), and the 
painting by El Greco in the Prado (L. Goldscheider, 
HI Greco, London, 1038, pi.211), as comparative 
examples. From the North, see the drawing by 
Marten de Vos in the British Museum and the 
engraving by C.Cort after M.Coxcie (J.C.J.Bierens 
de Haan, L ’ Œ uvre grové de Cornetis l ’ort, The Hague, 
1948, no.w ; ibid., for other engravings by Cort 
o f this subject), in common with the Marten de
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Vos drawing, Rubens also has a priest-like figure 
present; as in the engraving after Coxcie, the num 
ber of apostles is considerably exceeded.

6. J ttd so n -V a n  de V eld e, N0.25.
7. Vlieghe, Saints, II, N o.135 and pp.126-129.
8. R ooses-R u elen s, II, p.227.
9. K .d .K ., p .198.

10. RotMM-Rtieiens, II, pp.237-238.
11. San drart, ed. P e lt ie r , p.36: ‘Es muste aber Herr von 

Sandrart mit nach Neuburg reisen, allwo hoch
gedachter Erzherzog von Herrn Pfalzgrafen Phi
lipp Wilhelms Hochfürstl. Durchl. höflichst em p
fangen und in die Jesuitenkirche daselbst, die drey 
Altarbilder von Rubens zu besehen, geführet wor
den, welche mehr wegen sehr lebendiger, grosser 
Invention und Köstlichkeit des colorits als wegen 
devoter Bewegung der correcten Zeichnung von 
ihme belobet worden’ .

12. Levin, 1906, pp.211-213.
13. Cf. pp.66-67 under N0.14.
14. Published in K ollektaneenblatt f ü r  die Geschichte 

Bayerns insbesondere des ehemaligen H erzogtu m s N eu 
burg, LXXXV, 1920, pp.58-60, and reprinted in the 
original text in R.S.Magurn, The Letters o f  Peter 
P a u l R uben s, Cambridge, Mass, 1955, 9,419.

15. R ooses-R u elen s, II, p.252.
16. Published in Levin, 190}, p.102.
17. Ibid.
t8. Cf. Vlieghe, Saints, II, pp.t28-i29.
19. Levin, 1905, p.103.
20. R ooses-R u elen s, II, p.266; the ‘qualche ricordo a 

mia moglie’ referred to here is presumably the 
60 Reichsthaler mentioned by Wolfgang Wilhelm 
in his note to Reyngodts of 5 January, 1621, already 
quoted above, as suggested by Levin, tç o ÿ , p .m .

21. Published by Levin, 1906, p.212.
22. Cf. Levin, 1906, pp.212-213.
23. Levin, 1906, p.213.
24. M a rtin , C eiling P a in tin g s, pp. 191-192, N0.40 (III); 

finally rejected for the cycle.
25. Vlieghe, Saints, II, No.160, fig.139.

27a. The Descent of the Holy Spirit: 

Drawing (Fig.62)

Black chalk and brown wash, reworked 
in pen and brown ink and grey and white 
bodycolour, with touches of pinkish red 
on some flesh areas; 59.1 x 42.2 cm. Fully 
mounted ; on the mount the mark of the 
National Gallery, London (L. 1969c); out
lines indented for transfer.
London, British M useum .
Inv. No. N.G. 853-F. 1972.U.971.

p r o v e n a n c e : P.Crozat (Paris, 1665- 
1740); Crozat sale, Paris, 10 April-13 May, 
1741, lot 835; Hecquet; Sir Thomas Law
rence (London, 1769-1830); entered the 
collection of Sir Robert Peel (London, 
1788-1850) before 1844; National Gallery, 
London; transferred to the British Mu
seum in 1935.

c o p y :  Engraving b y  P.Pontius, 1627 
(Fig.63; V .S ., p.6o, N0.438).

e x h i b i t e d :  The Lawrence Gallery, Lon
don, 1835, N0.88; London, 1977, N0.166.

l i t e r a t u r e :  M ariette, V, p.93; Smith, 
Catalogue Raisonné, II, p.72, No. 176; W aa
gen, Treasures, I, p.415; Rooses, V, p.159, 
N0.1351; Catalogue, National Gallery, Lon
don, 1929, No.853f; A. E. Popham, D raw 
ings by Rubens and van D yck from  the 
National Gallery, British M useum  Quarterly, 
X, 1935, p.13, No.853f; F. van den Wijn- 
gaert, Inventaris der Rubeniaansche Prent
kunst, Antwerp, 1940, p.81, N0.521 (as 
fPontius); B urchard-d ’ H ulst, 1963, pp.216- 
217, N0.139; M tiller Hofstede, Review, 
p.451; M üller Hofstede, Beiträge, p.343; 
Renger, I, pp.147-148, fig.12; j.Rowlands, 
in [Cat. Exh.], London, 1977, p. 123, No. 166; 
K. Renger, in [Cat. Exh.], R ubens in der 
Grafik, Göttingen-Hanover-Nuremberg, 

1977. PP-78-79, under N0.46; K. Renger, 
in Kunstchronik, XXXI, 1978, p.137; H oll
stein, XVII, No. T9.

As observed by both Burchard-d’Hulst 
and Rowlands, the initial drawing in 
black chalk and brown wash is to all ap
pearances by Paul Pontius. This was then 
extensively reworked by Rubens’ with 
grey and white bodycolour, some pinkish 
red bodycolour in several o f the faces, 
and a few touches with the pen and 
brown ink. The initial drawing copied the
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painting fairly literally, but it has been 
extended both at the left and the right, 
and has been given a rectangular instead 
of an arched top. These changes may re
flect an attempt to alter the ‘proportione 
troppo svelta’ of the original work, about 
which Rubens displayed his concern in his 
letter of 24 July, 1620 to W olfgang W il
helm 2 (although the drawing has also 
been slightly extended at the bottom). All 
these additions may be considered to be 
by Rubens himself. His hand may also be 
detected in the considerable number of 
further differences from the painting; 
these include the direction of the Virgin’s 
gaze, and the arms of the apostle second 
from the right.3

Rubens was probably responsible for 
several of the pentimenti in the drawing 
as well, such as may be seen in the right 
hand and fingers of the apostle (St John 
the Evangelist) in the right foreground, 
in the profile of the woman on the right 
of the Virgin, and in the extended right 
hand of the apostle on the right. Major 
changes were also effected to the origi
nal drawing of the architectural ele
ments: in the bases of the pilasters, and 
in the profile of the pilaster on the left; 
and Rubens has painted over all the 
architectural details between the two 
columns originally on either side of the 
Virgin, as well as on the right of the 
drawing. The whole of the area to the 
right of the first column has, as a result, 
been left dark in the engraving by Pontius 
(Fig.63), for which the present work was 
obviously the preliminary study. On the 
other hand, a pilaster may be seen in the 
niche in the engraving, whereas only its 
capital is visible in the drawing.

There are however further differences 
between the drawing and the painting 
which were carried over into the engrav
ing, These include the omission of an apos

tle on the extreme right of the painting 
and of another apostle in the background 
on the right of the Virgin, the alteration 
in the direction and angle of the rays de
scending from the Holy Ghost, and the 
increase in age of the young apostle on the 
extreme right. On the other hand, the 
number of tongues of flame has been re
duced in the drawing, but increased again 
in the engraving.

In the light of these extensive changes 
and the manner in which they were made, 
the suggestion that the drawing is entirely 
from Rubens’s own hand cannot easily be 
entertained.4 A sheet which served the 
same function as the present one and 
shows similar characteristics is the Christ 
Crucified between the Two Thieves also in 
the British Museum and which also came 
from the Crozat and Lawrence collec
tions.5

The present drawing was probably 
executed c.1626; the engraving for w'hich 
it served as a preparatory study is dated 
1627.

It may be noted that the drawing of the 
same subject in the Tersmitten sale, 
Amsterdam, 1754, lot 431, was in all 
likelihood the preparatory design for 
the engraving in the Breviarium Romanum, 
which Rubens was commissioned to 
execute in 1612 and which he recalled in 
designing the present composition.6

‘A capital drawing highly finished with 
white’ of this subject w as sold as a Rubens 
at the Mrs Gordon sale, London (Chris
tie’s), 2 April, 1808, lot 31.

I . As in the case of all such retouched preparatory 
drawings for engravings (Cf., for example, Vtieghe, 
Saints, II, Nos.io4h and 139a, and No.óa above), the 
attribution of the reworking to Rubens himself 
cannot be regarded as altogether certain. But I am 
satisfied that in this particular case the reworking is 
sufficiently characteristic of Rubens’s hand to justify 
the attribution, for further justification, see the text 
above.
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2. See p. 105 above, under N0.27.
3. This figure is surely not St John, as suggested by 

both Burchard-d'Hulst and Rowlands.
4. M ü lle r  H ofstede, R eview , p.451.
5. London, British Museum, Inv. No. NG.85.3-Ch 

1972.U.90; London, 1977, N o,162 (repr.). Whether, 
however, the retouching on this sheet may be 
attributed to Rubens w ill be discussed in Part VI of 
the C orp us R ubenianum  Lu dw ig Burchard.

6. R ooses, V, p.64, and J u d so n -V a n  de  V elde, p .139, 

No.25a.

28. The Descent of the Holy Spirit

Oil on canvas; c.275.5 x 441 cm. 
W hereabouts unknow n, presum ably lost.

p r o v e n a n c e : Oratory of the Arch
duchess Isabella, Royal Palace, Brussels; 
bequeathed by her to the Chapel of the 
Holy Sacrament, St Gudule, Brussels, in 
1639; sale, Brussels, 25 February, 1706.

l i t e r a t u r e :  J.A.Rombaut, Het Ver
heerlijkt Brussel, Brussels, 1771, I, p.210; 
H enne-W auters, III, pp.237-238; H. de 
Bruyn, Trésor artistique de la Collégiale de 
Ste G udule à Bruxelles, Bulletin des commis
sions royales d ’art et d ’archéologie, 1871, 
pp.92-93; De Bruyn, p. 12; Rooses, II, p. 164, 
No.354; De M aeyer, pp.i 19-120, 352 
(Doc. 161), 405-410 (Doc. 255).

A painting of this subject is recorded as 
having been commissioned by the Arch
duchess Isabella for her private oratory, 
where it hung along with a N ativity  (as in 
the case of N0.27 as well) and an E pi
p h a n y .1 The Archduchess bequeathed all 
three pictures to the chapel o f the Holy 
Sacrament in St Gudule in Brussels, 
where Albert had already been buried 
and whither her own remains were trans
ferred in 1650. There they remained until 
they were sold (along with several other 
paintings) in order to cover the cost of 
new panelling and a new organ for the 
church.*

C A T A L O G U E  NOS. 2 8 -2 9

Nothing is known about the subsequent 
history of the work, nor about its rela
tionship with the painting of the same 
subject now in Munich (N0.27; Fig.6o). 
Although the measurements usually 
given indicate a greater breadth than 
height, Burchard thought it more likely 
that the opposite was the case.

j. Etnt des reliquaires, reliques, ta blea u x, et autres objets 
de l ’oratoire de la sérénissim e Infante Isabelle, enrégistré  
le 27Ju illet, 1639, reprinted in D e M a eyer, PP.405-41Q 
(Doc.255). Its cost has variously been recorded as 
300 florins (D e M a eyer, loc. c it., N0.27) or 500 florins 
(D e B ruyn, p.i2, and Rooses, I, p. 198).

2. H en n e-W a u ters, III, p.238; D e Bruyn, p .12.

29. T h e Conversion of St Paul (Fig.64)

Oil on panel, 72 x 103 cm.
Courtrai, Private Collection.

p r o v e n a n c e : ?Nicholas Rockox (Ant
werp, 1560-1640) ; Roose family, Antwerp, 
possibly since 1641 ; offered for sale, Lon
don (Sotheby’s), 24 March, 1965, lot 94, 
but unsold; J.Sabbe collection, Courtrai.

c o p i e s :  ( i )  Painting, whereabouts un
known; canvas, 88 x  h i  cm. p r o v .  sale, 
Antwerp (Zaal Marnix), 2 December, 
1964 (as Jordaens); (2) Painting, where
abouts unknown; copper, 41.5X 56.5cm.; 
dated 1638 on the lower left. p r o v .  

Munich A rt Trade, 1970. l i t .  J.M uller 
Hofstede, R ubens in Italien, in [Cat. Exh.], 
Cologne, 1977, p. 138; (3) Painting, private 
collection, Florence; panel, l i t .  Jaffé, 
1 9 ] j ,  p.113, n.27; (4) Drawing after the 
group of St Paul and the foremost soldier 
on the right (reversed), Paris, Louvre, 
Cabinet des Dessins, Inv. No.20,325; pen 
and ink over red chalk, 31.4 x 41.5 cm. 
p r o v .  L.T. de Montarcy (Paris, second 
half of the seventeenth century), l i t .  

Lugt, Louvre, Ecole flam ande, II, 1949, p.52,
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N0.1211; (5) Drawing after the moun
ted horseman on the right (reversed), 
Paris, Louvre, Cabinet des Dessins, 
Inv. No.20,326; pen and brown ink over 
red chalk, 42.4 x 27.9 cm. p r o v . L.T. de 
Montarcy (Paris, second half of the seven
teenth century), l i t . Lugt, Louvre, Ecole 
flam ande, H, 1949, p.32, No. 1212.

e x h i b i t e d :  A ntw erp, 1977,  No.2;  Co
logne, 1977, N0.4.

l i t e r a t u r e :  J.Miiller Hofstede, An  
Early Rubens 'Conversion o f  St P a u l’ . The 
Beginning o f  his Preoccupation with Leonar
do ’s ‘ Battle o f  Anghiari', Burlington M aga
zine, CVI, 1964, pp.95-98; Jaffe, J 977. 
pp.30 and 62, and pi.202; J.M iiller Hof
stede, in [Cat. Hxh.], Cologne, f977, I, 
pp.138-139; Held, Oil Sketches, pp.579. 581.

In this, as in Rubens’s other representa
tions of the Conversion o f  St Paul, there are 
a number of additions to the rather brief 
biblical account in Acts IX, 3-5 (‘And as he 
journeyed, he came near Damascus: and 
suddenly there shined round about him a 
light from heaven: and he fell to earth, 
and heard a voice saying unto him, Saul, 
Saul, why persecutest thou me? And he 
said, Who art thou, L ord?...’). No men
tion is made there of several features of 
Rubens’s composition which had long 
become standard, such as the mounted 
St Paul, the host of riders which surround 
him, and the nocturnal aspect of the 
scene.1 Here Paul is shown just after his 
collapse from his sprawling horse, sur
rounded by the rest of his train (including 
a caravan of camels on the left) all in 
various stages of amazement or disarray. 
A group of soldiers and youths attempts 
to help him to his feet on the left, others 
look on in astonishment, either at Paul or 
at the heavenly apparition, while beyond

him three figures rush with fright in 
various directions. On the right, the 
horses themselves rear in panic.

The painting may be dated to c.1602, 
on the basis of its analogies with other 
works by Rubens of this period. While the 
deliberate contrast between the noctur
nal setting and the irruption of light 
emanating from a divine apparition in the 
centre above produces an overall effect 
not dissimilar to the 1605 Transfiguration 
at Nancy,2 Müller Hofstede has correctly 
pointed to closer similarities with works 
dating from earlier in the Italian period. 
Whereas the painting in Nancy appears 
to be lit for the most part by a single 
unified light source, the figures in the 
present work reflect light from a number 
of different directions. In this respect it is 
even closer to a number of works with 
rather similar contrasts of illumination 
and shadow, such as the 1602 Crow ning  
w ith Thorns3 and the Borghese Entombment 
and Susanna,4 both of which are probably 
to be dated to 1601-02. Dramatic light 
effects combined with rearing horses and 
wildly gesticulating figures are also to be 
found in the more or less contemporary 
Fall o f  Phaethon in a private collection in 
London.5 Individual figures as well have 
parallels in other works of these years: 
Müller Hofstede pointed to the similarity 
between the facial type of Christ here and 
in the Entombment, between the bearded 
head in profile on Paul’s left and the fore
most of the two men in the Susanna, and 
between the type of putto on the left of 
Christ and those which appear in the 
Grasse St Helena of 1602.6 The treatment 
of the mane of the horse in front of the 
camels and its thin fluttering strands may 
be paralleled in the equestrian portrait 
of the Duke of Lerma of 1603.7 Further 
connections are to be found with slightly 
later works of the Italian period: the face
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seen in three-quarter profile on the right 
looking upwards recurs in the figure on 
the extreme right of the Genoa Circum - 
cision8 and the helmeted soldier looking 
outwards at the back of the right hand 
group reappears in the sketch for St G re
gory the Great surrounded by other Saints in 
Berlin.9

As M üller Hofstede noted, the work is 
not painted on bolus, and the modelling 
and the tentative brushwork on the 
flesh, with its green and grey hues, con
sists of rather short brushstrokes. These 
are features which may be found in the 
other early works by Rubens cited above; 
also characteristic of the early years is the 
deep blue and green sky, and the use of 
bright and variegated colours in the gar
ments, which already by the time of the 
Transfiguration had become more unified.

The Italian sources of the present scene 
have been well analysed by Müller Hof
stede. It is, in the first instance, to be 
seen in the context of Rubens’s response 
to Leonardo’s Battle o f  A n g h ia ri.10 The 
transformation of motifs from  this work 
into a nocturnal scene with dramatic illu
mination should also be seen, as Jaffé 
rightly noted, in terms of his experience 
of Tintoretto and Elsheimer.”  Jaffé ap
propriately characterized the appeal for 
Rubens, in this and his subsequent repre
sentations of the subject, of ‘rearing and 
plunging horses, wild lightning and the 
intricacies o f violence and speed’, which 
he would have found in a work such as 
Elsheimer’s Conversion o f  St P a u l.12 A s  to 
the specific sources for this subject, Ru
bens had a multitude of precedents to 
draw upon, and it is likely that his 
impressions were reflected in a general 
rather than in a particular way in the 
present work. Nonetheless, a number of 
possible sources for particular aspects 
may be mentioned here. It is one of those

depictions of the event which clearly 
show the presence o f Christ (despite the 
fact that only a light from  heaven is re
corded in the apostolic text). In this 
respect it belongs to the iconographie 
group which derives from  Raphael’s inter
pretation of the scene for the Sistine ta
pestries.13 Indeed, the relationship be
tween Christ and St Paul in the scene by 
Raphael is close to that depicted here, 
and his figure of Christ— especially the 
relative position of the arms— may well 
be the source for the equivalent figure by 
Rubens.

Amongst the many intermediate sour
ces which could be cited, the most 
important is perhaps the painting by 
Salviati in the Doria Gallery.14 But the 
m otif of the figure of Paul falling off his 
sprawling horse with his legs still just 
round the horse’s body could almost 
equally well have been derived from 
Ercole Procaccini’s painting in S. Giacomo 
Maggiore in Bologna,15 or even from 
Boldrini’s woodcut after Titian16 (which 
may also have provided other elements 
for the present composition). In all likeli
hood, the idea for the saint lying on the 
ground assisted by one or more men bend
ing over him, in this and in all subsequent 
representations of the subject by Rubens, 
came most directly from  Michelangelo’s 
fresco in the Capella Paolina in the Vati
can. Held has also noted the importance 
o f an engraving by Marten de Vos (No.6 
in a series of the Acts o f  the Apostles) for 
the m otif in Rubens’s paintings of four 
soldiers mounted on excited steeds. It 
will be clear, however, that in view of the 
many versions of the event which are 
closely related to each other, none may be 
said with certainty to have been Rubens’s 
immediate source. The present work 
most likely constitutes a resolution of the 
general impressions he must have had of
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the many representations of the subject 
available to him .17

It is possible that the painting came 
from the collection of Nicholas Rockox. 
It was for many years in the possession of 
the Roose family, who took over the 
Rockox house alter his death in 1640, in 
the same year as Jan Roose succeeded 
Rockox as Burgomaster of the city. In
deed, ‘een schilderye olieverwe op pan
n ed  in sijn lijste wesende de bekeeringe 
van St Paulus’ occurs in the inventory of 
Rockox’s pictures taken upon his death,'8 
and may well be the present work. But 
caution should be exercised in making 
this connection. In support of the identity 
of this work with the one cited in the in
ventory, Millier Hofstede claimed that 
apart from the two later paintings by 
Rubens (N 0 S .3 0  and 3 1), oth er‘Netherlan
dish representations from the sixteenth 
and early seventeenth centuries have, as 
far as we can see, not been handed down.’19 
But aside from the famous work by Brue
gel in Vienna, other illustrations of 
the subject from the sixteenth and early 
seventeenth centuries include the works 
by F. van Valckenborch in a private col
lection in Budapest, Kerstiaen de Keuninck 
in the collection of V.J. May ring in Nurem 
berg in i9 6 0 , Joos de Momper on loan to 
the Niedersächsische Landesgalerie in 
Hanover in 19 5 3 , Cornelis van Haarlem 
in Prague, Jan Brueghel formerly in 
Vienna,20 and a number of others. While 
the evidence from the Rockox inventory, 
therefore, is not conclusive, it remains 
strongly circumstantial.

Apart from its intrinsic interest and its 
importance as an addition to Rubens’s 
early work, the significance of this paint
ing in the context of the present cata
logue lies in the fact that it represents the 
first in a series of compositions of this 
subject by Rubens. All the subsequent

Conversions refer back, to a greater or 
lesser degree, to the present composition. 
They are discussed at greater length in the 
following entries.

1. l-'or suggestions on the iconographie origins of Paul 
as a horseman, see K. son Dobschüt/, in R eper
torium  f ü r  K unstw issenscha ft, L, 1920, pp.iob-ioN.

2. K .d .K ., p. 15.

3. Vlieghe, Saints, il. N o . m ,  i'ig-34.

4. K .d .K ., p.20 and p. 19 lelt respectively.
5. [Oat. Hxh.], Cologne, 1977, pp.145-146, No.7, and 

p .335 (repr.).
6. Vlieghe, Saints, II, N0.110, Fig.31.
7. Madrid, Prado, Inv. No.3137; F.Huemev, Portraits î  

(C orp u s Ruhenianum  l.udw ig Bu relut rd, M X ), No.20.
8. K .d .K ., p .21.
4. Vlieghe, Saints, 11, No.tond, Eig.25.

10. Ct. Müller Hotstede, op. cit., 1404, p.97; see also 
the important drawings after this work in Edin
burgh (published by M.Jaffé in Muster D raw ings, 
VIII, 1970, pp.42-50, pi.42), London (G ltick-H aber- 
d itç l , No.8), Paris (H eld, N o.161) and in the pos
session of H.M. The Queen of the Netherlands 
(published by J.Q. van Regtercn Aliena, in B ur
lington M a g a zin e, LXXVI, 1440, p .194; possibly .1 
copy).

it .  Of. Klsheimer’s Conversion o f  St l ‘ aul (also discussed 
011 p .115 below) and his D eluge  of c. 1000 (K. An
drews, Llsheim er, Oxford, 1077, Nos.aand 0, plates 
20 and 27 respectively).

12. Ja ffe , 1977, P-Wl f°r more precise details of the 
influence of this composition by Hlsheimer on 
Rubens, see under N0.30 below. It should be noted 
that the Eisheimer is almost contemporary with 
the Rubens; Andrews, op. cit., p .140 dates it to

c. 1598-99 •
13. Dussler, p p .102-103, p i . 180.

14. Conveniently illustrated in W. Hriedländer, Man
nerism and A n ti-M a n n erism  in Italian P ain tin g, New 
York, 1965, pi.29. This composition by Salviati was 
engraved by K.Vico in 1545 and was reflected in 
the well known tile picture of 1547 now in the 
Vleeshuis in Antwerp (see J .Douille/,, 'D e  Bekering  
ran S a u lu s ’ . A a n vullen de Gegevens over een befaam d 
Tegeltableau in het V leeshu is, Antwerpen, 111, 1957,

p p .4 5 -4 7.

15. W. Hriedländer, op. cit., pl.30.
10. M.Muraro and D.Rosand, IQnnto e ia silogrujiu 

Vene-iiana del Cinquecento. Venice. 1970. No. 10 
(repr.).

17. This applies to the later Conversions discussed in 
the following entries (Nos.30-32), where further 
possible sources will also be found. For a thorough 
analysis of the various iconographie traditions in 
the 16th century, see W.Hriedländer, op. cit., 
pp.68-71, and Friedländer, Cdravflggio Studies, pp. 18- 
27, both with copious illustrations.

IO



C A T AL O GU E  NO.  30

18. D enucé, K onstkam ers, p.89.
19. M üller Hofstede, op. cit., 1964, p.97.
20. With the Galerie St Lucas in 1928; see K.Hrtz./fltt 

Brueghel der A ltere, D ie  G em älde, Cologne, 1979, 
p.205 (repr.), Cat. N0.73.

30. The Conversion of St Paul (Fig. 67)

Oil on panel; 95,2 x 120.7 cm.
London, C o u rta u ld  In stitu te  o f  A r t , Princes  
G ate C ollection, Inv. N0.21

p r o v e n a n c e : ?Prince of Orange sale, 
Het Loo;1 collection of the Elector Pala
tine, Johann-Wilhelm von der Pfalz-Neu- 
burg, Düsseldorf; transferred to the Hof- 
gartengalerie, Munich, in 1806; trans
ferred to the Alte Pinakothek, Munich, 
in 1838, the year of its foundation; trans
ferred to the Gallery in Speyer before 
1927; bought by Count Antoine Seilern 
in 1938.

co p y : Painting, whereabouts unknown; 
panel, 96x125. cm. p r o v . collection 
Pouppez, Brussels, 1926; Consul Fritz 
Schleif, Berlin, 1927; Berthold Waldner, 
Berlin,i928;sale,Berlin (Lepke),28 March, 

19 3 5-

l i t e r a t u r e : K arsch, N0.188; V a n  Gool, 
II, p.545; M ichel, 1771, p.300, N0.25; Piga- 
ge, N0.267; Forster, I, p. 167; Sm ith, C a ta 
logue R aison né, II, p.66, No. 192; IX, p.269, 
N0.95; Parthey, p.418, N0.60; Marggraff, 
pp.193-194. N0.317; R ooses, II, p.331, 
N0.477; K .d .K ., ed. R osenberg, p.84; D illo n , 
p .115, pl.LXXX; F.M.Haberditzl, Stud ien  
über R u b en s ja h r b u c h  der K unsthistorischen  
Sam m lungen des allerhöchsten K aiserhauses, 
XXX, 1911-12, p.261; A. L. Mayer, D ie  
R u b en sbild er d er A lte n  Pin akothek in M ü n 
chen, K u n stch ron ik, N. F. XXIII, 1912, p.290 
(as overpainted); K .d .K ., p.157; O ld en bou rg , 
1922, pp.48, 90; E.Kieser, D ie  Bekehrung  
des P a u lu s bei R u b en s, C icerone, XIX, 1927,

pp.655-662; Evers, 1942, p.227; Evers, 1943, 
pp.260, 262, 357; J.G. van Gelder, R u b en s  
in  H olland  in  de Z even tiend e E eu w , N ed er
lands K un sthistorisch  Jaarboek, III, 1950-51, 
p.140; Seilern, pp.34-37, N0.21; A u st, 
pp.195-197; H eld , I, pp.93, 101-102, 107; 
B u r ch a r d -d ’ H u lst, 1963, p.86; J. Müller 
Hofstede, A n  E a rly  R u b en s ' C onversion fo  
S t P a u l’ . T he B eginning o f  his Preoccupation  
w ith  L eonardo’s ‘ Battle o f  A n g h ia r i’ , B u rlin g 
ton M a g a zin e , CVI, 1964, pp.98, 105; 
M.Stuffman, M is c e lle n  ç u  ç w e i B ildern  
von H ans R ottenham m er u n d  A d a m  Els- 
heim er, Städel-Jahrbuch, N.F.II, 1969, p.177. 
fig .n ; Seilern, C orrigen da an d  A d d en d a , 
pp.25-26, N0.21 ; H eld , O il Sketches, pp.579- 
580.

Several recollections of the painting of 
this subject in Courtrai (N0.29; Fig.64) 
may be found in the present composition, 
and both the overall mood and the picto
rial effects are similar to those in the 
earlier work. Once again, the C onversion  
o f  S t P a u l appears to be shown as a noc
turnal event (although the darkening of 
the sky may simply have been intended 
as a means of making the divine appari
tion all the more brilliant). Once again, 
Paul has tumbled from his mount and is 
encircled by a melée of men and horses. 
But here Paul has slipped further from his 
horse, and his body is turned so that his 
arms are parallel to the bottom edge of 
the painting. In the case of both the other 
paintings of this subject by Rubens 
(N0S.29 and 31 ; Figs.64 and 74) the horse 
is shown in the process of throwing Paul 
off its back; here, however, it is almost 
clear of the apostle and already begins to 
start up on its hind legs. The other horses, 
especially the great rearing horse in the 
centre of the composition, are shown in 
even greater disarray than in the previous
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work. The eastern setting is emphasized 
(in the absence of camels) by the three 
turbaned riders, in particular the colour
ful contingent on the right.

For the group of the apostle and his 
horse and the foremost figure helping 
him to his feet, Rubens probably recalled 
the version of this subject by Taddeo 
Zuccaro in San Marcello al Corso in 
Rome2 (although the position of the mus
cular attendant’s hands is rather closer to 
that in the drawing for the present com
position discussed below, No.3oa; Fig.69). 
A closer parallel to the figure of Paul him
self and the starting horse restrained by 
a youth may be found in the painting of 
the same subject by Fdsheimer in Frank
furt.3 From Elsheimer too he may have 
derived the idea for the group of orientals 
at the right of the picture : as Held pointed 
out, they recall Rubens’s drawing in Lon
don adapted from Elsheimer’s Ston in g o f  
S t Stephen  (Fig.72).4 Various earlier North
ern prints have been suggested as the 
source for several of the elements in Ru
bens’s composition, but they are too vague 
to be of any particular significance here.5 
HansBaldungGrien’s 1514 woodcut of this 
subject6 may, for example, be the source 
of the great rearing horse on its hind legs 
in the centre of the composition, but a 
closer precedent for this feature (and 
possibly others) is Michelangelo’s C o n v er
sion o f  St P a u l in the Cappella Paolina (or 
the engraving after it by Nicholas Béatri- 
zet7). As in the case of N0.29, the dramatic 
contrasts between light and darkness 
throughout the work reflect, in a general 
sense, Rubens’s reaction to Tintoretto’s 
paintings in the Scuola di San Rocco in 
Venice.

CountSeilern assigned a dating of c. 1615 
or slightly later to the present work 
whereas in his book on the drawings Held 
suggested the period between 1612 and

1614. Held’s arguments there are worth 
repeating, not because they provide suffi
cient or conclusive evidence in support 
of his dating, but because they cast some 
light on the evolution of certain motifs 
to be found within the painting. One of 
the heads on the drawing by Elsheimer 
already referred to8 recurs on the same 
sheet as a drawing for the A d oration  o f  the 
Shepherds at Fermo of 1607-08 ;9 the young 
shepherd on the left of the Fermo altar- 
piece10 was used again in modified form 
for the youth with the naked torso in the 
right middleground of the composition, 
who shields his eyes and has a drapery 
billowing from his wrist; and this figure 
was finally turned into the man on the left 
of the Flagellation  of 1617.11 At first I was in
clined todatethew orktoaround 1613—14, 
but the marked similarities in technique 
and treatment with the predella panels of 
the R a isin g  o f  the C ross of i6 io -i2 12suggest 
a dating from that time instead.

This dating has now received support 
from Held in his most recent assessment 
of the work (in his book on the oil 
sketches). Here, furthermore, he put for
ward an additional hypothesis about the 
evolution of the final composition. On the 
basis of the many pentimenti revealed 
by the X-ray photos published by Count 
Seilern (Fig.68), he suggested the paint
ing may have been altered at a later 
stage, and claimed that the figures of 
Christ and the two putti ‘clearly belong 
to a reworking of c.1620, which may also 
be responsible for the addition of a tur
baned man at the right, and possibly of 
other figures, and some modifications on 
the youth holding the saint’s horse’. The 
suggestion gains further plausibility in the 
light of Rubens’s renewed occupation 
with the theme around 1620 (cf. No.31a 
below), although it is by no means clear 
from the X-rays that the figures of Christ
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and the putti are in fact a later addition. 
For the rest o f the work, however, Held’s 
discussion now firmly implies a dating of 
around 1610-12.

Amongst the changes in the painted 
surface revealed by the X-rays (Fig.68) but 
not noted by Held, the most important 
are these : Paul’s right hand was original
ly extended directly upwards, slightly 
towards the spectator, while the nude 
figure helping him raised his left hand as 
if to shield his eyes from the glare of the 
heavenly apparition ; the inclined head of 
a horse could be seen immediately above 
the head of the figure restraining the 
great horse in the centre of the composi
tion (this and the preceding pentiment 
appear, significantly, in the drawing, 
No.3oa below, as well); a second figure 
could be seen looking upwards alongside 
the horseman also looking upward on the 
left ; the figure in the centre of the right 
half o f the composition with his back 
turned away from the melée appears to 
be painted in a different medium (per
haps the oil was modified by the addition 
of stand oil or another such constituent) 
from the rest of the painted surface; and 
there are traces of a figure upside down in 
the upper right hand corner of the com
position.

The condition of the work is good, and 
the rich tonalities of the colours (the 
remarkably deep blue of the sky, Christ’s 
red cloak, the silver-grey rearing horse in 
the centre, the brown piebald in the fore
ground and the swirling bronze drape of 
the rider on the right) are very well pre
served. Burchard suggested that a strip of 
about 2.5 cm. was added above and painted 
by Rubens himself. The work has clearly 
not been overpainted13 despite the nega
tive judgements of Oldenbourg, Kieser 
and others. It was probably largely as a re
sult o f these that the work was transferred

firstly to the Filialgalerie  in Speyer, and 
then finally sold on the art market in Ber
lin in 1938.

This C on version  o f  St P a u l must once 
have formed a pendant to the D efea t o f  
Sennacherib  now in Munich (Fig.66).14 The 
two works are the same size and both 
depict a sudden emanation of light from 
an unexpected divine apparition, which 
throws all below, horses and men, into 
confusion. As Count Seilern observed, the 
one painting is almost the mirror image 
of the other; but which hung on the left 
and which on the right is less easy to 
determine. If one imagines the Sennache
rib on the left and the St Paul on the right, 
the rays of light converge towards the cen
tre of the pair, with the two dominating 
horses rearing outwards in a contrary 
direction. The consequent tension they 
set up within the composition is arrest
ed by the crowded group of horsemen 
at each outer edge, and the pair would 
then have been enclosed by the mount
ed figures in turbans. Several further 
elements in each composition suggest 
that they were balanced in this way, 
as observed by Count Seilern, but it 
should be noted that the engraving by 
Mechel of the relevant portion of the 
Düsseldorf Gallery15 shows the opposite 
arrangement, with the St Paul on the left, 
and the Sennacherib on the right. The fact 
that there would then be a central light 
source for the pair is an argument in 
favour of this disposition with the great 
rearing horses in the centre forming a 
further unifying feature. It is, therefore, 
rather difficult to establish in which way 
these works would have been intended to 
hang, although the first arrangement is 
perhaps slightly more likely in compo
sitional terms alone.

Beyond suchpictorial and compositional 
considerations, I have been unable to find
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anydocumentaryoriconographicevidence 
to suggest the motives for the pairing of 
these two works; and their original func
tion must also remain obscure.

The present work represents a further 
stage in the development of a pictorial 
theme first adumbrated in the D eath o f  
H ip p o ly tu s o f 1609—11 :16 a central figure 
lies sprawled or tossed from a rearing 
horse, while the other men and horses 
around him either flee or are in various 
states of fright, all amidst dramatic light 
effects.The theme and motifs are explored 
further in the D eath o f  Sennacherib, and 
receive their most complex expression in 
the Battle o f  the A m a zo n s  of c. 1619.17 
Furthermore, the importance of the two 
main figures in the foreground for sub
sequent compositions by Rubens can 
hardly be overestimated. As Held has 
most recently noted, the upside-down 
figure of St Paul occurs again in the D eath  
o f  M a x e n tiu s  in the Constantine series, 
and, with some variation, in the M ira cles o f  
S t Ignatius L o y o la ; '8 while the figure of the 
crouching youth turning his head inward 
as he assists St Paul— which first appears 
in the drawing for this composition 
(No.ßoa)— recurs not only in the later 
St P a ul (N0.31), but also in works such as 
the Ston in g o f  S t Stephen, the M iracles of 
S t Ign atius Loyola, and the St Fran cis o f  
P a ola . 19

It is possible that this is the Conversion  
o f  St P a u l which the Amsterdam poet Jan 
Vos saw in the home of the Burgomaster 
of Amsterdam, Cerrit Schaap, between 
1650 and i66o,î0 especially in the light of 
its purported later provenance from Her 
Loo. But the evidence is not specific and 
the reference could also be to another 
version of this subject by Rubens.

I . According to the 1022 Catalogue of the Alte Pina
kothek, p .141,

2. Illustrated in Friedländer, Caravaggio Studies, fig.7.
4. K. Andrews, Flsheimer, London, 1077, p.140, N0.4.
4. British Museum, Inv. No. O0.9-30 (Hind, N0.44); 

engraved by P.Soutntan V S ., p .145, No.76; Held, 
p,i07. On the relationship between Elsheimer's 
design and Rubens's drawing, see I. Jost, A Newlv 

Discovered Painling bv Adam Flsheimer, Burlington 

Magazine, CVIII, 1966, pp.3-6. The original source 
for these heads may well have been the turbaned 
rider on the left o f Elsheimer’s Stoning o f  St Stephen 

in Edinburgh, Andrews, op. cit., N o.is; cf. Seilern, 
Addenda, p.20. In addition, the turbaned head of 
the figure on the extreme right of the painting by 
Rubens is the same as the head in the upper right 
of his draw ing for the Eermo Nativity (see note 10 
below) in the Historisch Museum in Amsterdam 
(Held, N o.18), which is probably also dependent on 
Elsheimer.

5. E.Lugt, Rubens and Slimmer, A rt Quarterly, VI, 
1043, suggested several similarities with the wood- 
cut of this subject by Jost Amman in the leones 

Novi Testamenti o f 1571 ; he also pointed to a pos
sibly closer connection with the woodcut by 
T .Stimmer in the Neue Künstliche Figuren Biblischer 

Historien, Basle, 1 S7f>.
6. F.W .H.Hollstein, Germ an Hngravings, Filchings and  

W oodcuts, c . 1400-1100, Amsterdam, 11.d., II, p a ts , 
No. 124.

7. Bartsch XV, as?, 33. The same powerful m otif of 
the horse rearing was used earlier in the centre of 
the painting o f the Death o f  Hippolytus, also in the 
Princes Gate Collection, Courtauld Institute of Art 
(Seilern, N0.9), a work whose importance in the ori
gins of the theme of tumbling figures and rearing 
horses against a dramatically dark background 
should be noted here.

8. Note 4 above.
9. Held, N0.18, Burchard-d'Hulst, iqfij. No.41.

10. First published by R.Longhi, in Vitii Artistica, II, 
1927, pp.191-196 (repr.) and Pinacotheca I, 1928, 
p p .169-170 (repr.) and supplemented by L.Bur
chard, in Pinacotheca, I, 1928, pp,i-i6.

11. K.d.K., p.87.
12. Cf. The Miracle of St W alburga in Leipzig, Museum 

der bildenden Kunst; S.Heiland, Two Rubens Paint

ings Rehabilitated, Burlington Magazine, CXI, 1969, 

pp.421-427 (repr.);exh.: Antwerp, i v t ’ , No.21.
13. As pointed out by Seilern, p.39, on the basis of the 

good X-rays published in Seilern, pi.LI,
14. K.d.K,, p.i 56. It is not impossible that in both these 

compositions, Rubens may have recalled Antonio 
Tem pestas engraving o f the Death o f  Sennacherib 
and Jan Brueghel’s Battle o f the Israelites and Amale- 

hiles in Dresden; see K. Ert/., /an Brueghel der Altere, 
Die Gemalde, Cologne, 1979, pp.466-467.

15- In Pigage, pl.XX.
16. Seilern, pp.32-33, No,9.
17. K.d.K., p .196. For the initial development of this 

theme, from the early Hippolytus to the present 
St Paul, see Kieser, op. cit., pp.655-657; and Seilern,
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p.37 ; for the place of the Death o f Decius M us in the 
further evolution of this theme, see below, p.125.

18. K.d.K., p.232, and K.d.K., p.204 respectively; noted 
in Held, Oil Sketches, p.75.

19. K.d.K., pp.158 and 204, Held, Oil Sketches, N0.407, 
respectively; noted in Held, Oil Sketches, p .580, 
where the suggestion is also made that the deriva
tion of this pose may well be from one, or perhaps 
two, engravings by Barthel Beham (Bartsch 16 and 
17) depicting battles o f nude men.

20. Cf. J.G. van Gelder, op. cit., p .140.

30a. T h e Conversion of St Paul : 
D raw ing (Fig.69)1

Pen and brown ink with brown wash, 
heightened in a few places with white 
bodycolour, a few corrections in white 
chalk; 22.2 x33  cm.; left half: 22.2
x 16.5 cm.; below on the left the marks 
of P.H.Lankrink (L.2090), Sir Joshua 
Reynolds (L.2364), and Sir Thomas Law
rence (L.2445); on the verso an inscrip
tion in black chalk: C on version  o f  S  P a u l. 
V a n d yck , Law rence, C o llin ; right half: 22,2 
x 16.4 cm.; two strips of paper pasted on 
the sheet and drawn over by Rubens him 
self; below on the right the marks of 
P.H.Lankrink and Sir Joshua Reynolds; 
on the verso an inscription in pen by Sir 
Joshua Reynolds : The p ictu re  is at D ü sse l
dorf.
London, C o u rta u ld  Institu te o f  A r t, Princes  
G ate C ollection, Inv. No. 57.

p r o v e n a n c e : Left half: ?J.P.Happaert 
(Antwerp, second half of the seventeenth 
century; P.H.Lankrink (London, 1628- 
1692) ; Sir Joshua Reynolds (London, 1723- 
1792); Sir Thomas Lawrence (London, 
1769-1830) ; Oxford, Ashmolean Museum. 
R ig h t half: ?J.P.Happaert; P.H.Lankrink; 
Sir Joshua Reynolds; art market, Paris, 
c. 1939-43; sale, Leipzig (Boerner), 
30March to 1 April, 1943, lot 124.

e x h i b i t e d : Left half: London, 1930, N0.42.

l i t e r a t u r e : L eft half: B urchard, 19J0, 
pp. 50, 51; D ra w in g s selected fr o m  C ollec
tions in  the A shm olean M u seu m , O x fo rd , 
1951, pl.16; J.S.Held, R u b en s Pen D r a w 
ings, M a g a zin e  o f  A rts , XLIV, 1951, p.290, 
No.7; R ig h t half: Burchard, 1950, p.51, 
under N0.42; C. Norris, R u b en s in R etro 
spect, B u rling ton  M a g a zin e , XCII, 1951, p.7 
(reproduced along with the left half); 
E n tire sheet: Seilern, pp.34-37, 92-93, 
N0.57; C. Norris, Review of Seilern, B u r
lington M a g a zin e , XCVII, 1955, p.397; H eld, 
pp. 106-107, N0.31 ; B u rch a rd -d ’H u lst, 196 3, 
pp-93-94, N0.54, (repr.); Seilern, C orrigen 
d a a n d  A d d en d a , p.25 ; Y. Kusnetzov, R isu n k i 
R u ben sa , Moscow, 1974, N0.43 (in Russian).

Apart from St Paul’s horse in the centre, 
the groom restraining it, the general simi
larity in the figures helping St Paul, and 
the dog to the right of the horse, there are 
substantial differences between the pre
sent drawing and the painting. The most 
striking of these is the group of camels 
and their riders on the left half o f the 
drawing (in which Rubens undoubtedly 
recalled the similar group on the left of 
the early painting in Courtrai, N0.29; 
Fig.64). These suggest the Syrian context 
of the scene and may be found in many 
earlier representations of this subject. It 
has been observed that the m otif o f the 
mother and child with another child 
clinging to her back is derived ultimately 
from the Asa-Joram-Josaphat lunette in 
the Sistine Ceiling,2 but it may have been 
taken more directly from a similar group 
on a donkey in the engraving of the R e
tu rn  o f  Jacob ’ s Fam ily fr o m  E g yp t by Come- 
lis Cort after Frans Floris.3 Most of the 
other figures and horses in the melée do 
not recur in the painting (with the excep
tion of the fleeing horse in the background 
of the right half which appears in reversed
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form on the left of the painting). Here as 
in the oil sketch (No.30b; Fig.70) St Paul 
lies parallel to the picture plane, and not 
at right angles to it, as in the painting.4

Despite these differences, however, the 
drawing, like the painting, displays a 
considerable number of pentimenti; and 
some of these involve figures which are 
significantly similar to ones initially repre
sented on the painting, as revealed by the 
X-rays referred to in the preceding entry. 
In this respect it should be noted that one 
of the formulations of the figure helping 
Paul is in the same position as in the early 
version of that figure in the painting, with 
one hand extended upwards; that bend
ing forward over Paul is the faintly indi
cated figure of a further attendant; and 
that immediately to the left of the tur- 
baned figure in the centre of the composi
tion is the inclined head of a horse— just 
as in the earlier stage of the composition 
revealed by the X-rays. The fact that none 
of these figures occurs in the sketch 
(No,30b below) may lend further support 
to the hypothesis proposed here: that the 
sketch was made after the drawing—  
perhaps, indeed, after the initial formula
tion of the painting as recorded by the 
X-rays.

Held noted the relationship between 
the ‘spotty treatment of light’ and the 
rather wild figures of this drawing with 
other works done around 1610-12.5 Apart 
from the R a isin g  o f  the C ross and its pre- 
della panels,6 a similar treatment of both 
figures and light may be found in the 
R esurrection  panel from the Moretus epi
taph of 1611-12 (No.i ; Fig.3). If one turns 
for comparison to the datable drawings, 
the graphic style of the present work 
seems close to the studies for the P resen 
tation  and V isitation  o f 16117 although it 
may represent a slightly greater degree of 
sophistication in the otherwise rather

similar use of pen and ink with wash. A 
satisfactory dating would therefore seem 
to be C . 1 6 1 1 - 1 2 ,  but possibly a little 
earlier.

That the drawing, now reunited in the 
Princes Gate Collection, existed as two 
separate sheets at quite an early date is 
suggested by the presence of the marks of 
Lankrink and Reynolds on both halves of 
the sheet (with Lawrence’s mark only on 
the left half). It will be noticed that the 
pen lines do not quite meet in the centre 
of the drawing. The simplest explanation 
for this is that the sheet must once have 
formed the opposite pages of a sketch
book, in which case Rubens would ob
viously have drawn across the centre
fold without being able to continue right 
down to thebinding. The suggestion made 
by Count Seilern, that Rubens may have 
torn out an earlier version of the right 
hand page, to draw the present half on 
the page underneath, should not be 
discounted as an explanation of the ap
parent lack of continuity between the 
lines in the centre of the sheet. It is 
also worth bearing in mind Count Sei- 
lern’s hypothesis that the abandonment 
of the left half of the composition in the 
final version is to be accounted for by 
Rubens’s subsequent decision to make 
the Conversion a pendant of the Defeat o f  
S en n acherib ,g

Tt seems possible that the drawing was 
originally owned by J. P. Happaert, Canon 
of Antwerp Cathedral in the second half 
of the seventeenth century, in whose col
lection three two-piece drawings are re
corded.9 Two other such divided draw
ings survive: The D eath o f  H ip p o ly tu s in 
Bayonne,10 and the G arden  o f  Love in the 
Metropolitan Museum in New York.11

The now reunited St Paul drawings are 
in good condition. Pentimenti are especial
ly noticeable on the right of the left half,
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where lines once erased (including a figure 
leaning forward over Paul) have again be
come visible. A rectangular and a larger 
square piece of paper have been pasted 
over the right hand side of the right sheet, 
presumably in order to facilitate altera
tions to an original design.

1. As made clear in the course of this entry, this draw
ing was separated into two halves before being 
reunited by Count Seilern.

2. K .d .K ., M ichelangelo, p.85;observed by H eld, p .107.
3. Reproduced in H eld, I, fig.40; cf. ibid., p .107.
4. This figure is fairly close— though not identical—  

to the body at the bottom of the D efeat o f  Sennacherib  
(K .d .K ., p .156) and the drawing for it in the Alber
tina (Burchard - d 'H u ls t , 1963, N0.53).

5. H eld, I, p.107.
6. K .d .K ., p.36; for the surviving predella panel of Tlie 

M ira cle  o f  S t W a lburg a , see S.Heiland, T w o R ubens  
P aintings R ehabilitated, The B urlington M a g a zin e, 
CXI, 1969, pp.421-427. Comparison may also be 
made with the closely related M ira culous D raught 
o f  Fishes (K .d .K ., p.31) engraved by Soutman (repr. 
in O ldenbourg, 19 12 , fig.31) ; wrongly said by H eld, I, 
p. 107, to be one o f the predella panels of the R aising  
o f  the Cross).

7. B urchar d - d 'H u lst, 1963, Nos.60 and 61; H eld, I, 
pp.104-105, N0S.27, 28.

8. K .d .K ., p. 156; cf. the discussion on p.i 16 above.
9. D enu cé, Konstkam ers, p.336; cf. H eld, I, p.107, under 

N0.31.
10. B u rch a rd -d ’H ulst, 1963, N0.39, and H eld , N0.21. 
i t .  B urch a rd-d 'H td st, 1963, N0.180, and H eld, N0.152.
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30b. The Conversion of St Paul:
Oil Sketch (Fig.70)

Oil on panel; 56 x 79 cm.
L on don, C o u rta u ld  In stitu te  o f  A r t , Princes  
G ate C ollection, Inv. No. 20.

p r o v e n a n c e : Galerie Louis Manteau, 
Brussels, 1925; bought by F. Koenigs, 
Haarlem, in 1936.

e x h i b i t e d : A m sterd am , 1933, N0.9; R o t
terdam , 1933, N0.20; Brussels, 193 J, N0.29.

l i t e r a t u r e : L.Burchard, S k iç ç e n  des  
ju n g e n  R u b en s, S itzu n g sb erich te  d er k u n st
geschichtlichen G esellschaft in  Berlin , October

1926-May 1927, p.3, No. 18; A. Scharf, The  
R u b en s E xh ib ition  in  A m sterd a m , A p ollo , 
XVIII, 1933, p.236; R. A. M. Stevenson, 
R u ben s, P a in tin g s a n d  D ra w in g s, London, 
i939> N0.197 ; F. Lugt, R u b en s a n d  Stim m er, 
A r t  Q u a rterly , VI, 1943, p.107; V a n  P u y -  
velde, Esquisses, pp.46, 57, 71 and N0.23; 
Burchard, 1930, p.51; C.Norris, R u b en s in  
R etrospect, B urlington  M a g a zin e , XCIII, 
1951, p.7; Seilern, pp.34-37; C.Norris, 
Review of Seilern, B urlington M a g a zin e, 
XCVIII, 1955, p.397; B u rch a rd -d ’ H u lst, 
1936, p.58, under N0.52; A u st, pp.195-197; 
M.Jaffe, R u b en s in  Ita ly: R ediscovered  
W o rk s, B u rling ton  M a g a zin e, C, 1958, 
p.421, n.33; H eld , pp.26,107, underN0.31; 
B u rch a rd -d ’ H u lst, 1963, p.94, under N0.54; 
M ü ller  H ofstede, R eview , p.445; Seilern, 
C orrigen da an d  A d d en d a , p.25; H eld , O il 
Sketches, pp, 578-580, N0.421.

Although more cursorily depicted, the 
group of camels and the figures they bear 
is approximately the same as in the draw
ing (No.3oa; Fig.69) for T he C onversion o f  
S t  P a u l:  so is the figure with the raised 
right arm immediately behind them. But 
the basic compositional structure of the 
drawing has been changed: the great 
S-like curve dominating the centre o f the 
composition (in the painting as well) is 
absent, and the group of fleeing men on 
the lower left of the drawing is here sup
planted by a dog. The figure of Paul has 
been brought to the very edge of the 
sketch, as in the painting (although there 
the saint lies at an angle to the picture 
plane). The two helpers on the left of 
St Paul are the same as in the drawing, 
but the figure immediately beyond him 
leaning over his chest is fully sketched in, 
unlike the rather vague depiction of the 
equivalent attendant in the drawing. The 
horse and its position are unlike both
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drawing and painting. Held perceptively 
observed that the present sketch is the 
only one of Rubens’s compositions of the 
subject to show the normal pattern of the 
C onversion  (as it appears in both Raphael 
and Michelangelo) with the horse at
tempting to get away, despite the efforts 
o f the groom. Beyond the horse is a 
broadly sketched rider— possibly wearing 
a turban— in a contrapposto pose on a 
horse seen directly from behind; this 
m otif recurs in the painting. The man 
beyond him in the distance with his arms 
extended to the left may well be derived 
from a fairly standard figure in paintings 
of the C onversion  scene, such as the one 
which occurs on the far right of Salviati’s 
composition in the Doria Gallery,1 itself 
an important source for all Rubens’s re
presentations of this subject. A similar 
fleeing figure is to be found on the lower 
right of the H ip p o ly tu s drawing in 
Bayonne;2 and the position of the arms of 
that figure is in turn recalled by the child 
standing on the camel on the left o f the 
present sketch.

Burchard, who was the first to publish 
this sketch and to note its connections 
with the painting from Count Seilern’s 
collection, also remarked on its technical 
similarity with the presumably slightly 
later sketch for a Lion Hunt in Leningrad.3 
The paint was initially laid on rather 
thinly with a soft brush. Some of the initial 
modelling of the forms was also done in 
this manner, but then a coarser and stiffer 
brush was used to apply thicker colours, 
especially in the highlights and in areas 
such as the figure bending over St Paul.

The condition of the sketch is very good. 
It is of a much blonder overall tonality 
than usual in Rubens’s sketches. Above 
on the left the sky is a light blue; the 
woman on the back of the camel is in red, 
as is the figure restraining the horse on the

lower right. The figures in the foreground 
are painted in a thin buff-shaded layer. 
The extraordinary swiftness of the brush- 
work is nowhere more striking than in 
the almost white brushstrokes which 
delineate the horses and their riders on 
the right. Thicker impastos form the 
highlights on the armour of St Paul and 
the figure above him. Few other sketches 
by Rubens have been executed with the 
same impetuous brilliance and speed as 
this one.

Although Burchard dated the sketch to 
0 6 13-14 , Held has now firmly argued in 
favour of 1610-12. This dating is accept
able not only on technical and stylistic 
grounds, but also because it then fits logi
cally into the most likely sequence of the 
various stages in the evolution of the final 
composition.4

It is difficult, however, to determine 
whether the drawing preceded thesketch, 
or vice-versa. Count Seilern argued co
gently in favour of the sequence: sketch—  
drawing— painting; but Held has raised 
the possibility that the drawing may 
have preceded the sketch. The following 
are the main arguments in favour of the 
possibility that the drawing came after 
the sketch: 1) this sequence would be 
more in accord with Rubens’s usual 
practice; 2) the position of the horse and 
its relationship to St Paul in the painting 
is closer to the drawing than to the sketch ; 
3) the dog is in more or less the same 
position in the drawing as in the painting 
(whereas in the sketch it is on the oppo
site side of the composition; and 4) the 
great S-shaped curve in the centre of the 
composition, as observed by Count Sei
lern, is similar in the painting and the 
drawing. These are strong arguments, but 
they are not necessarily conclusive. There 
is no reason why Rubens should not have 
returned to elements in the drawing such
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as those noted here after  having produced 
the oil sketch. So much of the drawing is 
absent from the painting that one should 
consider the possibility, first suggested by 
Held, that the sketch represents an at
tem pt to concentrate the rather sprawling 
composition of the drawing— particularly 
in view of the speed with which the sketch 
was evidently executed. In the latter, the 
group of Paul and the attendants has been 
brought closer to the foreground, ‘giving 
it approximately the same place and 
weight as in the final painting’,5 and the 
agitated group in the left hand corner of 
the drawing has been eliminated, to be 
replaced by the dog. Furthermore, while 
it could be argued that the group of 
camels on the drawing represents an 
elaboration of the same group on the 
sketch, it seems more likely that this area 
on the sketch, painted in swift strokes, 
reproduces a part of the composition 
which had already been developed, but 
was not yet to be discarded. The hypo
thesis proposed here, therefore, is that the 
sketch represents a quickly painted inter
mediate stage in the evolution of the 
composition, and that in the final painting 
Rubens returned, as was his wont, to some 
features o f the earlier stage, here repre
sented by the drawing.6 In the entry for 
the drawing (Nojoa), further arguments 
have been adduced in favour of this hypo
thesis, including the suggestion that the 
sketch may have been painted a fter  the 
initial painting of the final composition: 
the drawing shows features which are 
present in the initial formulation on the 
panel but are significantly absent, as has 
been noted above, from both the sketch 
and the painting as it now appears. This 
suggestion would also go some way to 
accounting for the obvious haste in which 
the sketch was painted.

Nonetheless, it is clear that neither

drawing nor sketch is very close to the 
final version, and the possibility that yet 
another intermediate stage has been lost 
should not be excluded. In addition, 
whereas the drawing and the sketch may 
have been executed almost contempo
raneously, it must be assumed that the 
painting was produced at a slightly later 
stage, as implied by the datings proposed 
above.7

1. Illustrated in W.Friedländer, M a nnerism  and A n ti-  
M a nnerism  in Ita lian P ain tin g, N ew York, 1965, 
pl.29; cf. p .113 note 14 above.

2. B u rch a rd -d 'H u lst, 1963, N0.39; for the importance 
of this drawing in the development o f Rubens's 
treatment of the Conversion theme, see p.117 of the 
present volume.

3. K .d .K ., p .153; H eld, O il Sketches, pp.408-409, N0.299.
4. Cf. H eld, Oil Sketches, p.579.
5. H eld, I, p .107.
6. Amongst the features to which Rubens reverted, 

see, for example the horseman rushing off to the 
right in the drawing but to the left in the painting.

7. It is naturally possible to propose more complex 
sequences of development than those suggested 
here, especially if the possible intermediary role of 
the drawing after Elsheimer in London (Fig.72.; see 
p.117, note 4 above) is taken into account, but these 
need not be considered here.

30c. Study of Three Horsemen : 
Drawing (Fig.71)

Pen and brown ink; 21.5 x 15.7 cm. Below 
on the right (in another hand): P.P.Rub.; 
on the verso the mark of Franz Koenigs. 
R otterd am , M u seu m  B oym an s-va n  Beunin- 
gen. Inv. No. V.96.

p r o v e n a n c e : V.Koch, London; sale, 
Amsterdam (Muller), 21 November, 
1929, lot 32; bought by F. Koenigs (Haar
lem, 1881-1941) in 1930; given by D.G. 
van Beuningen to the Stichting Museum 
Boymans, Rotterdam, in 1940.

e x h i b i t e d : A m sterd am , 19 3 3, N0.82; 
M eesterw erken  u it  v ier  eeuw en, Museum
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Boymans, Rotterdam, 1938, No.342; A n t
w erp, 1956, N0.52.

l i t e r a t u r e : B u rch a rd -d ’ H u lst, 193Ó, 
pp.58, 59, N0.52; Seilern, p.39.

This group of three riders, two of them 
wearing turbans, recalls, in general terms, 
Rubens’s drawing in the British Museum 
adapted from a composition by Hlsheimer 
(Fig.72).1 There is also a strong similarity 
between the head of the turbaned rider 
on the right— a similarity even closer in 
the painting— and that on the upper right 
of the drawing for the Fermo A d o ra tio n  o f  
the Shepherds in the Historisch Museum 
in Amsterdam.2

The two riders on the right of the 
drawing appear to be elaborations of the 
two similar figures on the right of the oil 
sketch for the C onversion o f  S t P a u l 
(No.3ob; Fig.70); in the final version 
(N0.30; Fig.67) only the rider on the lower 
right has been retained.3 The rider on 
the left o f this drawing does not appear 
to occur in any of the surviving stages in 
the evolution of the composition, but is 
possibly reflected in the second turbaned 
head on the right of the painting (although 
it may conceivably have provided the 
basis for the horseman with the turban in 
the centre there).

The present drawing therefore appears 
to represent an intermediate stage be
tween sketch and painting, but the possi
bility that it was executed before the 
sketch should also be considered. The 
most likely dating would thus seem to be 
c , i 6 i i - i 2, despite a superficial resem
blance in graphic style to drawings of the 
Italian period, such as the Battle G roup  
on the verso of the Edinburgh Hero and  
Leander sheet,4 and The Preaching o f  John  
the Baptist in Rotterdam.5

I. London, British Museum, Inv. No. O0.9-30; llim t,  
II, No.44; engraved by Soutman (U.S. p. 145, No.76); 
cf. p .115 above and p.117 note 4.

1. H eld, N o.18; B u rch a rd -d ’ H u lsl. lo f t j ,  No.41; cf. 
p.115 above.

3. The fact that this ligure occurs in both the oil sketch 
(No.30b) and the painting (No.30) but not in the 
drawing (No.30a) provides further support for the 
argument on pp.121-122 above that the drawing 
preceded the sketch in the evolution of the final 
composition.

4. Published by M.Jafie, A Sheet o f  D raw ings from  R u 
bens's Italian Period, M a ster D raw ings, VIII, 1070, 
pp.42-50; exhibited Lv n la n , it ) - - ,  N0.11 (repr.)

5. Rotterdam. Museum Boymans-van Reutlingen, 
Inv. No. V.104; exhibited Cologne, iy - 7 ,  No.30 
(repr.; with lull bibliography).

31. The Conversion of St Paul (Fig.74)

Oil on canvas; 261 x 371 cm. 
fo rm e rly  Berlin , K aiser P ried rich-M u seu m .

p r o v e n a n c e : ?Wladyslaw IV, King of 
Poland (1595-1658); Montesquieu family; 
?Louis, Duc de la Roche-Guvon et de la 

Rochefoucauld d'Hnville (d. 1792); A. De- 
lahante; sale, London (Phillips), 23 May, 
1806, lot 28; Hastings Elwin sale, London 
(Phillips), 24 May, 1810, lot 68; bought by
G.Harris; R.Hart Davies; Sir Philip Miles, 
Leigh Court, Bristol; Miles sale, London 
(Christie’s), 28 June, 1884, lot 63 (bought 
in); sale, London (Christie’s), 13 May, 
1899, lot 27; bought by Agnew’s; Sedel- 
meyer, Paris, 1901 ; bought by W. von 
Bode for the Kaiser Friedrich-Museum, 
Berlin, in 1903.

c o p i e s : (1) Painting in grisaille, probably 
by A. van Diepenbeeck, whereabouts un
known; oil on paper, 43 x 5 8 . 5  cm.; 
p r o v . collection of the Haris of North
umberland; sale, London (Christie’s), 
9 April, 1954,  lot 1 1 4 ;  bought by the W il
liam Hallsborough Gallery;1 (2) Paint
ing, Winterthur, O.Reinhardt; panel, 
55 x  7 8  cm.; p r o v . Kolenyi sale, 26 No
vember, 1 9 1 7  ; Marczell von Nemes,
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Munich; Steinmeyer, Lucerne, in 1924;
(3) Painting, Pamplona, Bandres collec
tion; copper, 28.5 x i 8 c m .; L iT .J.R.Buen- 
dia, Sobre Escalante, A rch iv o  E spa nol de 
A rte , XLIII, 1970, p.41 ; (4) Painting, Ghent, 
St Bavo; canvas; (5) Painting (excluding 
the figures on the left o f the original com
position), whereabouts unknown; panel; 
p r o v .  E.J.Mayer, Toronto, 1951; photo
graph in the Burchard documentation, 
Rubenianum, Antwerp; (6) Drawing, 
whereabouts unknown; pen and ink; 
p r o v .  ?J. W. von Goethe; Grisar family; 
S.Hartveld, Antwerp; l i t .  C.Schuchardt, 
Goethes K unstsam m lungen, Jena, 1848, I, 
p.309, N0.877; (7) Engraving by S. A. 
Bolswert ( V .S ., p.63, No.468);* inscrip
tion : Illustrissim o ac R everendissim o D om ino, 
D . A N T O N I O  T R I S T  G an den siu m , D e i g ra 
tia, E piscopo, S .B a vo n is D om in o, E ver her - 
gensi C om iti & c .  D octorum  M a ecen a ti, 
om nium  ingenuarum  a rtiu m  ad m irato ri, la u 
d a tori, in Ecclesiam  p ro fu so , in  pa u p eres  
benefico, in  nobiles benigno, in  om nes comi, 
a cu iu s m anu n u llu s irrem u n era tus a b ijt, 
n u llu s moerens et sp e su a  fr u s tr a tu s , cum  
etiam  absentium  lacrim as m unificentiae suae  
sponsia detergere consueverit. V ero, A posto- 
licae d octrinae et vitae, haeredi m agni S. P a u lli 
am atori, im itatori, eS a u llo  P a u llu m . S .A . Bols
w ert M M .D D .S S .

l i t e r a t u r e : D e P iles, D issertation , 16 8 1, 
p.25; Joseph Farington, R.A., Dtflry, ed. 
James Greig, London, 1924, III, p.98; 
Sm ith, C atalogue R aison né, II, pp.217-218, 
N0.774 ; Rooses,II, p.329, N0.477 ; M.Rooses, 
in R u b en s-B u lletijn , V, p.299; K .d .K ., ed. 
R osenberg, p.140; D illo n , pp.115-116, 
pl.CXII; K .d .K ., pp.155 and 461; Kaiser 
F ried rich -M u seu m , B erlin , C atalogue, 1911, 
PP-335—3 3 6 , N0.762B; E.Kieser, D ie  Be
kehru ng des P a ulus bei Rubens, C icerone, 
X IX, 1927, pp.660-662; K aiser Friedrich- 
M u seu m , Berlin, C atalogue, 1933, p.406,

N0.762B; E vers, 1942, p.227; G. Aust, E n t
w u r f  u n d  A u sfü h r u n g  bei R u b en s, W a llra f-  
R icha rt^  Ja hrbu ch, XX, 1958, pp.195-197; 
W. Friedländer, M a n n erism  a n d  A n ti-  
M a n n erism  in  Ita lian  P a in tin g, New York, 
1965, p.83; B ern hard, V erloren e W erk e , 
p.20, pl.131; D. Duverger-Van de Velde, 
M a tth ijs  M u sso n  en Jean  P ica rt en de R tiben s  
bew onderaars R og er de P iles en de H ertog  
van R ichelieu , in M iscella n ea J o ç e f  D u verg er, 
B ijdragen tot de K un stgeschied enis d er  N ed er
la n d en , I, Ghent, 1968, pp.33i-333-

This is the latest of Rubens’s paintings of 
the C onversion o f  S t Paul. A s  Count Seilern 
pointed out, however, it cannot be regar
ded as the final version of the drawing and 
sketch in the Princes Gate Collection 
(Nos. 30b and 30c) : this stage is represented 
by the finished painting also in that collec
tion (N0.30).3 The present work is, in fact, 
a new composition, although it draws in 
several ways on the earlier works repre
senting this scene.

In the first place, it will be observed 
that Rubens reverted to a figure of St Paul 
which is more or less parallel to the pic
ture plane (as in the sketch and drawing 
for the Princes Gate painting) rather than 
at a near right angle to it (as in the 
painting itself). Indeed, the figure of 
the apostle, especially with respect to the 
position of his legs, is closest to Rubens’s 
first conception of the m otif in the early 
work in Courtrai (N0.29). Several other 
motifs in the earlier works are reworked 
here. The horse on the left, for example, 
is an almost identical counterpart of the 
horse seen on the right of the Princes 
Gate painting; and its origins may be 
found in the horse on the right of the 
Courtrai painting, although there it is 
seen from behind, rather than from the 
front. The great rearing horse in the
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centre of the composition here is a re
working of the central horse of the Princes 
Gate painting, and so on. The attendant 
who helps Paul to his feet occurs with little 
variation in the earlier compositions as 

well.
As in the previous works, Rubens is here 

indebted in a general way to earlier Ita
lian representations of the subject. Fried
länder assessed this indebtedness in stat
ing that, without any direct derivation, 
Rubens’s C onversion  effectively transposes 
a Salviati or a Zuccaro composition out of 
mannerist forms into Baroque.4 On the 
other hand, it may perhaps be said that 
the vividness of the saint’s emotion is not 
to be found in such works, but rather 
in the illustrations of this subject by 
Michelangelo and Caravaggio. Indeed, the 
head of the saint and his expression is 
strikingly similar to the latter’s famous 
work in the Cerasi Chapel of Santa Maria 
del Popolo.5

It is instructive to consider the rela
tionship and parallels with other works 
by Rubens himself. The horse from which 
St Paul has fallen is a variant of the re
lated animal in the D eath o f  H ippoly tus, 
one of the founts of Rubens’s treatment 
of the C onversion  scene.6 The armoured 
rider with the standard recalls the same 
figure in the same position in the Munich 
D efeat o f  Sennacherib  (Fig.66).7 The horse 
on the left in particular, but also the horse 
on the right are to be found on the early 
drawing of the Battle o f  the A m a zo n s  in the 
British Museum.8 The two horses on the 
right occur in similar form on the left of 
the D eath o f  D eciu s M u s  of 1617-18.9

O f all Rubens’s works, however, the 
closest associations with the present com
position are provided by the great series 
of H u n ts.10 Similarities are to be found not 
so much in individual motifs, but rather 
in the structure of these compositions as

a whole. In all the other works by Rubens 
cited above, a melée of a large number of 
figures is depicted extending into the 
background of the scene, and they are 
viewed from a relative distance; in the 
present C on version  and in the H u n ts the 
number of participants— both animal and 
human— is reduced, they are brought 
much closer to the picture plane, and are 
much larger in relation to the available 
space ; in fact, they extend to the very edges 
of the composition. O f all the H u n ts, the 
which is closest to the present work is one 
probably the Munich Lion H u n t,’ 1 in terms 
of composition, motifs, and handling. All 
the other H u n ts (with the possible excep
tion of the ex-Bordeaux Lion H u n t'2) have 
a more diffuse structure than either the 
Munich Lion H u n t or the present Conver
sion o f  St P a u l.'3 Specific similarities be
tween these two works include the hel- 
meted and armed rider in each, the great 
rearing horse (seen from behind in the 
C onversion  and from the front in the Lion 
H u n t), and the face of the man fallen to 
the ground. And the handling of the 
faces, as well as the type and features of 
the horses, also seem more closely allied 
to this H unt than to any of the others.

It was cogently demonstrated by Bur
chard and reaffirmed by Rosand14 that 
whereas the four hunting scenes for the 
Hlector Maximilian were executed around
1 6 1 5 - 1 6 ,  the Munich Lion H u n t (which 
does not belong to this series) must date 
from C . 1 6 2 1 . 15 The present C onversion  
should therefore also be dated to around 
1 62 1 — or possibly slightly earlier, as its 
composition is perhaps not as tightly 
organized as that of the Lion H u n t. The 
possible participation of van Dyck in 
both these works16 may be discounted on 
chronological grounds alone. But in view 
of the loss of the Conversion in the Flak- 
turm disaster of 1945,1 cannot provide first
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hand comments on the more detailed sty
listic and technical qualities of this work ; 
even if there were some studio participa
tion (which is likely), an assessment of the 
role of assistants is n o  longer possible—  
certainly not with the aid of the available 
reproductions.

Burchard thought that it may well have 
been this picture which De Piles stated to 
have been made, along with a Lion H u n t, 
for ‘ the King of Poland’,'7 presumably 
Wladyslaw IV, who as a young prince had 
visited Antwerp in 1624.18 But the matter is 
by no means straightforward, as emerges 
from the remarkable series of letters of 
1 6 7 5 -7 6  between the Paris dealer Jean 
Picart and Matthijs Musson in Antwerp, 
concerning a C onversion o f  S t P a u l, in 
which Picart had apparently made a con
siderable investment. Throughout 1675, 
Picart had eagerly been trying to buy 
paintings by Rubens, in order to sell them 
in Paris. On 20 December of that year 
he wrote to Musson asking him to enquire 
whether there was a C on version  o f  St P a u l 
by Rubens in the Netherlands (of which a 
print existed). Picart’s description of the 
work makes it clear that he is referring to 
the present composition— if not this par
ticular version itself. The letter continues 
by asking whether Rubens’s pupils made 
copies of his paintings which he then 
retouched ; and it concludes with a request 
to Musson to let him know if he hears of 
anything good by Rubens:

‘... soo bidde ic Ul. my vrintschap te 
doen te vernemen ofte in Nederlant is 
een seker stuk van Rubens, een Paulis 
Verkeering. De S‘ Paulis is op den voer- 
gront ghevallen en daer is een figur die 
naekt is die den S' Paules wilt op heffen 
ende het peert is wit. Daer is een figure 
die sit op een peert trosachtich ende 
figure isghelghekleetende het troniken 
is in porfil ; aen de ander syde sit eenen

persoon op een bruyn peert dat van 
actert wt staet. Het stukgaet in print wt. 
Soo bidde ic Ul my de wete te laten waer 
het stuk is met den eerste en ghelykUl. 
disipel heb ghewest van Rubens, soo 
gheloove dat Ul. de partikuliertyt van 
wet. Ook bidde ic Ul. my te laten weten 
ofte Rubens syn dingen heft doen ko
pieren van syn disipels ende hy selver 
gheretoucheert ofte overschildert. Soo 
Ul it vernemt dat frai is van Rubens, 
bide my de wete te late.. .'9 
Picart had thus bought a C onversion  

o f  S t P a u l— of the present type— about 
which some doubt was beginning to be 
expressed.

A fortnight later, on 3 January, 1676, 
Picart wrote to Musson, thanking him for 
a drawing of the C onversion. The painting 
he owned of this subject, we now learn, 
came from the late King’s Mother (pre
sumably Marie de’ Medici). Some thought 
it to be a retouched copy; Picart believed 
it to be the original: it would be to his 
advantage— as he had taken a substantial 
risk in buying the picture— if one could 
find out where exactly the Netherlands 
copy was :

Tc ben Ul bedankende van Ul teekening 
van de Paulles bekeering. Hier is een 
dat comt van de Reine mere, de moe
der van den overleden konink. Hier 
synder die willen hebben dat een 
gheretoucheerde kopy is naer Rubens 
ende ic gheloove dat het princepael dat 
men kost weeten waer dat de kopy is, 
dat saude my favoriseren, dan ic hebbe 
een groote wedding ghedaen’,20 
Soon he seems to have obtained the 

relevant information. On 10 January, 1676 
he wrote to Musson that Gerard Edelinck, 
the Flemish engraver living in Paris, had 
told him that the C on version  o f  S t P a u l in 
the Netherlands was in fact on an altar in 
‘St Jopskerke’ in Brussels. But there were
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still some people— including a good paint
er and a connoisseur (who was devoted 
to Rubens’s work)— who maintained that 
the painting Picart had bought was an 
ordinary copy which had been retouched. 
Picart thus implored Musson to establish 
the truth of the matter.

‘Mr hier is eenen plaetsnyder van Ant
werpen Edelinx ghenaemt die haut 
staen dat de Pauwels bekeering in Ne- 
derlant is op eenen autaer tot Brussel- 
len in S. Jopskerke, het stuk van St Patt
ies dat hier is. Daer is een van onse 
fraeste meesters ende eenen kender 
die Rubens dingen seer bemint, die 
hauwen staen dat het maer een ghemyn 
kopy en is geretouchert. Soo bidde ic 
Ul. my die vrintschap te doen dat ic de 
rechte waryt kan van weten ende ic sal 
Ul. grootelyk gheobligert syn’.2'
Four days later, in a letter to his lriend 

Noirteer in Brussels, Musson asked him to 
go to the Brussels church to see w hether a 
C on version  o f  St P aul by Rubens was there 
after all. Musson also describes the work 
and refers to the fact that there was a 
print after it. He concludes by asking for 
Noirteer’s advice in the matter, as the 
Paris C on version  had aroused much dis
pute amongst connoisseurs and collec
tors:

‘lek ben Ul. bieden dat Ul my soo veel 
vrinschap beliefden te doen eens te gaen 
in Sint Jopskarck ende eens sien oft daer 
een stuck schilderye is van Ruebens de 
Sinte Pauels bekeerinck. Daer is een 
wiet peert at struickelt, daer Sint Pauel 
af vaelt, eenen die hem hout een bruyn 
peert dat achter wt (slaet, een) peert 
heel hoemoek (recte omhoog?) sprint 
daer een tuich (recte turck) in een gel 
kleet van achter over valt. Daer is een 
print af van het stuck. Ick biede Ul. dat 
eens te gaen sien ende my eens afieseren 
wat daer af is oft het selve is want te

Paerys grote diescoerde is om dat stuck 
onder de kunstliefhebbers. Ul. hebt my 
maer t e . . .’ (and the letter breaks off).22 
But then F.delinck provided Picart with 

a new piece of information. Upon making 
enquiries of a friend in Antwerp, the 
engraver had been assured that Rubens 
painted the St P aul for the King of 
Poland. Disconsolately Picart comments 
on how strange it was that Musson did 
not know its whereabouts: if only the 
truth could be known; and again he 
refers to the great risk he had taken: 

‘Monsieur Hdelinx plaetsnyder van 
Antwerpen die hier woon, die heft 
gheschreven an eenen vrint van Ant
werpen naer den Sint Paules van Ru
bens ende den persoon die versekert 
dat Rubens dat ghemaekt heft voer den 
konik van Polen. Ic hebbe eene groote 
wedding ghedaen. Tis vremt dat Ul nit 
en wet waer dat stuck ghebleven is. Ik 
waude de waryt wel willen weten.’23 
All that we may conclude from this 

series of letters is that Picart had bought a 
C onversion o f  St P a u l—  of the type discussed 
in the present entry— from the Queen 
Mother, presumably Marie de’ Medici. 
Another version was supposed to exist in 
the Netherlands. The King of Poland was 
believed to have bought the original. We 
may further assume that the 'l ie fle b b e r  
who was devoted to Rubens and his works’ 
and who doubted the authenticity of the 
Conversion, was in fact Roger de Piles;24 
and that Picart had hoped to sell the pic
ture to the Duc de Richelieu (Armand- 
Jean de Vignerot du Plessis, duc de Riche
lieu, 1629-1715), for whom he was seeking 
several other works by Rubens— includ
ing a Bacchus and an A n d rom ed a, at the 
same time.25 Presumably, because of the 
doubts raised about the authenticity of 
the Conversion, the sale fell through, just 
as in the case of the other works as w ell.26
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But the Duke does appear to have owned 
the Munich Lion H u n t, to which the pre
sent composition is so similar, and which 
was also thought, by De Piles, to have 
come from the King of Poland.27 For an
other work by Rubens which the Duke did 
buy, see under N0.52 below.28

Although Burchard suspected that the 
provenance of the present C onversion o f  
St P a u l should be traced back to Wla- 
dyslaw IV, another equally plausible 
hypothesis emerges from the documents 
discussed here. Could it be that the C o n 
version  referred to by Peiresc in his letter 
of 4 May, 1623 as being too large for C a r
d in a l Richelieu was in fact the one Picart 
stated to have come from the collection 
of Marie de’ Medici?29 She would then 
have been the earliest owner of the pre
sent work, which we would therefore 
have to suppose to be identical with the 
painting about which such controversy 
raged in Paris in 1676. This would also 
dovetail a little more neatly with the 
eighteenth-century French provenance 
given by Waagen and Smith and recorded 
above. De Piles’s reference to ‘The King 
of Poland’ may simply be a repetition of 
the information— not confirmed in any 
other source— supplied by Edelinck to 
Picart; and as his suspicion of a work he 
thought only to have been retouched by 
Rubens is consistent with the critical 
reservations he expressed elsewhere about 
Rubens compositions, there may not, in 
the end, be sufficient grounds to exclude 
the possibility that the work discussed at 
such length in these documents is in fact 
to be identified with the Berlin painting.30 
Nothing more conclusive may be derived 
from the information we now have at our 
disposal concerning this type of the C o n 
version o f  S t P a u l.

That confusion should have reigned at 
an early date because of copies of this

work is not surprising, especially in the 
light not only of the surviving copies, but 
also of the large number of works which 
have over the years been attributed to 
Rubens and are probably not by him .31 
Some of these are discussed at the end 
of the following entry, along with sale 
references to works of this subject which 
cannot certainly be identified with any of 
the known works by Rubens.

1. Seen by Burchard at Tooth's in Loudon oil 14 Ja
nuary, 1954; extensive notes in the Burchard docu
mentation, Rubenianum, Antwerp. The attribu
tion is Burchard’s.

2. Several other copies survive, which are clearly 
copies of the engraving by Bolswert; cf. the reports 
in the Antwerp newspapers De Nieuwe Gaçet, 

17 July, 1970, and Het Laatste Nieuws, 23 July, 1970, 
for examples o f such copies in private collections in 
Belgium.

3. Seilern, p.36, contra Kieser, op. cit., p .656.
4. The works referred to specifically are Salviati's 

painting in the Palazzo Doria (Friedländer, Man
nerism, pl.29) and Taddeo Zuccaro’s in San Mar
cello al Corso in Rome (Friedländer, Caravaggio 
Studies, fig.?); cf. also p p .m , 115 above.

5. Friedländer, Caravaggio Studies, N0.240, pi.33.
0. Painting in the collection o f  Count Seilern, Seilern, 

p.32, N0.9; engraved by Earlom and reproduced 
in Oldenbourg, 1942, p.82.

7. K.d.K., p. 156,
8. British Museum, inv. N o.1895-9-15-1045; B urchard- 

d'Hulst, 1963, N0.50.
9. K.d.K., p.146.

10. On these, see D.Rosand, Rubens's M unich Lion Hunt: 
Its sources and significance, A rt Bulletin, LI, 1969, 
pp.29-40.

11. K.d.K., p .154.
12. Copy formerly in Northwick Park, Spencer- 

Churchill collection, illustrated in Rosand, op. cit., 

hg-5-
13. It may also be noted here that in the New York 

W o lf and Fox Hunt (K.d.K., p.i 12), as in the Dresden 
Lion Hunt (K.d.K., p. 113), the Rape o f the Daughters 

o f Leucippus (K.d.K., p.131), the Death o f Decius M us  
(K.d.K., p. 146) and the Defeat o f Sennacherib (Fig,66, 
K.d.K., p. 156), one finds the same large-bodied and 
rather sleek dappled grey horse which no longer 
occurs in the Munich Lion Hunt (K.d.K., p. 154) and 
the present Conversion o f  St Paul.

14. Burchard, 1950, under N0.20; Rosand,op, cit., p.29.
15. Mainly but not exclusively on the basis o f the fact 

that one of the preparatory oil sketches for it occurs 
on the recto o f a study for the M arriage o f  M arie  
de' M edici (sketch in the collection o f the Marquess
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ofCholm onddey ; van Puyvelde, Ksquisses, pi. 17; ex
hibited London, 19;0, No.20; London, 1077, N0.80).

16. Suggested by Oldenbourg in K.d.K., p.-tbi, where 
he also noted the overall similarity of these 
works.

17. 'La Chasse au Lions, par exemple, la Chute de
S. Paul ont esté faites pour le Roy de Pologne', De 
Liles, Dissertation, ifiSi, p.25.

18. Cf. Rooses, IV, p.282.
ly. Denucé, Na Peler Pauivel Rubens, No.50t, p.425.
20. Ibid., No.505, p.428.
21. Ibid., N0.507, p.430.
22. Ibid., No.508, pp.430-4.ii.
23. Ibid., No.513 (3 February, 107b), p-434-
24. This emerges most clearly from Picart's letter to 

Musson of 24 January, 1070, Denucé, Nu Peter Pauwel 
Rubens, No.510, p.432, where he refers to 'eenen 
groote gheleerde persoon ende groot lil hebber 
van de schilderey van Rubens. Hy saude gheren sy 
leven schryvcn. De selfden persoon set dat Rubens 
in syn leven hadde gheschreven de regelen van de 
schildery in lateyn van syn eygen haut (nriehani) 
ende dat die gheschonken hadde aen Menheer de 
kannunik Tuxsis’.

25. This emerges not only from many of the letters of 
the second half of 1675, but also, and most clearly, 
from the disenchanted letter ol 17 April, 1676, in 
which Picart says that the Rubenses were for the 
Duc de Richelieu; but he had been offended by 
the bad treatment he had received and no longer 
wanted them ; there was 110 one else in Paris who 
would spend money on Rubens; ‘Dan den hertoch 
de Richelieu daer de Rubens voer waren die en be- 
gerter gheen meer ende buyten hem soo en wete 
ic nit eenen liefhebber die ghelt voer eenen Rubens’ 
saude willen geven ende dat is warachtich den 
hertoch, die is seer ghedesgoutert van het kuade 
tractement dat men hem ghedaen heft sonder ni- 
ment te numen’ (Demur, Nu Peter Pauwel Rubens, 
N0.519, p.438). Further confirmation of De Piles's 
role in the sale of Rubens paintings from Picart to 
Richelieu is provided by the Abbé Faydit's remark 
about De Piles in the Response tin Banquet des C urieux  
Paris, 1076— ‘partage le gain du bon homme 
Picart’—  quoted in B.Teyssèdre, Luc collection 
française de Rubens au X V Ik  siècle: Le Cabinet du 
Duc de Richelieu décrit p a r Roger de Piles (  1676-16S1J, 

Galette des Beaux-Arts, LXII, 1963, p.227, note 2. See 
also the preceding note.

26. Cf. the letter quoted in the above note. It should 
perhaps be observed that in the year following 
rhis exchange of letters, a copy of a Conversion by 
Rubens by ‘den jonghen Hykens' appears in the 
Musson records (D uvergcr, jçftü, p .105); it is of 
course not certain that the copy was after the pre
sent composition or after one of the others.

27. Cf. note 17 above. For the evidence for the identi
fication of this reference with the Munich Lion 
Hunt, see A.Balis, Hunting Scenes, Corpus Ruben
ianum Ludw ig Burchard, XVIII, II, under N o.u .

28. For the many others, see B.Teyssèdre, op. cit. 
(note 25), pp.241-299.

29. For Peiresc’s important letter, see Kooses-Ruelens. 
Ill, p.161. In it, he conveys the Abbé Maugis' 
suggestion that Rubens offer the Cardinal some 
smaller picture instead of the Conversion o f  
St Paid, which was too large for a private house: 
'Hgli (the Abbé Maugis) m'aggionse ehe se V.S. 
portavj qualche quadretto di sua mano al detto 
Sr Cardk (Richelieu) da potersi mettere in qualche 
sttidiolo, andarebbono molto piu facile tutte le 
cose sue. Io volsi pariare del suo quadro della 
conversione di S. Paolo, ma egli m'aggionse ehe la 
grandezza impediva di valersene in casa privata et 
poi che si era pagata 1000 lb.' Neither the context 
ol this passage, nor the matter of the payment of a 
thousand pounds is entirely clear; but particularly 
as it occurs in the midst of protracted discussion 
of the Luxembourg Palace and the Medici cycle, it 
does suggest the possibility, raised above, that the 
Conversion might have been bought by Marie de’ 
Medici herself, at around this tinte.

30. 1 am grateful to Arnout Balis for having insisted 
on the possibility of this alternative provenance 
and for a lucid exposition of the relevant evidence.

31. A similar confusion is to be found in the variety of 
references given to this composition in Duverger- 
Van de Velde, op. cit., p.yyi.

31a. The Conversion of St Paul:
Oil Sketch (Fig.75)

Oil on panel; 31.75 x 45.72 cm.
O x fo r d , A shm olean  M u seu m .

p r o v e n a n c k : ?Jullienne sale, Paris
(Remy andjulliot), 30 March, i767etseqq., 
lot 105; ?Van Schorel sale, Antwerp, 
7 June, 1774, lot 7; Chevalier Dormer 
sale, Antwerp, 27 May, 1777, lot 141; Sir 
William Hamilton sale, London, 28 
March, 1801, lot 19; William Russell (Lon
don, 1800-84); Major H. B.Morritt, Roke- 
by, Barnard Castle, Yorkshire; C .R.Dis
raeli; sale, London (Christie’s), 18 Decem
ber, 1936, lot 107; Percy Moore Turner; 
bequeathed by the latter to the Ashmo
lean Museum in 1957.

e x h i b i t e d ; Brussels, 1937,  No.28.

l i t e r a t u r e : Sm ith, C atalogue R aisonné, 
II, p .186, N0.650; W aagen, T reasures, IV,

129



C AT A L O G U E  NO.  3 i a

p.185; O.E.Deutsch, Sir W illia m  H am il
ton ’s P ictu re G allery , B u rling ton  M a g a zin e, 
LXXXII, 1943, pp.36-41; V a n  Puyvelde, 
E squisses, p.48, 72, no.24 (repr.) ; R ep o rt o f  
the Visitors o f  the A shm olean  M u seu m , 1957, 
p.44, p l.XI; A u st, p .196, p i.122; D.Duver- 
ger-Van de Velde, M a tth ijs  M u sso n  en 

Jean  P ica rt en de R ubensbew ond eraars R oger  
de P iles en de H ertog van R ichelieu , in 
M iscella n ea J o ç e f  D u verg er, B ijdragen tot de 
K un stgeschied enis der N ed erla n d en , I, Ghent, 
1968, p.331 ; H eld , O il Sketches, pp.580-582, 
N0.422.

The present sketch represents a fairly 
early stage in the evolution of the painting 
of T he C on version  o f  St P a u l formerly in 
Berlin (N0.31; Fig.74). The central group 
of St Paul, his horse, and his helper is the 
same as in the painting; so is the helmeted 
rider to the left of St Paul (although here 
his body and lance are at a more acute 
angle). The differences between the 
sketch and the painting are not as great 
as they may seem at first, as certain 
elements included in the former are 
simply used in different positions in the 
final version. The falling turbaned figure 
on the left, for example, appears in reverse 
behind St Paul in the painting; and the 
man shielding his eyes from the brilliance 
of the heavenly apparition is moved more 
towards the centre of the final composi
tion. The man with the shield on the 
extreme right is retained. There re
main, however, several features in the 
sketch (such as the man with the out
stretched arms behind St Paul, the multi
tude of lances on the right, and the fore
legs of the horse on the right hand edge) 
which were not used in the final version; 
but that work may be said to represent a 
greater degree of pictorial conciseness and 
a greater economy in the number of

elements in the work as a whole. The 
size of the figures in relation to the 
available picture space is also increased 
in the painting in Berlin.

This spirited and vigorously executed 
sketch presents all the appearance of 
being in monochrome. For the most part 
it shows a bold and lively use of white, 
painted with the point of the brush on the 
brown prepared surface; but there are 
elements of colour such as the very pale 
crimson (almost pink) area in Christ’s 
cloak, and a touch of green-blue in the 
very centre of the composition. The 
brushwork in the lower right is of an 
almost entirely brown tonality.

When Burchard saw this work it was 
very dirty and he was unable to decide 
whether it was an original or a copy. Now 
that it has been lightly cleaned there can 
be no doubt of its authenticity. On the 
whole, its condition is good, although 
there is some damage and abrasion in the 
left quarter of the work. The lower con
tour of the tunic of the horseman on the 
left, for example, as w ell as the left hand 
edge, has been strengthened by restora
tion. In addition, there is a damaged strip 
of approximately 5 mm. wide about 6 cm. 
from the left edge, which has also been 
restored. A  strip of panel about 3 mm. in 
width has been added to the right edge of 
the work. There are no significant penti- 
menti.

The sketch should be dated to a little 
before the final painting, probably to 
around 1620. It shows some parallels both 
in terms of m otif and vigour of execution 
with the sketch for the Lion H u n t in Lenin
grad, which can be dated to 1621.1

The early provenance of the present 
work is not altogether clear. A  ‘Paulus 
Bekeeringe (zijnde een Graauw)’ by Ru
bens was sold at Amsterdam, 17 July, 
1709, lot 10,2 while another (identical?)
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work, in 't grauw (zijnde in Prent ge- 
graveert doorBolswerr, op doek’ measur
ing C.45 x 60 cm. was sold at Brussels, 
23 July, 1767.3 Waagen saw a C onversion o f  
S t P a u l sketch in the collection of W. Rus
sell, but maintained that it was different 
to the picture in the Miles collection 
(N0.31).4 It seems possible, however, that 
in view of the differences from the latter 
work (as discussed above), he failed to see 
the connection between the two works. 
But in the absence of further documenta
tion the identification of the Russell work 
cannot be established with complete 
certainty. It will be seen from the listing 
on pp.132-133 that this kind of problem 
arises from the large number of sale 
and other references to this particular 
subject.

The suggestion has been made5 that a 
drawing in the Louvre (Fig.76)6 is a copy 
of a now lost earlier stage in the evolution 
of the final painting. The figures of St Paul 
and his attendant are admittedly almost 
identical with their equivalents in the 
painting, and the horses and their riders 
are close to two other works which Rubens 
may have had in mind when evolving the 
final composition ; the animal in the centre 
recalls (in reverse) the central horse in 
the D eath o f  D eciu s M u s ;7 the horse on the 
left is rather like the animal on the right 
of that work as well ; and the horse on the 
right of the drawing is the same as the 
equivalent one in the Leningrad Lion H unt 
sketch.8 The first two are also fairly close to 
horses in the Princes Gate C onversion o f  St 
Pa u l (N0.30; Fig.67). None of this seems to 
me to provide sufficient evidence for the 
suggestion that the drawing is a copy of 
an early stage in the evolution of the pre
sent composition. In any event, it is 
certainly not by Rubens, and is probably 
a pastiche of various motifs from the 
works cited here.

1. K.d.K., p .153; Held, Oil Sketches, pp.408-404, No.244,
cf. also p.121 under No.30b above.

2. Heet, I, p .j35.
3. Lugt, Répertoire, 1628.
4. Waagen, Treasures, IV, p .185.
5. For example, by E.Kieser, Pie Bekehrung des Paulus 

hei Rubens, Cicerone, XIX, 1427, pp.ôçb, 638: and 
Lugt, Louvre, Ecole flamand, J444, II, p.41.

6. Paris, Louvre, Cabinet des Dessins, Inv. No.20,404; 
Lugt, Louvre, Ecole flamande, 1 <449, IL p.41, N o.1145.

7. K.d.K., p. 146.
8. K .d .K ., p .153.

32. The Conversion of St Paul: 

Drawing (Fig.73)

Pen and brown ink and brown wash over 
black chalk and heightened with body 
colour; 32.1 x 30.4 cm. On two juxtaposed 
sheets; fully mounted; the marks of 
A.Coypel and R. de Cotte above right 
(L. 478 and 1963); on the lower left and 
right the marks of the Louvre (L 1899 and 
2207).
P a ris, C abin et des D essin s du  M u sée du  
Louvre. Inv. No.20,392.

p r o v e n a n c e : French Royal Collections.

e x h i b i t e d : R u ben s, ses m aîtres, ses élèves, 
dessin s du  M u sée d u  Louvre, L X V e  exp o si
tion d u  C a b in et des D essin s, Paris, 1978, 
No. 123.

l i t e r a t u r e : Lugt, Louvre, Ecole fla m a n d e, 
1949, H, p.52, N0.1210 (as Ecole et m anière 
de R uben s); I.Q. van Regteren Altena, H et 
Vroegste W erk  van R ubens, M ededelin gen  
van de K on in klijke A cadem ie voor W eten 
schappen, Letteren en Schone K un sten  van 
België, Brussels, 1972, p.14 and pl.32.

Thisdrawingismade up of two juxtaposed 
sheets. The bulk of the scene is drawn 
in an anonymous late sixteenth-century 
hand on a square sheet of paper, which has 
been cut above and on the right at least.
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This was then enlarged by an inverted 
L-shaped sheet, on which the foliage of 
the trees on the left and the riders on 
the right have been completed by another 
hand in brown wash. It is this addition 
which shows Rubens’s characteristic hand
ling of wash; there is not sufficient evi
dence, in my opinion, to justify the attri
bution of anything in the main portion of 
the drawing to him. Van Regteren Altena 
ascribed the whole sheet to Rubens’s 
early Antwerp period, and the main motif 
does show some resemblance to that in 
the Courtrai C onversion o f  St P a u l (N0.29; 
Fig.64); but the resemblance is in fact 
much closer to the later work formerly 
in Berlin (N0.31; Fig.74), where horse, 
apostle, and their relation to each other 
are very similar indeed (although re
versed). Jaffé thought that in addition to 
the juxtaposed sheet, the main sheet was 
also retouched by Rubens;1 but there 
would appear to be no reason why the 
work in brush and oil colour there should 
not be by the original author of the 
sheet, rather than by a later hand. Such 
reworking simply does not provide 
sufficient evidence for an attribution to 

Rubens.

i. See [Cat Exh.], R uben s, ses m aîtres, ses élèves, dessins 
d u  M u sée  du  Louvre, Paris, J97S, p.118.

A Note on other Representations o f the 
‘  Conversion o f S t Paul’

Other representations of the C onversion o f  
S t P a u l which have at one time or another 
been attributed to Rubens but are not by 
him include;

(1) the highly finished oil sketch formerly 
in the collection of the Duke of West
minster ; panel, 43 x 27.5 cm. p  r  o v. Lem- 
pereur sale, Paris, 24 May, 1773 et seqq.,

lot 30; Prince de Conti sale, Paris, 8 April, 
1777 et seq., lot 243; W .E.Agar sale, 
London (Christie’s), 3 May, 1806, lot 19; 
Dukes of Westminster, Grosvenor House, 
London, l i t . W .Hazlitt, Sketches o f  the 
P rin cip a l P icture G alleries in  E n glan d, Lon
don, 1824, p.115; Sm ith, C atalogue R a i
sonné, II, p.218, N0.775; E. Kieser, D ie  Be
kehrung des P a u lu s bei R u ben s, Cicerone, 
XIX, 1927, pp.656, 658; Rooses, II, p.332. 
e x  h . British Institution, London, 1832, 
No. 145 (this work is in fact very close 
to the painting by Marzio Ganassini in 
Prague) ;

(2) the grisaille sketch in Munich, Alte 
Pinakothek, Inv. N o.1222; panel, 47.5 
x 28.5 cm. (after the removal o f additions 
of approximately 5 cm. on either side). 
l i t . K atalog d er kgl. älteren Pin akothek in  
M ü n ch en , Munich, 1911, N0.810 (as School 
o f  R u b en s); E. Kieser, D ie B ekehrung des 
P a u lu s  bei R u ben s, Cicerone, XIX, 1927, 
p.658 (as w ahrscheinlich van D y ck); Sonnen
burg, B ild a u fb a u , pp.22, 26 (as R u ben s-  
W erk sta tt; the squaring incised into the 
ground indicates that the work was in
tended as a design for a stained glass 
window) ;

(3) the painting sold at the Jelinek sale, 
Hanover, 20 May, 1880, lot 99; canvas, 
47 x 61 cm. p r o v . C.G.Boerner, Leipzig; 
Dr L. Jelinek, Prague;

(4) the painting sold in London (Chris
tie’s), 10 February, 1967, lot 37; 137 
x 175 cm.;

(5) the painting sold in London (Chris
tie’s), 21 May, 1971, lot 29; panel, 49.5 
x 75 cm. p r o v . sale, London (Christie’s), 
4 August, 1916, lot 147; Mrs Beddnell 
sale, London (Christie’s), 23 April, 1917, 
lot 19; bought by Dubijk; sale, London 
(Christie’s), 19 December, 1969, lot 69; 
bought by Drummond ;
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(6) the painting in the collection of the 
Duke of Newcastle, Clumber Park, 
Nottinghamshire, before 1938;

(7) the drawing in the Rijksmuseum, 
Amsterdam, Inv. ^ .5 5 :17 4 ; pen and 
brown ink and wash, 28 x 41.9 cm.

In addition to works such as these (and 
there are many others), one finds a num
ber of earlier sale and exhibition refer
ences to representations of this subject 
said to be by Rubens but which cannot 
certainly be identified with any of the 
surviving compositions by his hand. Apart 
from the problems posed by the usual 
brevity of sale catalogues, the very exist
ence of a large number of copies of these 
compositions makes precise identifica
tion even more difficult. Such references 
will be given here, as the possibility must 
remain open that some of them are to be 
connected with items in the preceding 
entries for the C onversion o f  S t P a u l (works 
clearly stated to be copies or school 
pieces are omitted ; references are to paint
ings unless otherwise stated) :

(1) Stephen Rougent sale, London, 1753, 
lot 48; sale, London (Hobbs), 9-10 March, 
1763, lot 42;

(2) Gerrit Braamcamp sale, Amsterdam, 
4june, 1766, Appendix, lot 1 (198 x 254cm.);

(3) Baron Willebroeck sale, Brussels, 
25june,i78i,loti3 (sketch, 51,4 x 67.7cm.);

(4) Sale, London (Christie’s), 6 May, 1796, 
lot 108; bought by Colnaghi’s;

(5) Truchsessian sale, London (Skinner, 
Dyke and Co)., 28 March, 1806 (‘a spirited 
sketch’);

(6) The London Gallery, 22 Piccadilly, 
London, 1813, N0.65 (Collection of H.C. 
Andrews; ‘Sir Anthony van Dyck ... the

original sketch ... from the Royal French 
Collection’ ; canvas, 72.5 x 60 cm.);

(7) Andrews Harrison sale, London 
(Squibb), 24 May, i82r, lot 8i (sketch);

(8) Richard Cosway sale, London (Stan
ley), 9 March, 1822, lot 66 (as V a n  D yck);

(9) National Exhibition of Works of Art, 
Leeds, 1868, N0.712 (‘This and several 
other sketches appear to have been stu
dies for the great picture in the possession 
of Mr Miles of Bristol —N0.31 above—  
R.P.Nichols, Esq.’);

(10) Drawing in black and red chalk; 
W. Hsdaile sale, London (Jones), 2 March, 
1819, lot 19; j.H eywood Hawkins sale 
(Leigh, Sotheby and Co.), 29 April, 1850 
et seq., lot 1289.

It should be emphasized that none of 
these works are necessarily by Rubens 
himself (the available measurements do 
not coincide with the dimensions of the 
surviving works by him), but the possi
bility remains that they may be copies of 
them.

33. The Healing of the Lame Man: 

Drawing (Fig.77)

Pen and brown ink; 25.r x 19.5 cm.; in
scribed on the lower right in a later hand, 
A  V D  ; on the verso, the mark of F. Koenigs 
(L. 1023a) and inscribed in black chalk in a 
later hand, Van D vck; two small pieces 
torn from the lower left and right; fully 
mounted.
R otterd am , M u seum  Boym ans-van Beunin- 
gen. Inv. No.V, 42.

p r o v e n a n c e : Pierre Dubaut (Paris, 
1886-after 1956); Mellaert; P. Cassirer, 
Berlin; F.Koenigs (Haarlem, t88r—t941 );
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bequeathed in 1940 by D.G. van Beunin- 
gen to the Boymans Museum Foundation.

e x h i b i t e d : Antwerp, 1927,1x10.16; A m ster
dam , 1933, N0.81; R otterd am , 1938, No,341; 
Selection o f  D ra w in g s, Museum Boymans, 
Rotterdam, 1952, N0.61; A n tw e rp , 1956, 
N0.29; D essin s fla m a n d s et hollandais du  
îyèm e siècle, Institut Néerlandais, Paris, 
1974, N0.91.

l i t e r a t u r e : C.Norris, The R u b en s E x h i
bition  a t  A m sterd am , The B urlington  M a g a 
zin e, LXIII, 1933, p.230; B u rch a rd -d ’ H ulst, 
1956, p.45, N0.29; M.Jaffé, A  Sheet o f  D r a w 
ings fr o m  Rubens’s Second Roman Period and 
his E a rly  Style as a Landscape D raughtsm an, 
O u d -H o lla n d , LXXII, 1957, p. 16; B u rch a rd -  
d ’ H u lst, 1963, pp.42-43, N0.23 (repr.); 
M iille r  H ofstede, R eview , p.440; Jaffé , î g j j ,  
p.25.

The scene shows the miraculous healing 
of the lame man by Peter at the gate of 
the temple, as in Acts III, 1-8 : ‘Now Peter 
and John went up together into the 
tem ple... And a certain man lame from 
his m other’s womb was carried, whom 
they laid daily at the gate of the temple 
which is called Beautiful, to ask alms of 
them that entered into the temple;
... Then Peter said, Silver and gold have I 
none ; but such as I have I give thee : In the 
nameofJesusChristofNazarethriseupand 
walk. And he took him by the right hand, 
and lifted him up: and immediately his 
feet and ankle bones received strength...’ 
Rubens has here drawn variants of Peter’s 
head and of the lame man in the upper 
left hand corner.

While Rubens’s representation owes 
little— if anything— to Raphael’s tapestry 
design of the same event,' it is possible 
that he may here have intended to recall 
one or the other of Masaccio’s representa

tions of scenes from the Life o f  S t  Peter in 
the Brancacci Chapel in Santa Maria del 
Carmine in Florence;2 the head and the 
whole figure of St Peter are particularly 
Masacciesque, although the resemblance 
may be coincidental. In fact, the drawing 
bears a very close resemblance indeed to 
two compositions by Lodovico Cardi, il 
Cigoli :3 the lost S t P eter a n d  the Lame M a n  
of 1606, engraved by Nicholas Dorigny,4 
and the S t P eter W a lk in g  on the W a ter  in the 
Accademia in Carrara (Fig.78),s where the 
figure of Christ is in almost an identical 
pose to theSt Peter of the present drawing, 
and the St Peter very similar to the lame 
man here; the relationship of the heads 
is especially close. These compositions 
are in turn very close to a composition 
by another artist whom Rubens admired, 
Federico Barocci— that of the N avicella  in 
the Casino of Pius IV.6

It may be noted here that Jaffé attri
buted to Rubens a drawing after Parmi
gianino’s woodcut after Raphael’s tapes
try design of this subject;7 in any event, 
painted copies of Raphael’s cartoons are 
recorded in the 1640 inventory of Rubens’s 
estate, and these may well have included 
the H ealing o f  the Lam e M a n , as Jaffé sug
gested.8

The rather vigorous penwork in the 
present drawing— the curls on Peter’s 
head, and the hatching and shading of his 
drapery, as well as the firm but somewhat 
broken contours of the cripple— is 
characteristic of Rubens’s Italian period, 
and the work should probably be dated 
c. 1606-08. It may well have been taken 
directly from the composition by Cigoli 
mentioned above.

The figure o f St Peter was used again by 
Rubens on several occasions, although in 
slightly modified poses, as in the C h rist  
A sleep  d u rin g  the Storm  in Dresden,9 and 
in the Raising o f  L a za ru s  in Turin.10
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A drawing of this subject in pen and 
brown wash heightened with white was 
sold at the Johann Goll van Franckenstein 
sale, Amsterdam (de Vries, Brondgeest, 
Engelberts and Roos), i July, 1833 et seq., 
lot 8, to ‘Buffa’.

1. Dussler, p .102 and p i.175.
2. Cf. especially the scenes with the Healing o f the 

Cripples, the Death o f Ananias, and the Resurrection 

o f the Son o f  Theophilus; P. Volponi and L.Berti, 
I,'Opera completa di Masaccio, Milan, 1968, Nos.17h, 
17K and 17G respectively.

3. Rubens showed his indebtedness to Cigoli on 
several other occasions as well, as in his Raising o f  
Laçants (K.d.K., p.217), Last Supper (K.d.K., p.203) 
and Descentfrom theCross (K .d .K .,p .s i ; but especially 
the drawing of this scene in Leningrad, Rurchard- 
d'Hulst, 1963, No.37) — to name only a few instances. 
Cf. H.Olsen, Rubens og Cigoli, Kunstmuseets Â rs-  
skrift, XXXVII, 1950, pp.58-73; W. Friedländer, 
Early  to Full Barotjue: Cigoli and Rubens, in Studien 
ç u r  toskanischen Kunst, Festschrift f ü r  Ludwig  

Heydenreich, Munich, 1904, pp.65-82; and most 
recently, Jaffé, 1977, pp.12, 2 9 , 51. See also Vlieghe, 

Saints, II, p. 151.
4. Ch.Blanc, M anuel de l'amateur d ’estampes, Paris. 

1854-89, II, p .139, N o.14; reproduced in Rolletino 
d'Arte, XL11, 1957. p.257.

5. M.Bucci et al., Mostra del Cigoli e del sue ambiente, 

San Miniato, 1959, No.36, pl.XXXIII.
6. Reproduced in O lsen, pl.7 (on the left).
7. Ja ffé , 1977, P-25 and ph42 (drawing in the National 

Gallery, Washington).
S. Jaffe, 1977, p.25; cf. also Alii Her Hofstetle, Review, 

p.440, on the relationship with this work.
9. Gem äldegalerie, D resden, Katalog, 1930, N0.1001.

10. K .d .K ., ed. Rosenberg, p.457-

34. The Annunciation of the Death 

of the Virgin (Fig. 79)

Oil on panel; 92 x 74.3 cm.
L ondon, C o u rta u ld  Institu te o f  A r t, Princes 
G ate C ollection. Inv. N0.300.

c o p i e s : ( i ) Painting(Fig.80) attributed to 
Frans Luyckx, Prague, National Gallery, 
Inv. No.DO.29; canvas, 34.5 x34 cm.; 
p r o v . Prague, Castle; exhib.: C hefs- 
d ’œ uvre de Prague, 1 4 ^ 0 - i j f o ,  Groeninge 
Museum, Bruges, 1974, N0.40; l i t .

K.Köpe, U rkun d en , A cten  u n d  Regesten aus 
dem  k. k. S ta tthalterei-A rchiv  in Prag (Q u ellen  
■£ur G eschichte d er kaiserlichen H aussam m 
lungen und d er K un stbestrebun gen  des A lle r 
durchlauchtigsten  E rçh a u ses), Jahrb u ch  der  
K unsthistorischen Sam m lungen des A llerhöch
sten K aiserhauses, X, 1889, p.C., Nos.6232 
and 6234; R u d o lfin u m  C atalogue, Prague, 
1889, No.585; E. Ebenstein, D er H ofm aler  
Frans L u ck x, Jahrbu ch  d er kunst historischen  
Sam m lungen des allerhöchsten Kaiserhauses, 
XXVi, 1906, p.206 (as F.Luyckx); E. Berg- 
ner, in R u d o lfin u m  Catalogue, Prague, 1912, 
N0.524; Evers, 1943, p.207; C atalogue o f  the 
N arodni G allery, Prague, 1949, N0.339; 
C atalogue o f  Flem ish M a sters in the N ational 
G allery, Prague, 1968, N0.39; Seilern, 
A d d en d a , p. 15 (as Rubens); H eld, O il Sket
ches, pp.440 to 441, N0.317A (as Rubens);
(2) Painting, Prague, National Gallery, Inv. 
No.09,433; paper on panel, 35x35 cm.;
(3) Painting, whereabouts unknown; 
p r o v . Mme Karel Ooms-van Eersel sale, 
Antwerp, 15-20 May, 1922, lot i24(repr.);
(4) Engraving by F. van den Steen (Fig.81 ; 
V .S ., p. 13, No.2); title: A n x ia  ne tim eas 
Ignotam  Virgo salutem ,/ A n g elu m  est G a 
briel, n un tia  laeta feren s/ Te non nosse V iru m  
d icis, sed San ctus obum brat/ S p ir itu s, hinc 
fies  Virgo Pa rensqu e sim u l.

l i t e r a t u r e : Rooses, I, p.189, N0.147 
('tableau in co n n u );  Seilern, A d d en d a , pp. 15- 
17, N0.300, pl.XI; G. Martin, Review of 
Seilern, A d d en d a , B urlington  M a g a zin e, 
CXIV, 1972, p.564; M.Jaffé, Review of 
Seilern, A d d en d a , A r t  Bulletin, LV, 1973, 
p.463; H eld, O il Sketches, pp.440-41.

The ultimate source of the A n n u n cia tion  
o f  the D eath o f  the Virgin  is to be found in 
the N arra tive o f  the A ssu m p tio n  o f  the V irg in  
by the Pseudo-Melito: ‘And lo, an angel 
shining in a garment of great brightness
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stood before her and came forth with 
words of greeting, saying: Hail thou bles
sed of the Lord... Behold this palm- 
branch. I have brought it to thee from the 
paradise of the Lord, and thou shalt cause 
it to be carried before thy bier on the 
third day... ’1 Although never as frequent
ly represented as the Annunciation proper, 
the subject is not uncommon in Italian art 
(as, for example, in the representations by 
Duccio on the Maestà in Siena, by Orcagna 
on the tabernacle in Or San Michele in 
Florence, in the predella panel by Filippo 
Lippi in the Uffizi), and occurs occasionally 
in fifteenth-century German painting, as 
well as in Fouquet’s well-known minia
ture in the Hours o f  Etienne Chevalier. In 
the seventeenth century, however, it 
occurs only very rarely, as in the painting 
by Panfilo Nuvolone the Elder in the 
Museo Civico in Cremona2 and in the 
rather later painting by Samuel van 
Hoogstraten formerly on the Art Market 
in London.3

Despite the fact that the text on the 
engraving by Van den Steen— see under 
Copy (3) above— refers clearly to the first 
Annunciation, there can be little doubt 
that the subject is in fact the A nnunciation  
o f  the Death o f  the Virgin. Count Seilern 
rightly pointed out that ‘the angel, who 
in this case would be the Archangel 
Michael, bears not a lily but a palm. The 
Virgin’s veil is black and her girdle pro
minently displayed; the colour scheme of 
her clothes— blue and white— is quite 
exceptional for an Annunciation by Ru
bens.’4 On the other hand, Held has 
recently insisted again on the identifica
tion of the work as the first Annunciation. 
He referred to the palm-bearing angel in 
Piero della Francesca’s Arezzo A nnuncia
tion as at least one precedent, and pointed 
out that the lily is in any case absent from 
all Rubens’s versions of this subject. A red

curtain hangs above the Virgin on the left, 
the angel wears a shimmering gold 
mantle over a purple garment, and light 
pours down across the curtain from the 
right. The wreath-bearing angel present 
in the engraving by Van den Steen (Fig.8i) 
and in the painting in Prague5 is absent 
from the present work,

The composition and figurai types bear 
a close resemblance to the two paintings 
of the Annunciation in Vienna6 and Dub
lin,7 although the modelling and brush- 
work are considerably freer and more 
sketch-like in the present work. It should 
probably be dated slightly later than the 
Dublin and Vienna paintings, say c.1611- 
1613 (the facial types may also be com
pared, for example, with those in the 
Holy Women at the Sepulchre, No.6, Fig.8).

In his book on the oil sketches, Held 
downgraded the attribution of the Princes 
Gate picture, preferring to call it ‘more 
a product of the studio than of Rubens 
himself’8 (although how significant a 
downgrading this assessment constitutes 
is a moot point). He then firmly concluded 
in favour of Rubens’s authorship of the 
painting in Prague— Copy (i) above— and 
naturally also called it the first A n n u n 
ciation, despite the presence of the palm 
branch (Fig.8o)9. But the latter work is cer
tainly too weak to merit an attribution to 
Rubens, and there is far too much that 
is wholly uncharacteristic of him (the 
unusually thick paint in the upper half of 
the picture and the surprisingly thin sur
face below, the fussy treatment of the hair 
throughout, the illogical folds of the Vir
gin’s dress and other draperies, the weakly 
drawn hands, and so on). While the Prin
ces Gate picture does not, it is true, con
vey a wholly favourable impression, it 
remains the superior version. The doubts 
it unquestionably raises may well be due 
to its condition: it is considerably worn in
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parts, particularly in the central and 
lower left areas; there are bad fills in the 
upper left and lower right quadrants; the 
Virgin’s face and the red curtain appear 
to have been substantially repainted; and 
the rather disturbing profile of the angel 
is probably attributable to the rectangu
lar loss immediately to the left of its nose, 
which has thus damaged the original con
tour. Whatever the case, one may properly 
remain doubtful of the attribution of the 
Prague painting to Luyckx, who is, after 
all, only described as the delineator in van 
der Steen’s engraving, which in its second 
state contains the significant addition 
‘ P .P .R u b en s invenit’ .

i. M.R.James, cd., The A p ocryp ha l N ew  Testam ent, 
Oxford, 1971, p.210, III; apart from this account by 
the Pseudo-Melito— perhaps the most important 
western source for the A ssum ption  o f  the V irgin  
and the events surrounding it —the scene is also

described, for example, in the Legenda A u rea , 
pp.505, 518-519-

2. Reproduced in N.W.Neilson, A D ra w in g  by Panfilo  
Nuvolone the E lder, The Burlington M a g a zin e, CXI, 
1969, p .219.

3. Photo Netherlands Art Institute, No,47i69.
4. Seilern, A d d en d a , p.io; cf. L.Réau, Iconographie de  

l 'a r t chrétien, Paris, 1957, H, 2, pp.601-602.
5. This similarity may be adduced as possible evidence 

for Luyckx's authorship o f the Prague picture, 
although it is by no means conclusive, as Count 
Seilern suggested in his important catalogue entry 
on the present painting (Seilern, A d d en d a , p .15).

6. K .d .K ., p.47.
7. Reproduced in J.G. van Gelder, Rubens in H olland in  

de X V Ild e  E euw , N ederla nd s K unsthistorisch Jaarboek, 
III, 1 9 5 0 -5 1 , p io9, pl.2.

8. H eld, O il Sketches, p.441.
9. Ibid., pp.440-441, subNo..i(7A. DrL.Slawidek of the 

National Gallery in Prague tells me that the paint
ing is always recorded as being on canvas in the 
early inventories, contra Held’s suggestion that it 
was originally painted on panel. He also noted that 
the earliest reference to it in the Inventory 
(E C  630) o f the Gallery o f Patriotic Art friends is 
from 1797 and not from 1799, as in Held. The work 
in fact first appears, as Rubens, in Prague Castle 
inventories of 8 April, 1718 and 5 October 17.17 
(K.Köpe, op. cit., Nos.6232 and 6234).
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Rubens’s numerous paintings of the As- 
sum ption o f  the Virgin  are amongst his best 
known and most typical compositions, 
and provide evidence of the renewed 
emphasis in the Counter Reformation on 
the glorification of the Virgin.1 Attacks on 
her cult and her images had been one of 
the prime manifestations of the icono
clastic outbursts of the second half of the 
sixteenth century, especially in Antwerp.2 
But by the beginning of the seventeenth 
century, with the firm re-establishment 
of Catholicism in the Southern Nether
lands, the subject of the Assum ption  
regained its popularity and was dissemi
nated not only in paintings but also in a 
wide variety of printed books. Its repre
sentation was so widespread, and the 
pictorial tradition so strong ever since 
the beginnings of Christian art that it 
would be superfluous to attempt to iso
late the specific sources, whether icono
graphie or visual, of Rubens’s composi
tions. He had no need to return to the 
original sources, so commonplace had the 
elements in the composition become; but 
a few of the more important ones may be 
mentioned here.

Not surprisingly, the Golden Legend con
tains the main elements to be found in 
these compositions (the references in the 
Bible are only very brief), but all the 
accounts go back to the second century 
Liber de Transitu V irginis3 and the Latin 
text of the Pseudo-Melito.4 Although the 
Golden Legend was discredited by many of 
the Counter Reformation writers on art,5 
it does provide the basis for many aspects 
of the pictorial representation of the A s
sum ption.6 While Rubens does not show

either the death or the burial of the Vir
gin, both her rocky sepulchre and the 
sarcophagus appear in his paintings; the 
flowers which miraculously appeared in 
her tomb are recorded in the Golden Le
gend, and so are the angels who accom
pany the Virgin and the apostles who sur
round her tomb and watch her ascent 
into heaven.7 The important difference 
from almost all the accounts (except the 
Syriac and Coptic texts, which Rubens 
can hardly have known) is Rubens’s inclu
sion of the holy women amongst the 
apostles at the tomb. Their number 
varies from three to five, although usually 
only three are present. They had only 
occasionally been depicted earlier in re
presentations of the scene in late sixteenth 
century Netherlandish and French art,8 
and in engravings such as those after Mar
ten de Vos (Fig. 83) in the Missals published 
by Plantin-Moretus in Antwerp in 1606, 
1610, and 16139— but the textual evidence 
for them is not clear.10 It seems likely, 
however, that these are the women— 
usually three— who washed the body of 
the Virgin, and then placed it in the 
shroud, as recorded in many of the ac
counts, including the Golden Legend.1' 
Although such texts do not include the 
women amongst the apostles actually 
watching the Assum ption, it is not sur
prising that Rubens should have decided 
to include them in the scene— if only for 
their pictorial value and interest,12 The 
burial in a rocky tomb is very rare,13 
although a precedent may be found in 
Patinir’s representation of the scene in 
Philadelphia.14 The rolling away of the 
cover of the tomb which is to be found in
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several o f Rubens’s representations of the 
event has its precedent in the painting of 
the Assum ption and Coronation o f  the Virgin  
by Lodovico Carracci in Corpus Domini 
in Bologna,15 which will be discussed at 
greater length below (pp.140, 191).

It is probable that Rubens consulted 
Jerome Nadal’s popular Aânotationes et 
M editationes in livangelia (with its picto
rial supplement entitled Evangelicae H is
toriae Imagines) published in Antwerp 
by Martin Nutius in 1595 and by the Plan- 
tin-Moretus press in 1607. 16 Here he would 
have found a textual source for almost all 
the elements in his Assum ptions, including 
the apostles and the additional figures 
gathered together from the corners of the 
earth, and the host of angels omnium ordi
num  who accompanied the Virgin to hea
ven. Furthermore four of the carefully an
notated plates17 (cf. Figs.82 and 128) in this 
work are devoted to the death, burial, 
assumption, and coronation of the Vir
gin ;'8 while Rubens’s Assum ptions differ 
in pictorial terms from these, all the 
elements in them are already indicated 
in the detailed captions to each print. 
In the first two of these, three or four 
women are in attendance; as they were 
present at her death and burial, Ru
bens may simply have felt it logical to 
include them in the A ssum ption scene as 
well. The only significant difference from 
Nadal’s discussion and illustration of 
this event is his insistence on the fact that 
the tomb remained closed throughout, 
thus emphasizing the miraculous nature 
of her assumption. Further evidence that 
Rubens looked at this book quite care
fully will be given in the discussion of the 
modello in Leningrad of the Assum ption  
and the Coronation o f  the Virgin (N0.46).

It should perhaps be noted here that in 
the absence of specific biblical texts about 
the Assum ption o f  the Virgin, its represen

tation remained controversial; Rubens 
may have been aware of Molanus’s discus
sion, with its justification of and insistence 
upon the presence of angels accom
panying the Virgin heavenwards,19 and he 
was probably also aware of the uncer
tainty regarding the presence and num
ber of the apostles.20

By far the most important pictorial 
source for all Rubens’s representations ol 
the Assum ption  was Titian’s famous paint
ing of the subject in the Frari in Venice.21 
While there are few direct derivations 
(except in thecase of some individual putti 
and one or two of the apostle figures), 
Rubens was clearly inspired by both the 
structure and the mood of Titian’s com
position. As in that work, the Virgin in 
Rubens’s paintings rises upwards in the 
very centre of the upper half o f the com
position,22 and the group of apostles ar
ranged in a row below have their forms 
and gestures dramatically silhouetted 
against the band of sky which separates 
them more or less clearly from the Vir
gin; and one or more of them are cut off 
by the edge of the picture. The single 
figure seen from behind on the right of 
this group recurs in one form or another 
in almost everv one of Rubens’s compo
sitions: the similarity to the equivalent 
figure in Titian is particularly close in the 
case of the Düsseldorf and Schleissheim 
Assum ptions (Nos.41 and 40; Figs. 105 and 

104).
Titian does not include the three or 

more women amongst the apostles; the 
reasons for their addition in Rubens’s 
paintings have already been discussed 
above. He also has the figure of God 
the Father about to receive the Virgin at 
the very top of the composition, which is 
not included in any of Rubens’s paintings, 
except on the early modello in Lenin
grad (N0.46; Fig.129). But it should be
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noted that the Deity (implicit in all the 
accounts of the Assum ption o f  the Virgin, 
which immediately precedes her recep
tion into heaven and her coronation) is 
present above all Rubens’s Assum ptions in 
the form of a sculpted figure (whether of 
God the Father, Christ, or the Trinity). 
And this presence is, in any event, implied 
by the movement and upward glance of 
the Madonna in all the paintings. Despite 
these differences, the chief inspiration of 
Rubens’s treatment of the Assum ption re
mains, clearly and significantly, the pic
ture by Titian. Nonetheless, there are a 
number of further Italian sources for 
specific elements within Rubens’s paint
ings which should briefly be mentioned 
here.

For the group of apostles surrounding 
the Virgin’s sarcophagus, some exam
ining it intently and others casting their 
eyes upwards, which may be found in all 
Rubens’s representations of the A ssum p
tion,23 Rubens seems to have recalled 
Raphael’s design for the grisaille scene of 
A lexan der Placing the W orks o f  Homer in 
the Sarcophagus o f  Achilles24 in the Stanza  
della Segnatura in the Vatican.25 Not sur
prisingly, however, later Italian represen
tations of the Assum ption  are reflected in 
one way or another in Rubens’s for
mulation of the theme. There are parallels, 
for example, not only with Annibale Car- 
racci’spaintingsof this subject inBologna26 
and Dresden,27 but also with Barocci’s in 
Milan,28 and even with Guido Reni’s 
early work in the Pieve di Cento, Bo
logna.29

Lodovico Carracci’s 1601 representation 
o f the Assum ption and Coronation o f  the 
Virgin in Corpus Domini in Bologna30 was 
o f considerable importance for several o f 
Rubens’s paintings of the Assum ption, as 
will be noted specifically in the relevant 
entries below.31 The apostle seen from

behind in Lodovico’s painting, for ex
ample, recurs in the first figure on the 
left in Rubens’s works in Leningrad and 
Vienna (Nos.46 and 37; Figs. 129 and 87) 
and then slightly changed in the versions 
in Buckingham Palace, Brussels and 
Düsseldorf (Nos.35, 38 and 41 ; Figs.85, 98 
and 105); in some of Rubens’s representa
tions there is also a similar setting in an 
open air burial ground.32 Rubens is also 
likely to have known the painting by 
Tintoretto formerly in Santa Maria dei 
Crociferi in Venice and now in Santa Maria 
Assunta there,33 which shows some simi
larities in the figures of both the Ma
donna and the apostles surrounding the 
tomb below.

A ll this is not to say that Rubens would 
not have derived some of his ideas from 
the works o f earlier Northern masters, 
but the chief pictorial inspiration seems 
to have been Italian (and other sources 
besides those singled out here could 
no doubt be found). It should be rem em b
ered, too, that oil sketches of this sub
ject by Tintoretto, Veronese, and Titian 
are recorded in his collection.34 In terms 
o f the influence of Rubens’s compositions 
amongst Northern artists, however, there 
are works by Jordaens (Ghent), C. Schut 
(engraving by Meyssens), and T. van Loon 
(Brussels)— to mention only a few— which 
all reflect the Rubensian inventions. They 
include the miracle of the roses, and even 
the books (presumably alluding to 
the accounts of the Assum ption) which 
Rubens introduced into almost all his 
paintings of this subject.

From a formal point o f view, Rubens’s 
paintings of the Assum ption  may be 
divided into two main groups, on the 
basis o f the attitude of the Virgin. She is 
shown either with her arms outstretched 
(with the right arm higher than the left, 
or vice-versa), or with her left hand rest
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ing on her breast, while her right arm 
remains outstretched. Most of Rubens’s 
early compositions fall into the firstgroup, 
while the second scheme is typical of the 
years after 1618—  although there are a 
few exceptions to this rule (most notably 
in the case of the Liechtenstein Assum p
tion, No.44; Fig.122, where the pose of the 
Madonna is a relatively novel one). But 
the basic elements in Rubens’s composi
tions remain the same: in almost all of 
them are the holy women, the books, the 
tomb, and the sarcophagus; however the 
number of spectators, angels and putti, 
varies considerably.

The earliest of Rubens’s representa
tions of this subject is the modello for the 
Assum ption and Coronation o f  the Virgin  of 
1611 (N0.46; Fig. 129). The combination of 
the two scenes in one picture, which is 
entirely in concordance with the textual 
sources and with the contract for the 
altarpiece concerned, does not occur 
again in any of Rubens’s subsequent inter
pretations of this subject. These are all 
fairly closely related to each other, espe
cially in the years between 1611 and 1615. 
Apart from the late work in Liechtenstein 
(N0.44; Fig.122), the only works which 
diverge a little more than might be 
expected from the previously evolved 
schemata are the paintings in Schleiss- 
heim and Augsburg (Nos.40 and 42; 
Figs. 104 and 112)— and even the latter may 
be related to Rubens’s ceiling painting in 
the Jesuit Church in Antwerp.35 These, 
perhaps significantly, also show a much 
higher degree of workshop participation 
than the other works. For the rest, how
ever, "Rubens’s hand is extensively visible, 
even in works where much of the execution 
was entrusted to the studio. Naturally, 
however, the modelli are entirely auto
graph; and in the High Altarpiece for 
Antwerp Cathedral (N0.43; Fig. 116) and

the Liechtenstein painting (N0.44; Fig.122) 
Rubens seems to have participated in the 
execution of the work to an even higher 
degree than usual. In fact, all the works 
to be discussed here display a greater in
volvement by Rubens himself in the ac
tual painting than has generally been 
acknowledged (with the possible excep
tion of the already mentioned altarpieces 
in Schleissheim and Augsburg). The 
design may in every case be attributed to 
Rubens himself.

Two compositions of the subject not 
included in the following entries36 should 
be mentioned here: the design for the 
engraving in the Breviarium Romanum  of
1613-1437 and the ceiling painting for the 
Jesuit Church in Antwerp of a few years 
later.38 Both, however, should be con
sidered in the sequence and evolution of 
Rubens’s paintings of the subject. The 
design for the Breviarium Romanum  
— both the upper and the lower half— 
includes many of the features to be found 
in the paintings, and the group of putti 
round the Virgin (in turn taken from 
Pordenone’s fresco in the Malchiostro 
Chapel of S. Nicolo in Treviso, which Ru
bens had copied on his visit to Italy39) is 
identical with that in the Buckingham 
Palace modello (N0.35; Fig.85) and the 
painting in Vienna derived from it 
(No.37; Fig.87). The ceiling painting for 
the Jesuit Church, which reflected to a 
greater or lesser extent several of the 
features in Rubens’s compositions of the 
previous six years,40 is reproduced almost 
exactly in the slightly later painting in 
Augsburg (N0.42; Fig.112). It is perhaps 
worth remarking in passing that the 
design for the Breviarium was to be re
adopted in only slightly altered fashion 
by most of the subsequent illustrators of 
the Breviarium  and M issale Rom anum .4'

The number of sales references to paint
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ings, drawings, and oil sketches of the 
A ssu m p tio n  by Rubens is legion.42 Where 
possible, these have been associated with 
items in the following entries. But in view 
of the close similarity between Rubens’s 
many compositions of this subject and the 
confusion which appears in many of the 
sales catalogues between them, it is im 
possible to be certain about the exact 
relationship o f many of the sales referen
ces to either existing works or their 
copies. The same applies, to a slightly les
ser extent, to references in guidebooks, 
travellers’ accounts and even to an impor
tant early source such as the Diary of 
the dealer Matthijs Musson, which, apart 
from some putative originals, records 
many copies of paintings of the A ssu m p 
tion  by Rubens.43 In addition, there are a 
number of pastiches or apocryphal com
pilations which need not all be men
tioned here. These include engravings 
such as those by M. Lasne44 and A . Melan,45 
the centre medallion on the back of the 
so-called R u b en s-C h a su b le  in the Jesuit 
Church in Antwerp,46 and probably a 
number of works appearing in the early 
sales catalogues and travel accounts.47 
A ll such items, as well as the large num
ber of surviving copies, provide further 
testimony of the extraordinary dissemi
nation of Rubens’s compositions of the 
A ssu m p tio n  o f  the V irg in .

1. Cf. also the recent discussion in Glen, pp.143-145.
2. On these, see D. Freedberg, Iconoclasm  and Painting  

in  the R evolt o f  the N etherlan ds, 1566—j6op, un
published D. Phil, dissertation, O x f o r d ,  1972.

3. J.P.Migne, Dictionnaire des apocryphes de l'A n cien  
et d u  N ouvea u T estam en t, II, pp.525-532.

4. Accessible in T he A po cryphal N ew  Testam ent, ed. 
M.R.James, Oxford, 1972, pp.209-218. A good 
survey o f of all the sources (amongst which the let
ter of the pseudo-Jerome to Paul and Eustachius 
should perhaps be singled out), together with the 
liturgical origins of the Feast of the Assumption, 
may be found in J.Fournée, H im m elfahrt M a rien s, 
in Lexikon  christ!. Ikon., II, cols.276-277.

5. Cf. J. Molanus, D e H istoria Sanctarum  Im aginum  et 
P ictu ra rum , Louvain, 1594, p.89.

6. Legenda A u rea , ed, G raesse, Cap.CXIC; the basic 
w ork on the representation o f the A ssum ption  o f  
the V irgin  is Staedel.

7. Legenda A u rea , ed. Graesse, Cap.CXIX, pp.507, 509, 
521-524.

8. Cf. P rohaska, p.71, and Sta edel, pp.200-203. But see 
also I.Josr, S tudien  ç u  A n th on is B locklandt, Univer
sity of Cologne Inaugural Dissertation, i960, pp.8o 
and 82 for the important earlier examples of 
Blocklandt (Bingen) and Barendsz. (Gouda). 
J.R.Judson, D irc k  Barentsen 'D ie  . . .  des grooten  
T itia en ’s  Boesem heeft g h e n o ten , B ulletin  K oninklijke  
M u sea  voor Schone K un sten , XI, 1962, pp.91-93, 
discusses the iconography o f the Holy W omen 
around the tomb of the Virgin with particular 
reference to the Barendsz, altar wings in Gouda, as 
w ell as the significance of that work for Rubens. 
Here it should be noted that the engraving said 
by M â le , A p rès le Concile  de T ren te , p.362, note 5 to 
be by M. de Vos (P a ris, Bibliothèque N ationale, 
C a bin et des E stam pes, No.Cc.i8), and held by him 
and subsequent writers to be a significant prece
dent for Rubens’s inclusion of the women is in fact 
inscribed ‘Du Bois' and is a later variant of Rubens’s 
design for the engraving o f the A ssum ption  o f  the 
V irgin  in the Breviarium  R om anum  (Judson-Van de 
V eld e, N o ,27),

9. Cf. J u d so n -V a n  de V eld e, N 0 .2 7 ;  but see also the 
illustration o f the A ssum ptio n  in the Missal pu
blished by Plantin in 1587 (p.474), where several 
women are present but not the shroud at the 
miracle of the roses.

10. Mâle, Après le concile de T ren te , p .363, suggested that 
Rubens may have developed the idea from the les
son read on the Feast o f the Assumption in which 
Christ visits the house o f Martha and Mary (inter
preted by commentators like Alfonso de Villegas, 
Flos Sanctorum , Saragossa, 1585, I, p.241 recto, as 
symbols o f the active and contemplative life of the 
Virgin), but this seems unlikely. Villegas, op. cit., 
II, 1586, pp.66-69 provides much detail about the 
Assumption itself, and should be regarded as a 
major 16th century source for the subject.

i t .  Legenda A u rea , ed. G raesse, Cap.CXIX, p.507; Sta e
d e l, pp.200-203; H.Feldbusch, D ie  H im m elfahrt 
M a rien s, Düsseldorf, 1954, p.XXIV ; a detailed ana
lysis of the significance of these women is given in 
the work by H. Natalis (recte J.Nadal), A d n ota -  
tiones et M editationes in  E vangelia, Antwerp, 1595, 
p.583 (on the significance of this work for Rubens, 
see above p.139 and below p .191.

12. Cf. also G len, pp.146-148,
13. As noted by Prohaska, p.72.
14. Philadelphia Museum of Art, John G.Johnson Col

lection, N0.378.
15. H.Bodmer, Lodovico Ca rra cci, Burg bei Magde

burg, 1939, pl.46.
16. For the various editions, see T.Buser, Jerom e N ada  1
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and E arly Jesu it A r t in Rom e, A n  Bulletin, LVTII, 
1976, p.425 and notes; see also Preedberg, A source 

f o r  R u b en s's M odello , on further aspects of this 
work.

17. By H.Wierix after B. Passeri.
18. N atalis, op. cit., plates 150-153.

19. Molanus, op. cit., pp.325-320.
20. Cf. A.Boschloo, Annibale Carracci in Bologna, 

Visible R ea lity  in A n  a fter the Council o f  T ren t, The 
Hague, 1974, II, pp.237-238, on the concern about 
this matter in the circle of Paleotti; the conclusion 
that the apostles may be depicted, some looking 
at the Virgin and others at the tomb, is reflected in 
Rubens’s compositions; the decision that only 
eleven were present is not, for Rubens seems to 
have varied their number.

21. W ethey, I, No.14, p i.18.
22. In most cases; in this respect, the position and 

movement of the V irgin is quite different to that in 
works such as Annibale Carracci's composition in 
Dresden (P osn er, pl.40); for the similarities with 
Annibale’s paintings, see notes 26 and 27 below.

23. With the exception of the ceiling painting for the 
Jesuit Church in Antwerp, M a rtin , Ceiling P a in t
ings, No.to, plates 80-88.

24. K.Oberhuber, Raphaels Zeichnungen, IX. Berlin. 
1972, N0.417, fig.92 and pi.22.

25. For other possible cases of Rubens’s indebtedness 
to this scene, see Ja ffé , i r - ,  p.25; for a drawing of 
three warriors excerpted from it, see [.Müller 
Hofstede, in M a ster D raw ings, II, 1964, p. 14 and 
pi.5. While this scene was engraved by Marcan- 
tonio, it is possible, as Professor John Shearman 
has suggested to me, that Raphael also combined 
this m otif with that of the Coronation o f  the Virgin  
(on which Raphael was working at the same time
as the Segnatura frescoes) in a now lost drawing.

26. Posner, pl.69; this work is closest to Rubens's 
painting of the A ssum ption  in Augsburg (N0.42; 
Fig.112), but the kneeling figure of Peter seen from 
behind may have inspired the similar figure in 
most o f Rubens's compositions (see note 28 for an 
alternative source, however).

27. Posner, pl.40; there are not many specific resem
blances here, apart, perhaps, from the putti 
sheltering beneath the folds of the Virgin's dra
pery.

28. Collection of Principe Cesare di Castelbarco A l
bani; O lsen, N0.66, pi. 111 (possibly painted for the 
Roman Oratorians); compare the kneeling figure 
seen from behind on the left with the equivalent 
figure in most o f Rubens's paintings.

29. C.Garboli and E.Baccheschi, L 'O pera  com pleta di 
G u ido R en i, Milan, 1971, No.15; but the similarities 
between several of the apostle figures in this work 
and those by Rubens are possibly only coincidental.

30. Bodmer, op. cit., pl.40.
31. Cf. p .i9t below.

32. C f. Prohaska, p .72.

33. C .R e r n a r i an d  P .D e V e c c h i ,  L'O pera com pleta del 
Tintoretto, M ila n , 1970, N o .110; d '. ja j jé ,  l i j n ,  p .36.

34. See J .M u lle r ,  O il Sketches in R ubens's Collection, 
Burlington .M agazine, C.XVII, 1975, p p .371-370.

35. M a rlin , Ceiling P aintings, N o .10, p is .80-88.

30. A s  th e y  h a v e  a lre a d y  b een  in c lu d ed  in  th e  a p p r o 

p r ia te  v o lu m e s  o f  th e  C o rp us R ubenianum  Ludw ig  
B urchard, cited  in th e  fo llo w in g  tw o  notes.

37. f u d s o n - l'a n  de V elde, N o .27.

38. M a rtin , Ceiling P aintings, N o .ro , pls.80-88.

39. B u rc lu trd -d 'llu ls t, 1963, pp .43-44 , N o .23.

40. C f. M a rtin , Ceiling P aintings, p p .107-108.

41. E x a m p le s  in Evers, 1943, figs.10 4-10 0 ; th e  p re p a ra 

to ry  d esign  for this c o m p o s itio n  has n o w  b een  

lo ca ted  in an  E n g lish  p riv a te  c o lle c tio n : see 

M,Jaffé , E xhibitions for the Rubens Year, I, The Bur
lington M a g a zin e. C X iX , 1977, lig.33.

42. C e r ta in ly  it w o u ld  n o t b e p ro fita b le  to  re p ro d u ce  

a ll th e  sales re feren ce s  to  p ain tin g s  o r  d ra w in g s  o f  

th is  su b je ct said to  b e b y  R u b en s. T h e  B u rch a rd  

d o c u m e n ta tio n  in  th e  R u b e n ia n u m . A n tw e r p  

co n ta in s a lm o s t 100 referen ce s  to  p a in tin g s  an d  35 

to  d ra w in g s  b y  o r  a fte r  R u b en s  w h ich  a p p e a re d  111 

sales b e fo re  1900.

43. C f. D uverger, ig6S, p p . 118 (‘e e n  sch ets  de H e m e l-  

\ a e rt van  R u b b e n s') , 150 ('E en  d o e ck  s ch ild e rij een  

H e m e lv a e rr  n a e r  R u b b e n s  F.oo’), 18 1-18 2 fe e n e n  

d o e c k  v an  van  L in t g e s c h ild e rt  van  O n se  L ieve  

V r o u w e  van  R u b b en s  d ie in O n s e -L ie v e -Y ro u w e  

k e rc k  s t a e t . . .  D e  H e m e lv a e r t  n a e r  R u b b e n s .. .  

FI.48’), 130 f i  sch ets d e  H e m e lv a e rt  van  O n se 

L ie v e  V ro u  van  R u b b e n s . . . ’); see also  D enucé, S a  
P ieter Pauw el R uben s, p p .57 ( 'een  H e m e lv a e r t  van  

on se lie v e  V r o u e  van  R u e b en s  . . .  80 g u ld e n ’), 188 

(‘ In ve n taris  . . .  v an  F .S n ijd ers  . . .  een  H e m e lv a e rt  

van R u e b e n s  60 g l. ') ,  359 ( 'N o ch  g e le e v a e r t  [b y  van 

L i n t ] . . .  d e  H e e m e lv a e rt  na R u b b en s  oc g ro o t u  

en q u a rt to t g .4 8 ’) ,a n d  362(‘een en  d o e ck  sch ild e rij ; 

een  H e m e lv a e r t  n a e r R u b b en s  g .óo ' ; id e n tica l w ith  

th e  re fe re n ce  c ited  a b o v e  fro m  D uverger, 196.5, 

p. 1 50).

44. V . S . ,  p .78, N 0.37.

45. V . S . ,  p.70, N o. 14.

46. See F .H u y b re c h s , K un st in S l.C a ro lu sk erk  te A n t

w erpen, A n tw e r p , 1974, N o .39 (repr. fa c in g  p .36), 

an d  M .J a ffé , Exhibitions for the R ubens Year, I, Bur
lington M a g a zin e, C X IX , 1977, fig  35, w h o  also  re 

p ro d u ces  a p r e lim in a ry  d esign  fo r it , ib id ., flg.30, 

in an  E n g lish  p riv a te  c o lle c tio n . T h e  m e d a llio n  in 

fact is c lo sest to  th e  D ü s s e ld o r f  Assum ption  (N ü.41).

47. T h e  A ssum ption  a ttr ib u te d  to  R u b en s  in th e  P a

la z z o  C o lo n n a , to  ta k e  o n ly  o n e o u t o f  n u m e ro u s  

p o ssib le  e x a m p le s , is p ro b a b ly  an  18th c e n tu ry  

Ita lian  p astich e (th e  w o r k  is m e n tio n e d  in seve ra l 

o f  th e  18 th an d  19th c e n tu r y  g u id e s, an d is r e 

p ro d u c e d  in th e  C a ta lo g u e  o f  th e  G a lle r ia  C o lo n n a , 

R o m e , 1907, p . 10, N0.46).
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35. The Assumption of the Virgin
(Fig.85)

Oil on panel; 102 x 66 cm.
London, Buckingham Palace, Collection o f  
H. M. the Queen

p r o v e n a n c e : A.Bout sale, The Hague,
11 August, 1733, lot 37; Comte d ’Orsay 
sale, Paris, 14 April, 1790, lot 66; John 
Purling sale, London (White), 16 Feb
ruary, 1801, lot 98; Sir Simon Clarke and 
George Hibbert sale, London (Christie’s), 
15 May, 1802, lot 56; Henry Hope sale, 
London (Christie’s), 29 June, 1816, lot 79; 
purchased there by Lord Yarmouth for 
the Prince Regent, later King George IV 
of England.

c o p i e s : ( i ) Painting, whereabouts un
known; canvas, 102 x65.4 cm. p r o v . Sir 
Edmund King; sold to James Sotheby on 
2 December, 1709 ; EctonHall, Northamp
tonshire Major-General Sir Frederick Ed
ward Sotheby; sale, London (Sotheby’s),
12 October, 1955, lot 61; London, W.Sa- 
bin. l i t .  The Notebooks o f  George Vertue, in 
The W alpole Society, XXVI, 1938, p.42;
(2) Painting, whereabouts unknown; 
canvas, 100 x 71 cm. p r o v . sale, Munich 
(Helbing), 30-31 March, 1928, lot 480;
(3) Painting after the upper half of the 
composition, W ilton House, Wiltshire, 
the Earls of Pembroke; panel, 34.3 
x 23.5 cm. p r o v .  Thomas, 8th Earl of 
Pembroke (1656-1733). l i t .  Sidney, 16th 
Earl of Pembroke, Paintings and D raw ings 
at W ilton House, London, 1968, N0.90, 
pl.48 (the painting is also referred to in 
most of the earlier catalogues and ac
counts of Wilton House); (4) Painting o f 
the lower half o f the composition, where
abouts unknown; panel, 55.9 x67 cm. 
p r o v . sale, London (Sotheby’s), 7 Novem 
ber, 1951, lot 36 ; (5) Painting attributed to
A. van Diepenbeeck, whereabouts un

known; panel, p r o v .  Paul Larsen, Lon
don, 1964 ; (6) Engraving by S. A. Bolswert ; 
dedication: R .P .G u a rd ia n o  F F  M inorum  
R eg : O b s: Antverpiae ceterisque eiusdem  
conventus alum nis (e x  genio ordinis seraphici) 
ferv id is honoris Parthenii Relatoribus: hanc 
D eiparentis gloriose in cadum  ascendentis 
effigiem in debitae observantiae symbolum  
M artinus van den Enden D .C .Q . (Fig. 84; 
V .S., p.76, No. 18); (7) Engraving of the 
upper half of the composition published 
by C.Galle (Fig. on p.245; V .S., p.77, 
N0.23); (8) Tapestry, Ancona, l i t .  Inven
tario degli oggetti d ’arte d ’Ancona, VIII, 
Ancona, 1936, p.45 (repr.).

e x h i b i t e d : British Institution, London, 
1818, N0.11; British Institution, London,
1826, N0.47; British Institution, London,
1827, N0.112; The K ing’s Pictures, Royal 
Academy, London, 1946. N0.246; Flemish 
A rt, 1300-1700, Royal Academy, London, 
1953-54. N0.215; The Queen’s Pictures: 
Silver Jubilee Exhibition, The Queen’s Gal
lery, London, 1977, N0.39.

l i t e r a t u r e :  Smith, Catalogue Raisonné, 
II, p.212, N0.762, p. 168, No.582;IX, p.248, 
N0.21 ; W aagen, Kunstw erke, I, p.172; W aa
gen, Treasures, II, p.2; Blanc, Trésor, II, 
p.128; A.Lavice, Revue des musées d ’ A ngle
terre, Paris, 1867, p.97; Rooses, II, pp .i66- 
167, N0.356; M .Rooses, in Rubens-Bulle- 
tijn, V, 1897, p.295; D illon, pp.135, 218; 
J. Fletcher, Rubens, London, 1968, p.83 
and pl.7; Baudouin, 1972, p.236, n.41; 
M. Jaffé, E xhibitions fo r  the Rubens Year, 
I, Burlington M agazine, CXIX, 1977, p.624; 
Prohaska, pp.68-71; Glen, pp.154-156; 
H eld, O il Sketches, pp.510-512, N0.375.

The present highly finished modello 
appears never to have been realized as a 
full scale painting. The upper half, how
ever, recurs with only minor variations'
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in the A ssu m p tio n  o f  the V irg in  in Vienna 
(N0.37; Fig.87), while the lower half 
clearly represents an early stage in the 
evolution of the painting of the same 
subject in Brussels (N0.38; Fig.98). That 
this work antedates both the Vienna and 
the Brussels pictures is apparent on 
stylistic grounds alone : the relatively thin 
and angular folds of the garments, the 
deep blue sky, and the long and narrow 
strokes of prominent highlighting all sug
gest a date of around lôn .T osom eexten t 
it shares these and other characteristics 
with the modello of the A ssu m p tio n  and  
C oron ation  o f  the V irg in  in Leningrad 
(N0.46; Fig. 129) which can be dated on 
secure grounds to 1611. The Leningrad 
picture, as will be shown in the relevant 
entry below, is almost certainly one of 
the two modelli for the High Altar of 
AntwerpCathedral which were presented 
to the Chapter of the Cathedral when 
Rubens received the commission on 
22 April, 1611.2 The question which now 
arises is this : can the Buckingham Palace 
modello be identified with the other 
modello presented on that occasion? The 
fact that the picture in Vienna which 
Rubens appears to have begun painting 
for the High Altar upon receiving the 
commission is composed of the bottom 
half of the Leningrad modello and the top 
half o f the present work may seem to 
require an answer in the affirmative.3

The difficulty with this hypothesis, 
however, is that the Buckingham Palace 
modello appears on stylistic grounds to be 
slightly later than the one in Leningrad:4 
the handling of the paint is a little freer, 
the treatment of the folds somewhat 
more flowing, and the thin lines of white 
highlighting not quite as jagged. Further
more, the colours in the present modello 
are deeper and richer than the relatively 
pale tonality of the Leningrad work. Ad

mittedly the difference is not a great one, 
but in this case it is crucial. If, therefore, 
this is not the second modello presented 
in April, 1 6 1 1 ,  one has to postulate the 
following more complex sequence of 
events in the evolution of Rubens’s early 
treatment of the subject: of the two mo
delli mentioned in the document of 1611, 
only that in Leningrad survives. Shortly 
after beginning to paint the lower half of 
the picture now in Vienna according to 
the Leningrad modello, Rubens received 
the commission for the High Altar of 
the Carmelite Nuns in Brussels (No.38; 
Fig.98) possibly C. 161 2.  At this point he 
prepared the modello in Buckingham 
Palace, which would make it an early 
stage in the design of that altarpiece 
(although it cannot strictly speaking be 
regarded as a modello for the Brussels 
picture, in view of the substantial differ
ences between the two works).

The situation is thus a complicated one, 
and it may still be possible to accept the 
first hypothesis (that the work is in fact 
one of the two modelli presented in 1611). 
It may not be necessary to postulate exact 
contemporaneity, or— for that matter—  
consistency of technique for the two 
modelli. But while this hypothesis is the 
simpler and more immediately attractive 
one, it does not really take into account 
the clear stylistic differences between the 
two works. In his discussion of this sketch 
Held does not even entertain the possi
bility that it may have been the second of 
the 1 6x 1  modelli.

Scant justice was done to this modello 
in the earlier literature, which more or 
less consistently misjudged its date and 
purpose.3 Now that it has been cleaned, 
the high quality of the work is self- 
evident. Its condition is reasonably good, 
although there has been a certain amount 
of damage along the vertical joins in the
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panel, due to pressure from the fixed 
cradling. Some areas (such as those on the 
right above, in the lower foreground, and 
in the white mantle of the apostle in the 
foreground on the right) are very thinly 
painted. There are several pentimenti: 
the most noticeable are the alterations in 
the position of the head of the apostle in 
the foreground on the right and in the 
right hand of the male figure in green 
holding the cover of the tomb, as well as 
several smaller changes.

Many sale references may be found to 
drawings said to be for the engraving of 
this composition by Bolswert, such as that 
in the Jacob de W it sale, Amsterdam (de 
Leth and van Schorrenbergh), 10 March, 
1755, lot D i. But in the absence of any 
such drawings surviving, one cannot be 
certain that there was no confusion (as 
was often the case) between the engrav
ings by Bolswert and by Pontius o f this 
subject6 or that the drawing concer
ned is not to be related to the engraving 
for the M issa le  R om an u m , also by Bols
wert,7 instead of to the present com
position.

1 Such as the putti on the lower left o f the Virgin's 
dress and the lower contours of the latter. Although 
the Virgin's right palm is turned upwards in the 
present work, and her veil passes over her left 
arm— in apparent contrast to the Vienna painting—  
both these features were originally intended in the 
latter work as well, as is apparent from from the 
X-rays (Figs.90 and 91) first discussed by Proftasfea, 
pp 69-70.

2 For the proceedings on this occasion as w ell as the 
relevant document, see pp,i9i-J92 below, under 
N o.46.

3. As in Jaffé, op. cit., p .6 2 4 ;  the possibility is also 
recognized by P rohaska, p .69, and Burchard favoured 
a dating c.1611.

4. As noted by B audouin, A lta rs , p.68, n.40, and Bau
douin, 19J2, p.236, n.41.

5. Cf., amongst many, W aagen, Treasu res, II, p.2, and 
Rooses, II, p.167.

6. The Pontius engraving (for which the preparatory 
drawing survives) is after the Assum ption  in Düssel
dorf, N0.41; cf. pp.ió4, 167-168 below.

7. ju d s o n - V a n  de V eld e, No.27,

36. The Assumption of the Virgin: 
Drawing (Fig.86)

Pen and brush in brown ink with brown 
and indian wash; 290 x 231 cm. Below on 
the left the mark of the Albertina, Vienna 
(L.174); below on the right, 82 inscribed 
in ink. Fully mounted.
V ienn a, A lb ertin a , Inv. N0.8212.

p r o v e n a n c e : Duke Albert of Sachsen- 
Teschen (Moritzburg near Dresden, 1738- 
Vienna, 1822).

e x h i b i t e d : D e  M a d o n n a  in  de K u n st, 
Koninklij k Museum voor Schone Kunsten, 
Antwerp, 1953, N0.332; V ienn a, A lb e r 
tin a, 1977, N0.8; D ie  A lb ertin a  u n d  das  
D resd en er K u p ferstich ka bin ett. M eisterw erke  
a u s ç w e i alten  Sam m lungen, Albertina, 
Vienna, and Albertinum, Dresden, 1978, 
N0.87.

l i t e r a t u r e : Rooses, II, p.185, N0.360; 
Rooses, V ,  pp.231-232, N0.1437; M ichel, 
p.280 (repr.); M a dsen , pp.304-305; O.Be- 
nesch, Z u m  zeichn erischen  Œ u v re  d es ju n g e n  
v an  D y ck , in F estsch rift f ü r  K a rl Sw oboda, 
Vienna, 1959, p.35 and fig.2 (as A . V a n  
D y ck); H eld , I, pp. 108-109, N0.35; II, pl.38; 
B u rch a rd -d 'H u lst, 196 3, pp.121-123, N0.73 
(repr.); B a ud ou in , A lta r s , pp.65-68; Bau
d ou in , 1972, p.57; J.Kusnetzov, Risunki 
R u b en sa , Moscow, 1974, N0.44 (in Rus
sian); V a n  de V eld e, lg j y ,  pp.256-268, 
fig-5 ; M itsch , p.18; P rohaska, p.70; G ien, 
pp. 153-155; E. Mitsch, R u b en s in  d er A lb e r 
tin a, A lte  u n d  M o d ern e  K u n st, XXII, 154/155, 
1977. PP-12,-17; H.Mielke, in H.M ielke 
and M. Winner, Staatliche M u seen  Preu ssi- 
scher K u ltu r b e sitz , P eter P a u l R u b en s, K r iti
scher K atalog d er Z eichn un gen , Berlin, 1977, 
p.66, under N0.20; H eld , O il Sketches, p.511.

This drawing evidently forms an im por
tant stage in the evolution of Rubens’s
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compositions of the Assum ption o f  the V ir
gin  between c .i6 n  and c.1615. But to 
which of these works it is most closely 
related is open to question. Baudouin and 
Van de Velde argued that it is a prepara
tory study for the second of the modelli 
for the High Altar of Antwerp Cathedral 
which Rubens submitted to the Chapter 
on 22 April, 1611.1 They suggest that the 
drawing dates from early in 1611, and 
that it was intended as a variation on the 
upper half of the modello now in Lenin
grad (N0.46; Fig.129), when the decision 
was taken to represent only the A ssum p
tion o f  the Virgin  (and not the Coronation 
as well) in the final painting. This hypo
thesis is supported by the fact that the 
altarpiece in Vienna (N0.37; Fig.87)2 re
produces the lower half of the Leningrad 
modello, while the Virgin appears in al
most the same way as in the present 
drawing, albeit in a reverse sense. The 
argument depends largely on (a) the 
dating of the drawing to 1611, and (b) the 
belief that the second modello presented 
to the Cathedral Chapter in the spring of 
1611 is lost (and is not the one now in 
Buckingham Palace, here N0.35).

It is possible, however, that the drawing 
should be dated a little later than 1 61 1 .  

While it does show similarities with other 
pen and wash drawings of c.1611, such as 
those for the Visitation and the Presenta
tion in the Tem ple,3 its use of the technique 
is arguably more sophisticated, complex, 
and highly evolved. In this respect— and 
in terms of the large number of penti- 
menti— it is more like the Princes Gate 
drawing of the Conversion o f  St Paul of
C. 16 1 2  (No.3oa; Fig.69). Recently Mielke 
has demonstrated the close stylistic con
nection between the present drawing and 
the drawing for the Stigm atisation o f  
St Francis in Berlin, which is to be dated 
between 1 6 1 2  and 1614.4 Moreover, even

if  the modello in Buckingham Palace 
(N0.35; Fig.85) is not one of those pre
sented to the Chapter in 1611, it seems 
likely that the present drawing postdates 
it, as was convincingly shown by both Held 
and Burchard-d’Hulst.s The latter 
pointed out that before Rubens altered the 
positions of many of the angels with the 
brush, their initial outlines in pen cor
responded with those in the Buckingham 
Palace modello. Both angels with out
stretched arms to the right of the Virgin, 
for example, seem originally to have ap
peared as they do in the modello, i.e. they 
looked inwards; Rubens then altered 
their positions so that they turn outwards, 
thus representing a development on the 
group first depicted in the modello. Both 
Burchard and d ’Hulst went further and 
argued that the drawing was a prelimi
nary sketch for the upper half of the As
sumption now in Vienna (No.37; Fig.87).

But while there are undoubted simi
larities between the two works, especially 
in the group of angels, a further possi
bility should be considered— that the pre
sent work is a preliminary sketch for the 
painting of the Assum ption now in Brus
sels (N0.38; Fig.98).6 The arguments in 
favour of this hypothesis should also be 
rehearsed here, as they cast further light 
on the relationship with all the works 
already mentioned in the present entry. 
In the first place, there are obvious simi
larities in the pose and movement of the 
Virgin. While it is true that she is tilted 
slightly backwards as in the Vienna paint
ing and turns her head upwards (as if 
towards the figure of God the Father 
originally placed above that work), the 
outline of her dress is closer to that in the 
Brussels altarpiece. Although, as noted 
by Held, the dark area to the left of the 
Virgin in the drawing corresponds with 
the same area in the Vienna picture, it is
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present even more prominently in the 
work in Brussels. A minor detail such as 
the putto playing with the train of the 
Virgin’s cloak above his head in the draw
ing provides yet another element in favour 
of the sequence under consideration here : 
this playful figure, absent from the Vienna 
A ssu m p tio n , has been introduced— al
though transferred to the other side of 
the composition— in the Brussels painting 
as well. Even a figure such as the putto 
seen from behind on the left of the draw
ing, with his hand seemingly cut off by 
the dark area of wash, seems to represent 
an intermedia te stage between the similar 
figure in the two paintings: in the work 
in Vienna he leans forward at an acute 
angle; in the drawing the angle is less 
acute; and in the Brussels work— there 
thrusting his hand straight upwards into 
an outer fold of the Virgin’s train— he 
stands upright.

The arguments in favour of relating the 
present drawing most closely to the Brus
sels painting have here been considered 
at some length because until recently they 
had not received the attention they 
deserve in the literature. In 1977, how
ever, Prohaska also argued in favour of 
the relation with the painting in Brus
sels; so did Held in his book on the Oil 
Sketches. Held dated the drawing to
1614-15, placing it between the altarpieces 
in Vienna and Brussels. Nonetheless, 
it is not impossible that the drawing was 
made slightly before the Vienna and the 
Brussels painting, as already noted above. 
A ll the similarities between it and the 
work in Brussels may well be accounted 
for by suggesting that Rubens returned 
to elements already worked out in the 
drawing when he came to design the 
composition now in Brussels. It may even 
be the case that Rubens added some of 
the wash drawing (such as the veil7 and

the dark area on the lower left of the 
Virgin’s dress) at this time.

Three hypotheses have been outlined 
here: that the drawing is to be related to 
the lost modello presented to the Cathe
dral Chapter in 1611, that it is a prelimi
nary design for the Vienna A ssu m p tio n , 
and that it is a preliminary design for the 
altarpiece in Brussels. All these works 
were commissioned and executed within 
a very short space of time, between 1611 
at the earliest and 1615 at the latest. For all 
of them, Rubens drew on a closely related 
set of pictorial ideas. In the light of his 
constant preoccupation with designs for 
the A ssu m p tio n  in these years, and their 
close compositional relationship with 
each other, it would be wrong to conclude 
that the position of the drawing in this 
sequence can be determined with any 
degree of certainty. To me it seems that a 
dating before April 1611 is too early, and 
that the drawing slightly antedates the 
painting in Vienna— although it should 
probably not be regarded as a prelimi
nary design for that work in the strictest 
sense: it is perhaps most satisfactorily 
described as a working drawing which 
Rubens had to hand when occupied with 
ideas for the A ssu m p tio n  in these years and 
which may consequently be related in one 
way or another to all the paintings of this 
subject from the period concerned.8

That theauthorof the drawingis Rubens 
and not Van Dyck9 cannot be doubted. 
Van Dyck never showed such assur
ance— or care— in the depiction of hands 
and feet, and it is barely conceivable 
that he could have produced so complex 
and at the same time so assured an 
example of draughtsmanship before 1615, 
the very latest possible term inu s ante quern 
for the present drawing.

1. Baudouin, 1972, p.57; B audouin, A lta rs , pp.65,68, V an
de Velde, 1977, p.258; for the relevant document
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sec pp.191-192 below. See ;ilso Mitsch, Rubens in der  
A lb ertin a , op cit., pp.12-17.

2. Here God the Rather was represented in sculpture 
above the painting; cf. p .151 below.

3. B u rch a rd -d 'H u lst, 1963, Nos.00 and 61.
4. Mielke, op. cit., p.oo; \'lieghe, S a in ts , I, No.ooa, 

pi. 156.
5. H eld, p.109, and B u rch a rd -d ’ H ulst, 1963, p.121. The 

dating suggested by these authors, 9.1614-15, how
ever, is slightly later than the one proposed here.

6. A suggestion first hinted at by R eeses, V, p.232; see 
also P rohaska, p.70.

7. It should be noted, however, that Rubens originally 
intended to paint a veil behind the Virgin's head in 
the Vienna altarpiece as well, as revealed by the 
X-rays o f that work (cf. p.t 51 below and fig.90).

8. It may incidentally be noted that a close parallel 
for the position of the Virgin, her fluttering veil, 
and the position o f her hands with the palms turned 
outwards, may also be found in the rather later 
ceiling painting for the Jesuit Church in Antwerp 
(M a rtin , Ceilin g  P aintings, No. 16 and pp. 107-108).

9. As suggested by Benesch, op. cit., p.35.

37. The Assumption of the Virgin

(R g-87)

Oil on panel ; 458 x 297 cm. Arched on top. 
Vienna, Kunst historisches M useum .
Inv. N0.518.

p r o v e n a n c e : Jesuit Church, Antwerp; 
acquired by J. Rosa for the Imperial Col
lections in Vienna, 1776; removed to Paris, 
1809; returned to the Belvedere, Vienna, 
1815.

c o p y : Painting, Church of St Charles 
Borromeo, Antwerp; panel, approxi
mately 458 x 297 cm,

e x h i b i t e d :  Vienna , 1977, No,t6.

l i t e r a t u r e :  Bellori, p.224; Tessin, p,82; 
Papebrochius, IV, pp.406-409; D e W it, p.62; 
Berbie, p.65; Descamps, Vie, pp.322-323; 
M ensaert, I, p.219; Descamps, Voyage, 
p. 184; M ichel, 1771, p.101 ; D iercxsens, VII, 
p. 146; C. von Mechel, V erzeichnis der kai
serlichen königlichen Bildergalerie in W ien, 
Vienna, 1783, p .m , N0.3; Smith, Catalogue

Raisonné, II, p.88, N0.284; Parthey, p.419, 
N0.72; Visscliers, pp.98-99; Génard, Ver
zameling, V, pp.201-203; C. Piot, Les ta
bleaux des collèges des Jesuites supprim és en 
Belgique, Bulletin de l'Académ ie royale des 
sciences, des lettres et des beaux-arts, XLVI, 
1878, pp. 146-147, No.3 ; E . R. von Engerth, 
Kunsthistorische Sammlungen des allerhöch
sten Kaiserhauses. Gemälde. Beschreibendes 
Verzeichnis, II, Vienna, 1884, pp. LIV-LV, 
LXXV, and No. 1156 ; Rooses, II, pp. 168-169, 
No. 356; Rooses, V , p.329; M ichel, p.239; 
K.d.K., ed. Rosenberg, p.193; Dillon, pp.134 
to 136, pl.CLXXX; K .d .K ., p.206; M adsen, 
p.304 and notes2 and 3 ; C. Gould, Trophy o f  
Conquest, The M usée Napoleon and the Crea
tion o f  the Louvre, London, 1965, p.101; Z u 
wachskatalog der Gemäldegalerie des Kunst- 
historischen M useum s in W ien, 1966, p.47, 
N o,100, plates 55-56; Baudouin, Altars, 
pp.68-69 (repr,); Baudouin, 1972, pp.58-59 
(repr.); Van de Velde, 19J5, pp.253-259; 
Prohaska, pp.66-72, N0.16; Gien, pp. 154- 
155; 245-246; Ditimann, pp.51, 52..

The Virgin ascends to heaven with both 
arms outstretched, surrounded by a cloud 
of winged putti. Three figures struggle to 
roll away the stone from her rocky sepul
chre on the left. The holy women are oc
cupied with her winding cloth and the ro
ses miraculously discovered therein. On 
the right the remaining apostles either 
look upwards or at the tomb in various 
expressions of amazement. The sarcopha
gus itself is not visible.

The upper half of this work derives very 
closely from the modello of the A ssum p
tion in Buckingham Palace (No.35; Fig.85, 
the only significant differences being the 
addition of two extra putti on the left of 
the Virgin, and the alteration in the posi
tion of her right hand), while the lower 
half largely repeats that of the A ssum p
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tion and Coronation o f  the Virgin  in Lenin
grad (N0.46; Fig.129). The latter modello 
was painted in 1611,1 while the former 
must date from very shortly after.2 As the 
Virgin’s dress in the present work and that 
of the foremost woman in the centre show 
the same rather spiky highlighting as in 
both the modelli, and as figures such as 
the head of the old woman and the young 
apostle looking forward in the group on 
the right may be found in several works 
from  around 1612,3 a dating of c. 1613 
may be proposed for the present work 
(and not c. 1620 as it was usually dared 
in the earlier literature). This dating is 
to some extent corroborated by the fact 
that the group of angels below the Virgin 
(reflecting Rubens’s own copy of Porde- 
none’s fresco of God the Father in T re
viso4) was re-used in the engraving by 
T.G alle (after Rubens’s design) for the 
Breviarium Romanum  of 1614.5

In view of the derivation from the two 
m odelli mentioned above, it may be that 
this work was originally intended as the 
High Altarpiece for Antwerp Cathedral6 
(at the very least it seems likely that Ru
bens began painting the bottom  half with 
this purpose in mind7). This possibility re
ceives further support from the fact that 
on 26 April, 1613, the Gardeners’ Guild 
submitted a request to the Cathedral 
Chapter for the return to their own cha
pel o f Frans Floris’s Adoration o f  the Shep
herds which had stood on the High Altar 
since 1585 as a replacement for the original 
High Altarpiece of the A ssum ption by 
Frans Floris:8 

‘Ad lectum libellum supplicem porrec
tum  ex parte Magistratorum Altaris 
Hortulanorum in ista ecclesia, quo pe
tierunt tabulam hactenus in summo 
altari, pretendentes illam spectare ex 
donatione Francisci du T erne, quondam 
thesaurarii, ad altare B. Mariae quod

vocant op stocxken, in quo nunc suum 
servant altaris officium, deputatus est 
D.Thesaurarius ut desuper se informet 
cum relatione ad capitulum; D.Trog- 
nesius et D. Compostella deposuerunt 
verisimile esse quod quodam sit depicta 
ex oblationibus quae ibidem fieri solent 
in honorem B. Mariae.’9 
It is likely, therefore, that at this time 

there was some expectation that the 
Gardeners’ painting would be replaced 
over the High Altar by a new one.10. That 
this did not in the event take place until 
much later" may be due to two reasons 
suggested by Van de Velde: in the first 
place because o f the continuing financial 
difficulties of the chapter, or because the 
new altarpiece would have been over
shadowed by the ‘arquebusiers’ monu
mental new altarpiece of the D escent from  
the C ro ss,’ 2 of which the centre panel was 
completed in September, 1612 and the 
wings in March, 1614.13

What, then, became of the painting now 
in Vienna? According to the records o f 
the paintings taken to Vienna in 1776 it 
came from the Jesuit Church in Ant
w erp,14 along with the St Ignatius Loyola 
and St Francis Xavier from the High A l
tar.15 That it hung in the Mary Chapel 
there, where a copy (Fig. 110) still hangs, is 
recorded by Papebrochius in his descrip
tion o f the Houtappel fam ily’s munificence 
in completing the marble decoration o f 
the chapel in time for the Jubilee celebra
tions o f 1640:

‘Apud Patres Societatis interea (anno 
1640) fiebat ingens apparatus, pro cele
brando primo a sua institutione iubileo 
collaborantibus imprimis piis illis vir
ginibus, quae sub illorum directione 
devotione devotam Deo castitatem vi- 
tamque profitebantur. Praecelluerunt 
autem hoc in genere sorores Houtappe- 
liae quae providi a multis retro mensi-
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bus constituerant, fundatum a se piisque 
suis sacellum, communemque omnibus 
sub illius altari sepulturam quam spe
ciosissime exornare marmoribus, quali
bus iam ipsum altare circumcirca fulge
bat complexum eximiam penicelli Ru- 
benii tabulam assumptae in coelum 
Virginis... Deiparae imago apud Iesui- 
tas in eius sacellum marmoribus con
vestitum refertur et monumenta fun
datorum insigni ornatu decorata, pan
duntur.’ 16
The Houtappel sisters here referred to 

were the daughters of Godefridus Hout
appel (d. 13 January, 1626), the founder of 
the chapel, who built it with the assistance 
of his niece Anna ’s Grevens, as confirmed 
by his epitaph in the crypt below the 
chapel:

‘Hic situs est D. Godefridus Houtappel/
D. in Ranst,/F.Iacobi iurisconsulti/Ur- 
bis huius, ob sua in eam merita/adver- 
sus Martinum Rossemium/decimum 
septimum Senatoris quod munus ipse 
suscipere quam suscipere maluit/sua se 
virtute negotiisque involvens/vir anti
quae sinceritatis et fidei/qua Pupillo
rum Domus mor tuales septenas/ religio
sissime administravit ;/pietatis affectu 
sacellum hoc/Deiparae, cum filiabus et 
nepte Anna ’s Grevens/iacto primo la
pide, aedificavit/quod hae dein, omni 
sacra supellectile instructum m armo
reum fecere.’ 17
The arms o f Anna ’s Grevens (d. 1638) 

are carved above the entrance of the cha
pel, and Houtappel and his family are re
corded on a tablet in front of the altar: 

‘Monumentum/D.Godefridi Houtap- 
pel/Domini in Ranst Fundatoris huius 
Sacelli/et piis conjug. D. Corneliae Boot/ 
Filiarumque Virginum/Mariae Annae 
Christinae Lucretiae/et cognatae Annae 
’s Grevens/a quibus confundatum et or
natum/hoc deiparae Sacellum//et fun

datum in hac Urbe/Collegium Societatis 
Iesu./ Retribuere dignare Domini’. 18 
Although none of these documents 

make the exact date of the foundation of 
the chapel clear, it was certainly built be
fore 12 January, 1626, the date of Gode
fridus Houtappel’s death; it may have 
been built at the time of the death of his 
wife, Cornelia Boot, on 17 September, 
1620, or possibly even before then.19 In 
any event, the painting must have re
mained in Rubens’s studio for some years 
before the decision was taken to place it 
in the Houtappel Chapel. There the Vir
gin looked upward to a sculpted figure 
of God the Father surrounded by angels 
holding a crown above her head :

‘Altari vero ipsi Superne incumbit, inter 
marmoreos Angelos, marmoreus ipse 
Deus Pater, quasi coronam aeris inau
rati tendens ascendenti, in iam dicta 
tabula, e tumulo coelorum Reginae im
ponendam’20 (cf. Fig. 1 10).
This and the remaining sculpture in the 

chapel— completed, as recorded by the 
above documents, at the expense of Anna 
’s Grevens and the daughters of Godefri
dus Houtappel— was the work of Andries 
de Noie the Younger.21 Although Rubens 
designed the ceiling of this chapel,22 it 
does not seem likely that he was respon
sible for the design of the altarpiece frame 
and surrounds here— especially if  one 
compares them with his own designs for 
the High Altar of the Jesuit Church,23 
and for the other altarpieces of this and 
the next decade.24

X-ray examination of the upper half of 
the altarpiece has revealed that a first 
version of the work showed several simi
larities with the modello in Buckingham 
Palace (No.35; Fig.85): as in that work, a 
veil passed behind the head of the Virgin 
and then over her left forearm (Figs.90 and 
91), and her right palm originally appears
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to have been turned upwards (Figs. 88 and 
89).25 The work may have been repainted 
in its present form by Rubens at the time 
of its installation in the Houtappel Chapel. 
In any event, it was presumably at this 
time that a strip of approximately 16 cm. 
wide was added to the right o f the altar- 
piece (on which the apostle on the extreme 
right resting his hand on the shoulder of 
the figure in front o f him is painted), pre
sumably in order to accomodate the work 
to the position destinedforitin theChapel. 
If, as Burchard suggested, one compares 
the work in its present state with the mo- 
dello in Buckingham Palace, as well as 
with other paintings of the A ssu m p tio n  
by Rubens such as those in Antwerp and 
Liechtenstein (Nos.43 and 44 ; Figs. 116 and 
122), it seems likely that it was trimmed 
by a few centimetres at the top26— once 
again, it may be supposed, in order to fit 
it into its intended frame. These altera
tions may have been made, as proposed 
by Burchard, Prohaska and others, around 
1620, but there is no definite evidence in 
this regard.

The painting must have been damaged 
in the fire which swept the Jesuit Church 
in 1718,27 as appears from the document 
recording its removal to Vienna in 1776 
which also records that it had by then been 
repainted in several areas.28 When moved 
to Paris in 1809 under the instructions of 
the French commissioner Denon, it was 
sawn into three in order to facilitate its re
m oval.29 Despite such damage, the resto
ration of the picture in 1952--55 revealed 
the work to be in relatively good condi
tion. The construction of the panel as a 
whole was repaired and a considerable 
amount of overpaint removed. This 
brought to light a substantial number 
of pentimenti as well as several figures 
which had not previously been visible. The 
latter included the heads o f the putti im
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mediately above the opening o f the tomb, 
the head and arm of the third man rolling 
back the stone on the left, and the foot of 
a figure immediately between the woman 
on the right and the apostle bending for
ward at the head of the group of apostles 
on the right hand side of the picture.30 A ll 
these elements are already present in the 
modello in Leningrad (N0.46; Fig. 129), 
and the relationship with that work is 
further confirmed by the fact that a 
group of cypresses may be detected be
neath the paint surface in the background 
o f the composition. Rubens may thus well 
have begun painting the lower half o f the 
work very shortly after 1611, as has al
ready been proposed in the preceding 
discussion.

It may perhaps be recorded here— be
fore proceeding to the surviving draw
ings for this work— that a drawing of the 
‘Assumption of the Jesuits’ appeared in 
the Jonathan Richardson sale, London, 
22 January, 1747, lot 2o.31 Further refer
ences to a drawing for or after the Jesuit 
A ssu m p tio n  occur in the Babault sale, Paris 
(Picard and Glonvy), 24 January, 1763 et 
seq., lot 362; and in the Conseiller Nourri 
sale, Paris (Folliot and Regnault), 24 Feb
ruary, 1785, lot 874 (black chalk and 
bistre wash).

1. See below pp.191-192.
2. See above p .145.
3. Such as the Sup p er a t Etnm aus in  St Eustache in 

Paris (N0.8, Fig.l4).
4. B u rch a rd -d 'H u lst, 1963, N0.24.
5 .J u d so n -V a n  de V eld e, N0.27.
6. As already suggested by M ich el, 1 7 7 t ,  p .toi.
7. Cf. Baudouin, A lta rs , p.68, and V an  de V elde, 19 77, 

pp.254-256.
8. This had been lost in the troubles of the im m e

diately preceding years in Antwerp. For the his
tory o f the Gardeners’ altarpiece and its temporary 
placing on the High Altar of the Cathedral, see C. 
Van de Velde, D e A a n b idd in g  d er  H erders van Frans  
F loris, Jaarboek K on in klijk  M u seum  voor Schone 
K un sten , A n tw erp en , 1961, pp.59- 73-

9. Archives, Onze Lieve Vrouwe Kerk, Antwerpen, 
A cta  C a pitu li, III, p.183; transcribed in Philip p en ,
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pp.324-325; Van de Velde, op. cit., 1961, p.70; Bau
douin, i m i ,  p.242, n.46; and C, Van de Velde, Frans 
Floris C1 ï 19/20—1570) Leven en W erken, Brussels,
1975.1, p.494, Doe.109-

10. As suggested by Baudouin, A lta rs, p.70.
11. See below pp, 174-175 under N0.43.
12. K.d.K'., p .52.
13. See Van de Velde, t o i l ,  p.259.

14. Piot, op. eit., pp.146-147; Engerth, op. cit., p.LV, 
citing the ‘ Liste des ta bleaux des ci-devant Jesuites que  
le D irecteur de la G alerie Im periale de V ienne, Al. Rosa, 
a p r is  dans les Pays-Bas A utrichien s, D e la M aison  
Professe d ’ An vers . . .  L 'Assom ption de la Ste Vierge’ .

15. Vlieghe, Sain ts, II, Nos.i 15 and 104 respectively.
16. Papebrochtus, IV, p.406.
17. Papeb rochius, IV, p.409; G én ard , V erzam elin g, V, 

p.203.
18. Visschers, p.99; G énard, V erza m elin g , V ,  p.202, The 

portraits o f Houtappel and his wife Cornelia Boot 
by Gortzius Geldorp now in the Hermitage in 
Leningrad (Nos.1717 and 1718) and dated 1597 
may well have come from this chapel. The Hout- 
appel's spiritual adviser appears to have been the 
Antwerp Jesuit writer Carolus Scribani (1561- 
1629), as recorded by his epitaph also in the chapel 
(Papebrochius, IV, p.408; Génard, V erza m elin g , V, 
p.202).

19. For further details of the Houtappel lamily’s 
substantial benefactions to the church, see the 
important note by A.Poncelet, H istoire de la Com 
panie de Jésu s dans les anciens Pays-Bas. Brussels,
1926.1, p.547, n.3.

20. P apebrochius, V ,  p.408. It should be noted, how
ever, that this figure was probably sculpted several 
years after the installation o f the painting in the 
chapel, at the time of the execution of the rest of 
the sculptural work (cf. the following note).

21. V isschers, p.99. T he contract betw een Anna ’s G re

vens and M aria, Anna and Christina H outappel on 

the one hand, and Robert and A ndries de N oie 011 
the other, dated 13-15 M arch, 1&35, is reprinted in 

V isschers, pp. 94-97.
22. See most recently B audouin, 1 9 7 2 ,  pp. 102-103, 

pls.64-65, and M itsch , pp.84-85, No.34.
23. G liick -H a b er d itz i No.130, and M itsch , pp.76-69, 

No.32.
24. Cf, for example, Figs.40,109, and 111 in the present 

volume. It may however be noted, as Jafte percep
tively observed, that Rubens must have been at 
least in part responsible for the device whereby 
sunlight is admitted from a concealed window on 
the right o f the altar and is allowed to play across 
the figure o f the Madonna (thus enhancing the 
light effects already present in the painting) and 
the figure o f God the Father above her—thereby 
anticipating by almost twenty years Bernini's use 
of a similar device in the Raimondi Chapel in San 
Pietro in Montorio and the Cornaro chapel in 
Santa Maria della Vittoria in Rome (Jaffé, 19 11, 
p. 103).

25. C f. Prohaska, pp.69-70 . T h e r e  seem s to  b e  n o  basis 

fo r  R o o ses ’s su g g estio n  th a t th e  V irg in  and a n g e ls  

w e r e  p ain te d  b y  C . S chut an d  o n ly  r e to u c h e d  b y  

R u b en s  (Rooses, V , p. 168).

26. C o rro b o ra te d  b y  th e  e v id e n ce  o f  th e  X-rays o f  the 

u p p e r  h a lf  o f  th e  w o rk .

27. See M a rtin , C eilin g Paintings, p.44.

28. 'T a b le a u  e n d o m m a g é e  p a r l 'in c e n d ie . . .  e t re p e in te  

p a r  su ite  d e  cette  circo n stan ce en  p lu sie u rs  e n 

d r o its ’ (E n g e rth , op . cit., p .L V , and P io t, o p . cit.,

p p , i 4ô - i 47).

29. E n g e rth , op . cit., p .L X X V .

30. Zuw achskatalog der Gem äldegalerie des K un sth istori
schen Museums, V ie n n a , 1966, p.47, an d  Prohaska, 
p.70.

31. B u t cf. p p .167-168 b e lo w .

37a. Study of an Old Man bending 
forward: Drawing (Fig.92)

Black and red chalk, heightened with 
white; 40.2 x 24.6 cm. Cut at an angle 
corresponding approximately to the up
per contour of the figure but several cen
timetres above it. On the verso a drawing 
of a young man leaning forward (No. 37b). 
V ien n a , A lb ertin a . Inv. No.8.300.

p r o v e n a n c e : Duke Albert of Sach- 
sen-Teschen (Moritzburg near Dresden, 
1738— Vienna, 1822).

e x h i b i t e d : V ien n a ,A lb ertin a , f977.N0.14.

l i t e r a t u r e : Rooses, V, p.295, N0.1580; 
J .Schönbrunner and J. Meder, H an d çeich-  
nun gen  alter M eister aus d er A lb ertin a  und  
an d eren  Sam m lungen, Vienna, 1896-1908, 
No. 1003; T.W. Muchall-Viebrook, Flem ish  
D ra w in g s o f  the Seventeenth C en tu ry , Lon
don, 1926, N0.8; G lü ck -H a b e rd itç l, p.45, 
No. 124 (repr.); M itsch , p.28, N0.11;
B. Mitsch, R uben s in d er A lb ertin a , A lte  und  
M o d ern e K u n st, XXII, 1977, 154/55, p. 17.

This is a study, probably from life, for the 
upper half of the figure bending forward
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in the left foreground o f the final version 
of the A ssu m p tio n  o f  the V irg in  in Vienna 
(N0.37; Fig.87). In the pose of the figure 
and the angle of his head it is perhaps 
slightly closer to the equivalent figure in 
the modello in Leningrad (N0.46; Fig.129), 
but the detailed treatment of the muscu
lature is reflected with greater precision in 
the final version. In the latter the figure 
has been given a beard and moustache, 
and the angle of his head slightly modi
fied. On the lower right of the present 
sheet the forearm has been redrawn with 
greater care, although it was not used in 
the painting. It would appear that both 
the figure and the arm have been cut 
from  a larger sheet possibly containing 
further studies for this A ssu m p tio n . The 
drawing must therefore date from  a little 
earlier than the altarpiece, i.e. around 
1611-12.

Mitsch correctly noted Rubens’s indebt
edness to Michelangelo in the treatment 
of the musculature of the present figure 
(it is particularly close to one of the figures 
on a sheet of studies for the Battle o f  C ascina  
which Rubens owned1), and compared it 
in this respect to the S t C h risto p h er  on the 
outer panels o f the triptych o f the R aisin g  
o f  the C ross*, of the same period as the 
present drawing.

1. V ie n n a , A lb e r t in a ,  In v. N 0 .123.

2. C f. in  p a rtic u la r  th e  s tu d y  in  th e  A lte  P in a k o th e k  in 

M u n ic h , K .d .K . ,  p .53. M i t s c h ,  p .28, a lso  p o in te d  to  

o th e r  p a ra lle ls  w ith in  R u b e n s 's  œ u v re , b e g in n in g  

w it h  th e  p re p a ra to ry  d r a w in g  fo r  th e  M a n tu a n  

B a p t is m  o f  C h r i s t  o f  1604-05 (G l i i c k - H a b e r d i t ç l , 

N o . 50).
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37b. Study of a Young Man leaning 

forward: Drawing (Fig.93)

Black and red chalk heightened with 
white; 40,2 x 2 4 . 6  cm. Cut at approxi
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mately the same angle as the forward tilt 
of the drawn figure. Verso of No.37a. 
V ienn a, A lb ertin a . N0.8.300 (verso).

p r o v e n a n c e ; Duke Albert of Sach- 
sen-Teschen (Moritzburg near Dresden, 
1738— Vienna, 1822).

e x h i b i t e d : V ien n a, A lb ertin a , 1 97 7 ,  N0.12.

l i t e r a t u r e : J.Meder, ed., H a n d çeich - 
n u n g en  a lter M e iste r  au s d er A lb ertin a , Neue 
Folge I, Vienna, 1922, p .10, pl.35; G lü ck- 
H a b erd itç l, p.45, no. 125 (repr.); M itsch , 
pp.32-33, N0.12; E. Mitsch, R u b en s in  der  
A lb ertin a , A lte  u n d  M o d ern e  K u n st, XXII, 

1977, 154-55, P-I7 -

A  study, again from a model, used for two 
of the apostles on the right of the painting 
in Vienna. The head is to be related to 
that of the young apostle leaning forward 
there, although the hairstyle, lighting and 
angle of the head have been somewhat 
altered. The drapery and the position of 
the arms, however, were used for the 
figure of the bearded apostle leaning for
ward in the centre o f the painting. This 
change of physiognomy may be found 
in other preparatory studies by Rubens, 
including the drawing on the recto of 
the present sheet and another study 
for the Vienna composition (No.37d; 

Fig-9 5)-
Mitsch noted the similarity in the hand

ling of the drapery between this drawing 
and the equivalent figure in the modello 
in Leningrad (N0.46; Fig.129). Largely on 
this basis he suggested that it was to be 
more closely connected with the latter 
work, like the recto of the sheet as well. 
W hether it served specifically as a pre
paratory study for the Leningrad modello 
or whether it is dependent on it is difficult 
to determine. In any case, it is quite pos
sible that Rubens used it again for the
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finalcompositioninVienna(No.37;Fig.87), 
and a dating of c. 1611-12 may therefore 
be regarded as sufficiently accurate.

37c. Study of Arms and Hands : 
Drawing (Fig.97)

Black chalk, heightened with white;
36.7 X 23.5 cm. Inscribed in ink by another 
hand in the lower right corner: R ubens. 
D resd en , K upferstichka binett. Inv. N0.C1966 

-64.

p r o v e n a n c e : Augustus III, King of Po
land and Elector of Saxony; acquired for 
the Dresden collections before 1756.

e x h i b i t e d : D ie  A lb ertin a  u n d  das D re s
den er K upferstichka binett. M eisterw erke aus  
^w ei alten Sam m lungen, Albertina, Vienna, 
and Albertinum, Dresden, 1978, No.86.

l i t e r a t u r e : L.Burchard, D rei Z eich n u n 
gen in D resd n er Sam m lungen, M itteilu n g en  
aus den  sächsischen K un stsa m m lun gen, IV, 
1913, pp.57-58, hg.i; Glück-Haberditzl, 
p.45, No. 126 (repr.); C.Dittrich in G ra p h i
sche Sam m lung A lb ertin a , D a s D resd n er  
K u p ferstich -K a bin ett u nd  d ie  A lb ertin a , 
Vienna, 1978, p.98, No.86.

The hand and arm on the left of this sheet 
were used with almost no alteration for 
the apostle kneeling in the foreground on 
the right of the painting in Vienna (N0.37, 
Fig.87) ;1 those on the right were used for 
the bearded apostle leaning forward at the 
head of the group of apostles on the right 
of the composition. In both cases the con
nection is closer to the painting than to 
the modello in Leningrad, and a dating 
of c. 1611-12 is therefore indicated.

I.  T h e  co n n e ctio n  b e c o m e s  s till c le a re r  i f  th e  d r a w in g  

is tu rn e d  so th a t it is h o r izo n ta l,  w ith  th e  h an d s at 

th e  to p  o f  th e  sh eet.

37d. Study of Two Young Men 

looking upwards: Drawing (Fig.95)

Black chalk on grey paper, 35.3 x 25.8cm. 
Partially damaged on the left and res
tored. Below on the left the marks of 
T. Hudson (1 .2432) and Sir Joshua Rey
nolds (L.2364); below on the right the 
marks of P.H.Lankrink (L.2900) and 
J. Richardson Senior (L.2184) and inscribed 
in ink in a later hand : P. P. R uben s. W ater
mark: a hunter’s horn.
C am bridge, M a ssachu setts, Fogg A r t  M u 
seum , Inv. No.1936.123.

p r o v e n a n c e : P.H.Lankrink (London, 
1628-1692) ; J. Richardson, Senior (London, 
1665-1745); T. Hudson (London, 1701- 
1779); Sir Joshua Reynolds (London, 1723 
to 1792); Sir Thomas Lawrence (London, 
1769-1830); Charles S. Bale (London, 1791 
to 1880); H.Oppenheimer (London); sale, 
London (Christie’s), 14 July, 1936, lot 303; 
gift o f the Hon. and Mrs Robert Woods 
Bliss to the Fogg Art Museum, 1936.

c o p y : Drawing (partial copy of the two 
upper heads), whereabouts unknown. 
PROV.J.-W.Nahl (Kassel, 1803-1880); sale, 
London (Sotheby’s),9july, 1903; Sir Robert 
Mond, l i t . T. Borenius and R.Wirtkower, 
Catalogue o f  the Collection  o f  Drawings... 

fo rm ed  by Sir R obert M o n d , London, 1937, 

p.97. pl.CXVI(A).

e x h i b i t e d : London, 1927, No.579; T ra v el
ling E xh ib ition  o f  the A m erican Federation  
o f  A r ts , 1949-50; De Cordova Museum, 
Lincoln, Mass., 1954; D ra w in g s a n d  O il-  
sketches by R u b en s from  A m erican C ollections, 
Cambridge, Mass., and New York, 1956, 
No.21; A n tw erp , t<))6, No.54.

l i t e r a t u r e : A.M .Hind, in The V asari 
Society, Second series, II, Oxford, 1921, p.9, 

N0.13, pi.13; G liic k -H a b e r d itz i pp-45, 46, 
N0.127 (repr.); E.Beck, The O ppen heim er
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Collection o f  D ra w in g s, A rtN e w s, XXVI, 1938, 
PP-3 9 -4 3  i A - Mongan, A G ift  o f  O ld  M a ster  
D ra w in g s, B ulletin  o f  the Fogg A r t  M u seu m , 
VI, 1937, No.2, p.31 (repr.); A.M ongan 
and P. Sachs, D ra w in g s in  the Fogg M u seu m  
o f  A r t , Cambridge, Mass., 1946, N0.484, 
pl.250; G oris-H eld, p.42, N0.105, p i.105.

This study of two young men was used, 
again with some variation in their atti
tudes, for the two bearded apostles on the 
extreme right of the composition (N0.37; 
Fig.87). But in one important respect the 
drawing is significantly closer to the m o
dello in Leningrad (N0.46; Fig. 129): in the 
painting in Vienna the left arm of the 
apostle on the right has been transposed 
from the left to the right shoulder of the 
figure standing in front of the drawing. 
This suggests a date of c.1611 for the pre
sent sheet, but whether it was appreciably 
earlier than the other drawings for this 
composition is difficult to determine. In 
any case, as has already been suggested 
above, it is not unlikely that Rubens used 
it again in the preparation of the final ver
sion of the composition in Vienna— even 
if it was made before the modello in 
Leningrad.

The young man on the right of the sheet 
appears to be drawn from the same model 
as the study in the Albertina for the figure 
at the head o f the group of apostles 
(No.37b; Fig.93). In both cases the young 
model has been changed into a consider
ably older figure in the final compo
sition. The same may also apply to the 
head looking upwards on the lower left 
of this drawing, which appears to have 
served as the basis for the head o f the 
kneeling apostle seen from behind in the 
right foreground o f the painting. On the 
other hand one cannot exclude the possi
bility that this head represented an early

C A T AL OG U E  NO.  37e

stage in the evolution o f the young apostle 
looking upwards at the Madonna in the 
centre o f the group.

37e. Study of Drapery: Drawing, 
verso of 3 yd (Fig,96)

Black chalk on grey paper; 35.3 x 25.8cm. 
Partially damaged on the right and 
restored. Below on the right the marks 
of P.H.Lankrink (L.2090) and C. S. Bale 
(L.6 40).
Cambridge, Massachusetts, Fogg A r t  M u 
seum . Inv. No.1936.123.

p r o v e n a n c e :  A s u n d e r  37d.

l i t e r a t u r e : E.Beck, T he O ppenheim er  
C ollection  o f  D ra w in g s, A r t  N ew s, XXVI, 
1938, pp.39-43; A. Mongan, A  G ift  o f  O ld  
M a ster  D ra w in g s, B u lletin  o f  the Fogg A r t  
M u seu m , VI, 1937 , P-3 V A.Mongan and 
P. Sachs, D ra w in g s in  the Fogg M u seu m  o f  
A r t , Cambridge, Mass., 1946, N0.484.

Verso of the preceding drawing. Burchard 
thought that this drapery study might 
have been used for the dress of the woman 
on the right in the final composition, but 
the differences are too great to permit 
such a conclusion. If anything, however, 
the study is closer to the painting in Vienna 
(N0.37; Fig.87) than to the modello in 
Leningrad (N0.46; Fig.129).

It may be noted that Rubens made simi
lar careful drapery studies much later in 
his career, in connection with the G arden  
o f  L o v e.' The present drawing, however, 
is palpably earlier than these, and like the 
recto should be dated towards the begin
ning of the second decade.

I. K .d .K . ,  p.348; cf. th e  d ra w in g s  in  G l ü c k - H a b e r d i t ç l ,  

N o .202 an d B u r c h a r d - d ’ H u h t ,  1963, N o s.18 1-18 2 .
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37L Study of a Young Woman with 
raised left Arm: Drawing (Fig.94)

Black chalk heightened with white ; 37.4 x 
25 cm. Below on the right the mark of 
Jonathan Richardson, Senior (L.2183); 
another collector’s mark on the lower lelt. 
W ashin gton, N ation al G allery  o f  A rt.
No. B30.458.

p r o v e n a n c e : Jonathan Richardson, Se
nior (London, 1665-1745); François Fla- 
meng (Paris, 1856-1923); sale, Paris (Ga
lerie Petit), 26-27 May, 1919, lot 87, pl.53; 
Slatkin Galleries, New York; bought by 
the National Gallery of Art in 1977.

e x h i b i t e d : M a ster  D ra w in g s fr o m  the C o l
lection o f  the N ation al G allery  o f  A r t  and P ro 
m ised G ifts , Washington, National Gallery 
o f Art, 1978 , p .64 (repr.).

l i t e r a t u r e : B u rch a rd -d 'H u lst, 1963, 
pp.176-77, N0.111; A.-M. Logan, Review 
of Rubens Year, M a ster  D ra w in gs, XVI, 
1978, p.449 (repr.); A.-M.Logan and
E. Haverkamp Begemann, Dessins de R u 
bens, R evu e de l ’ A r t, XLII, 1978, p.92.

A study from the life for the woman on 
the right of the group of holy women in 
the painting in Vienna (No.37). It is con
siderably closer to the figure in the final 
composition than any of the preceding 
drawings, and is further from the equi
valent figure in the Leningrad modello 
(N0.46; Fig.129). It may thus be dated to 
c. 1611-12, or possibly even a little later. 
The same model was later used for a study 
for the young woman on the left of the 
M ira cles o f  Francis X a v ie r .1

On the verso are swift sketches in black 
chalk, partially gone over in pen and 
brown ink, probably for a H u n tin g  Scene.2 
A  bearded man, in pen only, may also be 
discerned in the top right corner.

1. V lie g h e , S u in ts  I I ,  N o . 104g.

2. R e p ro d u ce d  by A .- M .L o g a n  ,ind H .H a v e rk a m p  

B e g e m a n n , D e s s in s  tie R u b e n s ,  R e e u e  ite l ’A r t ,  XLII, 

10 78, p .9 8 .

38. The Assumption of the Virgin

(Fig-98)

Oil on canvas; 500 x 338,5 cm.
B russels, M u sées R o y a u x  des B ea u x-A rts. 
N0.378.

p r o v e n a n c e : Church of the Discalced 
Carmelites, Brussels; removed by the 
French Commissioners in 1794 and sent 
to the Musée Central, Paris; returned to 
Brussels in 1815 and deposited in the Mu
seum there in 1816.

c o p i e s : (1) Painting, c. 1850, by Eugène 
Delacroix, whereabouts unknown, e x h . 

D euxièm e exposition  des m aîtres . . . d u  tçèm e  
siècle, Galerie Siot-Decauville, Paris, 1926. 
l i t . B .Ehrlich White, D ela cro ix ’s Painted  
C opies after R uben s, A r t Bulletin, XLIX, 
pp.43, 47, fig. 16; (2) Oil sketch of lower 
half of composition, Brussels, private col
lection; panel, c. 50 x70 cm. l i t . [Cat. 
Exh.], Brussels, 1963, p. 181.

e x h i b i t e d : Brussels, 1965, No.193.

l i t e r a t u r e : M ensaert, I, p.7; D escam ps, 
Voyage, p.97; M ichel, 1771, pp.67-68; D e 
scription de la V ille  de B ruxelles, Brussels, 
1789, pp.7-8; R ey n olds, p.146; Piot, p.164; 
N otice, 1801, No.25; N otice, 1814, No.537; 
Sm ith, Catalogue R aison né, II, pp.20-21, 
N0.70; IX, p.247, No.20; Jo u rn a l d ’ Eugène  
Delacroix,ed. A. Joubin, Paris, 1832, l[Entry 
for 13 August, 1850], p.412; From entin, 
pp.42-43; Rooses, II, pp, 164-167, N0.355; 
D illo n , p. 135, pi. CLXXVIII; K .d .K ,, ed. R o 
senberg, p.175; K .d .K ., p .120; Evers, 1942, 
pp.316-317; Evers, 1943, p.218; M a d sen , 
p.304 n.3 ; D eM aey er, pp. 109-130 ;B u rcha rd-  
d ’ H u lst, 1963, p. 120; F. Baudouin, R u b e n s ’
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Social an d  C u ltu r a l Background, in S til u n d  
Ü berlieferung in  d er K u n st des A ben d la n d es. 
A k ten  des 2 1. in ternation alen  K ongresses f ü r  
Kunstgeschichte in  Bonn, 1964, Berlin, 1967, 
HI, p. 12 ; B a ud ou in , 1 972^.64-65 ; Prohaska, 
pp.70-71 ; G ie n ,pp. 154-155,257 ;H errm ann- 
Fiore, pp.112-113; H eld , O il Sketches, p.511.

In the present work, the upward m ove
ment of the Virgin is more strongly em 
phasized than in the preceding composi
tions; and the effect is largely achieved by 
the brilliant rays of light passing diagonally 
from the left edge of the work to the gol
den glow surrounding the Virgin. Below 
her, the lid of the sarcophagus is removed 
by the figures around it, to reveal the 
winding cloth and the roses discovered 
therein. The lower zone reverts fairly clo
sely to the scheme worked out in the mo
dello in Buckingham Palace (N0.35; 
Fig.85): the two women discovering the 
flowers in the sarcophagus and the actions 
of a number o f the apostles are especially 
close to that work. Apart from a general 
similarity in the upper half of both works, 
there are more specific parallels in some 
of the putti— particularly in those on the 
right of the Virgin’s dress.

Perhaps the most striking aspect of the 
upper half of the painting is the range of 
blues, from  the deep blue of the sky to the 
variety o f blues and greys in the Virgin’s 
garments, and the contrast these colours 
provide with the brilliant glow in the sky 
around her. The full and relatively un
differentiated colours of the garments of 
the apostles serve to enhance the relief
like effect of this group as a whole (a use of 
colour which may be found in a number 
of works around the middle of the second 
decade, including the epitaph paintings 
discussed in the present volum e).1 The 
contrast between relatively pale hues in

the upper half of a composition and full 
colours in the lower zone is also to be 
found, for example, in the St Stephen 
altarpiece in Valenciennes, which Vlieghe 
broadly dated to 1615-20.2 On stylistic 
grounds, then, the present altarpiece may 
be dated to around the beginning of this 
period, c. 1615-16.

The painting is recorded as having come 
from  the high altar of the church of the 
Discalced Carmelites in Brussels, where 
it was seen by Mensaert, Descamps, Mi
chel, and Reynolds, and whence it was 
taken by the French in 1794.3 The conse
cration of the church took place on 15 Oc
tober, 1614, the day of the Feast of St Te
resa, in the presence o f the Archdukes A l
bert and Isabella. They (and a number of 
members of the highest nobility) provided 
a substantial endowment for the building 
and decoration o f the church/ but there 
is no evidence to support the frequently 
repeated assertion that they commissioned 
the high altarpiece by Rubens. His altar- 
piece of the T ran sverbera tion  o f  S t T eresa 5 
and ten copies of his cartoons for the 
Eucharist series6 also hung in the church, 
prior to its demolition in 1811. This 
church should not be confused with that 
of the convent of Discalced Carmelite 
nuns (C a rm elites D échaussées) which had 
been founded and endowed by the Arch
dukes a few years earlier,7 and was de
signed by W enzel Cobergher, who also 
painted the high altar there, probably 
with the aid of his assistant, j. Francart.8

The date of the consecration of the 
church, 1614, provides an approximate 
dating for the high altarpiece by Rubens. 
But the suggestion made above that it was 
only painted c. 1615-16 (or only comple
ted then) is to some extent corroborated 
by Michel’s account of the commission. 
He states that the Archdukes attended the 
first mass on 15 October 1614 ; and ‘voyant
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que ce nouveau Tem ple &  son autel éto- 
ient sans décoration, demandèrent a Ru
bens un grand tableau pour y placer: l’or
donnance &  sujet représentent l ’Assomp
tion de la V ierge....’9 Here it should be 
noted, contra Burchard, that Michel’s refer
ence to an ‘autel postiche’ (with a cut-out 
R esurrection  and soldiers above it), whose 
remains he saw in the collection of M. 
Pèry in Brussels, almost certainly concerns 
the altar of St Teresa in this church.10 
Michel, however, is the only writer to 
record these details and his account should 
therefore be treated with caution.

Indeed, one cannot even be sure that 
the work stood on the high altar of the 
church of the Discalced Carmelites from 
the beginning. If it did, it is surprising 
that so important a painting does not 
appear to have been recorded there by 
any source before Mensaert.11 Although, 
for example, the French traveller Baltha
sar de Monconys recorded that he saw 
Rubens’s St Teresa  altarpiece in the church 
on his visit in 1633, he made no mention 
either of the high altar or o f an A ssu m p tio n  
by Rubens.12 Thus no primary evidence 
survives to suggest that the present work 
was painted for the high altar of this 
church, let alone that it was commissioned 
by the Archdukes. But the circumstantial 
evidence is strong, in favour of the former 
at least; and it could be argued that the 
fact that the painting is of an appreciably 
lower quality than Rubens’s other A ssu m p 
tions and was evidently painted with a 
substantial amount o f studio participation 
accounts for its neglect in the earlier sour
ces. ‘ 3 The relative poverty of the Carm e
lite fathers is on record.14 and this may 
explain why they were obliged to com
mission not only a work on canvas but 
also one which to a large extent was pain
ted by Rubens’s assistants. In the absence 
of further documentary evidence, how

ever, it is not possible to reach a more 
substantive conclusion.

The relationship between this work and 
the modello inBuckinghamPalace(No.3 5; 
Fig.85) and the drawing in the Albertina 
(N0.36; Fig.86) is also problematic. As 
Rubens may well have received the com
mission for the altarpiece in 1612 (the date 
of the foundation of the church), it could 
perhaps be argued that his first design for 
it is represented by the modello, which 
may also date from around that tim e,'5 
But this is not likely, in view of the fairly 
substantial differences between the two 
works and the closer relation of the mo
dello to the sequence of works intended 
for the High Altar of Antwerp Cathedral 
(N0.43 ; Fig. 116).16 In any event, in view of 
the difficulty of establishing exact dates 
for the various realizations o f the A ssu m p 
tion  by Rubens in the years between 1611 
and 1615, a period when he was clearly 
preoccupied with this subject, no more 
definite relationship can, or perhaps need 
be established. The same applies to the 
(admittedly more likely) possibility that 
the drawing in the Albertina represents 
an early stage in the evolution of this par
ticular composition, a hypothesis which 
has already been discussed in the relevant 
entry above.'7

Unlike all the other paintings of this 
subject by Rubens, no engravings were 
made after the present composition. As 
noted by Burchard, the engravings cited 
by Rooses in his entry for the painting 
are not in fact after this work, but are to 
be related to the modello in Buckingham 
Palace (No.35; Fig.85).18

The execution of the painting appears 
to be largely the work of assistants, with 
some retouching by Rubens. There is no 
evidence, however, to support Rooses’s 
assertion (also made in connection with the 
A ssu m p tio n  in Vienna) that Rubens’s main
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collaborator on this occasion was Corne- 
lis Schut.19 Certainly^ there are weak pas
sages, such as the face of the Madonna 
(criticized by most of the early commen
tators on the work),20 but these may be 
due to later repainting. It is known that 
the painting suffered severely at an early 
date. Between its return from Paris to 
Brussels at the end o f 1815 and its installa
tion in the newly founded museum there 
a few months later, it seems to have been 
left exposed to the elements, although 
still in its packing. But the dampness 
which penetrated the latter and the conse
quent contraction o f the canvas put an ex
cessive strain on the stretcher.21 Fromen
tin commented that it had been repainted 
in several areas.22 Prior to the 1965 ex
hibition in Brussels, however, the canvas 
was relined23 and the work now appears 
to be in relatively good condition, although 
some areas remain either dark or abraded. 
The work must have been placed in its 
present frame at a fairly early date, pos
sibly on its return to Brussels in 1815-16. 
In any event, the curved upper edge of 
the painting has been cut, presumably in 
order to fit it into the rectangular frame. 
There are no major pentimenti, apart 
from the attenuation of the right shin of 
the bare-soled apostle lifting the cover of 
the sarcophagus.

The comments of three of the painters 
who wrote about this work are perhaps 
worth recording here. W hile acknow
ledging the importance of the painting, 
they all made adverse remarks about it. 
Reynolds averred that ‘ the principal fig
ure, the Virgin, is the worst in the composi
tion, both in regard to the character of the 
countenance, the drawing of the figure, 
and even its colour ... and this gives a 
deadness to that part of the picture... the 
masses of light and shade are conducted 
with the greatest judgement, and except

ing the upper part where the Virgin is, it 
is one of Rubens’s rich pictures’ ;24 and 
Delacroix, although it impressed him suf
ficiently for him to have made a copy of 
it,25 remarked briefly that ‘l ’Assomption 
est trés sèche’.26 W orks o f the same period 
roused similarly unfavourable comments 
from Fromentin; in dealing with the pre- 
ent A ssu m p tio n  he maintained that ‘elle 
sest, comme les tableaux de cette date, 
polie, propre de surface, un peu vitrifiée. 
Les types médiocres manquent de natu
rel’.27

1. E sp e c ia lly  N o s.18 , 23 a n d  24; cf. p p .8 4-8 5 ,93 .

2. Vlieghe, S a in ts, II, N o . 146.

3. P io t, p. 164, u n d e r  'E g lis e  d es  P etits  C a r m e s ’ .

4. San deru s, II, p p .343-346. an d  H en n e-W a u ters, III, 

pp.390-391.
5. Vlieghe, Sain ts, II, N o s .150 -152 .

6. D e Poorter, pp.233-236.

7. San deru s, II, pp.340 -343, a n d  H en n e-W a u ters, III, 

pp.38 6-387.

8. D e M a eyer, pp.208-209 w ith  th e  a p p ro p r ia te  d o c u 

m e n ts  o n  p p .303,306, a n d  325, N o s.8 2 ,9 2 ,1 0 6 , and  

114 . O n  th e  b u ild in g  o f  th is  c h u rc h , see also  

J .H .P la n te n g a , L'A rch itecture  religieuse d u  Brabant 
a u t jè m e  siècle, T h e  H a g u e , 1925, p p .19 -2 0  an d  

29-32 (th e  d o c u m e n ts  a b o u t C o b e r g h e r ’s r o le  r e 

p ro d u c e d  on  p p .2 95-2 96 a re  m o r e  a c c u ra te ly  g iv e n  

in  D e M a eyer, lo c . cit.).

9. M ich el, 17 7 1, p.68,

10. M ichel, 1 7 7 1 ,p p .3 5 7 - i5 9 .C f .V l ie g h e ,S a in ts ,I I ,p .16 1.
11 . Sa n deru s, II, p .346 s im p ly  re co rd s  th a t  ‘V is u n tu r  in 

h ac  E cclesia  im a g in e s  a liq u a e  ab  e le g a n te  R u b e n ii 

p e n ic il lo ’.

12. B . d e  M o n co n y s, Journ a l des Voyages, II, L y o n s, 

1666, p.98.

13. U n less  o n e  p o s tu la te s  th a t  th e  w o r k  w a s  o n ly  

p la c e d  in  th e  ch u rc h  in  th e  seco n d  h a l f  o f  th e  18 th 

c e n tu ry , a t a t im e  w h e n  v a rio u s  r e p a ir  w o r k s  w e re  

e ffe c te d  to  th e  b u ild in g , su ch  as th e  re co n stru ctio n  

o f  th e  p o r ta l in  1756 (H en n e -W a u ter s, III, p.391).

14. San deru s, II, pp .345-346 .

15. C f. p .14 5  a b o v e .

16 .  C f. p .14 5  a b o v e , a n d  p . 174 b e lo w .

17. P p .147-148 .

18. Rooses, II, p .16 7 , re fe r r in g  to  th e  e n g ra v in g s  b y

S. A . B o ls w e r t, ( V .S .,p .7 6 ,N o .i8 )  a n d  th o se  p u b lis h 

e d  b y  C . G a lle  ( V S . ,  p .76, N os.23 a n d  25)— as w e l l  

as th o se  b y  s e v e ra l la te r  h an d s.

19. Rooses, II, p .1 6 5 ; cf. R ooses, II, p . 168 on  th e  V ie n n a  

A ssum ption .
20. C f.,  fo r  e x a m p le ,  n o te  24 b e lo w  an d  th e  c o r r e 

s p o n d in g  q u o ta tio n  in  th e  te x t.
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21. H .F étis, C a t a lo g u e  d e s c r i p t i f  et h is to r iq u e  d e s  t a b le a u x  

a n c ie n s , B ru sse ls , 1889, p.6o.

22. From entin, p.42 ( 'fo rt r e p e in t ’).

23. [C a t. Exh.] Brussels, !<)<>?, p. 182.
24. R eyn old s, p p . 146-147.

25. See B .E h r lic h  W h ite ,  op . c it., p p .43, 47-

2 6 .Journ al d 'E u g èn e  D elacroix, cd. A.Joubin, Paris, 
1832, p .412.

27. Fromentin, p .4 2; cf. l:romentin, p . 100.

39. Apostles surrounding the Virgin’s 

Tom b: Drawing (Fig, 102)

Pen and ink over black chalk, 22.8 x 30 cm. 
On the reverse a boy lying on his back in 
red chalk heightened with white, with 
fighting figures drawn over it in black ink 
at an angle of 900.
O slo, N asjonalgalleriet.

p r o v e n a n c e ; Bequeathed b y  Sophus 
Larpent to the Nasjonalgalleriet, Oslo, in 
1911.

e x h i b i t E D  ; London, i960, N0.45; Antwerp, 
1 9 j 6, N0.58.

l i t e r a t u r e : Burchard, 1930, p.53 ;  M a d 
sen, pp.304-305; S. T. Madsen, N yopp- 
dagede R uben steg n in ger i N asjonalgalleriet, 
K u n st &  K u ltu r , XXXVI, 1953, p.83 ; Bur- 
chard -d 'H u ls t , 1936, p.62; Seilern, p .42;  
H eld , I, pp. 11o-x 11, N 0.40 ; II, pi.44 ;J u d s o n -  
V a n  de V eld e, p. 144.

This vigorously executed drawing clearly 
represents the swift realization of a first 
idea for the bottom half of an Assumption 
o f  the V irg in  : while most o f the apostles 
have already turned their gaze upwards 
to the heavenly ascent, some are still in
tently engaged in the examination of the 
sarcophagus. The scene may be found in 
all Rubens’s paintings of the A ssu m p tio n  
(with the exception of the ceiling painting 
for the Jesuit Church in Antwerp),1 but 
none of them show any clear connection 
with the present drawing— although it is

perhaps closest to the studio work in 
Schleissheim (N0.40; Fig. 104).

In his thorough discussion of the draw
ing, Held correctly noted that it must 
come later than the design for the Bre
viarium  R om an um  of 1612-13,2 where the 
two figures on the left are fairly close to 
those in the present drawing.3 On the 
other hand, the figure with the upraised 
arms on the extreme left may be found in 
a similar pose in the Mauritshuis oil 
sketch for the Assumption o f  the V irg in  in 
Antwerp (No.43a; Fig. 120), which is to be 
dated after 1620. In addition, however, the 
drawing shows several similarities to two 
o f the compositions for the Con version  o f  
St P a u l in the Princes Cate Collection : the 
figure on the right may be compared to 
the analogous figure on the right o f the 
double sheet there (No.ioa; Fig.69), while 
the figure shielding his eyes and turninghis 
head back and upwards is comparable to 
the soldier just to the right of the centre of 
the final painting (No.30; Fig.67). It seems 
likely that the present drawing slightly 
postdates these works of c, 1612-15: 
in terms of the very swift and vigorous 
penwork it comes closest to the drawing 
with studies for the Pall o f  the D a m n ed , a 
Lion H u n t, and the A ssu m p tio n  o f  the Blessed  
in the British Museum of c. 1615-16 
(Nos,52a and 53a; Figs.169 and 172). A da
ting of c. 1615 or possibly a little later may 
therefore be proposed for the present 
work. Such a dating would be corrobora
ted by the parallel, noted by both Madsen 
and Held, between the fighting youth on 
the verso of the drawing and the Battle o f  
the A m a zo n s  of c. 1615.4

As has already been observed,5 the com
bination of figures looking into a sarco
phagus with others looking upwards may 
have been derived from Raphael’s design, 
engraved by Marcantonio, for the grisaille 
scene of A le x a n d e r P lacin g  the W o rk s o f
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H om er in  the Sarcophagus o f  A ch illes  in the 
S ta n za  della  S eg n a tu ra .6 But apart from 
the figure throwing both his arms up
wards on the left o f the drawing, and one 
of the figures looking directly into the 
sarcophagus, there are no other particu
larly close similarities here.

i .  M artin , Ceiling P aintings, N o .16.

i . J u d s o n - V a n  d e  V e l d e ,  N o .27.

3. H e l d ,  I, p . 110.

4 . K . d . K . ,  p . 196.

5. P.140 a b o v e , a n d  n otes.

6. D u s s le r ,  p i . 130.

40. The Assumption of the Virgin

(Fig.104)

Oil on canvas; 156 x 109 cm.
Schleissheim , N eu es Schloss.

p r o v e n a n c e  Johann Maximilian Joseph 
Fugger (1661-1731) ;Maximilian Emanuel, 
Prince Elector o f the Palatinate (1662- 
1726); A lte Pinakothek, Munich, until 
1882; Schleissheim, Schloss, until 1922; 
Augsburg, Gemäldegalerie, until 19Ó4; 
Munich, Bayerische Staatsgemäldesamm
lungen, Depót, until 1976.

c o p y : Etching (with considerable varia
tions) by W.Panneels (Fig. 103; V .S ., p.78, 
N0.33).

e x h ib ite d :  K u r fü r st  M a x  E m anuel, Bayern  
u n d  E u ro p a u m  1700, Schleissheim (Mu
nich), 1976, N0.813.

l i t e r a t u r e : Sm ith, Catalogue R aisonné, 
II, p.280, N0.941 ; IX, p.262, No.77 ; P arthey, 
p.419, N0.74; R ooses, II, pp.184-185, 
N0.361; K atalog d er  G em älde-G alerie im  
königlichen Schlosse ç u  Schleissheim , Munich, 
1905, p.219, N0.1015; K atalog d er könig
lichen G em äldegalerie ç u  Schleissheim , Mu
nich, 1914, p.206, N0.4015; K atalog d er  
königlichen G em äldegalerie gu  A u g sb u rg ,

N achtra g, Augsburg, [1922], p.6, N0.1303; 
U. Krempel, in [Cath. Exh.] K u r fü rst M a x  
Em anuel, Bayern u n d  E u ro p a  um 1700, Mu
nich, 1976, p.358, N0.813; Johann Georg 
Prinz von Flohenzollern, ed., Staatsgalerie  
Schleissheim , V erzeich n is  d er G em älde. Baye
rische Staatsgemäldesammlungen, Mu
nich, 1980.

While differingfrom all the other versions 
of this subject by Rubens,1 the composi
tion of this work is closest, in general 
terms, to the A ssu m p tio n  o f  the V irg in  in 
Düsseldorf (N0.41; Fig.105). Some of the 
figure types show similarities with that 
work as well, especially the heads of the 
apostles on the right. The face of the young 
apostle in the foreground on the right 
(most probably John the Evangelist), oc
curs both in the Düsseldorf picture and in 
the Munich D escen t o f  the H oly S p irit (No,27 ; 
Fig.6o), where further physiognomic simi
larities may be found. A general dating of 
c. 1616-20 is thus provided for the present 
work.

It will be observed, however, that cer
tain elements within the composition re
call earlier works by Rubens,2 and that 
the handling is in many respects similar 
to his technique of c. 1615. This may be 
explained by the fact that, despite the 
attractive colouring and lighting of the 
work, it is evidently a shop production, 
probably of the period suggested above 
(although it may be hazardous to suggest 
a precise dating for a work with so high 
a degree of studio participation). Amongst 
the parts o f the painting which are clearly 
not by Rubens’s own hand are the face 
of the Virgin, the weak drawing and rela
tively insensitive modelling of all the fig
ures on the left edge, and the dress of 
the Magdalen, with its uncharacteristic 
manner of painting the highlight and
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the pedantic execution of the embroi
dery on her shawl. The sarcophagus 
on the left also appears to be painted 
in too pedestrian a fashion for Rubens. 
The work as a whole, however, is of high 
quality (especially the heads of the 
bearded apostles)— despite the fact that 
there is even less than the usual amount 
of retouching by Rubens, if there is any 
at all.

Although nothing is known of the ear
liest provenance of the painting, the will 
of Count Johann Maximilian Fugger (i 661 
to 1731), the son of Count Ottheinrich 
Fugger (cf. No.42 below), bequeathing it 
to the Electors Palatine is preserved in the 
Fugger family archives.3 As the existing 
altar surround and niche in the small 
K am m erkapelle  in Schleissheim was clearly 
designed to hold the work from Rubens’s 
studio, it may be assumed that the 
present arrangement (with the altarpiece 
in the niche), goes back to the original 
design for these elements in 1726-26.4 In
deed, the figure of the Virgin loses the 
apparent imbalance displayed in repro
ductions of the work when seen in the 
original context in the chapel, where her 
upward movement seems both more con
vincing and more effective.

As is clear after the recent cleaning for 
the 1976 M a x  Em anuel exhibition, the 
painting is in good condition, with only a 
small amount of damage round the edges. 
It may have been cut by a few centimetres 
at the top in order to fit it into its present 
framing, but this is no longer verifiable. 
There are no major pentimenti.

A drawing with the same composition 
as the etching by Panneels (butappreciably 
larger than it) is recorded in the Mariette 
sale,Paris, isN ovem ber, 1775—-.lojanuary, 
1776, lot 1001 (pen and ink heightened 
with white, c. 49 x 35 cm.),5 in the Le 
Brun sale, Paris, 11 April, 1791, lot 267,

and again in the Charles Sanders and 
another sale, London (Sotheby’s), 3 De
cember. 1870, lot 984.

1. T h e  V irg in  is s h o w n  m u c h  c lo se r  to  th e  e n tra n c e  o f  

th e  s e p u lch re  th an  in  th e  o th e r  p a in tin g s, th e  figu re s  

h e re  a p p e a rin g  o v e r  th e  e n tra n c e  ot‘ th e  se p u lch re  

are  n o t p resen t e ls e w h e re , and th e  y o u n g e r  w o m e n  

a re  b r o u g h t to  th e  fo re g ro u n d .

2. T h e  faces of th e  w o m e n , lo r  e x a m p le ,  re c a ll th e  

sa m e ty p e s  in th e  R a is in g  o f  the C r o s s  an d  th e  Descent 

f r o m  the C r o s s  in A n tw e r p  ( K .d .K . ,  p p .36 an d  52 

resp ectiv e ly ) .

3. D illin g e n , Fiirstl. inn I graft. Fuggersches Familien und 
Sti/tniigs-Arc/tir, P.A . 25.8, 20.1.1720.

4. r .K r e m p e l ,  o p . c it ., p.358, g is e s  d e ta ils  o f  th e  c o n 

s tru ctio n  an d d esign  ol th e  ch ap el.

5. Of. Smith. C a ta lo g n e  R a iso n n é . II. p.280, u n d e r  No.g.41.

41. T h e Assum ption of the V irgin
(Fig.105)

Oil on panel; 423 x 281 cm.
D ü sseld o rf, K un stm useum . Inv. No.2309.

p r o v e n a n c e : Kapellekerk (Notre Dame 
de la Chapelle), Brussels; purchased for 
the Düsseldorf collection of the Bavarian 
Elector Johann W ilhelm von der Pfalz 
Neuburgin 1711 ; transferred to theKunst- 
akademie in Düsseldorf c. 1828.

c o p i e s : ( i ) Painting, Hamburg, Kunst- 
halle, Inv. No.763 (Fig. 106); panel, 106.1 x 
74.5cm. p r o v . Sedelmeyer, Paris, 1900, 
No,35; Edmond Huybrechts sale, Ant
werp, 12 May, 1902, N0.37, Hamburg; 
Wedells collection; bequeathed by Sieg
fried Wedells to the city of Hamburg in 
1919. l i t . M.Rooses, R u ben s Leven en 
W er k en , Amsterdam-Antwerp-Ghent, 
1903, p.232; M.Rooses, in R ubens-B u lletijn . 
V, 1910, p.295, N0.358; H .Hymans, C orre
spondance de Belgique, C hron iqu e des A rts , 
1902, N0.24, p. 191 (reprinted in Œ u v res, 
III, Brussels, 1920-21, p.732); G.Pauli, D ie  
Sam m lung W ed ells  in H am burg, Pantheon, 
XIX, 1937, p. 138 (repr.) ; K atalog der alten
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M eister d er H am burger K un sthalle , Ham
burg, 1966, p. 133 ; G len , pp.155-156, 261; 
H eld , O il Sketches, pp.512, 513, No.376 (as 
R u ben s); (2) Painting probably after (1), 
whereabouts unknown, oval. p r o v . Lon
don, T.Agnew  and Sons, before 1939; 
photographin W itt Library, Courtauldln- 
stitute, London; (3) Painting by P. van der 
Borcht II (?), Sint-Joost-ten-Node (Brus
sels), Church of St Joost, approximately 
423 x  281 cm, p r o v . Kapellekerk (Notre 
Dame de la Chapelle), Brussels, until 1870. 
l i t . D escription  de la ville de B ruxelles, publ.
G.Fricx, Brussels, 1743, p.121 ; M en saert, I, 
pp.43—44; D escam ps, Voyage, p.45; D escr ip 
tion de la ville  de B ruxelles, ed. by J.C. de 
Boubers. Brussels, 1782, p.24; Rooses, II, 
p. 172; Baudouin, A lta rs, pp.80,81; D.Coe- 
kelberghs and W.Janssens, P rovin cie B ra
bant, K an ton  Sint-Joost-ten-N ode (Fotoreper- 
torium  van het M eu bila ire  van de Belgische 
B ed eh u izen ) , Brussels, 1979, p. 17; (4) Paint
ing after (12) lost; panel, 75.3 x  57.5 cm. 
p r o v . Potsdam, Sanssouci, Inv. No, GKI 
7597. l i t . Sm ith, Catalogue R aison né, II, 
p 108, N0.359; IX, p.288, No.164; E.Hen
schel Simon, D ie  G em äldegalerie u n d  S k u lp 
tu ren  in  d er Bildergalerie von Sanssouci, Ber
lin, 1930, p.33, N0.108 (repr.); Bernhard, 
Verloren e W erke, p.56; G.Eckardt, D ie  B il
dergalerie in  Sanssouci, 1975, p.284, N0.253 ;
(5) Painting probably after (12), Glasgow 
Art Gallery and Museum, N0.408; panel,
57.4 x 43.8 cm. p r o v . W illiam Euing Be
quest, 1874. EXH. Glasgow Dilettanti So
ciety, Glasgow 1843, N0.45 (as Biscaino); 
l i t . H .Miles, D u tch , F lem ish, G erm an and  
N etherla n d ish  P a in tin g s in  the G la sgow  A r t  
G allery, Glasgow, 1961, p.122, N0.408; (6) 
Paintingafter(i2),whereaboutsunknown; 
copper, 40 x31.5cm . p r o v . Cologne, 
Schmittman collection; Cologne, Kunst- 
haus am Museum, Carola von Ham, 1971, 
No. 1504; (7) Painting after (12), where
abouts unknown; panel, p r o v . Paris,
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Guyot de la Pommeraye; Marseilles, 
A.Ollive, 1900; Marseilles, G. Abeille, 
1912; photograph in Rooses documenta
tion, Rubenianum, Antwerp; (8) Painting 
after (12), whereabouts unknown; panel,
68.5 x  45.8 cm .p r o v . Bristol,W.Strachan, 
1930. l i t . W.Strachan, in The C on noisseu r, 
June, 1930, p.384; (9) Painting after (12), 
except that the Virgin has both arms out
stretched, whereabouts unknown, p r o v . 

Berlin, Gustav Rochlitz, 1928 ; photograph 
in Burchard documentation, Rubenia
num, Antwerp; (10) Drawing after (12), 
Vienna, Albertina, Inv. No. 15094 ; pen and 
bistre wash, with sepia wash added above 
by a later hand and heightened with white, 
62 x  40.4 cm. E X H .  V ien n a , A lb ertin a , 19 77, 
No.84; (11) Drawing by P. Pontius (?) with 
the addition of Christ in the clouds above 
in an arched top, England, private collec
tion; black chalk, pen and brown wash 
heightened with white, approximately 
65 x  43 cm. p r o v . P.Crozat (Paris, 1665- 
1740); Crozat sale, Paris, 10 April, 1741 et 
seqq., lot 831 (as Rubens); bought by Hec- 
quet; J.Tonneman sale, Amsterdam, 
21 October, 1754 (as Rubens); M.Oudaan 
sale, Rotterdam, 3 November, 1766, et 
seqq., lot 18 (as Rubens); Cornelis Ploos 
van Amstel (Amsterdam, 1726-1798); 
Ploos van Amstel sale, Amsterdam 
(Schley, Jeronz., Yver, and Roos), 3 March, 
1800 et seq., D ra w in g s, No.i (as R ubens);
H. vanEyl Sluiter sale, Amsterdam (Schley 
and de Vries), 26 September, 1814 (as R u 
bens); in  1821 in the possession of Heneage 
Finch, 5th Earl of Aylesford (London, 1786 
to 1859); ?R.S.Holford (London, 1808- 
1892). l i t . W aag en , T rea su res, II, p.200, 
No.2; Blanc, T r é s o r ,1, 1857- pp.28,133; Ma
riette, V, p.93; Rooses, V ,  p.159;1 (12) En
graving after (11) by P. Pontius, 1624 
(Fig. 108; V .S ., pp.77-78, N0.28); (13) 
Woodcut by C. J. Jegher (V . S ., p. 78, 
N0.31).



C A T A L O GU E  NO.  41

l i t e r a t u r e : K arsch, No.163: D escription  
de la ville de B ruxelles, cd. by G. Fricx, Brus
sels, 1743, p .12.1 ; Van G ooi, II, p .53; M en -  
saert, I, pp.43-42; C atalogue, D ü sseld o rf, 
l j i o ,  p.17, N0.9; M ichel, i j j i ,  p.71 ; Pigage, 
N0.25Ó; Description de la ville de B ruxelles, 
ed. by J.C. de Boubers, Brussels, 1782, 
p.24; Forster, I, p .178; Sm ith, C atalogue R a i
sonné, II, p,5o, N0.141; IX, p.6o, N o.172; 
H en n e-W au ters, III, p.454; A. Muller, in 
Z eitschrift f ü r  bildende Kunst, VIII, 1873, Bei
blatt, p.243; G.J.Strauven, Ibid., p.324;
H. de Bruyn, A n cien n eset nouvelles pein tu res  
de l ’église N otre D am e de la C hapelle  à B r u x e l
les, B ulletin  d es com m issions royales d ’art e t  
d ’archéologie, Brussels, 1879, pp. 180-182; 
D e Bruyn, pp.231,252-254 ; Rooses, II, pp. 170 
to 172, No.358; F.Schaarschmidt, König
liche K unstakadem ie ç u  D ü sse ld o r f V erzeich 
n is d er G em älde, Düsseldorf, 1901, pp.21, 
22, N o .n i;  K .d .K ., ed. R osenberg, p.205; 
D illo n , p.136, pl. CLXXIX; Levin, 19 11 , 
pp.30-33; K .d .K ., p.193; R.Klapheek, D ie  
K unstsam m lungen der staatlichen K u n st
akadem ie z u  D ü sseld o rf, Düsseldorf, 1928, 
pp. 14, 15; I.Leyssens, H ans van M ild ert, 
G enlsche Bijdragen tot de Kunstgeschiedenis, 
VII, 1941, pp.117—118; H.Peters, Meister
w erk d er D ü sseld o rfer G alerie, 1955, pp.32 
to 33, No.19, plates 10 and 11 ; G ien, pp. 155 
to 156, 260, 261 ; H eld, O il Sketches, pp.sr2 
to 513-

Surrounded by angelic putti and one angel 
older and larger than the rest, the Virgin 
ascends to heaven, with one hand touch
ing her breast. Below her is the usual ex
cited group of apostles and holy women 
around her tomb. The lid of her sarco
phagus has already been removed, and 
her rocky sepulchre is depicted on the left.

The correspondence between the Bava
rian Elector Johann W ilhelm and his Brus
sels agent F.Columbanus de Berenhave2

makes it clear that the painting came 
from the Kapellekerk in Brussels in 1711. 
On 26 February of that year, Columbanus 
wrote to Johann W ilhelm regarding the 
purchase of the painting by a certain Ver- 
voort on behalf o f the Elector:

‘J'ay receu en toutte humilité la lettre 
du 13. de ce mois, dont Vtre Alt. Elect, a 
este servie de m ’honnorer, au sujet de 
la peinture representant l 'Assenscion de 
S,c Vierge, servant au grand Autel de la 
paroisse de la chapelle en cette ville, 
achaptée par le nommé Vervoort, le
quel après un long detail des circon
stances a l ’esgard de la conduire de cet 
achapt. Je trouve ( : a ce que Je comprens 
— Monseigneur:) y avoir de l’embaras, 
le dit Vervoort ayant agy en ce regard 
de tres bonne foy, mais s’il m ’en eut 
adverty dez le commencement J’aurois 
taché de me servir des precautions re
quises en pareil rencontre, dont Je l ’au- 
rois pu instruire: maintenant la chose 
estant devenue a la connoissancedu pub- 
licq, et que les conditions de l ’achapt 
sont sujettes a des interpretentions dif
ferentes. Je suis de sentiment Mon
seigneur, sous correction tres humble, 
après que J’auré discourra avecq les per
sonnes interressés, à l ’intervention dudit 
Vervoort, de tenter la voye aimable, 
pour moyenner l ’effect de cet achapt, 
et si non, de consulter la voye la plus 
efficace qu’il y aura a prendre en ce re
gard. 3
The church authorities had sold this 

painting, along with the M a rtyrd om  o f  
S t L a uren ce,4 for the large sum of 4000 flo
rins, in order to cover some of the expen
ses of restoring the damage sustained bv 
the church in the French bombardment 
of 1695.5 The resentment referred to in 
the letter quoted above may have arisen 
from the fact that the Elector failed to 
fulfil his promise to replace the work with
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a copy (subsequently painted by P. van der 
Borcht at the commission of the church 
authorities). In any event, the work was 
soon shipped to Düsseldorf, as appears 
from Columbanus’s report o f 21 April, 
1712 outlining his arrangements for the 
transport of the work 

‘a l ’effect de l ’ordonnance et libre per
mission pour la sortie de cette Jurisdic
tion, tant par l ’Escaut qu’autrement, 
du grand tableau de Rubens. P.S. A cet 
instant je  recoy l ’ordre, de libre exemp
tion mentionnée en cette lettre laquelle 
j ’envoyeray demain en mains du Sr Ver- 
voort qui a soing de la direction de cette 
importante Peinture, et, par la, l ’inten
tion de V. A.E. aura son entier effect’,6 

as well as from the subsequent handing 
over of the necessary passport to Ver- 
voort.7

The sale of the painting is also recor
ded by Mensaert, J.F.M. Michel, and the 
two guidebooks of 1743 and 1782, all of 
whom mention that a copy replaced 
it above the High Altar of the church. 
Along with its frame and surround, 
this copy— reputedly by P.II (?) van der 
Borcht— was moved to the church of 
the Brussels suburb Sint-Joost-ten-Node 
in 1870, where it still stands.8

Fortunately, the date of the construc
tion of the High Altar of the Kapellekerk 
is preserved. The archives of the church 
record that the contract for the altar 
could be found in the accounts for
1616-17: ‘Her contract over het stichten 
van den hooghen autaer in marbel is te 
vinden in den rekeningen van 1616-17’.9 
W hile the contract itself is now unfortu
nately lost, the date of the completion of 
the altar is established by another docu
ment in the church archives: 'Anno 1618 
Erigitur in choro, altare marmorum juxta 
prototypam Rubeniam, in quo exponitur 
Assumpta Virgo depicta a praefato famoso

pictore.’ 10 Confirmation is thus provided 
not only of the fact that the altarpiece was 
painted by Rubens, but also that he was 
responsible for the design of the marble 
surround as well, executed, as suggested 
by Leyssens, by Hans van M ildert.11 
W hether or not it is this same structure 
which has been preserved in Sint-Joost-ten 
Node(Fig.io9) need not be discussed here. 
At the very least it must be a close reflec
tion of Rubens’s original design. n

Karsch records the presence of the paint
ing in the Elector’s Gallery by 1719. It was 
one o f the two paintings by Rubens not to 
be transferred to the Hofgartengalerie at 
Munich in 1806.13 Around 1828 it was 
placed in the Kunstakademie in Düssel
dorf,14 where it remained until the con
struction of the present gallery. Restora
tions are recorded in 1852-5315 and in 
1869-70, the latter after overheating had 
caused extensive splitting in the panel,16 
and again in 1920.17 The rich colours of 
the painting remain fairly well preserved, 
although parts are rather worn (such as 
the cloak of the apostle kneeling on the 
right) or overpainted (such as the dress of 
the woman leaning on the sarcophagus). 
The panel has split rather badly in parts, 
and the paint surface is damaged along 
the vertical cracks (a number of which run 
the whole height of the work). Most of 
the edges have suffered as well, but the 
worst cracks, along the top, have been re
paired. The shape o f the original frame is 
reflected by the rectangular areas on either 
side of the top of the painting— whether 
these were filled in at the time o f its inser
tion into a regularly shaped frame in Düs
seldorf, or whether they should simply be 
regarded as the areas which were originally 
hidden beneath the indentations of the 
original frame, cannot be determined. A 
horizontal strip of approximately 10 cm., 
still visible across the top of the work,
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may also have been added at the time of 
the insertion into the new frame.

While the work was presumably exe
cuted with a considerable amount of stu
dio assistance, Rubens clearly participated 
in and retouched a large part of the paint
ing himself, and his hand can be discerned 
throughout.

Here it may be appropriate to add some 
observations on the status of the copy in 
Hamburg (Fig.106). This sketch-like work 
has been regarded as an original by Ru
bens, but the execution, both in terms of 
drawing and handling of paint, is too 
weak to justify such an attribution.'8 The 
possibility that it is a copy of a now lost 
modello for the hnal composition should 
also be considered, in the light of several 
divergences from the painting in Düssel
dorf, the most significant of which are the 
relatively more elongated figure of the 
Virgin, the upraised hands of the apostle 
on the left, and the position o f the open 
book below the sarcophagus. But apart 
from these differences, the work follows 
the Düsseldorf painting almost exactly, 
even to the extent of accurately reflecting 
the colours there. It is therefore more 
likely to be a copy of the final composi
tion; the sketch-like quality o f the work 
may be explicable simply on the grounds 
that the copyist failed to finish it fu lly.'9

Finally, mention should be made of a 
number of head studies which have been 
connected with the two youngest apostles 
looking upwards on the left o f the paint
ing. It may be noted at this point that 
while Rubens often made careful prelim 
inary studies for individual heads in his 
large-scale compositions, usually in black 
chalk,20 he does not appear to have made 
similar fully worked studies in oils for this 
purpose, with only a few possible excep
tions.21 Thus, a study in black chalk 
(20.5 X 32.1 cm.) for the head of the young

apostle looking upwards on the extreme 
left of the painting recorded at the Loan  
E xh ib ition  o f  Sketches and Stu d ies by Peter  
P a u l R u b en s  at the Dowdeswell Galleries, 
London, 1912, N0.80, bearing the collec
tors mark of J.W .Nahl (Kassel, 1803-80, 
L.1954) may conceivably have been by 
Rubens himself, or a copy of an authentic 
study. On the other hand, a study for the 
same figure on canvas laid on panel 
(42.3 X 30.4 cm.) at the E xhib ition  o f  16th, 
l j t h  and iHth C en tu ry  O ld  M a sters  at the 
Gallery Lasson, London, N0.14 is more 
likely to have been a copy of the head in 
the painting; in fact, as the head and neck 
in this study22 is turned more towards the 
spectator, and both the neck and upper 
chest revealed, it may at best be only a 
variation on the head in the Düsseldorf 
work. A srudy on canvas (85.5 x67 cm.) 
ini928withH.Koetserin London23 related 
to the young apostle shielding his eyes as 
he looks upwards was held by Burchard 
to be by the same hand as that of the pu
pil who executed the final composition. 
Even if this could be shown to be the case, 
the study is more likelv to have been a 
copy of the equivalent figure in the paint
ing than a preparatory sketch for it. Bur
chard tentatively suggested that the pupil 
concerned may have been Van Dyck; 
while this must remain a possibility, no 
definite conclusion can be reached before 
the emergence of more specific stylistic or 
documentary evidence about the precise 
role of Van Dyck in Rubens’s workshop 
at this time.

I. T h is  d r a w in g  is u n k n o w n  10 m e ,  a lth o u g h  it w as 

illu s tra te d  in a le c tu re  g iv e n  b y  P ro fesso r M.Jalfé 
at th e  C o u r ta u ld  In stitu te  o f  A r t ,  L o n d o n , on  

1 N o v e m b e r , 1977. L ik e  th e  e n g ra v in g  b y  P on tiu s 

(Hig. 108), it has an arch e d  to p  an d  th e  fig u re  o f  

C h r is t  a b o v e  th e  V irg in  (fe a tu re s  a b sen t in th e  

p a in tin g ). A s  th e  w o r k  ap p ea rs  to  h a v e  b een  

re to u c h e d  to  so m e e x te n t a fact also  n o te d  in th e  

e a r ly  sales c a ta lo g u e s — it m ay  b e th a t it s h o u ld  be 

re g a rd e d  as a p r e p a ra to ry  d r a w in g  b y  P o n tiu s  tor
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th e  e n g ra v in g , re to u c h e d  b y  R u b en s  (cf. th e  s im ila r  

case o f  th e  d r a w in g  fo r  P o n tiu s ’s e n g r a v in g  o f  th e  

D e s c e n t  o f  th e  H o ly  S p i r i t ,  N o .2 7a ab o v e). B u t as I 

h a v e  n o t h ad  th e  o p p o r tu n ity  o f  e x a m in in g  th e  

d r a w in g  at first h a n d , its  p recise  s tatu s  m u s t re m a in  

u n certa in .

W h e n  th is  d ra w in g  a p p e a re d  in  th e  C r o z a t  sale , it 

w a s  said  to  b e fo r  an  e n g ra v in g  b y  S. A . B o ls w e r t, 

b u t  M a r ie tte  n o te d  th a t  it  w a s  in  fa c t  a s tu d y  fo r  

th e  P o n tiu s  e n g ra v in g . It is n o t im p o s sib le  th a t th e  

sa m e  co n fu sio n  a lso  a p p e a re d  in th e  la te r  sa le  

ca ta lo g u e s . O n e  c a n n o t, fo r  e x a m p le , b e  certa in  

th a t th e  d r a w in g  in th e  Jacob  d e  W it  sa le , A m s te r 

d a m  (d e L e th  a n d  v a n  S ch o rre n b e rg h ), 10 M a rch , 

1755— lik e  th e  d r a w in g  in  th e  O u d a a n  sa le  said  to  

be in  b la ck  c h a lk  an d  ‘s lig h tly  c o lo u re d '— is n o t  to  

b e  id e n tifie d  w ith  th e  p re s e n t w o r k . O n  th e  o th e r  

h a n d , it s e e m s  m o r e  lik e ly  th a t  th is  re fe re n ce  is in 

fa c t to  o n e  o f  th e  e n g ra v in g s  o f  th is  s u b je c t b y

S. A .  B o ls w e rt— e ith e r  th e  e n g ra v in g  a fte r  th e  

B u c k in g h a m  P a la ce  m o d e llo  (N 0.35) o r  fo r  th e  

M i s s a l e  R o m a n u m ( J u d s o n - V a n  d e  V e l d e ,  N o ,27). T h e  

d r a w in g , a lso  s lig h tly  c o lo u r e d , w h ic h  a p p e a re d  in  

th e  S ch o re l sa le , A n tw e r p , 1 Ju n e, 1774, w a s s o m e 

w h a t  la r g e r  th a n  th e  p re s e n t w o r k ,  an d  is th e r e 

fo re  p r o b a b ly  n o t  to  b e  id e n tified  w ith  it (a p a rt 

f r o m  th e  fa c t th a t  it  w a s  s p e c ifica lly  s ta te d  in  th e  

ca ta lo g u e  to  b e  fo r  th e  A n tw e r p  A s s u m p t i o n ,  

N0.43). It is p o ssib le  th a t th e  d r a w in g  in  th e  J am es 

H a z a rd  sale , B ru ssels , 15 A p r il,  1789. lo t  76 ('à  la  

p ie rre  n o ire , la v é e  d ’en cre  d e  la  c h in e  e t  p lu sie u rs  

co u le u r s , re h a u ssé e  d e  b la n c , s u r  p a p ie r  b le u ’) is 

to  b e id e n tifie d  w ith  th e  p re s e n t w o r k , a lth o u g h  

B u rc h a rd  th o u g h t  it m o r e  lik e ly  to  b e th e  sa m e  as 

th e  a b o v e -m e n tio n e d  d r a w in g  fr o m  th e  S ch o re l 

sale . A n o th e r  d r a w in g  in b la ck  c h a lk  on  b lu e  

p a p e r , said  to  b e  ‘ f r o m  R ic h a rd s o n ’s a n d  B a r

n a r d ’s c o lle c tio n s ’ (cf. p .152) a p p e a re d  in  a sa le  

in  L o n d o n  (P h ilip e), 19 A p r il,  1803, lo t  550, a n d  

aga in  in  th e  P h ilip e  sa le , L o n d o n  (K in g), 21 M ay, 

18 17, lo t  174.

2. P u b lish e d  b y  Levin, 1 9 11 , p p .30-31.

3. Ib id ., p .3 1.

4. V lie g h e , S a in t s ,  II, N o . 126.

5 . D e  B r u y n ,  p p .2 52-2 54 an d  L e v in ,  19 11 , p .3 2 ; th e  

s a m e  fa c t is  a lso  re c o r d e d  b y  th e  18 th  c e n tu r y  

w r ite rs  an d  g u id e b o o k s  listed  a b o v e , an d  th e re  is 

n o  n e e d  to  d o u b t th e  tra d itio n .

6. L e v in ,  19 11 , p .31.

7. Ib id .

8. D e  B r u y n ,  p p .2 52 -2 54 ; B a u d o u in , A l t a r s ,  p .80.

9. B ru sse ls , A rc h iv e s  o f  th e  K a p e lle k e r k , reg .3 7 , f.4 1, 

p u b lis h e d  b y  L eyssen s, o p .  c i t . ,  p .1 17 .

10. B ru sse ls , A rc h iv e s  o f  th e  K a p e lle k e r k ,  reg .3 8 , 

p u b lis h e d  b y  L e yssen s, o p . c it., p .1 17 .

i t .  A c c o r d in g  to  D e  B r u y n ,  p.233, R u b en s  re c e iv e d  

1200 flo rin s fo r  th e  p a in tin g , w h ile  v an  M ild e rt  

re c e iv e d  6600 flo rin s fo r  th e  a lta r .

12. It w i l l  b e n o te d , fo r  e x a m p le ,  th a t in e le m e n ts  su ch  

as th e  b ro k e n  e n ta b la tu r e  a b o v e  a p ro je c tin g

168

C o rin th ia n  c o lu m n , th e  s c r o llw o r k  s u rro u n d in g  

th e  a e d icu le  w ith  G o d  th e  F a th e r, an d  th e  p re se n ce  

o f  th e  a n g e ls  it  p ro v id e s  an im p o r ta n t  p re c e d e n t 

fo r  th e  H ig h  A lta r  o f  A n tw e r p  C a th e d r a l o f  a b o u t 

e ig h t y e a rs  la te r  (Fig. 11 1); it a lso  sh o w s p a ra lle ls  

w ith  m o r e  o r  le ss  c o n te m p o r a r y  d es ig n s , su ch  as 

th e  a lta r  in  th e  Jesu it C h u r c h  in A n tw e r p  ( G lü c k -  

H a b e r d i t ç l ,  N 0 .130 , an d  B a u d o u in , 1 9 7 z ,  p .io 6 , 

p l .66) an d  th e  a lta r  fo r m e r ly  in  St M ic h a e l’s in  A n t 

w e r p  an d  n o w  in  th e  p a rish  c h u rch  in  Z u n d e r t ,  

w h ic h  m a y  also  h a v e  b een  d e s ig n e d  b y  R u b e n s  

h im s e lf. T h e  p re se n ce  o f  a s cu lp te d  fig u re  o f  G o d  

th e  F a th e r  a b o v e  th e  a lta r  is c o rro b o ra te d  to  so m e 

e x te n t  b y  th e  in clu sio n  o f  a s im ila r  fig u re  (a lth o u g h  

o f  C h ris t)  a b o v e  th e  V irg in  in  th e  e n g ra v in g  a fter  

th is  co m p o s itio n  b y  P o n d u s  (Fig. 108).

13. T h e  o th e r  w a s  th e  V e n u s  a n d  Adonis, a lso  s t ill in 

D ü s s e ld o r f  ( K .d .K . ,  p.29).

14. Z e i t s c h r i f t f i i r b i l d e n d e K u n s t . V l l l ,  1873.Beiblatt,p.323.

15. V e r z e i c h n i s ,  D ü ss e ld o rf, 1901, p .2 1.

16. Z e i t s c h r i f t f i i r b i l d e n d e K u n s t , V i n , i 8 7 3 , B e i b l a t t , p .} 2 4 .

17. K la p h e e k , op . c it., p .1 5 ; P e te rs , o p . cit., p.33.

18. A p a r t  f r o m  th e  w e a k n e ss  e v id e n t  in  th e  r a th e r  

u n tid y  tr e a tm e n t  o f  th e  V irg in 's  d ra p e ry , fo r  

e x a m p le ,  th e  h a n d s  o f  a l l  th e  fig u re s  a re  e ith e r  

c o a r s e l y  p a in te d  o r  c lu m s ily  a r t ic u la te d ; th e  

u n a ttra c tiv e  p a in t  s u rfa ce  o f  areas  s u ch  as th o se  

ro u n d  th e  V ir g in ’s r ig h t  fo o t  and  th e  w in g  o f  th e  

o u te r m o s t  p u tto  o n  th e  r ig h t  b e tra y s  th e  a rtist 's  

in a b ility  to  co p y  R u b e n s ’s w o r k  c o rre c tly , an d  in 

p assages su ch  as th o se  ro u n d  th e  h ea d s  an d  h an d s 

o f  th e  a p o stles  o n  th e  r ig h t  h e  a p p e a rs  to  h a v e  had  

d iffic u lty  in  fo llo w in g  R u b e n s ’s in te n tio n s. Held, 

O i l  S k e tc h e s ,  p p .5 1 2 , 513, o n  th e  o th e r  h a n d , arg u es 

fo r  th e  a u th e n tic ity  o f  th e  p a n e l an d  in c lu d e s  it in 

h is  ca ta lo g u e  as N 0.376.)

19 . A  s k e tc h  w ith  o n ly  s lig h t ly  s m a lle r  d im en sio n s  

(C .9 4 X  68.5 c m .)  s p e c ifica lly  s ta te d  to  b e  fo r  th e  

p a in tin g  n o w  in  D ü s s e ld o r f  w a s  so ld  at th e  W y n a n d  

C o o le  sa le , R o tte r d a m  (C o n sta n t), 6  A u g u s t , 1782, 

lo t  D .

20. C f. fo r  e x a m p le  N o s.3 7b  an d  37d in  th e  p re s e n t 

v o lu m e .

a i .  C f. p . 172 u n d e r  N o.42 a.

22. P h o to g ra p h  in  th e  R u b e n ia n u m , A n tw e r p .

23. P h o to g ra p h  in th e  B u rc h a rd  D o c u m e n ta t io n , 

R u b e n ia n u m , A n tw e r p .

41a. The Assumption of the Virgin: 

Retouched Counterproof of Engraving

(Fig. 107)

Engraving retouched in pen and ink, 
brown wash and white body colour;

63.7 X 43-7  cm.
Ghent, University Library.
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p r o v e n a n c e : P.Crozat (Paris, 1665 to 
1740).

e x h i b i t e d :  L 'Œ u v r e  de P. P . R u b en s, A nt
werp, 1877, N0.205. C ologn e, /977, II, 
No. 12.

l i t e r a t u r e :  H.Hymans, H istoire de la  
g r a v u r e  de l ’école de  Rubens, Brussels, 1879, 
p. 254 n.2; Rooses, V, p. 159; Renger, I, p. 145, 
p l.11; H ollstein , XVII, N0.26.

Counterproof of Pontius’s 1624 engraving 
of Rubens’s alrarpiece now in Düsseldorf. 
It has been retouched with white body 
colour, (mainly in the Virgin’s dress and 
in the garments and faces of the apostles 
below), brown wash (as in the garment of 
the apostle on the right) and by strength
ening in ink (as in the bodies and hair of 
the putti on the left, in the figure of Christ, 
and in the contours of most of the faces). 
Almost all o f these additions have been 
followed in the final engraving, but 
whether they were made by Rubens him
self or by Pontius cannot be established 
with certainty. But as the engraver would 
have submitted his proof to Rubens for 
approval, it is possible that the latter 
quickly indicated the improvements he 
wished.

There are a number of differences be
tween the painting and the engraving of 
1624. The engraving has an arched top, 
and into this extra space a foreshortened 
Christ has been added. While this figure 
can be related to other similar figures by 
Rubens (as in the Conversion o f  St P a u l, 
Nos.30 and 31; Figs.67, 74), he may also 
have prepared a preliminary sketch for it 
prior to its inclusion in the engraving.1 In 
addition, there are a number of smaller 
differences : the engraving omits the head 
of the second apostle looking upwards on 
the left of the painting, as well as two of

the angels’ heads on the left of the Virgin, 
but adds an extra apostle throwing up his 
hands in the group on the right of the 
painting and the left of the engraving. It 
is possible that Pontius was himself 
responsible for all these variations from 
the painting, but the likelihood should also 
be considered that Rubens instigated these 
changes in the design. In this case the Cro- 
zat drawing listed under N0.41, Copy (11) 
may have been by Pontius and then re
touched by Rubens, correcting and elabo
rating the various changes planned for the 
engraving.2

1. Cf. pp.189-mo below, under C h rist D fS ffiu h n g  to 
E a rth  w ith  a C r o w n .

2. Cf. the drawing for the /Virent o f I Ilf llo lv  Spirit, 

No.27a.

42. The Assumption of the Virgin
(Fig. 112)

Oil on canvas; 367 x 230 cm.
A u g s b u r g , H e ilig -K re u ç-K irch e .

c o p i e s : ( i ) Drawing of the apostle seen 
from behind looking into the sarcopha
gus, Copenhagen, Statens Museum for 
Kunst, Kongelige Kobberstiksamling, ‘Ru
bens Cantoor’, No. IV, 25 ; black chalk and 
grey wash, 32.6 x 21.2 cm. ; (2) Drawing of 
the furthermost bearded apostle looking 
upwards on the right, whereabouts un
known; red and black chalk on blue pa
per, heightened with white, 21.5 x 18.5 cm. 
p ro v . sale, Lucerne (Gilhofer and Ransch- 
burg), 28 June, 1934, lot 323; (3) Drawing 
o f the young apostle looking into the tomb 
in the foreground, England, private collec
tion; black chalk, measurements un
known.

l i t e r a t u r e :  S a n d r a r t, ed. P e lt ie r , pp. 159,
399 n.703 ; P a r  they, p .4 3 9 , No.7;  R ooses, V, 
pp.329-330, No.361a; V erm isch te N a ch rich -
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ten, in Z eitsch r ift f ü r  bildende K u n st, XXIV, 
K u n stchron ik, 12, 27 December, 1888-89, 
pp.188-190; K .d .K ., ed . R osenberg, p.279; 
D illo n , p.148, pl. CCXCI; K .d .K ., p.300; 
J.K.Oblinger, D a s W u n d erba rlich e G u t bei 
H l. K r e u ç  in A u g sb u rg , 1927, p.42; M. Jaffé, 
Some U n published  H ead Stu d ies by Peter P a u l 
R u b en s, B u rling ton  M a g a zin e , XCVI, 1954, 
p.304; K. Feuchtmayer and A.Schädler, 
G eorg P etel 160 112 -16 3 4 , Berlin. 1973, 
pp.108, 117, 197.

This A ssu m p tio n  o f  the V irg in  shows a num 
ber of similarities with the other altar- 
pieces of the subject by Rubens; here 
alone, however, only four angels surround 
the Virgin, and not the usual cloud of 
winged putti. The concept— rather than 
specific details— of a number o f apostles 
intently examining the sarcophagus re
verts most closely to the A ssu m p tio n  in 
Brussels (N0.38; Fig.98), but the overall 
compositional scheme is closer to the 
Düsseldorf A ssu m p tio n  (N0.41; Fig.105). 
Features such as the larger angel in yellow 
on the right, the cluster of upraised hands 
on the right, and the slab resting against 
the sarcophagus are allied to similar ele
ments in the painting in Düsseldorf. Even 
closer similarities, however, may be found 
in the painting on the High Altar of Ant
werp Cathedral (N0.43; Fig. 116); the pose 
of the apostle seen from  behind and bend
ing forward to look into the sarcophagus 
is almost identical, the step on which he 
stands is present in both works, and there 
is an obvious kinship between the young 
apostle in the foreground on the left (even 
to the extent of the same combination of 
a red mantle over grey clothing in both 
figures). There is also some similarity in 
the disposition of the three male heads in 
the background on the left. The upper 
half o f the painting, however is closest to

and must be based upon Rubens’s design 
o f 1620-21 for the A ssu m p tio n  o f  the V irg in  
on the ceiling o f the Jesuit Church in Ant
w erp.1 The only significant difference 
from that work is the addition of a fourth 
angel on the right and the alteration in 
the shape of the wings of the lower-most 
angel.

The work still hangs above the altar at 
the end of the north aisle in the church 
for which it was in all probability com
missioned. In 1626-27 Count Ottheinrich 
Fugger ordered a frame from the cabinet
maker Paul Jacob Dietrich for the paint
ing which he had commissioned from 
Rubens :

‘Alss der hochwolgeborn mein Gnedi- 
ger Graf und herr, herr Ottheinrich 
Fugger, Obrister, in die kirchen zum  
heiligen Creuz alhie einen Altar in den 
Niderlanden, von PeterRubens, mahlen 
lassen, ist hierauf aus bevelch hoch- 
wolerm et Ir. Gn. mit M.Jacob Diet
richen Kistler, selbigen in sauber unnd 
guet Nussbaumen zufassen p. fl. 300 
sambt seiner frawen zwen Taler Leik- 
hauff abgehandlet und verglichen w or
den, demselben hab ich den 16 Augusti 
Ao 27 seines Rests und also der f  303 für 
Ine und sein weib völlig entricht und 
pas b ezalt...’2
While there is some possibility that the 

commission was given to Rubens through 
the mediation of the sculptor Georg Petel, 
there is no evidence to support this. In
deed, it should be noted that Petel’s work 
for Count Ottheinrich Fugger only dates 
from later years, and that the sculptor 
responsible for the adornment o f the altar 
with the painting by Rubens was Christoph 
Murmann the Younger.3 As the construc
tion of the new altar appears to have taken 
place in the context o f a general restora
tion and redecoration of the Heilig- 
Kreuz-Kirche under its prelate Johann
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Schall in 1627,4 it may well be the case 
that the painting by Rubens had already 
been ordered a few years earlier. Burchard 
dated the work c. 1619-20, but in view 
not only of the derivation from the design 
for the Jesuit ceiling of 1620-21 but also of 
the similarities with the Antwerp A ssu m p 
tion— the modello for which (No.43a) may 
be dated to around 1622-25— a dating of 
c. 1622-26 is more acceptable, particularly 
in the light o f the documents quoted 
above. But these were exceptionally busy 
years for Rubens, most of which he spent 
outside Antwerp, and the work may 
conceivably have lain in the studio for a 
while before the order from Ottheinrich 
Fugger was actually received— especially 
as it appears to have been executed largely 
with the aid of studio assistance.5

The work has been consistently under
estimated in the literature, to a large ex
tent because of its dirty and poor condi
tion prior to its cleaning and restoration 
in 1972. The restoration removed much 
of the nineteenth century overpainting 
and showed that the canvas had been cut 
horizontally in two at some stage in its 
history, a fact corroborated by the way in 
which the lappet of the lowermost angel’s 
drapery covers the top of the head of the 
apostle in the centre— a later addition 
which the restorer was unwilling to re
m ove.6 It seems likely, therefore, that be
fore being placed in its present frame a 
narrow band originally separated the up
per and the lower zones of the painting. 
The absence o f this band, together with 
the many repainted areas may account 
for the relatively poor impression it has 
made on many modern observers.7

Although the cleaning has restored the 
colours to something like their former 
freshness, the paint is thin and worn in a 
number of areas, and in some places there 
has been a fair amount of paint loss which

has had to be restored. There are only a 
few pentimenti, such as the upper left 
forearm of the angel on the left and— pos
sibly— the outline of the cloak of the 
apostle on the right. I have been unable 
to find any further evidence to support 
O blinger’s claim that the work was car
ried off to Stockholm in 1632-35 because 
of Gustavus Adolphus’s admiration for it.

1. Alarlm, C e i l i n g  P a in t in g s ,  pp.105-108, N0.10.
2, Dillingen, F iir s t l .  11. G r iifl. F u g g e r s c h e s  F a m il ie n -  u n d  

S t i ft u n g s a r c h iv ,  1, 2, 78,1, C a s s a  R e c h n u n g  fü r  O l t 
h e in r ic h  F u g g e r  1 .\f«r~ <627 lu s F e h r u a r  to a S , t ' . à r ;  

published by l-'eucht may er and Schädler. op. cit., 
p.107, Doc.17, and more fully in Z e it s c h r i ft  f ü r  b il
d e n d e  Kunst, XXIV, K u n s t c h r o n ik ,  12, 27 December, 
1888-89, cols.189-190, where the payments to the 
gilder, sculptor and the schoolmaster responsible 
for the inscription are also transcribed.

3- Feuchtmayr and Schädler, op. cit., p .108; cf. also the 
document transcribed in Z e it s c h r i f t  f ü r  b ild e n d e  

K u n s t ,  vol. cit., col. 189.
4. P. von Stetten, G e s c h ic h te  d e s  H e il.  Köm. R e ic h s  F r e y e n  

S t a d t  A u g s p u r g ,  Frankfort-Leipzig, I, 1743. p.874.
5- Rubens cannot, for example, have been responsible 

for the rather pedestrian execution o f the sky and 
clouds, nor for the awkward treatment of impor
tant areas of drapery such as the Virgin's dress and 
the cloak of the apostle seen from behind looking 
into the tomb. Yet despite these elements— as well 
as the fact that the Virgin's arms seem too long and 
her dress flows out perhaps too extravagantly on 
either side— the conception at least o f the work 
must go back to Rubens. He may have retouched 
the female faces and some of the drapery, and was 
probably responsible for the more successi ul 
colouristic effects, especially the subtle m odula
tions of grey in the angels' w ings and the draperies 
of the apostles below.

6. Notes by F.Baudouin on the Symposium held in 
Munich in November, 1972 after the restoration of 
the painting, Rubenianum, Antwerp.

7. Cf. M.Ja/Té, op. cit., p.304: ‘a maladroit workshop 
interpretation’.

42a. Study of the Heads of Two 
Bearded Apostles: Oil Sketch (Fig. 114)

Oil 011 panel: 35-2 x 42 cm. 
C a p esth o rn eH a ll, M acclesfield , C heshire, C o l
lection o f  Lt. C ol. S ir  W a lter Brom ley D aven-  
p o rt.
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p r o v e n a n c e : ?Rev. W alter Daven
port Bromley of W ooton and Baginton 
(d.1862).

c o p y : Painting, c.1700?, Mrs Brière Col
lins, Crawley, Sussex ; canvas mounted on 
panel.

l i t e r a t u r e : The Su n d a y  Tim es, 31 Janu
ary, 1954; M.Jaffé, Some U n published  H ead  
Stu d ies by P eter P a u l R u b en s, B urlington  
M a g a zin e , XCVI, 1954, p.304. figs.2 and 3 ; 
J.Fletcher, R u b en s, London, 1968, pp.86- 
87, pl.27.

Burchard regarded the present work as a 
study for the two bearded apostles look
ing upwards in the right background of 
the painting in Augsburg. If the latter 
work is indeed largely the work of a pupil, 
then it is perhaps not surprising that Ru
bens should have prepared a preliminary 
head study such as this. But it should be 
noted that this does not appear to have 
been his usual practice : while there are a 
number o f similar studies in chalk or pen,1 
very few fully finished head studies in oils 
can definitely be attributed to Rubens. 
The possibility should therefore be enter
tained that the present work is simply an 
excellent copy of the corresponding heads 
in the altarpiece. It is undoubtedly of high 
quality (as appeared after its cleaning and 
restoration by Horace Buttery in 1953-54), 
and it may perhaps have served as a kind 
of demonstration piece in the studio. 
Burchard dated the sketch to c. 1619-20, 
but if it is by Rubens it should probably 
be dated a few  years later, to accord 
more closely with the dating established 
above for the painting in Augsburg,
c. 1622-26.

i. Cf. Nos. 37b and 37d above, and V lieghe, Sain ts, II, 
No. 104g, to m ention on ly  a few  possible exam ples.
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43. The Assumption of the Virgin
(F ig . 1 16)

Oil on panel; 490 x 325 cm.
A n tw erp , C athed ra l.

c o p i e s : ( i ) Painting by P. van Lint, 
whereabouts unknown, presumably lost; 
approximately 307 x258cm .PRov. bought 
by M. Musson from the artist (P. van Lint) 
in 1667. l i t . D enu cé, N a  P eter P a u w el R u 
bens, p.359, N0.413.7; (2) Part of an 
In terio r o f  A n tw e rp  C a th ed ra l, painting by 
Joseph Christian Nicolié, showing the al
tar in its present frame, signed and dated 
1826; panel, 61 x 52 cm. p r o v . Baron de 
Pret van Ertborn, Antwerp, 1826; sale, 
Copenhagen (Arne Bruun Rasmussen), 
7-17 February, 1978, N0.5; (3) Drawing by 
P. van Lint after the apostles looking into 
the sarcophagus on the right, Paris, Insti
tut Néerlandais, Fondation Custodia, Inv. 
N0.433 [P. van Lint sketchbook], f.94 ; black 
chalk, 98 x 75 mm. L 1 t .H .  Vlieghe, D e leer- 
p ra k tijk v a n e en jo n g e  sch ild er '.hetnotitieboekje  
van  P ieter van L in t in  het In stitu t néerlandais  
te P a rijs , Jaarboek K o n in k lijk  M u se u m  voor 
Schone K u n sten , A n tw erp en , 1979, pp.272 
(fig.70), 274 ; (4) Drawing after the apostle 
seen from  behind on the right, Copen
hagen, Statens Museum for Kunst, Konge- 
ligeKobberstiksa mling, ‘Rubens Can toor’, 
No.IV, 24; black chalk and oil, 32.3 x
18.2 cm.; (5) Drawing after an apostle seen 
in profile on the right. Vienna, Albertina, 
Inv. N0.8279.e x h . V ien n a , A lb ertin a , iq jy ,  
N0.123 (repr.). l i t . Rooses, V ,  p.288, 
N0.1554; M itsch , p.224, N0.123 (repr.);
(6) Engraving by A.Lom m elin, showing 
the altar and frame as w ell (Fig.i 11 ; V.S., 
p.78, N0.34) ; (7)Engraving by C. Woumans 
of the upper half o f the composition (V .S .,  
p .76, No. 13).

e x h i b i t e d :  A n t w e r p ,  1 8 1 6 ,  N o .4.
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h i e r a  t  u K u : B. de Monconys J o u r n a l des 
voyages, II, Lyons. i666, p.103; Bellor i, 
pp.223-224; T essin , p.83; Pa pebrochiu s, V, 
pp.340-341; D iercxsen s, V, pp. 162-163; 
J. F. Verbrugghen, Beschryvingen d er autae- 
ren, Schilderijen , Belthouw erijen ende geschil
derde gelaesen  ... inde C athéd ra le K ercke van  
O nse Lieve Vrouwe tol A n tw erp en , London, 
British Library, Kings MS. 181, f.43; Id., 
B eschrijvingen d er Schilderijen  in de C a thé
d ra le  van A n tw erp en  (1728), London, Brit
ish Library, Kings MS. 182, f.269 (copied 
from the preceding); De Wit, pp.26-27; 
Berbie, p.25; M ensaert, I, p.241; D escam ps, 
Voyage, p.155; M ichel, t j j i ,  pp.117—118; 
Liste Lorraine, A n tw e rp , 1777, p.116, N0.2; 
R ey n old s, p.164; Torster, II, pp.336-341; 
O devaere, N0.13; N otice, 1801, N0.484; 
N otice, 18 14 , No,598; N otice des ta b lea u x  re
couvrés p a r  ce lle  ville ... exposés au Musée, 
Antwerp, 1816, N0.4; H.Smithers, O bser
vations m ade d u rin g  a T ou r in 18 16  and 1 8 17 
through  ... the N etherla n d s, Brussels, 1818, 
pp.65-66; Sm ith, C atalogue R aison né, II, 
pp.6-7, No.ó., and IX, p.244, N0.3 ; Visschers, 
pp.54-56; M.Rooses, V A ssom ption  de la 
V ierge, T ableau  d u  m aître-autel de la cathé
d rale d 'A n v er s , R u b en s-B u lletijn , I, 1882, 
pp.59-71; R ooses, II, pp.173-80, N0.359; 
B u rekhardt, ed. G erson, p. 17711.101 ; M ichel, 
pp.370-371 ; K .d .K ., ed. Rosenberg, p.291 ; 
D illo n , p .148, p. CCXC; K .d .K ., p.301; 
P h ilip p en , pp.324; P.J.Goetschalckx, G e
schiedenis der K an n u n iken  van  0 . L V. K apittel 
te A n tw erp en , 1585-1700, Antwerp, 1929, 
PP76-79; George Moor e , H ail an d  Tare w ell, 
London, 1933, pp. 176-177; E vers, 1942, 

pp.318, 498, fig.317; E vers, 1944, P-2I7 J
C. de Tolnay, M ichelan gelo, II, Princeton, 
1945, p.44; J.Muls, De H em elvaart van 
M a ria , Zondagsvriend, 15 August, 1946; 
H. Gerson, in B urekhardt, ed. G erson, n.101 ; 
K. Fremantle, T he Baroque T ow n  H all o f  
A m sterd am , Utrecht, 1959, pp. 127-128; 
H. Gerson, in H. Gerson and H. H. ter Kuile,

A r t  an d  A rchitecture in Belgium , 1600-1800, 
Harmondsworth, i960, pp.94. 104, and 
pi.78 ; M. Casteels, D e Beeldhouw ers D e  N oie  
te K am erijk, le U trecht, en te A n tw erp en , 
Brussels, 1961, pp. 122-123; Vlieghe, Verslag, 
p.278; B a udouin , 1972, p. 133; B a udouin , Al
tars, pp.64-72; J. van Brabant, D e S chil
d erijen  van P. P. R u b en s in de K athedraal van  
A n tw erp e n , in O n ç e  Lieve V ro uw ekerk van  
A n tw e rp en , G rootste gotische kerk d er N ed er
la nd en, Antwerp, 1972, pp.260-276; J. van 
Brabant, R am pspoed en R esta uratie der  
K athedraal van  Antwerpen, Antwerp, 1974, 
pp.iio, 125, 152. 154; V an de V elde, 1975,  
pp.245-277; C le n , pp.156-159, 243-244; 
D ittm a n n , p.52; H eld, O il Sketches, pp.509, 

510, 513, 514-

Although he was to represent the subject 
at least once again (N0.44; Fig. 122), the 
high altarpiece for Antwerp Cathedral 
marks the culmination of Rubens’s treat
ment of the A ssu m p tio n  o f  the V irg in . It 
comes at the end of a sequence of works 
which begins with the modello in Lenin
grad of 1611 (N0.46; Fig.129) and it is in
evitably— and closely— related to almost 
all the compositions of the intervening 
years.

Fourangelsand a duster ofwinged putti 
accompany the Virgin in her ascent, while 
in the lower zone the apostles gather 
round her sarcophagus, either intently 
examining it or casting their gaze heaven
ward. The three younger women busy 
themselves with the winding cloth, and 
an older woman looks on behind them. 
On the left the upraised arms o f the young 
apostle serve both to emphasize the dia
gonal ascent of the Virgin and to link the 
upper and lowerhalvesofthecomposition. 
The background on the left is open to the 
sky and is all light; on the right the rocky 
outcrop of her sepulchre forms a darker
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mass which continues upwards to the top 
of the picture.

The work is the most tightly composed 
of all the A ssum ptions by Rubens, although 
most of theindividual elements have their 
origins in the earlier works. The cluster 
of putti below and at the side of the Vir
gin may be found in the early modelli 
(Nos.35 and 46; Figs. 85 and 129) and in 
the paintings in Vienna and Brussels 
(Nos.37 and 38 ; Figs.87 and 98) ; the angels 
are adapted from  the works o f later years, 
such as the painting in Düsseldorf (N0.41 ; 
Fig. 105). The apostle throwing his hands 
upwards may be traced from the work in 
Vienna through the Augsburg altarpiece 
(N0.42; Fig. 112), while the older figure 
seen from behind in the right foreground 
represents the final formulation of a pic
torial idea which was developed in al
most all the preceding works.

These are purely figurai or composi
tional derivations; the colours, on the 
other hand, are both more resonant and 
more delicate than before. The main col- 
ouristic accents are provided by the sono
rous ultram arine1 of the Virgin’s blouse 
and the shirt o f the apostle seen from 
behind on the right, by the gold cloak of 
the latter and by the reds of the woman in 
the centre background and the apostle on 
the left. But apart from these— and pos
sibly the red and green of the angels on 
the right— the overall tonality of the work 
is o f an unparalleled delicacy, particularly 
in the upper half. There the Virgin floats 
heavenward in a dress of shimmering 
white and gold brocade crossed by a band 
of pale crimson drapery, while her gauzy 
veil swirls above her hair. Pink-fleshed 
putti surround her; she is seen against a 
sky painted in variations of the lightest 
blue. The colours of the lower half are 
fuller and deeper, with the exception of 
the pale crimson o f the woman kneeling

in the foreground. The winding cloth is a 
brilliant white.

Thecomplexhistoryofthevariousstages 
in the commission and genesis of this 
work have often been recorded, most re
cently and most accurately by Van de 
Velded Some of the earlier history of the 
high altar of Antwerp Cathedral is re
levant here. An Assum ption o f  the Virgin by 
Frans Floris stood there from 1564 until 
its removal by the Calvinist Town Coun
cil in 1581.3 When Catholic services were 
resumed in 1585, an Adoration o f  the Shep
herds, also by Floris, was transferred from 
the altar of the Gardeners to take the place 
of the lost Assum ption  above the high al
tar.4 Although this was intended as a tem 
porary replacement, it was only in 1611 
that the Cathedral Chapter decided to 
commission a new high altarpiece. Mo
delli of the Assum ption and Coronation o f  
the Virgin were presented both by Otto 
van Veen and by Rubens; the commission 
went to the latter, who had submitted 
two modelli. One of these was almost cer
tainly the A ssum ption and Coronation o f  the 
Virgin  now in Leningrad (N0.46 below); 
the other now appears to be lost, although 
it has occasionally been identified with the 
Buckingham Palace Assum ption  (N0.35 
above), while Field has most recently sug
gested that it may be reflected in Rubens’s 
design of the subject for the Breviarium  
and M issale Rom anum .5 Either because of 
financial difficulties or because the work 
Rubens began painting (No.37; Fig,87) 
was regarded as too small in comparison 
with the Harquebusiers’ new altarpiece,6 
nothing more is heard o f the commission 
until 1618. On 16 February of that year, 
two modelli were again presented to the 
Cathedral Chapter, both of which were 
found acceptable, with the final choice 
being left to the bishop: ‘Comparuerunt
D. Editui huius Ecclesiae cum pictore Ru-
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benio, exhibitisque duobus modellis sum
mi altaris erigendi, placuit et ostendi Rmo 
domino, et tunc concludi, quae forma 
praeferenda videatur’.7 it will be noticed 
that, as in 1611, the relatively unusual 
practice was adopted of having two mo- 
delli shown to the Chapter. Hither the 
two works shown on this occasion are lost, 
or they were the same as those which had 
been submitted in 1611 (cf. Nos.35 and 46). 
In any event, one is probably justified in 
assuming that the same subjects were re
presented, namely a C oron ation  and an 
A ssu m p tio n  o f  the Virgin.

A few months later, on 29 May, 1618, a 
model of the altar itself was presented to 
the chapter, once again to be referred to 
the bishop: ‘Exhibita fuit in capitulo 1110- 
dellum  Summi Altaris ex lapide factum 
per Sculptores Hollandes, et missum ad 
Reverendum Dominum, ut et ipse itidi- 
cium suum interponat’.8 The painting 
was to be paid for by the Dean of the Ca
thedral, Johannes Del Rio (1555-1624), as 
is made clear in the agreement between 
himandRubensdated i2November, 1619: 

‘lek deze onderteeckent hebbende be
kenne midts dezen veraccordeert te 
syne met den E. Heer Johannes Del Rio 
deken vande Cathédrale kercke van 
onseLievenVrouwe binnen Antwerpen, 
dat ick sal schilderen loffelyck ende tot 
mynen alderbesten mogelyck synde, 
een paneel daerop de historie van on se 
Lieve Frouwen hemelvaert, of corona
rie, tot contentement vanden heeren 
vande Capittele, dwelck paneel sal 
hooch wesen ontrent sesthien voeten 
ende breet advenant onbegrepen der 
maten als naerden eyssche vanden 
nyeuwen aultaer die gestelt sal worden 
in den hooghen Choor vande voorseyde 
kercke, waer voore den voorseyden 
Eerw. heere deken my belooft heeft te 
betalen, hebbende tselve tot contente

ment gestelt, met allen de binnen lys- 
ten, verciert naer behoiren, ende soo- 
veel my werck aengaef, de somme van 
vyfthien hondert guldens eens. In 
teecken der u'aerheyt soo hebben wy 
dese tsamen onderteeckent den 12 No
vembris anno 1619. In Antwerpen, 
(signed) J. Del Rio’.9 
Rubens was thus to receive 1500 guil

ders for the painting of the new altarpiece 
of an ‘Assumption or Coronation o f the 
Virgin’ ; only its approximate size was 
stipulated, with the width to be deter
mined by that of the new altar. Del Rio 
had undertaken to pay for the painting in 
return for being granted a tomb in the 
church at the north entrance of the choir, 
with an epitaph recording his benefaction : 

‘Proposuit D.Thesaurarius nomine de
cani absentis, quatenus ipse desiderit se
pulturam suam eligere a septentrionale 
ingressu chori, iuxta presbyterium et 
chorum, ad modis ximeniorum, et cu
raret fieri parvam ullam subterraneam 
ad suae personae tantum capacitate, una 
cum inscriptione intus et foris appo
nenda, et quod in elemosynorum fabri
cae offert solvere tabulae picturae in 
summo choro perd. Rubenium pingen
dae; cuius etiam mentio possit fieri in 
eius Epitaphio, et domini consensu- 
erunt in hanc petitionem, deputatrunt- 
que dominos archidiaconum et Thesau
rarium ut ei hoc significen t et ei fidem fa- 
ciantdebonavoluntatedominorum’,10 
The arrangement was confirmed by a 

notarial document drawn up on 22 No
vember, 1619:

‘ D. decanus gratias egit dominis pro se
pulturae suae secundum formam cum 
huius in acta relatam, et advocato Not0 
Cap11 passavit instrumentum suae pro
missionis de tabula in summo altari per
d. Rubenium depingi facienda’.11 
Nothing more is heard of the painting
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of the altarpiece for a number of years, 
but the details of the construction of the 
altar itself are fully documented. On 
26 May, 1621 the contract between the 
sculptors Robert and Jan de Noie and the 
church authorities was signed, in which it 
was stipulated that all the work had to be 
completed by Easter, 1624.12 On 1 July, 
1621 the bishop granted permission for 
the transferring of services from the exist
ing high altar, and approved of arrange
ments for holding the services at the altar 
of the Holy Sacrament;'3 before the end 
of the year a temporary workshop had 
been erected in the churchyard for the 
construction o f the new altar.14 Its foun
dation stone was laid on 2 May, 1624,15 
but work was not yet complete. Jan de 
Noie died on 14 September of that year, 
and work was continued by his son An- 
dries. Only on 16 August, 1625 is confir
mation provided of the removal of the 
existing high altarpiece, when the Gar
deners were granted the restitution of their 
painting of the Adoration o f  the Shepherds  
‘recently taken down from the high 
altar’. 16 A t about this time a red cloth—  
to take the place of the expected painting 
by Rubens— was hung over the high altar 
by a certain Peter Vermeulen, for which 
he was paid ten months later in 1626.17 By 
the end o f July 1626 the altar was still 
lacking the architrave, frieze, two large 
alabaster columns and a number of other 
pieces.18 The last payment to the sculptors 

was made only in 1632.19
But what o f the new altarpiece by Ru

bens? It will be remembered that these 
were exceptionally busy years for Rubens, 
much of which were spent engaged in 
diplomatic activity outside Antwerp. It is 
not known exactly when Rubens began 
painting the new A ssu m p tio n , but he may 
well have waited at least until the laying 
of the foundation stone of the new altar

on 2 May, 1624. In any event, he must 
have begun some time before August 
1625, when he left Antwerp, not to return 
there until 24 February, 1626. On 27 Feb
ruary the chapter agreed to Rubens’s re
quest that the choir be vacated— in order 
that he should not bedisturbed whilepaint- 
ing— and thatservices be transferred to the 
Chapel of the Circumcision for the time 
being: ‘Ad petitionem dni Rubenij pic
toris, dicentis se commode non posse pin
gere picturam summi altaris nisi habeat 
chorum vacuum, placuit dnis ut fiat pro 
tempore officium in choro Circumciso- 
nis’.20 The fact that Rubens lost no time 
in submitting this request (immediately 
after his return to Antwerp), together 
with the unlikelihood that the painting 
was entirely executed in  situ  corroborates 
Van de Velde’s suggestion that work had 
already begun on it at least as early as 
1625.21 In April 1626 it was discovered that 
the panel was too narrow for the new al
tar, and on the 24th of that month the 
chapter authorized the addition of extra 
panels to make up the necessary width; 

at the same time they authorized the re
placement of some old glass in the choir 
windows, in order to improve the illu
mination of the painting:

‘Placuit ad relationem edituorum ut ta
bula depingenda in summo altari ob 
defectum latitudinis ad implendum di
latetur, adglutinatur aliis tabulis, idque 
quamprimum ne differatur occasio pin
gendi. Et quoad renovandumfenestram 
citream, quae est quondam familiae de 
Berchem, deputati sunt ad requiren
dum consensum d. Rococx, cum consule 
fratre, ut agant cum ijs de familia, et 
Marckgravio, ut consentiant in renova
tionem ad opus maioris luminis, pro 
usu picturae summi altaris’.22 
One may assume that the altarpiece was 

returned to Rubens’s studio for the neces-
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sary widening, for less than a month later, 
four workmen were paid for the trans
port o f the painting back to the church. 
The same document records payments 
to Adriaen Schut for the priming of the 
panel and the painting of the frame in 
black, and to Michiel Vriendt for en
larging the panel as required:

‘Item betaelt den n  Mai 1626 aen vier 
mans die het paneel van Rubbens ge
dragen hebben tot in de kercke ende 
helpe stellen beneffens de wercklieden 
vande kercke die mede geholpen heb
ben voor drinckgelt gegeven fl. 5 st. 12/ 
Item betaelt Adriaen Schut over het 
voorschreven paneel te prumuerenende 
de lyst te swerten fl. 8/ Item betaelt 
Machiel Vrindt van het voorschreven 
paneel te vermederen dwelck te klein 
was’.23
The work was thus set above the altar 

by this date and— one may assume— the 
red cloth supplied by Peter Vermeulen 
removed. Rubens continued to work on 
the painting in the church. On 30 Septem
ber, 1626 the chapter declared their satis
faction with the work and authorized the 
payment of 1000 guilders to Rubens : ‘Con- 
sensuerunt Domini ut solvantur Domino 
Rubenio pictori per heredem D l Decani 
mille floreni ad computum tabulae in 
summa altari positae, declarantes sibi pla
cere picturam’.24 The final and remaining 
sum of 500 guilders was paid to Rubens 
on 10 March, 1627, thus providing a de
finite term inus an te quem  for the altar- 
piece.25

The engraving by Lommelin (Fig. 111)26 
shows how the whole altar must have 
appeared when completed. Above the 
entablature in a niche a standing figure of 
Christ held out a crown over the head of 
the Virgin; this figure was in turn sur
mounted by a dove and God the Father 
with outstretched hands in the pediment.

Full details of the construction and ma
terials of the altar— which was made of 
alabaster and white and coloured Italian 
marble and stood just over fourteen 
metres high— may be found in the contract 
between the chapter and the De Noie 
brothers of 26 May, 1621,27 although some 
changes were made— such as the addition 
of a third pair o f columns— before its com
pletion.28 In 1634 a D eath  o f  the V irg in  was 
placed on the rear face.29 The altar itself 
must have been broken down after the 
removal of the painting by the French 
commissioners in 1794.50 W hen the pic
ture was returned to Antwerp in 1815 it 
was cleaned by Van Regentorter,3' having 
returned from Paris in a considerably 
damaged state.32 Only on 11 November, 
1823 was the decision taken to rebuild the 
high altar: the commission went to the 
architect Jan Blom, who carried out the 
work in the following year.33

Since its return to Antwerp the work 
has been cleaned and restored on a num
ber o f occasions, most recently in 1946. 
On the whole, it remains in good condi
tion, although some of the paint surface 
has worn (as in the dress of the woman in 
the foreground) and there is some damage 
along the vertical joins in the panel. The 
addition of approximately 20 cm. down 
the right hand side was made at the time 
of the extension o f the panel at the end of 
April 1626, as noted above.

1. Cf. the payment for this colour recorded in 1626: 
'Item betaelt voor een once oltranrarien tot be
hoefte van de schilderye vanden hoogen autaer, 
fl.45' (Cathedral Archives, Antwerp, Rekeningen, 
1626, f,62).

2. Van de Velde, 1975, pp.245-276, which provides the 
basis for all the documentation in this entry.

3. C. Van de Velde, Frans Flaris (  i U 9 / i o - t  n o ) ,  le r e n  
en W erken , Brussels, 1075, 1, pp.280-282, No. 139.

4. fo r a full account of these events, see C.Van de 
Velde, De A a n b idd in g  der H erders van Frans Flaris, 

Jaarboek, K on in klijk  M u seum  voor Schone K unsten, 
A n tw erp en , 1961, pp.59-73.
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5. H e l d ,  O i l  S k e tc h e s ,  p.511.
6 . K . d . K . ,  p.52; cf. also V a n  d e  V e l d e ,  1 9 3 5 ,  p.259.
7. Cathedral Archives. Antwerp, Acta Capituli, III, 

p.371, transcribed in V a n  d e  V e l d e ,  1 9 3 $ ,  paéo, 
n.27, with references to the earlier publications of 
this document.

8. Cathedral Archives, Antwerp, Acta C a p i t u l i ,  III, 
p.378; transcribed by P h il ip p e n ,  p.324 and V a n  d e  

V e l d e ,  1975, p.26o, n,28.
9. Rubens House, Antwerp, Inv.No.D.23, transcribed 

by V a n  d e  V e l d e ,  1975, p.246, n.2, with references 
to earlier publications of this document. It was, of 
course, only signed by Rubens when he received 
full payment for the completed work, in 1616 and 
1627 (see note 25 below for the remainder of the 
document as signed by Rubens in these years).

10. Cathedral Archives, Antwerp, A c t a  C a p i t u l i ,  IV, 
pp.44-45; transcribed in Goetschalcx, op. cit., 
pp.78-79 and V a n  d e  V e l d e ,  1 9 3 3 ,  p.265, n.42.

it . Cathedral Archives, Antwerp, A c t a  C a p i t u l i ,  IV, 
p.47; Goetschalckx.op. cit.,p.79; V a n  d e V e l d e ,  1 9 3 3 ,  
p.265, n.43.

12. Casteels, op. cit., pp.367-370, Doc.203.
13. V a n  d e  V e l d e ,  1975, p.264, quoting from the relevant 

documents.
14. Cathedral Archives, Antwerp, C a p s a  R e r u m  e x t r a 

o r d i n a r i u m ,  N0.78, quoted in V a n  d e  V e ld e , 1 9 3 3 ,  

p.264.
15. V a n  d e  V e l d e ,  1973 ,  p.264, with full documentation. 

For the inscription on the foundation stone, laid by 
Charles, Duc de Croy and the Chancellor Pecquius, 
see A.Miraeus, S e r e n is s im a e  P r i n c i p i s  I s a b e l la e  . . .  

L a u d a t io  F u n e b r is  . . . d i e  X X I X  la n u a r i i  M D C X X X I V ,  

Antwerp, 1634.
16. ‘Placuit dominis ut tabula, que est de Nativitate 

Domini, Francisci Floris, et nuper deposita est ex 
summo altari, restituatur ad altare hortulanorum, 
ubi et olim a Domino Thesaurario du Terne 
donata fuisse asseritur' (Cathedral Archives, Ant
werp, Acta Capituli, V, p.77, quoted in Van d e  

V e ld e , 1 9 7 3 ,  p . 2 6 7 ,  n.49).
17. ‘Item betaelt Peeter Vermeulen over het be- 

hanghen van den hoogen autaer m et royen baey 
in plaetse ende by fault van het tafereel voor den 
tijd van tien maenden’ (Cathedral Archives, Ant
werp, R e k e n in g e n ,  1626, fol.62, quoted in V a n  d e  

V e l d e ,  1 9 7 3 ,  P-267; no specific date is given here, but 
one may assume that the period of ten months 
referred to in the document is the period between 
August 1625 and May f626, when the painting was 
finally transferred from  Rubens’s studio to the 
church, as shown above).

18. Casteels, op. cit., pp.390-392, Doc.225.
19. Ibid., p .398, D0C.232; V a n  d e  V e l d e ,  1 9 3 3 ,  pp.264- 

265.
20. Cathedral Archives, Antwerp, Acta C a p i t u l i ,  V, 

p .106; V a n  d e  V e l d e ,  1 9 7 3 ,  p.269, n.6o.
21. V a n  d e  V e l d e ,  1 9 7 3 ,  pp.266-267.
i i .  Cathedral Archives, Antwerp, Acta Capituli, V, 

p.112; V a n  d e  V e l d e ,  1 9 7 3 ,  p.271, n.63, emphasizing

that the previous r e fe r e n c e s  to this document had 
given the incorrect date of 1624.

23. Cathedral Archives, Antwerp, R ekeningen, 1626, 
f.70 recto and verso; partially quoted in V an de  
V eld e, 1973, pp.273-274, n.67, with earlier publi
cations of this document.

24. Cathedral Archives, Antwerp, A cta  C a p itu li, V ,  
p.33; V a n  de V eld e, 19 73 , p.275, n.68, with earlier 
publications o f this document.

25. This payment, as well as the preceding one, is 
recorded at the base of the original contract of 1619 
between Rubens and Johannes Del Rio (p.175 and 
note 9 above) : ‘Hier op ontfangen de somme van 
duesent gulden op rekeninghe den 30 September 
1626 (signed) Pietro Pauolo Rubens— Noch ont
fangen w t handen van Sr Guilliam Carn de somme 
van vyfhondert gulden waermede ick onder
schreven kenne gheheelyck betaelt ende voldaen 
te wesen van het teghenwoordich contrackt ende 
tot kennisse ende bevestinghe der waerheyt hebbe 
ick dese quittancie m et myn eyghen handt ghe- 
schreven ende onderteeckent. Tot Antwerpen den 
10 Martij 1627 (signed) Pietro Pauolo Rubens’ 
(Rubens House, Antwerp, Inv.No.D.23; V an de  
V elde, 19 73 , p.246, n.2, with earlier publications of 
this document).

26. Published in Théâtre des p la n s de toutes les villes des 
Pays-Bas, Amsterdam, n.d. ; the engraving by Bols- 
wert (V.S., p.76,No.i2) recorded by Rooses,II, p .179 
is not after this painting, but after the oil-sketch in 
The Hague (No.43a; Fig.120).

27. Casteels, op. cit., pp.367-370, Doc.203.
28. On the relationship between painting and sculpture 

in this work, see Fremantle, op. cit., pp.127-128.
29. Payments recorded in V isschers, p.63.
30. P io t, p .18; for the sale of the altar in 1798, see 

V isschers, pp.64-65,
31. Rooses, II, p .177.
32. For details, see the Procès-V erbal de la Com m ission  

p o u r  le Déballage et la R éception des T a b lea ux  récu 
p érés s u r  la France a pparten an ts à la ville d 'A n v er s ,  
published by V lieghe, V erslag, p.278.

33. J. van Brabant, R am pspoed en R estauratie, op. cit., 
p .154, with further details of the components o f  
the present high altar.

43a. The Assumption of the Virgin: 

Oil Sketch (Fig.120)

Oil on panel; 90 x 61 cm.
T he H ague, M a u ritsh u is . N0.926.

p r o v e n a n c e : ?Ch,A. de Calonne sale, 
London (Skinner and Dyke), 23 March, 
1795, lot 83; John W ebb sale, London 
(Phillips), 30-31 May, 1821, lot 155 ; Lt.Col.
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T .Davies; Rosenberg and Stiebel, New 

Y o r k ,1955-57-

c o p i e s : ( i ) Painting (Fig.121), Washing
ton, D.C., National Gallery of Art, Inv. 
No.1393; panel, 125.4 x 94.2 cm.; for re
ferences, see under N0.43b; (2) Painting, 
Caen, Musée des Beaux-Arts; copper, 
86.3 x  61.7 cm. p r o v . Marquis d’Haurin- 
court; Musée central, Paris, 1802, e x h . 

Expositionmaria(e,Douvres-la-Delivrande, 
1959; Idées et réalisations, Recklinghausen, 
1962, No.54c; Q uelqu es œ u vres des écoles 
flam ande et hollandaise du M u sée des Beaux- 
A r ts , C aen, Hotel d ’Escoville, Caen, 1966, 
No. 14; (3) Painting, Alfred S.Karlsen col
lection. U.S.A.; panel, 73.6 x 50.8 cm.; 
photograph in W itt Library, Courtauld 
Institute o f Art, London; (4) Painting, 
whereabouts unknown; panel, p r o v . 

Basle, Nestel, 1898; photograph in Rooses 
documentation, Rubenianum, Antwerp;
(5) Engraving by S. A. Bolswert, with dedi
cation to Lucas Lancelotti: M a gn ifico  et 
clarissim o D om ino Lucae Lancelot to j .u .q .  
doctori m usaru m  am ico, p ictu ra e  atque sta 
tuariae cu lto ri in  am ici obsequii sym bolum .
D .C .Q .  Martinws van den Enden. (V .S ., p.76, 
No.12).

e x h i b i t e d :  London, 1950, N0.2; P . P .R u 
bens, esquisses, dessin s, grav u res, Ateneum, 
Helsinki, 1952-53, N0.6; R otterd am , 1953 
-54, N0.51.

l i t e r a t u r e : Sm ith, Catalogue R aisonné, 
II, pp.195-196, N0.698; B urchard, 1950, 
pp.2-3; J. S.Held, in Les A r ts  P lastiqu es, VI, 
1953, p.114; H.Gerson, in H et V a d erla n d , 
19 January, 1957; A brid g ed  C atalogue, M a u -  
ritshu is, The Hague, 1958, p.77, N0.926; 
H eld , I, pp.109,111 ; R.-A. d ’Hulst, O lieverf-  
schetsen van  R u b en s uit N ed erla n d s en Bel
gisch O p en ba a r B eçit, s.l., 1968, p.97, No.15, 
pl.8; S.J.Gudlaugsson, 1945-1970, V ijf
en tw in tig  ja a r  a a nw in sten, Mauritshuis,

The Hague, 1970, No. 10; Baudouin, A lta rs, 
p.71, n.50; V a n  de V eld e, 1975, pp.270-271 ; 
M a u ritsh u is , Illu stra ted  G eneral C atalogue, 
The Hague, 1977, pp.208-209, N0.926, H eld, 
O il Sketches, pp.513-514, N0.377.

The modello for the A ssu m p tio n  o f  the V ir
g in  on the High Altar o f Antwerp Cathe
dral differs from the final composition in 
the following respects: the topmost angel 
is tilted more steeply forward, the Vir
gin’s head bent a little further backwards, 
an extra putto added at the left o f the 
Virgin’s dress, and the bodies of the two 
lowermost putti turned through different 
angles; the young apostle on the left 
throws his hands more steeply upwards, 
the apostle casting up his hands on the 
extreme right is omitted, two apostles are 
added to the group in the centre; the old 
woman is changed to a younger one, the 
position of the woman holding the shroud 
in the foreground altered, the apostle on 
the extreme left becomes an older figure 
with extra space added on the left; the 
tomb opening is more clearly visible, 
there are some differences in the represen
tation of the sarcophagus and there is 
more space below it. Several other not 
inconsiderable differences may be found, 
especially in the lower half of the compo
sition. Most of these occur as well in the 
engraving by Bolswert, which is therefore 
based on the present work, and not— as 
Rooses and earlier writers such as Des- 
camps maintained— after the final com
position in Antwerp.There are also a num
ber of colouristic variations: the Virgin 
has a greenish grey blouse (rather than a 
blue one), the woman seen from behind 
is in orange-gold (rather than pale crim
son) and so on.

The dating of the sketch is open to ques
tion. One could argue that it was one of
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the two modelli which Rubens presented 
to the Cathedral chapter on 16 February, 
1618,1 in which case Gudlaugsson’s sug
gestion that it should be dated c.1617-18 
on the basis of its similarities with the 
sketches for the altarpieces for the Jesuit 
Church in Antw erp2 would find further 
support. On the other hand, the present 
sketch shows still closer similarities with 
the sketches for the Medici series of c. 16223 
and should therefore probably be dated 
between then and the summer of 1625 at 
the latest (by that time, as shown under 
N0.43 above, Rubens had certainly begun 
work on the final painting). And despite 
the differences enumerated at the begin
ning of this entry, the sketch is sufficiently 
close to the final composition to warrant 
a dating which does not separate the two 
works by an interval o f seven years (as one 
would have to assume if one accepted the 
first of the hypotheses outlined here).

Thesketch is in good condition, although 
the sky appears to have been fairly con
siderably repainted. There is a pentimento 
around the head o f the young apostle on 
the left, and at least two of the faces just 
to the left o f the grotto above the two 
women have been painted over by the 
grey cloud in that area.

Several drawings of this subject said to 
be for the Antwerp picture may be found 
in early sales catalogues, as in the van 
Schorel sale, Antwerp, 7 June, 1774, lot 1, 
in the Jeremiah Harman sale, London 
(Christie’s), 17 May, 1844, lot 52, and in the 
Charles Sanders and another sale, Lon
don (Sotheby’s), 3 December, 1870, lot 983 
(30.5 x 21.5 cm.). But as the first and last 
o f these were specifically stated to be en
graved by Bolswert they are more likely 
to have been copies after the present com
position (or studies for the engraving). On 
the other hand— in the light o f the fre
quent confusion one encounters in such

C AT AL OG U E  NO,  4 3 b
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references between the different compo
sitions of this subject by Rubens— the re
ferences may be to the composition in 
Buckingham Palace, which was also en
graved by Bolswert,4 or even to another 
composition altogether,

1. Cf. p .174 above, under N0.43.
2. Vlieghe, S a in t s ,  II, Nos.io4a, 115a.
3. Cf. especially the scries in Munich, Alte Pinakothek, 

N0S.92-108.

4. V S . ,  p.76, No.18; and cf. p .14e above.

43b. T h e Assum ption of the V irgin : 
O il Sketch (Fig.121)

Oil on panel; 125.4 x 9 4 -2 cm.
W a sh in g to n , D .C . ,  N a tion a l G allery  o f  A rt. 
Inv. No. 1393.

p r o v e n a n c e : John Knight sale, London 
(Phillips), 23-24 March, 1819, lot 104; 
R.P. Nichols,London; ?Langton Castle, nr. 
Duns, Scotland;1 the Misses Weiss, W or
cestershire; Mr Austin, Worcester, 1949;
E.Speelman, London; Frederick Mont, 
New York; sold to the S.H.Kress collec
tion in 1952.

l i t e r a t u r e : W a a g en , T rea su res, IV, 
p.240; Rooses, II, p. 179; W .E.Suida and
F.R.Shapley, P a in tin g s an d  S cu lp tu res fr o m  
the K ress C ollection  A cq u ire d  by the Sam uel 
H . K ress F ou n da tion , 1 9 J I - J 6, Washington, 
1956, p. 156, No. 160 ; R.-A. d’Hulst, O lieverf-  
schetsen van  R u b en s u it  N ed erla n d s en Bel
gisch O pen baar B eçit, Amsterdam, 1968, 
p.97; B a ud ou in , A lta r s , p.71, n.50; N ation al 
G a llery  o f  A r t . Sum m ary C atalogue o f  E u ro 
p ea n  P a in tin g s a n d  S cu lp tu re , Washington, 
1965, p.118; C.Eisler, P a in tin g s fr o m  the 
Sam uel H .K re ss  C ollection, E u ropean  Schools 
exc lu d in g  Ita lien , C atalog ue, London-New 
York, 1977, p p .iii-112 , No. K 1871; H eld, 
O il Sketches, p.514.
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Although Burchard accepted the present 
sketch as authentic, it is of an appreciably 
lower quality than the sketch in the Mau- 
ritshuis (No.43a; Fig. 120). There would 
appear to be no reason for Rubens to have 
painted two identical modelli for the Ant
werp altarpiece. As Fisler convincingly 
demonstrated, the Kress sketch must have 
been copied from Bolswert’s engraving 
after the Mauritshuis modello ( V .S ., p.76, 
No. 12), while the empty upper corners 
should simply be regarded as a poor at- 
sempt to reproduce the engraving in a 
tlightly different square format.

I .  Professor Ellis Waterhouse has kindly provided the 
following information on the references to ‘Lang
ton Castle’ in the earlier literature on this work: 
the reference is presumably to Langton, near Duns 
in Scotland. This house contained what was left of 
the Breadalbane collection and descended to the 
Hon. Mrs Baillie-Hamilton. Although the list of 
contents drawn up at the time of her death in 1910 
makes no reference to the present work, it may 
have been sold at an earlier sale (owner T. (LB. Mor- 
gan-Gra nville-Ga vin ).

44. T h e Assum ption of the V irgin
(Fig. 122)

Oil on canvas; 504 x 352 cm.
V a d u ç , C ollection  o f  the P rince o f  Liechten
stein.
p r o v e n a n c e :  Carthusian Church, Brus
sels; probably bought by Prince Karl- 
Eusebius o f Liechtenstein (1611-84) and 
placed in the parish church at Feldsberg, 
Moravia, in 1671; transferred to the 
Liechtenstein collection in Vienna by 
Prince Josef-Wenzel between 1756 and 

1764.

c o p i e s :  (x)PaintingbyJ, Dansaert,c.i755, 
destroyed; approximately 305 x213 cm. 
p r o  v.CarthusianChurch,Brussels, c. 1755; 
sold to F.Pauwels, 30 December, 1773; 
given by the latter’s son-in-law, F. ’t Kint,

to St Catherine’s Church, Brussels, on 
6 October, 1820; burnt, 1973. l i t .  D e s
ca m p s, Voyage, p.72; M en saert, I, pp.no, 
h i ;  M ich el, l j j i ,  pp.70-71; Sm ith, C a ta 
logue R aisonné, II, p .181, No.631; A.Pin- 
chart, A rchives des A rts , Sciences, et Lettres, 
I, Brussels, i860, p.289; Rooses, II, pp. 182 
to 183; (2) Painting by J. Dansaert, c.1755, 
whereabouts unknown; approximately 
504 x  352 cm. Li  t. A. Pinchart, op. cit., 
p.289; Rooses, II, p .182; (3) Painting by 
J.Crokaert, 1774. l i t .  A. Pinchart, op cit., 
p.289; Rooses, II, p .183; (4) Painting by 
V. Fand, Neue Pfarrkirche, Feldsberg, Mo
ravia, c.504 x 352 cm. (5) Painting by J.Rei- 
nisch, Lstibor, Bohemia, p ro v . commis
sioned by Prince Franz I of Liechtenstein 
in 1780; (6) Painting, whereabouts un
known; canvas, p r o v .  Bilbao, collection 
Crescencio, 1901; photograph in Rooses 
documentation, Rubenianum, Antwerp;
(7) Painting, whereabouts unknow'n. 
p r o v .  Hagen, Westphalia, Richard 
Schmitt, 1931; photograph in Burchard 
documentation, Rubenianum, Antwerp:
(8) Painting, whereabouts unknown ; cop
per. p r o v .  Vienna, Dr Oscar Berggruen, 
C. 1890;  photograph in Rooses documen
tation, Rubenianum, Antwerp; (9) Paint
ing, whereabouts unknown.p r o v .  W ind
sor, ArtTrade, 1944 (communication from 
Christopher Norris to Burchard, Ruben
ianum, Antwerp).

e x h i b i t e d : M eisterw erke aus den Sam m 
lu n g en d es Fürsten von Liechtenstein, Lucerne, 
1948, N0.218.

l i t e r a t u r e :  Sanderus, 1727, II, pp.349- 
359; D escrip tion  de la ville  de B ru xelles, ed. 
by G.Fricx, Brussels, 1743, pp.135-136; 
V.Fanti, D escr içç io n e  com pleta di tu tto  cio 
che ritrov a si nella G alleria  d i P ittu ra  e Scul- 
tu ra  d i sua a l t e r a  G iu sep p e W enceslao del 
S .R .I . P rincipe R ég na nte della Casa di Lichten 
stein , Vienna, 1767, No.329;  F.W.Weis-
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kern, T opographie v on  N ied erösterreich, I, 
Vienna, 1769, pp.163 et seqq .; D escrip tion  
des ta b lea u x  et d es pièces de scu lp tu re  que ren 
ferm e  la  G allerte de Son A ltesse  François J o 
seph C h e f  et P rin ce R eg n a n t de la m aison de  
L iechten stein ,Vienna, 1780, pp.20-21, No. 39; 
D escrip tion  de la v ille  de B ru xelles, publ. 
J.C. de Boubers, Brussels, 1782, p.63; 
Sm ith, C atalogue R aison né, II, pp.53, No. 148, 
100, N0.324; F. Schweikhardt, D a rstellu n g  
d es E rzh e rzo g tu m s Ö sterreich  u n ter d er E ns, 
Vienna, 1834, II, pp. 5 et seqq. ; H e n n e-W a u -  
ters, III, p.498; A. Pinchart, in A rch iv es des 
A r ts , Sciences, e t Lettres, I, Brussels, i860, 
pp.288-289; Parthey, p.419, N0.73; Rooses, 
II, pp.180-184, No.360; V, p.329; W . von 
Bode, in D ie  graphischen  K ün ste, XI, 1888, 
pp.2 e t seqq. ; M. Rooses, in R u b en s-B u lletijn , 
V ,  1910, pp.284-285; K .d .K ., ed. R osenberg, 
p.423; D illo n , p. 148, pl. CCCCXLIX;T.von 
Frimmel, Beilage d er Blätter f ü r  G em älde
ku n de, E rster Band  (1905-10), II, May, 1907, 
p.22; K.Höss, F ü rst Joha nn  II von Lichten
stein  u n d  die K u n st, Vienna, 1908, pp.10-12;
F. W ilhelm , M a teria lien  z u r  K u n stfo rd eru n g  
d u rch  F ü rst G u n d a ck er von Liechtenstein, 
Ja h rbu ch  des K un sthistorischen  Institu tes  
des deutsch-österreichischen S taats-D en km a l
am tes, XII, 1911, C0I.48; K .d .K ., p.352; 
A.Kronfeld, F ü hrer d u rch  die fü rstlich  
Liechtensteinsche G em äldegalerie in  W ien , 
Vienna, 1930, pp.31, 32, N0.80; [B.Nicol- 
son], E d itoria l, A  G u id o  R en i fo r the N ation al 
G a llery , B u rling ton  M a g a zin e , C , 1958, 
pp.39-40; H eld , O il Sketches, pp.515-516.

This painting, the last of Rubens’s repre
sentations of the A ssu m p tio n  o f  the V irg in , 
shows a number of formal similarities 
with his early representations of the sub
ject (rather than his more recent ones). 
The Virgin ascends to heaven with both 
arms outstretched, her right arm directed 
straight upwards. Apart from the angel
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on the left, she is surrounded by a number 
of winged putti, some of which show close 
similarities to those in the early modello 
in Buckingham Palace (N0.35 ; Fig.85). The 
group of apostles on the right is most 
closely related— in its general disposi
tion— to the equivalent group in that 
work as well, although the figure lifting 
up the cover of the sarcophagus is here 
placed on the extreme left of the painting. 
The rocky sepulchre present in the other 
works is omitted altogether. Despite the 
reminiscences of pictures from  the first 
half of the second decade, stylistic consid
erations— the more fluid handling of the 
paint and the occurrence of fem ale types 
already used in works such as the London 
R a p e o f  the S a b in es1 and the G arden  o f  
Love2— suggest a dating in the mid-i63os.

The evidence relating to the commission 
for this work is as follows. That it stood 
above the high altar of the Carthusian 
church in Brussels may be deduced from 
the presence there of the copy by J. Dan- 
saert (later transferred to St Catherine’s 
Church in Brussels).3 The painting was 
commissioned by the brothers Charles 
and Johannes Angelus Schotte in memory 
of their father Theodorus Schotte and their 
mother Elisabeth van den Brandt, as re
corded in the epitaph of the former: 

‘Apotheosi Virginis Matris et Memo
riae nobilium conjugium D. Theodori 
Schotte Equit. Aurati et D. Elisabeth 
• an den Brandt Toparch. de Buecken, 
Beyssen, Assent et Herbeys. Quorum 
ille per annos XL Patriae bono variis 
defunctus muneribus. Regii demum 
exercitus supremus judex anno 
MDCXXIX. XV Kal. Novembris du
bium an castrorum incommodis, an 
moerore rei bellicae a praefecto infeli
citer an et infideliter gesta in Velavia 
morbo correptus occubuit. Carolus 
Schotte F. equus auratus Supremo Regis
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aerario a consiliis et assessor hanc aram 
posuit in hoc asceterio, ubi ex Joanne 
Angelum  ex Duce Religiosum, ex fratre 
Deodevotumnunquam perituro affectu 
prosequitur. Posteri horum in sacrificiis 
memoriam conservanto.’4 
As Theodore Schotte died in 1629, Bur- 

chard dated the work to around 1630; but 
this does not seem an adequate basis 
for dating. Rooses dated the work to 
c. 1638,5 and Held to 1637, which seems 
more probable, though conceivably a year 
or two too late.

The subsequent history of the altarpiece 
is not altogether clear. The earliest cata
logue of the Liechtenstein collection in 
Vienna already records its presence there 
in 1767,6 but the painting is traditionally 
believed to have come from the N eue  
P fa rrkirche  in Feldsberg, This tradition is 
supported by the fact that a copy of the 
painting by V.Fanti still hangs over the 
high altar in that church, surmounted 
by a T rin ity  an d  A n g els  attributed to Ru
bens,7 which may well originally have 
been intended to surmount the A ssu m p 
tion  by Rubens. The question which arises 
is this: when was the painting by Rubens 
bought and when was it placed in the 
church at Feldsberg? There is no record 
of the precise date on which it entered the 
Liechtenstein collections, but it should be 
noted that already in 1643 the court pain
ter Johann Hostitz wrote of a copy which 
he had made of an A ssu m p tio n  by Rubens, in 
a letter to Prince Gundacker of Liechten
stein:

'Euer fürstlichen Gnaden uberschickhe 
ich die zwey angefrimbte Bildl wie auch 
die copia der Himmelfahrt Mariae nach 
des Peter Paul Rubens, so ich aufs pest 
als sein hatt können, verfertiget und 
ubersehen hab. Wann ich zu dem Ori
ginal hette können khommen wurde es 
besser sein worden, ist aber ungemacht

und aufgerolt, das man nich darzue
khan’.8
Tt seems likely— although it cannot be 

regarded as certain— that the rolled-up 
picture mentioned here refers to the pre
sent A ssu m p tio n . In this case it may have 
been bought by Prince Karl-Eusebius of 
Liechtenstein (1611-1684), as Hoss and 
Kronacker maintained (he was the real 
founder of the Liechtenstein collections), 
or possibly by his uncle, Prince Gundacker. 
On the other hand, it is perhaps surpris
ing that the painting should have left the 
Carthusian Church so soon after its com
mission. W hether it was intended to adorn 
the A lte  P fa rrkirche  in Feldsberg, or whe
ther it was only placed in the N eu e P fa r r 
kirche after the consecration o f the latter 
in 1671 must also remain an open ques
tion. In any event, by 1769 Weiskern re
corded that it had stood on the high altar 
of the N eu e P fa rrkirche  in Feldsberg.

A further uncertainty surrounds the 
date of the painting’s putative removal 
fromFeldsberg to t h e  Stad tpa la is in  Vienna. 
The catalogue of the 1948 exhibition in 
Lucerne maintained that it was replaced 
by the copy by Gaetano (recte Vincenzo) 
Fanti ordered by Prince Wenzel in 1764, 
but Schweikhardt gave the date of 1756 
for the transferral of the original to 
Vienna. Conclusive evidence may be pro
vided by the fact that a note on a plan of 
the Liechtenstein Gallery of 1815 states 
that ‘Anno 1764 liesse Fürst Wenzel dieses 
Bild aus der Pfahr Kirche zu Feldsperg 
hierher in die Galerie versetzen’.9

And here another complication arises. 
It may be a coincidence, but it will be 
noted that the copies by Dansaert listed 
above appear to have been ordered for 
theCarthusianChurchin Brusselse. 1755.10 
Either one has to discredit the reasonably 
strong evidence that the original had long 
before been bought by the Liechtenstein
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family and placed in the church at Felds- 
berg, or one has to assume that a now lost 
copy adorned the altar of the Brussels 
church between the date of the purchase 
o f the Rubens and 1755; the fact that it 
entered the Liechtenstein Palace in Vienna 
either in 1756 or 1764 would only be a 
coincidence of dates. W hatever the case 
may be— and the evidence for the Felds- 
berg tradition must remain relatively 
strong— it seems certain, asRooses pointed 
out, that the painting recorded by Men- 
saert, Descamps and Michel was only a 
copy o f the original by Rubens. This is 
further supported by the fact that the 
1780 guide to Brussels states quite clearly 
that the Rubens had been sold and that a 
copy hung over the high altar of the Car
thusian church.”

The work is in excellent condition and 
appears to have been substantially painted 
by Rubens himself. For the differences be
tween it and the engraving after it by 
H.Witdoeck, see No.44d below.

1. K . d .K . ,  p .379.

2 . K . d . K . ,  p.348.
3. The painting from St Catherine’s church was 

burnt in 1973. For the early history o f this copy by 
Dansaert, see Pinchart, op. cit., pp.288-289 and 
R e e s e s ,  II, pp.182-183.

4. S a n d e r u s ,  1727, II, p.359; also cited by R o o s e s ,  II, 
p.182, citing J.B. de Vaddere, H is t o r ia  M o n a s t e r i i  

N .  D .  d e  G r a t ia ,  o r d in is  C a r t h u s ie n s is ,  Brussels, Biblio
thèque Royale, M S.ij,6i6.

5. Rooses presumably based his suggestion on the 
fact that H. W itdoeck’s engraving after this com
position (V.S., p.77, No,26) is dated 1639.

6. V.Fanti, op. cit., N0.329.
7. See Zdenëk Lâznièka et al., V a lt ic e ,  Feldsberg, 

1970, pl.34, for a reproduction of both the T r i n i t y  

and the copy o f the A s s u m p t i o n .  Even more than 
the painting, perhaps, the engraving by Witdoeck 
cited in notes, with its angled top corners, suggests 
that some such figure or group was originally 
intended to be placed above the work; cf. below 
p.188 under No.44d.

8. F. W ilhelm, op. cit., col.48.
9. This note on the 1815 plan was kindly communi

cated to me by Dr R.Baumstark, Curator of the 
Liechtenstein collection,

10. See P in ch a rt, o p . c it., p.289, an d  R o o s e s ,  I I ,  p .182.
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t i .  The copy in the church in Lstibor (Czechoslovakia) 
listed under Copy (5) was made in 1780 by order of 
Prince Franz I of Liechtenstein after the work in 
the Vienna Gallery (personal communication by 
Dr R.Baumstark).

44a. The Assumption of the Virgin: 

Oil Sketch (Fig. 123)

Oil on panel; 49 x 36.5 cm.
L on don, C o u rta u ld  Institu te o f  A r t , Princes  
G ate C ollection. Inv. N0.38.

p r o v e n a n c e : Braamcampsale, Am ster
dam (van der Schley, de Bosch and Ploos 
van Amstel), 31 July, i7 7 i,N o .i of the five 
paintings not owned by Braamcamp; the 
Marquess of Headfort, Headfort House, 
County Heath.

c o p y : Drawing, Rotterdam, Museum 
Boymans van Beuningen, Inv. No.V, 11; 
black chalk on blue-grey paper height
ened with white, 413 x266 m m. p r o v . 

Jonathan Richardson senior (London, 
1665-1745); John Barnard (d. London, 
1784); W .Y.O ttley (London, 1771-1836); 
W .Y.O ttley sale, London (T.Philipe), 
10 July, 1807, lot 507; E.Rodrigues (b. Pa
ris, 1853); sale, Paris (Drouot), 20 March, 
1909, lot 124 ; E.Wauters (1846-Paris, 1933) ;
F. Koenigs (Haarlem, 1881-1941).

l i t e r a t u r e : Seilern, p.67, N0.38, pi. 
LXXXV; Awst, p. 187, n.38; H. Gerson, in 
H. Gerson and E.H. ter Kuile, A r t  an d  
A rch itectu re in  Belgium , 1600-1800, Har- 
mondsworth, i960, p. 189, n.135; E.K.Rez- 
nicek, in [Cat. Exh.] D isegn i Fiam m inghi e 
O la n d esi, Florence, 1964, p.6o; E.Haver- 
kamp-Begemann, T he ‘ A ssu m p tio n  o f  the 
V irg in ’— a hitherto u n k n o w n  ‘ m odello ’ by 
R u b en s, B u rling ton  M a g a zin e , CIX, 1967, 
pp.705-706; Seilern, C orrigen da and A d d e n 
da, N0.38; H eld, O il Sketches, pp.514-515, 
N 0.378.
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Thereare a number of differences between 
the present modello and the painting in 
Liechtenstein. The Virgin, instead o f being 
seen frontally, is here shown in near pro
file, her head turned upwards and to the 
right (a radical departure, as noted by 
Haverkamp Begemann, from all previous 
representations of the A ssu n ta  by Ru
bens). She is also shown closer to the group 
surroundingthe tomb below. In thisgroup 
further differences may be observed. The 
circulararrangement of thefiguresaround 
the tomb has been flattened out in the 
final composition; the lid of the sarcopha
gus is supported from the right by a figure 
omitted in the painting (which makes 
the adaptation from the Buckingham 
Palace modello— already noted in the 
precedingentry-muchclearer); the wom 
an in the foreground on the left looks 
across the composition and not upwards; 
and there are several divergences in the 
group of apostles on the right: figures 
such as the apostle lifting up his hand on 
the extreme right and the young apostle 
shielding his eyes in the background make 
the relationship with the early composi
tions of this subject more evident still.1

It will be noticed that the format of the 
painting with its curved top is already 
adumbrated in the modello: a curve pas
ses through the heads of the putti in the 
top right hand corner, and the spandrel
shaped areas beyond this curve are more 
thinly painted and less fully worked up 
than the rest of the sketch.

The work is in good condition, despite 
slight rubbing in some areas. The handling 
of the paint is fairly free, with the result 
that several pentimenti may be seen, as in 
the passage above on the right; in the 
area where the edge of Peter’s cloak passes 
over the knee of the apostle next to him; 
and in the heel of the latter, which is cov
ered by the garment falling over it. The

Virgin is in white, the woman in the fore
ground in red, the woman leaning over 
the tomb in black. The spandrel area on 
the right, originally conceived as part of 
the whole, has the first ideas for several 
putti sketched in with the point of a 
brush. The thickest areas of paint are in 
the Virgin’s dress and in the putti sur
rounding her.

This modello must have been painted 
only shortly before the final composition 
(but before the Yale modello, No.44b), 
and should thus be dated c.1635. The ca
talogue of the Joseph Senseau sale, Brus
sels, 20 July, 1739 et seq., lot 101 refers to 
an oil sketch of the A ssu m p tio n  which bears 
similar (but not identical) measurements 
to the present work,2 but there is no 
further evidence in favour o f the identity 
of the two.

1. Cf. both the modello in Leningrad, No.45, l'ig.115. 
and the painting in Düsseldorf, No.41, l-'ig. 105.

2. C a t a lo g u e  d 'u n  g r a n d  e t  tr è s  b e a u  C a b in e t  d e  T a b le a u x  

a s s e m b l é s . . .  p a r  F e u  M r  J o s e p h  S e n s e a u  . . .  le  20  J u ille t  
1 7 3 9  e t  j o u r s  s u i v o n s ,  ptibl. P. Foppens, Brussels, 
1739, N0.101: ‘Belle Esquisse de Rubens représen
tant l ’Assomption, ijp ied s i pouce x  1 pied 1 pouce'; 
l.itgr. R é p e r t o ir e ,  No.50s; cf. Meiwarrt, I, p.oo.

44b. The Assumption of the Virgin: 

Oil Sketch (Fig. 124)

Oil on panel ; 56 x 40.6 cm.
N ew  H aven, C on n ecticut, Yale University Art 
G allery.

p r o v e n a n c e : Sale, Ghent, 23 Septem
ber, 1777, N o.i; Jacques Clemens sale, 
Ghent, 21 June, 1779 et seqq., lot 234;
A.Goesin sale, Ghent, 3 November, 1800; 
?Ph. Panné sale, London (Christie’s), 
27 March, 1819, lot 109; P.Ranier, 1830; 
acquired at the beginning of this century 
by W alter Lippincott Goodwin, Hartford, 
Connecticut; given by his son, Henry Sage 
Goodwin, to Yale University, in 1965.
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e x h i b i t e d : Loan E x h ib itio n  o f  P a intin gs, 
Scu lp tu res, E tchin gs, etc., Wadsworth Athe
neum, Hartford, Connecticut, 1915.N0.49; 
A n tw e rp , 1977, N0.97.

l i t e r a t u r e : S m ith, C atalogue R aisonné, 
II, p.53, No. 149; R ooses, II, p. 184; B ulletin, 
Yale U n iversity  A r t  G allery , XXI, 1966, No.i 
(repr.); E.Haverkamp Begemann, The  
‘ A ssu m p tio n  o f  the V ir g in — a hitherto  
u n k n o w n  ‘ m odello ’ by R u b en s, B urlington  
M a g a zin e , CIX, 1967, pp.705-706; H eld, 
O il Sketches, pp.515-516, N0.379.

Although less fully worked up than the 
preceding modello, the present work is 
closer to the final composition in Vaduz. 
The Virgin has now been turned to a fron
tal pose, and the group surrounding the 
sarcophagus, while not identical to that in 
the painting, shows closer similarities to 
it than does the modello in the Princes 
Gate Collection. Further differences from 
the latter are the absence of the figures 
supporting the lid o f the sarcophagus and 
the man raising his arm on the right 
edge, as well as the poses o f several of the 
figures in the background to the left of the 
latter. In comparison with the painting, 
there are some differences in the group 
o f putti surrounding the Virgin ; she does 
not appear to be kneeling; the apostles 
on the extreme left and right have 
been omitted; and further differences of 
even less importance occur in the lower 
group. But the woman in the foreground 
011 the left has now been turned to a posi
tion closer to that in the final version, the 
bearded figure looking into the tom b on 
the left has been added, the hands of the 
apostle in the centre background are 
shown in a way that anticipates the more 
strenuous gesture in the final version, and 
the upraised hand o f the young apostle to 
his right is very close to the similar feature
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in the painting. Only the two figures on 
the extreme right have been omitted. In 
comparison with the Princes Gate m odel
lo, the space between the Virgin and the 
group below was increased to approximate 
more closely to the painting in Liechten
stein. It is clear, then, that the present 
modello represents an intermediate stage 
between the Princes Gate modello and the 
final composition. Rubens painted it in a 
swifter technique to indicate the series of 
changes described above. Reminiscences of 
the earlier project m aybe detected in the 
slightly projecting knee of the Virgin in 
the painting, and in the figure of the 
apostle holding up the lid of the sarcopha
gus (as this figure was only slightly altered, 
Rubens presumably did not feel it neces
sary to include it in the second sketch).

The present work is more monochro
matic than the the earlier modello; the 
overall tonality is a pale grey, while the 
strongest colours are the crimson-purple 
dress of the woman leaning forward and 
the black o f the woman beside her. The 
rest is thinly painted in tones of grey, 
brown and yellow, with the highlighted 
areas indicated in a slightly thicker white. 
The black chalk underdrawing is clearly 
visible throughout. Above on the left the 
remains of a curve can still be detected, 
and there is an unexplained line of black 
chalk down the right hand side, about
2.5 cm from the edge.

Haverkamp Begemann rightly de
scribed this work as ‘a corrective modello 
in which Rubens did not need to repeat 
all the details and colours o f the earlier 
version’ (cf. the comments above), and he 
pointed to another such case in Rubens’s 
work, the sketch for the C a rry in g  o f  the  
CrossinCopenhagen of c. 1634-37,1 painted 
as a result of the patron’s request for chan
ges to the first more highly finished m o
dello in Am sterdam .2 Indeed, the present
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modello is presumably to be dated to 
the same period.

1. Copenhagen, Statens Museum for Kunst, N0.616.
2. Amsterdam, Rijksmuseum, No.îobs. Haverkamp 

Begemann, op. cit., p.700; cf. R ooses, II, p.öó and 
No.274.

44c. Head of a Woman looking 
upwards: Drawing (Fig. 125)

Black and red chalk; 215 x 180 mm. The 
mark of Paul I in the lower right hand 
corner.
L en in grad , H erm itage, Inv. N0.5425.

p r o v e n a n c e : Count Cobenzl (Ljubl
jana, 1712— Brussels, 1770); purchased 
from him by the Empress Catherine II in 
1768.

l i t e r a t u r e :  M.Rooses, in R ubens-B u lle-  
tijn , V, 1900, p.201: Gliick-Haberditzl, 
p.58, N0.208 (repr.); M. D. Dobroklonsky, 
Catalogue o f  the Flem ish D ra w in g s o f  the ly lh  
and 18th  C en tu ries in the H erm itage (in Rus
sian), Moscow, 1955, N0.655; J.Kusnetzov, 
R u b en s D ra w in g s in R u ssia n  M u seu m s  (in 
Russian), Leningrad-Moscow, 1965, No.33, 
p i.16; J.Kusnetzov, R u b en s D ra w in g s  (in 
Russian), Moscow, 1974. No. 128 (repr.).

A study for the head of the woman in the 
foreground on the left of the final version 
of the A ssu m p tio n  in Liechtenstein (N0.44; 
Fig. 122). As it is more closely related to 
this work than to the two modelli, it may 
be assumed to postdate them. It was prob
ably also used for the similar heads in the 
London B ra zen  S erp en t' and the M a r ty r 
dom  o f  S t A n d re w  in Madrid.2 Both in tech
nique and function it should be compared 
with the similar studies of heads (usually 
made when the execution of the final com
position was largely entrusted to assist

ants) for the Assum ption  in Vienna (cf. 
No.37e) and for the altarpiece of the Mi
racles o f  St Francis X avier.3

1. K .d .K ., p.315.

2. In the Real Hospital de San Andies de los Flamen
cos; V lieghe, Saints, I, N0.62.

3. Cf. V lie g h e , S a in t s ,  II, N o.104g.

44d. The Assumption of the Virgin: 

Retouched Drawing (Fig. 126)

Black and red chalk, brown ink, height
ened with grey-white and some body co
lour; 636 x  473 mm. Two sheets pasted 
together. Gone over with a stylus for en
graving.
Florence, U ffizi, Gabinetto Disegni e Stampe. 
Inv. N0.1072H.

p r o v e n a n c e : Bought in Antwerp in 
1659 for the collection of Cardinal Leo- 
poldo de’ Medici (1617-1675).

c o p y : Engraving by H.Witdoeck, 1639 
(Fig.127; V .S ., p.77, N0.26).

e x h i b i t e d : M ostra di D isegni Fiamminghi 
e Olandesi, Uffizi, Florence, 1964, N0.71 
(as W itdoeck and Rubens); Omaggio a Leo- 
poldo d e ’ M edici, Uffizi, Florence, 1976, 
No.119.

l i t e r a t u r e : Smith, Catalogue Raisonné, 11, 
p.147, No.516; Rooses, II, p .184, No.360; 
P.N. Ferri,Catalogo ria ssun tivo .. .degli U ffizi 
di Firenze, Rome, 1890, p. 17; F. Van den 
Wijngaert, Inventaris der Rufemaansdie 
Prentkunst, Antwerp, 1940, p.106, No.764; 
Seilern, p.67 n.2; E.K.J.Reznicek, in [Cat. 
Exh.], Disegni Fiamminghi e Olandesi, Flo
rence, 1964, pp.59-60, N0.71; E. Haver
kamp Begemann, The ‘ Assum ption o f  the 
V irgin ’— a hitherto unknown 'm odello' by 
Rubens, Burlington M agazine. CIX, 1967, 
p.700 ; W .Th. Kloek, Beknopte Catalogus 
van deN ederlandse Tekeningen in hetPrenten-
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ka bin et van  de U ffiç i te F lorence, Utrecht,
1975, N0.626 (as W itdo eck); [Cat. Exh.], 
O m aggio a Leopoldo d e ’ M e d ici, Florence,
1976, pp.i 17—118 ; H eld , O il Sketches, p.516.

This drawing appears to have been made 
by Hans Witdoeck as a preparatory study 
for his 1639 engraving after Rubens’s 
painting in Liechtenstein. It has, however, 
been retouched in several places, probably 
by Rubens himself. Although there are 
several retouchings in the lower half 
(such as the garment of the apostle on the 
right, the faces and hair o f the apostles in 
the foreground, the head of the woman 
on the left, and the dress o f the woman 
beside her), the bulk o f the changes, and 
the most important ones, occur in the 
upper half of the composition. Here the 
artist has considerably enhanced the light 
effects around the Virgin and on her dress 
(by heightening in white), and he has 
added the veil swirling round her head, 
thus reverting to a feature present in the 
two modelli but omitted in the painting. 
Just as in the preparatory stages for the 
painting, a special concern is displayed 
with the upper half of the composition.

The top of the drawinghas been changed 
from a curve— as in the painting— to the 
angled corners seen in the engraving. The 
putto heads in the upper left hand corner 
of the painting are thus omitted both in 
the drawing and the engraving. The veil 
swirling round the head of the Virgin, 
lacking in the painting, has naturally been 
included on the engraving. The indenta
tions made by the stylus while transferring 
the design are still visible on the present 
sheet.

This drawing, along with the similar 
drawing of C h rist a t  Em m aus, also in the 
Uffizi,1 was one of the first acquisitions of 
Cardinal Leopoldo de’ Medici, through

C A T A L OG U E  NO.  44<i

theagency of GiovanniBattistaBolognetti, 
in Antwerp. The purchase is recorded by 
a note in the carteggio artistico  of the Car
dinal in the A rch iv io  d i Stato  in Florence: 
‘Il cav. Bolognetti compra in Anversa di
versi disegni di Rubens, e fa questi evvi 
‘Assunzione della Madonna’ e ‘Christo co’ 
discepoli in Emmaus’.2 The same docu
ment3 says that the drawing was bought 
along with seven other Rubens drawings 
and a Dürer drawing from ‘un gentiluomo 
di questa città cannonico della cattedrale 
ehe si chiama il Cannonico’ who was also 
the source of the Emmaus drawing.4 Leo
poldo, in his letter of receipt to Bolognetti, 
expressed his pleasure with all these pur
chases: ‘ricevei i disegni e, quanto all’ As
sunzione del Rubens e il Cristo in Emaus, 
li tengo per fatti sotto i suoi occhi e grande- 
mente ritocchi da lui, che possono dirsi 
come da sua mano’.5

The drawing probably dates from a 
time closer to the engraving (1639) than 
to the painting. Whether or not its shape 
reflects the shape of the frame of the altar- 
piece at the time must remain an open 
question. In any event, the movement and 
gaze of the Virgin, on the engraving per
haps even more than in the drawing, seems 
to suggest that a sculpted or painted 
group of Christ or the Trinity was origi
nally placed above her, as already noted 
above.6

1.  F lo re n c e , U ffiz i,  G a b in e tto  D ise g n i e  S ta m p e , In v. 

N 0 .2373F; N 0 .9, C o p y  (5) a b o v e , F ig .17 . D e sp ite  th e  

a p p a re n t co in cid en ce  th a t  b o th  th ese  d ra w in g s  fo r 

e n g ra v in g s  b y  H . W itd o e c k  c o m e  fr o m  th e  s a m e  

so u rce , th e  re to u c h in g s  a p p e a r  to  b e  b y  d iffe re n t 

h an d s— an d  th a t  on  th e  p re s e n t Assumption o f  t h e  

V i r g i n  a p p e a rs  m o r e  lik e ly  to  b e  b y  R u b e n s  h im 

s elf. B u t I a m  a w a re  o f  th e  p o ssib le  in co n sis ten cy  in 

r e g a r d in g  th e  E m m a u s  as a c o p y  b y  W itd o e c k  a lo n e  

a n d  th e  A s s u m p t i o n  as a d r a w in g  re to u c h e d  b y  

R u b en s.

2. A r c h iv io  d i S ta to , F iren ze , C a r t e g g i o  a r t i s t i c o ,  X V 11I, 

1, C.460, q u o te d  in  R e z n ic e k , o p . c it., p .6o. T h e  

p u rch a se  w a s  m a d e  o n  23 A p r il,  1659.

3. P u b lish e d  in  f u l l  b y  P .B a ro c c h i, in F .B a ld in u cc i,
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N o t i f i e  d e ’ P r o j é s s o r i  d e l  D i s e g n o  d a  C i m a b u e  i n  q u a ,  

cd . P .B a ro c c h i, F lo re n ce , 1975, V I , A p p e n d i x ,  p.86.

4. C f. noce i  a b o v e ; A rc h iv io  d i S ta to , F iren ze , C a r -  

t e g g io  a r t i s t i c o ,  X VIII, I, 00,457, 461,

5. Ib id ., C.460,

6. C f. p. 183 a b o v e .

45. Christ Descending with a Crown: 
Oil Sketch (Fig.115)

Oil 011 Panel; 57.6 x  45 cm.
W herea bou ts u n know n.

p r o v e n a n c e : H.Löhr, Leipzig; M. von 
Boxberg, Dresden; Martin Schubart, Mu
nich, before 1894 to 1899; Schubart sale, 
Munich (Helbing), 23 October, 1899, lot 58 ; 
Charles-Léon Cardon, Brussels, c.1910- 
192,1; Cardon sale, Brussels (Fiévez); 27- 
30 June, 192,1, lot 99; KleinbergerGallerie, 
New York; Albert Keller, New York; 
E.Schwarz, New York; sale, London, 
(Christie’s), i April, i960, lot 98; Dr. Tibor 
de Budai, New York, sale, New York 
(Parke Bernet), 18 April, 1962, lot 38; sale, 
New York (Sotheby-Parke Bernet), 16 No
vember, 1979, lot j 77, (repr. as School o f  
R ubens).

e x h i b i t e d : M u n ich , 1895, N0.51 ; Brussels, 
19 10 , N0.396; D etroit, 19 )6 , No.39; B russels, 
19747, No. 19; M asterpieces o f  A r t , W orld’s 
Fair, New York, 1939, N0.328; R u ben s E x 
hibition, Schaeffer and Brandt Galleries, 
New York, 1942, N0.15; Los A ng eles, 1946, 
N0.19.

l i t e r a t u r e : R ooses, V, p.328, No.351a; 
C. Hofstede de Groot, Sam m lu ng Schubart, 
Munich, 1894, p.7; T. von Frimmel, in 
Z eitsch r ift  f ü r  bild end e K u n st, X X X  (N.F. V), 
1894, K un stchron ik, pp.217-218; H.Pall- 
man, A u s  dem  K u n slb e s itç  D r . M  S chubart, 
Munich, 1899, p.18, No.58; K .d .K ., ed. R o 
senberg, p.57; D illo n , p.220, pl. XCI; O ld en 
bourg, 1922, p.451 (asp erh a p s by Boeckhorst); 
W .R.Valentiner, T he Sim ile in S cu lp tu ra l

C om position , A r t Q u a rterly  1947, p.263, fig.2 
(as R uben s); G oris-H eld, p.52, No. A.63; 
B a ud ou in , 1972, p.241, n.39; H eld , O il 
Sketches, p.639, No. A29.

Although the present sketch cannot have 
been painted by Rubens himself (the draw
ing in particular is too weak: see, for ex
ample, the awkward depiction o f Christ’s 
left foot and the articulation of his 
left wrist and the fingers there), it may 
be based on a design by Rubens— presum
ably, as Burchard suggested, for the figure 
of Christ above an A ssu n ta . There is some 
similarity, for example, to the figure of 
Christ in the Leningrad A ssu m p tio n  and  
C oron ation  o f  tlie Virgin (N0.46; Fig. 129), but 
an even closer one to the sculpted figure 
in the gable o f the altar enclosing the As
sumption in Antwerp Cathedral (Fig.in). 
Indeed, it may well be that the original of 
the present sketch was intended as a mo
del for the sculptor who carved this figure, 
or a similar one above another such altar- 
piece.

A possible but not conclusive argument 
against this hypothesis is the presence of 
the partially visible orb of the world be
neath Christ’s feet; even so, Rooses’s sug
gestion that the subject is C h r is t 's  D escent 
to Lim bo cannot be substantiated. An alter
native hypothesis to the one proposed by 
Burchard above is that the design is to be 
related to a scene with a saint or saints 
below. Indeed, the figure may be 110 more 
than a reworking, with a crown replacing 
a thunderbolt as his attribute, o f the simi- 
larfigureinthe 1618-20pain ting of 51 D o m i
n ic an d  St Francis Protecting the W o rld  fr o m  
the W ra th  o f  C h rist in Lyons.1

If the present design is to be attributed 
to Rubens, then a dating between c. 1616 
and 1620 would seem likely ; and it should 
be noted that the definitive contracts for
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the High Altar in Antwerp were signed in 
1618-192— although, as indicated above, 
one cannot be certain of the connection 
between the present sketch and that pro
ject.

1. V l i e g h e ,  S a i n t s ,  I, N o .88 an d  F ig.151-

2. S ee p .1 7 5  a b o v e .

46. The Assumption and Coronation 

of the Virgin: Oil Sketch (Fig. 129)

Oil on panel, transferred to canvas;
106 x 78 cm.
Len in grad, H erm itage. Inv. N0.1703.

p r o v e n a n c e : François Ignace de Du- 
fresne sale, Amsterdam (De Winter, Cok 
and Yver), 22 August, 1770 et seq., lot 134; 
bought by the Empress Catherine II of 
Russia for the Hermitage.

c o p i e s : ( i ) Painting, whereabouts un
known, panel, 97 x 66 cm. p r o v . Berlin, 
J. Hirsch, c.1933; Muralto-Locarno, Galle
ria Antonio Fasciani-Escher, 1956; private 
collection, Austria, c. 1958 ; letters concern
ing these owners and photograph in the 
Burchard Documentation, Rubenianum, 
Antwerp ; (2) Painting, whereabouts un
known, panel, 109 x  79.5 cm. p r o v . Mu
nich, private collection, c. 1928-35.

e x h i b i t e d : A n tw e rp , 1977, N0.24.

l i t e r a t u r e : G.F.Waagen, D ie  G em älde
sa m m lu n g in  d er kaiserlichen E rm itage, Mu
nich, 1864, p.144; R ooses, II, pp.189-190, 
N0.364; C atalogue o f  the H erm itage, 1901, 
p.350 (in Russian); A.P.Som ov, P ictu res o f  
the Im peria l H erm itage in  S t  P etersburg, 
1902, p.42o(in Russian); A. Neustroev, R u 
bens an d  his p ictu res in the G allery  o f  the 
Im peria l H erm itage, Starye G ody, January- 
February, 1909, p. 15 (in Russian) ; A. Benua, 
Inform ation  about P a in tin g s in the G allery  o f  
the Im peria l H erm itage, 1910, p.218 (in Rus

sian); D illo n , p.205; P h ilip p en , p.324; 
P.J.Goetschalckx, G eschiedenis der K an n u - 
n iken  van O .L .V . K a p itte l te A n tw erp en , i j 8 y  
to 1700, Antwerp, 1929, pp.76-77; Staedel, 
p.181 n.395; M .V.Dobroklonsky, T he C o 
ronation o f  the V irg in  in the H erm itage, S tu 
dies o f  the H erm itage, III, 1949, pp. 17-24 (in 
Russian) ; B .F. Levinson-Lessing, ed., C a ta 
logue o f  P a in tin g  in the D ep a rtm en t o f  W estern  
A r t  in  the H erm itage, 1958, p.94 (in Russian) ; 
B a ud ou in , A lta r s , p.65, plates 31—32,; Bau
d ou in , I972,pp.55-57,plates23,25; M.Var- 
shavskaya, R u b en s P a in tin g s in the H erm i
tage M u se u m , Leningrad, 1975, pp.63-68, 
N0.3 (repr.), (in Russian); V a n  de V eld e, 
19 75, pp.252-253 ; fig.4 ; Prohaska, p p .6 7 -7 2 , 
under N0.16; G len , pp.150-153; Freedberg, 
A  Source fo r  R u b e n s ’s M o d ello , pp.432-433; 
H eld , O il Sketches, pp.509-510, N0.374.

In the lower zone of this modello, Rubens 
has painted the rolling away of the stone 
from the mouth of the Virgin’s tomb, the 
miracle o f the roses (which were found in 
the Virgin’s shroud immediately after her 
Assumption into heaven),1 and the group 
of apostles and holy women clustering 
round the mouth of the tomb. There are 
four female figures, in addition to the 
apostles, two gazing intently at themiracle 
before them and two looking upwards in 
astonishment. Several cypresses are pain
ted in the background— a feature which 
does not appear in Rubens’s later repre
sentations of the A ssu m p tio n .2 In the upper 
half of the composition, the Virgin is re
ceived into heaven by Christ alone; he 
holds a crown above her head, while putti 
and angels cluster below her and to her 
side. Music-making angels are supported 
on banks of clouds which extend diagon
ally to the topmost corners of the work.

The standard Netherlandish way of re
presenting the C oron ation  o f  the V irg in  was
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by the Trinity, and not by Christ alone.3 
Here Rubens diverges from this tradition. 
On what could he have based his relatively 
unusual way of depicting the scene? While 
he clearly intended to combine the scenes 
of the Assumption and Coronation of the 
Virgin, he appears to have derived this 
particular form  of representing it from 
the illustrated supplement4 to Jerome 
Nadal’s A d n ota tion es et M ed ita tion es in 
E vangelia, published in Antwerp in 1595 
andi6o75(aswellas several latereditions).6 
The third o f the four plates by H.Wierix 
devoted to the Death, Burial, Assumption 
and Coronation of the Virgin7 is entitled 
‘Suscitatur Virgo Mater a Filio’ (Fig.128),8 
and there can be no doubt of Rubens’s in
debtedness to it. Apart from the fact that 
theelements in Rubens’s composition con
form to the annotations to the plate,9 the 
latter was also the pictorial source for Ru
bens’s design. The Virgin is placed on a 
lower level on Christ’s right (as required 
by the text), they are in almost identical 
poses and in the same relationship to each 
other, and the arrangement of the clouds 
and angels is strikingly similar. On the 
lower bank of clouds are the younger 
putto-like angels (represented by heads 
alone on the print), while the older ones 
are arranged on clouds which extend diag
onally to the topmost corners o f the 
print, exactly as in the Rubens. Adm it
tedly, they do not play musical instru
ments in the engraving, but their music- 
making activity is insisted upon— a num 
ber o f times— in both the annotations to 
the print and in the explanatory text.10 It 
will also be observed that W ierix’s print 
presents the Virgin’s sepulchre as securely 
closed (in contrast to Rubens, who shows 
the rolling away of the stone cover in
scribed MARIA), and that she stands there 
on the crescent. But for the rest the sim
ilarities are very close indeed.

There may of course have been other 
sources for Rubens’s representation o f the 
theme. He must have known Lodovico 
Carracci’s 1601 painting o f the same sub
ject in Corpus Domini in Bologna, “ where 
— apart from the similarity of setting and 
the rolling away of the cover of the tomb 
— the relationship of Christ and the Virgin, 
as well as the excited group o f apostles 
below provide one of the few recent 
precedents for this particular treatment 
o f the subject. But in addition it should 
be mentioned that the combination o f the 
apostles at the Virgin’s tomb with the 
C oron ation  was not uncommon: Dürer’s 
woodcut of the subject12 and Raphael’s 
painting in the Vatican13 (which also 
shows the C oron ation  by Christ alone'4) 
are only two of the most well-known. He 
may also have drawn on a variety o f tex
tual sources, but in view of their abun
dance and the well-established nature of 
the tradition, it is not necessary to seek 
specific texts which Rubens might have 
used.15 Works such as those by Nadal 
would in any case have provided useful 
compendia of the main sources for the 
A ssu m p tio n  and C oronation o f  the V irg in — if 
such were necessary at all.

The present work appears to be one of 
the two modelli which Rubens presented 
to the chapter of Antwerp Cathedral on 
22  April, 1611, when he was awarded the 
commission for the High Altar of that 
church. This may be deduced from  the 
records of the proceedings of the two m eet
ings o f the chapter leading up to the com
mission. On 24 March, 1611, Otto van 
Veen submitted his sketch, which showed 
‘Our Lord inviting his Bride from Lebanon 
to her Coronation’ :16 

‘24 Martii 1611 Comparuit D.Octavio, 
pictor istius civitatis, et exhibuit domi
nis projectum sive m odellum certae 
picturae et historiae (quae Dominum
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nostrum sponsam suam de Libano 
provocantem ad coronam continet) in 
summo altari chori nostri ponendae, et 
placuit dominis idem projectum et hi
storia, et deputatus est cum Domino 
Decano DominusThesaurarius ad agen
dum desuper cum aedituis istius eccle
siae, acturi insuper super electionem 
pictoris dictam tabulam picturj’. '7 
In the light o f this document, with its 

specific reference to the C oron ation  o f  the  
V irg in , it seems likely that at least one of 
the two modelli which Rubens presented 
to the chapter one month later also re
presented this subject, even though they 
are both referred to as the A ssu m p tio n  o f  
th eV irg in (  the conflation of the two subjects 
has already been indicated above) :

‘22 Aprilis 1611. Exhibita sunt a N. 
Vriendts Aedituo ecclesiae nostrae Petri 
Rubenii pictoris (qui etiam postea 
in capitulo comparuit) duo modella 
continentia historiam Assumptionis
B.Mariae Virginis, diverso modo de
picta, quae tanquam nihil inhonestatis 
aut ecclesiae traditionibus continentia, 
placuerunt dominis, mansuris nihilomi
nus in optione eligendi praestantissi- 
m um  pictorum’.'8
The painter they chose was, of course, 

Rubens, as appears from the subsequent 
history of the commission discussed under 
N0.43 above.

Although the identification of the sec
ond modello presented on this occasion is 
not certain,'9 the identity o f the present 
work with one of those referred to in the 
document of 22 April, 1611 can be further 
corroborated. In the first place, it should 
be noted that the painting in Vienna of 
the A ssu m p tio n  o f  the V irg in  (N0.37; Fig.87) 
which Rubens appears to have begun 
painting as the High Altarpiece for the 
Cathedral,“  reproduces almost exactly 
the lower half of the Leningrad modello

(the two leftmost angels recur there as 
well). Secondly, the style and technique of 
this modello suggest a dating of around 
1611. Here may be found the rather jag
ged highlighting on the garments and the 
thin and almost nervous white highlight
ing on the hair that one finds, for example, 
in the sketches for the R a isin g  o f  the C ross,21 
which must date from the same period.22 
The modelling of the figure of Christ may 
be compared with that in the slightly later 
Moretus epitaph (No.i; Fig.3), while the 
music-making angels are similar to those 
in the Louvre drawings o f K in g  D a v id  and 
A bra ha m , Isaac an d  J a co b .23 Many of the 
angels’ heads are to be found in the some
what earlier sketch for the A d o ra tio n  o f  the 
Shepherds in Leningrad,24 as well as in the 
drawing of G od the F ather an d  A n g els  after 
Pordenone’s fresco in Treviso.25 The head 
of the old woman is drawn in almost the 
same way as the equivalent head in the 
sketch o f the A d o ra tio n  o f  the Shepherds  
and in that of the Raising o f  the C ro ss.26 The 
Hercules-like figure on the extreme left 
may be paralleled in slightly altered or 
reversed poses in the similar muscular 
figures in the R a isin g  o f  the C ross  as well. 
Two additional and significant visual par
allels with related works should also be 
mentioned here: the kneeling woman on 
the left is almost identical with that in the 
Buckingham Palace modello (N0.35; 
Fig.85); and when Rubens came to paint 
the modello in The Hague for the High 
Altarpiece of the Cathedral (No.43a; 
Fig. 120), he appears to have recalled the 
pose of the kneeling man seen from  be
hind on the right in the pose of the woman 
kneeling in the centre there.

The lower half of the modello displays a 
considerably darker overall tonality than 
the upper half (mainly as a result o f the 
dark brown of the rocky sepulchre on the 
left— in the mouth of which one should
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note the reddish-yellow flames of the 
torch held there). The body of Christ, who 
is dressed in pale lake, is painted in a thin, 
almost blonde tonality, while the Virgin 
is almost entirely clothed in white (with 
blue-grey in the folds of her dress and a 
slightly ochre tint in her veil), whereas in 
most— but not all— of the subsequent As
sumptions she wears predominantly blue 
garments. A strong golden glow suffuses 
the greyish sky above the Virgin. Striking 
changeants like the rose-pink on green of 
the young apostle leaning forward on 
the right enliven the overall colouristic 

effect.
The condition of the work (which was 

transferred from panel to canvas in 1868) 
is good, notwithstanding the relatively 
thin surfaces o f some passages, as is to be 
expected in a work of this nature. There 
are several pentimenti in the area round 
the arms and hands of the women on the 
lower l e f t . 17

In 1933 Burchard saw a painting, also 
transferred to canvas, at Josef Hirsch in 
Berlin, which he thought was the picture 
from the Hermitage. This cannot, how
ever, have been the case, as the measure
ments he recorded were 97 x 66 cm., and 
he noted that the painting was worn to 
the bone, which cannot by any means be 
said of the present work.

It should perhaps be noted here that 
Burchard considered the possibility that 
the present sketch was used as a modello 
for a now partially lost triptych o f the 
C oron ation  o f  the V irg in . He thought that 
the wings might be represented by the 
two panels with music-making angels in 
Liechtenstein28 which reproduce the same 
angels as those on the modello; the cen
tral panel would presumably have reflec
ted the Virgin and Christ as depicted here. 
But despite the presence o f ‘A large altar- 
piece with two doors, the Coronation of

the Virgin and various angels’ by Rubens 
in the J.Cromhout and J.Loskart sale, 
Amsterdam, 7-8 May, 1709,29 there is no 
further evidence to suggest that such a 
triptych ever existed. It seems more likely 
that Rubens simply reworked the music- 
making angels (on the Liechtenstein pa
nels) for another purpose. The fact that 
the panels in Liechtenstein were bought 
in 1710 as works of Adrian Hanneman30 is 
a further argument against their identity 
with the wings in the Cromhout-Loskart 
sale ; it seems unlikely that the attribution 
to Rubens would have been lost or 
changed within a year o f their purchase. 
The fact that Joachim and Anna are re
presented in grisaille on the reverse of 
these panels3' also argues against their in
clusion on a C oron ation  triptych: they 
would be more appropriate as the wings 
of a triptych of the Im m aculate C onception  
or another subject from the earlier life of 
the Virgin, and will therefore be discussed 
in Volum e IV of the C o rp u s R ubenian um  
L u d w ig  Burchard.

A close variation o f the music-making 
angels may be found on the painting of 
the Vision o f  St L idw in a o f  Schiedam  by 
Matthijs van den Berghe (c. 1618— after 
1672), dated 1649, in the church o f the 
Discalced Carmelites in Sint-Gillis, near 
Brussels.32

x, L c g e n ä a  A u r e a  e d . G raesse , C a p .C X IX , p .507.

2. A lth o u g h  th e y  w e r e  o rg in a lly  p a in te d  in  th e  b a c k 

g r o u n d  o f  th e  V ie n n a  A s s u m p t i o n ,  b u t  w e r e  la te r  

p a in te d  o u t  b y  R u b e n s  h im s e lf  (cf. p. 152 ab o v e). 

For th e  u se  o f  cyp resses  in th is  c o n te x t  to  in d ica te  

a b u r ia l g ro u n d  (th e  V a lle y  o f  Jeh o sa p h a t), cf. 

P r o h a s k a ,  p p .6 7, 70.

3. C f. th e  f u l l  discussio n  b y  F .B a u d o u in , D e  K r o n i n g  

v a n  M a r i a  d o o r  d e  H e i l i g e  D r i e é e n h e i d  i n  d e  ï f d e  

e e u w s e  s c h i l d e r k u n s t  d e r  N ie d e r l a n d e n ,  B u l l e t i n ,  

M u s é e s  R o y a u x  d e s  B e a u x - A r t s  d e  B e l g i q u e ,  VIII, 

1959, p p .179-230, w ith  b o th  lite r a r y  an d  p ic to ria l 

ex a m p le s .

4 .  E n tit le d  E v a n g e l i c a e  H i s t o r i a e  I m a g i n e s ,  an d  firs t 

p u b lis h e d  s e p a ra te ly  in A n tw e r p  in 1593.

5. H ie ro n y m u s  N a ta lis  (recte J .N a d a l) , A d n o t a t i o n e s
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e t  m e d i t a t i o n e s  i n  E v a n g e l i a  q u a e  i n  s a c r o s a n c t o  m i s s a e  

s a c r i f i c i o  t o t o  a n n o  l e g u n t u r . . . ,  A n tw e r p  (M . N u tiu s), 

1595; A n tw e r p  (P la n tin ) , 1607. O n  th is  w o r k , see 

n o w  T .B u s e r , J e r o m e  N a d a l  a n d  E a r l y  J e s u i t  A r t  i n  

R o m e ,  A r t  B u l l e t i n ,  L V U I, 1 9 7 6 ^ .4 2 4 - 4 2 5 . R u b en s 's  

p o ssib le  u se  o f  th is  w o r k  in co n n e ctio n  w ith  th e  

p re s e n t c o m p o s itio n  w a s  a lso  n o te d  b y  G l e n ,  p . 151.

6 .  F o r  th e  v a r io u s  e d itio n s  (and o n  N a d a l h im s e lf) ,  

see  M .N ic o la u , J e r o n i m o  N a d a l  (1707-80 ), s u s  o b r a s  

y  d o c t r i n a s  e s p i r i t u a l e s ,  M a d r id , 1949, p p .1 4 1 -1 3 1 .

7. P la tes  150 -153  o f  th e  E v a n g e l i c a e  H i s t o r i a e  I m a g i n e s .

8. T h is  is  p la te  152 o f  N a ta lis 's  p u b lic a tio n , w h ile  it is 

p la te  153 w h ic h  c o m b in e s  th e  scenes o f  th e  a c tu a l 

A s s u m p t i o n  a n d  C o r o n a t i o n  o f  t h e  V i r g i n .  T h e  te x tu a l 

d iscu ssio n  o f  th e  p la te , N a ta lis , 1607, p .586 re fe rs  

in  fa c t to  th e  re c e p tio n  o f  th e  V ir g in  in to  h e a v e n  

b y  h e r  Son.

9. F o r a f u l l  d iscussion  o f  th is c o n fo r m ity , see F r e e d 

b e r g ,  A  S o u r c e  f o r  R u b e n s ' s  M o d e l l o ,  pp .434-436.

10. E g . N a ta lis , o p . c it., 1607, p .5 57, ‘a n g e lica e  o m n iu m  

o r d in u m  co h o rte s  c u m  san ctis  aliis  s p ir itib u s  

p sa lle n te s  ac ju b ila n te s '.

11 . H .B o d m e r , L o d o v i c o  C a r r a c c i ,  B u r g  b e i M a g d e 

b u r g ,  1939, p l.46,

12. B a r t s c h ,  94.

13. D u s s l e r ,  p l.29 .

14. T h is  w a s  in fa ct th e  m o r e  u s u a l w a y  o f  r e p re s e n tin g  

th e  C o r o n a t i o n  in  Ita ly , u n t il  it  to o  w a s  s u p p la n te d  

in  th e  co u rse  o f  th e  16 th  c e n tu r y  b y  th e  C o ro n a tio n  

b y  th e  T r in ity  (cf. B a u d o u in , o p . cit., pp.224-227).

15. F or a discussio n  o f  th e  E a r ly  C h r is tia n  s o u rces , see 

A .K a tz e n e l le n b o g e n , T h e  S c u l p t u r a l  P r o g r a m s  o f  

C h a r t r e s  C a t h e d r a l ,  N e w  Y o r k , 1964, p p .58 , an d  

es p e c ia lly  p p .1 2 6 -1 2 7 , n .9 , as w e l l  as S t a e d e l ,  an d  

M .J u g ie , L a  M o r t  e t  l ’A s s o m p t i o n  d e  l a  V i e r g e  ( S t u d i  

e  T e s t i ,  L X IV ), C it tà  d e i  V a tica n o , p p .2 7 7 ff. R u b en s  

w o u ld  o f  co u rse  h a v e  b een  w e l l  a c q u a in te d  w ith  

th e  o b v io u s  li tu r g ic a l s o u rces , su ch  as th e  O ffice  

fo r  th e  Feast o f  th e  A s s u m p tio n , w ith  its  re p e a te d  

use o f  th e  F o rty - fo u rth  P s a lm 's  re fe re n c e  to  th e  

fa c t th a t  th e  V irg in  s to o d  o n  C h r is t ’s r ig h t  (‘A s t it it  

re g in a  a d e x tr is  tu is ') , an d  so on.

16. T h e  re fe re n c e  is to  S o n g  o f  S on gs, ÏV , 8, a p assage 

w h ic h  w a s  a lw a y s  ta k e n  to  r e fe r  to  th e  C o r o n a t i o n  

o f  t h e  V i r g i n  an d  fe a tu r e s  in a lm o s t  a ll th e  te x tu a l 

so u rces  fo r  th e  A s s u m p t i o n ;  s e e  K a tz e n e lle n b o g e n , 

op . c it., p p .1 2 6 -1 2 7 , n .9 ; C o rn e lis  a L a p id e , to  c ite  

o n ly  o n e  im p o r ta n t  N e th e r la n d is h  e x e g e te , m a k e s  

it  q u ite  c le a r  th a t th is  t e x t  re fe rs  to  th e  C o ro n a tio n  

o f  th e  V ir g in ,  in  h is c o m m e n ta r y  o n  th e  te x t  ( C o m 

m e n t a r i i ,  IV , L y o n s-P a r is , 1864, p .555)-

17. A rc h iv e s , O n z e -L ie v e -V r o u w e k e r k , A n tw e r p , A c t a  

C a p i t u l i ,  III, p p .7 1 -7 2 ; P k i l l i p p e n ,  p .324; G o et- 

s c h a lc k x .o p . c it . ,p .7 6 ;  B a u d o u i n ,  1972, p .2 4 1, n .34; 

B a u d o u i n ,  A l t a r s ,  p . 6 4 ;  V a n  d e  V e l d e ,  1977, p .252, 

n . n .

t8. A rc h iv e s , O n z e -L ie v e -V r o u w e k e r k , A n tw e r p , A c t a  

C a p i t u l i ,  III, p .7 5 ; P h i l i p p e n ,  p .3 2 4; G o e ts c h a lc k x , 

o p . c i t . , p . 7 7 1  B a u d o u i n ,  1972, p .2 4 1, n .35 ; B a u d o u i n ,  

A l t a r s ,  p .6 4 ; V a n  d e  V e l d e ,  1 9 J ; ,  p .252, n .13 . H e l d ,

O i l  S k e t c h e s ,  p.509 rea d s ‘p ic to r e m ’ fo r  ‘ p ic to r u m ’ 

h e re .

19. F o r a d iscussio n  o f  w h e th e r  th is  seco n d  m o d e llo  is 

th e  s k e tc h  in  B u c k in g h a m  P a la ce  (N 0.35) see 

p p .1 4 5 , 174 a b o v e , o r  is in  fa c t re fle c te d  b y  th e  

d r a w in g  o f  th e  A s s u n t a  in  th e  A lb e r t in a  (N 0.36), 

see p p .14 7 -14 8 . B a u d o u i n ,  A l t a r s ,  p .6 5, su g g ests  

th a t  th e  seco n d  m o d e llo  m a y  s im p ly  h a v e  co n 

ta in ed  a v a r ia tio n  o n  th e  u p p e r  h a l f  o f  th e  p re s e n t 

o n e , as re p re s e n te d  in  th e  A lb e r t in a  d r a w in g  

(N 0.36; Fig.86), w h e re a s  H e l d ,  O i l  S k e t c h e s ,  p .511 

th in k s  th a t  th e  16 13 -14  A s s u m p t i o n  o f  t h e  V i r g i n  fo r  

th e  M issale Rom anum  (Jud sott-V an  d e  Velde, N 0 .27) 

'u t il iz e d  th e  co m p o s it io n a l p a tte rn  o f  th e  secon d  

m o d e llo  o f  1 6 1 1 ’ .

20. S ee a b o v e , p . 150.

21. S uch  as th o se  in  P a ris, L o u v r e , a n d  in  D u lw ic h  

C o lle g e ,  b o th  il lu s tr a te d  in  J .R .M a r t in ,  R u b e n s ,  

T h e  A n t w e r p  A l t a r p i e c e s ,  L o n d o n , 1969, f ig s .12  and 

13 re s p e c tiv e ly ; cf. a lso  D o b r o k lo n s k y , o p . cit., 

p p . 17-24.
22. R o o s e s ,  II, pp .79-8 0.

23. L u g t ,  L o u v r e ,  É c o l e  f l a m a n d e ,  I I ,  1 9 4 9 ,  N os.10 07 an d 

1006.

24. V a rsh a v s k a y a , o p . c it., N o .i .

25. B u r c h a r d - d ’ H u l s t ,  1963, N 0 .24; see also  p .141 a b o v e  

fo r  fu r th e r  c o m m e n ts  o n  R u b e n s 's  use o f  th is  

im p o r ta n t  d ra w in g .

26. P a ris , L o u v r e ,  In v . N o . M N R  411 ; Ropses, II, p p .7 9 -  

80, N o s.2 7 5 -2 7 7 .

27. C f. th e  X -ra y p h o to g r a p h  p u b lis h e d  b y  V a rsh a v s 

ka y a , o p . c it., p .66, as w e l l  as th e  o n e  o r  tw o  p en ti- 

m e n ti o f  le sse r sign ifican ce  n o te d  b y  h e r , p .6 7.

28. K . d . K . ,  p.66. F o r a d iscussio n  o f  R u b e n s ’s tr e a tm e n t  

o f  th e  ic o n o g ra p h y  o f  m u s ic -m a k in g  a n g e ls , see D e  

P o o r t e r ,  pp.266-268 , d iscu ssin g  h is  h a n d lin g  o f  th e  

th e m e  in  c o n n e c tio n  w ith  a d esign  fo r  th e  E u ch a rist 

series.

29. H o e t ,  I, p .13 1, an d  R o o s e s ,  II, p .190.

30. T h e  d a te  o f  th e ir  a cq u is itio n  g iv e n  on  p. 10 o f  th e  

c a ta lo g u e  c ite d  in th e  fo l lo w in g  n o te  an d  c o n 

fir m e d  b y  D r  R . B a u m s ta r k .

3 1 . R e p ro d u c e d  in [C a t. E xh .] P e t e r  P a u l  R u b e n s .  A u s  d e n  

S a m m l u n g e n  d e s  F ü r s t e n  v o n  L i e c h t e n s t e i n ,  V a d u z ,  

1975, p la te s  10 an d  11 .

32. P h o to  A C L  N o .i7 4 ,6 i7 B .

Note on other references to ‘Assumptions 
o f  the Virgin’

Listed below are works o f particular 
interest found amongst the references to 
A ssu m p tio n s o f  the V irg in  by Rubens which 
I am unable to associate with any of the 
surviving works. The list is not intended
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to be exhaustive, and it could certainly be 
expanded at length (cf. p. 142 notes 42,43). 
But in the light of the unusual number of 
copies after them (both surviving and 
lost), it would be difficult— if not actually 
impossible— to associate such references 
with existing works. In any case, the pos
sibility should remain open that at least 
some of the works listed below are to 
be identified with items in the preceding 
entries:

(1) ‘Een Hemelvaert Maria origineel ge
schildert by Petrus Rubens... gulden 150’ 
(Inventory of Melchior Wijntgis of Brus
sels, 5 March, 1618, reproduced in H. Hy
mans, Œ u v res, Brussels, 1921, p.743);

(2) A.Bonnaffé, Recherches su r  les collec
tions de R ichelieu , Paris, 1883, p. 142, records 
an A ssu m p tio n  o f  the V irg in  by Rubens in 
the Chateau de Richelieu (Indre et Loire);

(3) A painting of the A ssu m p tio n  from the 
collection of J.J.Angerstein (panel, 104 
x 73.6cm.) was sold in London (Christie’s), 
4 December, 1897, lot 31 ;

(4) Sm ith, C atalogue R aison né, II, p .169, 
N0.586 refers to an ‘Ascension of the Vir
gin’ sold at the Count de Fraula sale, 
21 July, 1738 et seq., lot 379 (measure
ments given by Rooses, II, p. 182, as 
267 x 183 cm.).

In addition to these paintings, it is un
certain to which compositions the draw
ings which appeared in the following sales 
refer:

(1) S. van Huls sale, The Hague (Swart), 
14 May, 1736, lot 501 ;

(2) G.M .Jabach (Livorno) sale, Amster
dam (de Leth), 16 October, 1753, lot 840;

(3) Jacob de W it sale, Amsterdam (de 
Leth and van Schorrenbergh), 10 March, 
1755, Tekenboek E, No.i (‘gewaschen’);

(4) Simon Fokke sale, Amsterdam (van 
der Schley, Ploos van Amstel, de Winter 
and Yver), 6 December, 1784, et seq., 
lot 1176;

(5) Prince Charles de Ligne sale, 4 No
vember, 1794, lot 19 (‘la main gauche sur 
sa poitrine ... cintré du haut ... pierre 
noire sur papier huile’);

(6) Richard Cosway sale, London (Stan
ley), 14-21 February, 1822, lot 680.

For the resonance in Spain of Rubens’s 
compositions of the A ssu m p tio n  o f  the V ir 
g in , see for example the paintings men
tioned and reproduced by Alfonso E. Pe
rez Sanchez, R u ben s y  la P in tu ra  Barocca 
Espanola , Goya, CLXX-CLXXI, 1977, pp. 101 
to 104 (including the painting by an anony
mous Sevillan in a private collection in 
Bilbao, reproducing the Virgin in Pon
tius’s engraving after Rubens’s painting 
in Düsseldorf; and the painting by Car- 
reno reproducing the Virgin in Bolswert’s 
engraving after Rubens’s altarpiece in 
Antwerp).

47. The Coronation of the Virgin

(Fig-Do)

Oil on canvas; 411 x 255 cm.
Brussels, Musées R o y a u x  des B ea u x-A rts. 
N0.379.

p r o v e n a n c e : Church of the Recollects, 
Antwerp; taken to Paris in 1794; returned 
to the Museum in Brussels in 1802.

c o p i e s : ( i ) Engraving (without the 
rounded top) by P. Pontius (V.S., p.79, 
N0.41) ; (2) Engraving (without the round
ed top) by M. van den Enden ( V .S ., p.79, 
N0.43).
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l i t e r a t u r e : T essin , p.83; D e W il , p.77; 
D esca m ps, V ie , p.322; Berbie, pp.83-84; 
Mensaert, I, p.206; D escam ps, Voyage, 
p.193; M ich el, l j j i ,  p.95; Liste Lorraine, 
Antwerp, 1777, p. 121, No.10; O devaere, 
N0.8 ; G.J.J. Bosschaert, Notice des ta b lea u x  
. . .  exposés au  M u sée, Brussels, 1811, p.30, 
N0.43; Sm ith, C atalog ue R aison né, II, pp. 15- 
16, N0.31 (=p.29ó, N0.1060); IX, p.247, 
N0.15; Piot, pp.22-23, 300; E.Fétis, C a ta 
logue des ta b lea u x  anciens d u  M u sée  de  
B ru xelles, Brussels, 1889, pp.90-92, N 0.409; 
Rooses, II, pp. 187-188, N0.3Ó2; S.Schou- 
tens, G eschiedenis v an  het voorm alig M in d er-  
broeder-klooster van A n tw erp en , Antwerp, 
1894, p.247; A.J.W auters, Catalogue des 
ta b lea u x anciens d u  M u sée  de B ruxelles, 
Brussels, 1908, p.379; K .d .K ., ed. Rosenberg, 
p.261 ; Dillon, p.193, pl.CCLXXXIII; K .d .K ., 
p.270; H eld , O il Sketches, p.518.

The representation of the C oron ation  o f  
the V irg in  by the H oly T rin ity  gained cur
rency in the Netherlands from about the 
beginning o f the fifteenth century.1 The 
reasons for the emergence of this form  are 
not clear, but it is possibly to be related to 
an intense concern with and devotion to 
the Holy Trinity in the fourteenth cen
tury, exemplified by the establishment 
of the Feast of the Holy Trinity in 1334. 
Writers such as Uberto di Casale (1259- 
1329), St Bridget o f Sweden (whose writ
ings were especially well-known in the 
Netherlands), and— above all— Dionysius 
the Carthusian (1402-71) all describe the 
Coronation o f the Virgin by the Trinity.2 
In the latter’s treatise D e D ig n ita te  et 
L a ud ibu s B .V . M a ria e , the ninth article of 
the fourth book is devoted to 'Qualiter 
supergloriossissima Trinitas venienti ad 
coelos electissimae Virginis obviavit et 
ipsam incomparabiliter gloriose eam sus
cepit et glorificavit’.3

Rubens need not, however, have con
sulted any such specific text, in view of 
the well-established pictorial tradition. 
It is, in fact, not beyond the bounds of 
possibility that his representation of the 
Coron ation  o f  the V irg in  by the T rin ity  with 
the Virgin seen frontally was inspired by 
an Early Netherlandish example, such as 
the Coron ation  o f  the V irg in  attributed to 
Dieric Bouts in the Akademie in Vienna4 
or any one of a number of works probably 
derived from  a lost Flémallesque proto
type, such as the grisaille scene on the 
right wing (now in New York) of Roger 
van der W eyden’s triptych o f the 
Virgin.5

In his representation of the scene, Ru
bens has chosen to dispense with the 
crowns above the heads of both God the 
Father (although he retains the usual 
attributes of sceptre and globe) and 
Christ; angels attend the Virgin, who is 
seen with hands almost crossed over her 
breast, on bended knee, and with the 
crescent beneath her feet. This last feature, 
not present in the types of Coronation  
cited above, is a reference to the Woman 
of the Apocalypse, which Rubens would 
have seen in representations such as the 
plate with the C oron ation  in Jerome NadaTs 
A d n ota tion es et M ed ita tion es in  E van gelia .6 
The event takes place in the clouds, and 
the comparatively informal mode o f the 
scene, exemplified by the absence o f the 
crowns, is further implied by the 
absence of a throne. These particular 
characteristics became popular in the 
seventeenth century, and are most fre
quently found outside the Netherlands, 
especially in the works of Spanish paint
ers, including Velazquez (whose repre
sentation of the scene may well in 
turn be indebted to the present one by 
Rubens).7

The painting came from the church of
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the Recollects (Friars Minor) in Antwerp, 
where it was seen by Tessin in the sum
mer of 1687 and by all the eighteenth 
century writers listed above. Where 
exactly it was placed is not certain. All the 
writers agree that it was located in the 
south transept of the church; but De Wit 
recorded that it hung in the chapel of the 
Virgin over the altar of the Holy Sacra
m ent,8 whereas Schoutens claimed that 
it hung in the chapel of the Holy Sacra
ment. The former possibility seems the 
most likely one.

The painting was removed by the 
French commissioners in 1794 and given 
to the Museum in Brussels in 1802. 
Despite the order of 24 April, 1817 to 
restore all paintings to their original loca
tions, this particular work appears to 
have been allowed to remain in the 
Museum.9

A dating of c. 1620 may be suggested for 
the work. The facial features of the Ma
donna are still those of the left wing of 
the Michielsen triptych of 1618,10 those 
o f Christ of the R a isin g  o f  L a za ru s  formerly 
in Berlin,”  and the putti are of the same 
family as those in the In fa n t J esu s w ith  
S t John  in Vienna.12 Although the latter 
two works should themselves probably 
be dated in the second half of the second 
decade, the slightly looser treatment of 
drapery and hair (in the putti and in the 
beard of God the Father) suggests a some
what later date, possibly in the first years 
o f the 1620s.

This dating is corroborated by the fact 
that the work evidently postdates Ru
bens’s design for the C oron ation  o f  the V ir 
g in  in the ceiling o f the Jesuit Church in 
Antw erp;'3 the relationship is especially 
close, in compositional terms at any rate, 
with the fairly fully finished modello in 
the Princes Gate Collection,'4 which Held 
now believes— contra  Burchard and Mar

tin— to have been an independent study 
for a separate commission.'5

The painting appears to have been large
ly executed by the studio, with only a 
little retouching by Rubens, as in the 
purple-grey dress of the Virgin and in 
some of the putto heads (although the 
latter are on the whole rather feebly 
executed). Similarly, the execution of 
Christ’s red cloak is dull and flat, and his 
right arm rather awkwardly painted. At 
present the work has a fair amount of 
ingrained dirt, and there are several 
damaged areas. Where the paint is mis
sing it has been retouched, especially 
across the lower half of the picture, but in 
several other areas as well.

1 . W h e re a s  e a r lie r  ih e  u su al In n n  h ad  b een  th e  C o 

ro n a tio n  b y  C h r is t  a lo n e ; cf. th e  fu ll d iscussion  in 

t. B a u d o u in , De K r o n i n g  v a n  M a r i a  i t o o r  de Heilige 

D r i e ë e n h e i d  i n  it e  i  f d e  F e u w s e  S c h i l d e r k u n s t  d e r  N ie d e r 

l a n d e n ,  B u l l e t i n ,  M u s é e s  R o y a u x  d e s  B e a u x - A r t s  d e  

B e l g i q u e ,  VIII, 1959, p p .179-230.

2. S ee B a u d o u in , o p . c it., p p .208-213.

3. O p e r a  O m n i a ,  X X X V I, T o u rn a i, i9 0 i ,p p .i6 o A - i6 2 C .

4. A k a d e m ie  d e r  b ild e n d e n  K ü n ste , V ie n n a , Inv. 

N 0 .558; re p ro d u c e d  in B a u d o u in , o p . c it., f ig . i .

s. F r i e d l ä n d e r ,  II, N o .i ,  p l.2 ; cf. a lso  th e  s ta in ed  glass 

p a n e l in th e  c h u rc h  o f  St G u m m a r u s  in L ie r , w h ich  

has th e  in scrip tio n  'V e n i d e  L ib a n o  sponsa m e a , 

v e n i C o ro n a b e r is ’ fro m  C a n t .3, 8. B o th  illu s tra te d  

in B a u d o u in , op . c it., t ig s .11 an d  12; cf. Ib id ., 

p p .188-200 fo r  a discussio n  o f  th e  d e riv a tio n s  fro m  

th e  p ro p o s e d  H lém a llesq u e p ro to ty p e . 

t>. H .N a ta lis , A d n o t a t i o n e s  e t  M e d i t a t i o n e s  i n  I i v a n g e l i a ,  

A n tw e r p , 1595 an d  1607, p i . 152; cf. p p .139 , J9o 

a b o v e  fo r  a d iscussion  o f  th is  w o rk  an d its  s ig n i

fican ce fo r  R u b en s.

7. M a d rid , P ra d o , In v. N o . 1108; cf. a lso , fo r  an  ea rly  

17th  c e n tu r y  e x a m p le ,  th e  C o r o n a t i o n  o f  t h e  V i r g i n  

b y  E lG r e c o  in th e  H o sp ita l d e  la C a r id a d  in Illescas.

8. De W i t ,  p la n  V I, N o .4s.

9. R i o t ,  p.438.

10. K . d . K . ,  p . 161 left, 

i t .  K . d . K . ,  p .217.

12. K . d . K , ,  p . 103.

13. M a r t i n ,  C e i l i n g  P a i n t i n g s ,  N o s .i8 a -c .

14. Ib id ., p p .i  1 8 - 1 19, N0.184.

15. H e l d ,  O i l  S k e t c h e s ,  p p .5 16 -5 17 , N o .380. T o  so m e 

e x te n t  th is  v ie w  is c o rro b o ra te d  b y  th e  p resen ce  o f  

an  ea sel p a in tin g  c le a rly  b ased  o n  th is  sk e tch  in 

D a v id  T e n ie r s ’s I n t e r i o r  o f  a n  A r t i s t ' s  S t u d i o ,  fo r 

m e r ly  in th e  co lle c tio n  o f  th e  F.arl o f  N o rm a n to n  ;
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sa le , L o n d o n  (C h r is t ie ’s), 2 Ju ly , 1976, lo t  62— cf. 

B u r c h a r d ’s c o m m e n ts  in  th e  C a ta lo g u e  o f  th e  H e r 

b e r t  G u tm a n n  (P o tsd a m ) sa le , B e rlin  (G ra u p e), 

12 -14  A p r il ,  1934, p .13, u n d e r  N0.43.

C A T A L O GU E  NOS.  4 7 3 -4 8

47a. The Coronation of the Virgin:

Oil Sketch (Fig.131)

Oil on panel; 65 x 51 cm.
B russels, P riva te  C ollection.

p r o v e n a n c e : Marchese Guerini, Flo
rence, c. 1775 ; ?Héris, Brussels, 1835 ; Desire 
van den Schrieck, Louvain, 1835-61; Van 
den Schrieck sale, Louvain, 8-10 April, 
1861, lot 90; François Schollaert, Louvain, 
1861-99; G.Helleputte Schollaert, Lou
vain, 1899-1925; Charles Kreglinger, 1925 
-1936; Kreglinger sale, Brussels (Le Roy), 
4 March, 1936, lot 18.

c o p y  : ( i ) Engraving by Carlo Fauci ( 1729- 
C. 1784)  after the painting in the Guerini 
collection, drawn by Lorenzo Lorenzi 

(Fig-13 4 ’, V S . ,  p-7 9 , N0.44).

l i t e r a t u r e : F.X. de Burtin, T raité  théo
riqu e e t  p ra tiq u e  des connaissances nécessaires 
a u x  am ateurs de ta b lea u x, Liège, 1846, 
p.484, N0.136; R ooses, II, p.188; G.Lafe- 
nestre and E. Richtenberger, La p ein tu re  
en E u rope. La Belgique, Paris, 1895, pp.84, 
165; A.J.W auters, C atalog ue d es ta b lea u x  
anciens d u  M u sée  de B ru xelles, Brussels, 
1900, p. 126; Fierens-Gevaert, La p ein tu re  
a u  M u sé e  ancien de B ru xelles, Brussels, 

1913, P-4 I.

The present oil sketch shows a number 
o f small differences from  the painting in 
Brussels. Apart from  the square format, 
the putti on the lower right are not pre
sent and the Dove is closer to the head of 
the Virgin. A  pentiment indicates that 
the crescent on which she rests has been

changed from  an upturned to an inverted 
shape, as in the final painting.

The style and technique of this sketch—  
as far as can be judged from a photo
graph— may be compared with those for 
the Jesuit Church in Antwerp, rather than 
for the Marie de’ Medici series, thus sug
gesting a date in the last years of the se
cond decade or at the very beginning o f 
the 1620s. This accords with the dating 
proposed in the preceding entry for the 
final composition.

Although the sketch which appeared in 
the Burtin sale, Brussels, 23 July, 1819, 
lot 152, was specifically stated to be for 
the Coronation  earlier with the Antwerp 
Recollects, it was (unlike the present 
sketch) on canvas, and its measurements 
were given as the equivalent of 48 
x44cm . The Burtin sketch, which is 
probably the same as that which had 
earlier appeared in the Maximilian de 
Flase sale, Brussels, 10 June, 1782, lot 2 
(where the same support and dimensions 
were noted) is therefore probably not to 
be identified with the present work, and 
may in fact be another sketch, either for 
this composition or for the later one 
formerly in Berlin (N0.48).1 The compos
itional elements in the sketches for both 
these works are very similar indeed (cf. 
No.48a; Fig.133).

I. C f. e s p e c ia lly  N o ,4 8 b , p.201 b e lo w .

48. The Coronation of the Virgin

(Fig-132)

Oil on canvas; 264 x 182 cm.

Form erly  in  the K aiser F ried rich -M u seu m , 

B erlin . Inv. N0.762, (Destroyed by fire in

1945).
p r o v e n a n c e :  By 1764 in the Gallery
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of Frederick the Great at Sanssouci; 
transferred to the Museum in Berlin in 
1830.

c o p i e s : (1) Painting after the head o f the 
Virgin (possibly fragment of a larger 
copy), whereabouts unknown; canvas, 
80 x  76 cm. p r o v . ?ChristophLauch(i6i8 
to 1702); Paris, René Boucherot, 1947; 
photograph in Burchard documentation, 
Rubenianum, Antwerp; (2) Painting, with 
alterations in the position of Christ, the 
putti, and the direction of the Virgin’s 
gaze, by Jan van Balen (1611—54), where
abouts unknown; panel, 3 1 x 2 1 c m . 
p ro v . Julius Unger sale, Berlin (Cassirer 
and Helbing), 21 March, 1917; photograph 
in Burchard documentation, Rubenia
num, Antwerp.

l i t e r a t u r e : M ,Österreich, B eschreibung  
d er königlichen Bildergalerie u nd  des K abinetts  
in  Sans-Souci, Potsdam, 1764, p.71, N0.65;
G. F. Waagen, V erzeich n is d er Gem älde- 
Sam m lung des königlichen M u seu m s  çtt Ber
lin, Berlin, 1833, p.207, N0.291 ; Sm ith, C a ta 
logue R aison né, IX, p.247, N0.15; Parthey, 
p.419, N0.79; Rooses, II, p.188, No.363; 
K .d .K ., ed . R osenberg, p.310 right; D illo n , 
p.191 and pl.CCCXXVIII; H. Posse, V er
zeich n is  d er  G em äldegalerie des K aiser F ried 
rich -M u seu m s, Berlin, 1911, p.341; Be
schreibendes V erzeich n is  d er G em älde im 
K aiser F ried rich -M u seu m , Berlin, 1912, 
p.370, No.762; K .d .K ,, p.341; Bernhard, 
V erloren e W erke, p.20; G.Eckardt, D ie  
B ildergalerie in  Sanssouci, Dissertation, 
Martin Luther-Universität, Halle-Witten
berg, 1974, p.305, No.492; H eld , O il Sketches

p . 5 1 7 .

For observations on the iconography of 
the C oron ation  o f  the V irg in , s e e  under the 
preceding entry (N0.47) for the painting 
of this subject in Brussels. Unlike that

work, however, a jewelled crown (show
ing six o f the twelve stars referred to in 
Apoc.12, 1) is placed over the Virgin’s 
head, her gaze is directed upwards, 
and the crescent beneath her is not de
picted.

As the work was destroyed by fire in 
1945, the detailed colour notes given in 
Posse’s 1911 Berlin catalogue may be 
summarized here. The Virgin, in a blue 
cloak over a blue-violet dress with gold 
and carmine highlights, rises upwards to 
the brilliant gold glory around the dove; 
Christ is in red, God the Father in a blue- 
white garment with gold highlights. The 
golden glory streams downwards over 
the grey clouds to the blonde-haired 
cherubs below (the mantle of the cherub 
on the right a brownish-red). As is often 
the case in Rubens, the lower area of 
cloud is thinly painted, so that the brown 
of the ground shows through. The condi
tion o f the work— to judge from the good 
photograph available from the Staatliche 
Museen in Berlin— appears to have been 
reasonably good, despite some wear (es
pecially round the edges and in the mantle 
of God the Father) and much scattered 
paint loss.

Nothing is known of the original loca
tion of the work, nor how it entered the 
Prussian royal collections. In 1764 it was 
recorded in the Gallery at Sanssouci.1 
Burchard tentatively suggested that this 
work may either have been the C orona
tion o f  the V irg in  which Descamps re
corded as by Van Dyck in the church of 
the Recollects in Lille,2 or that it came 
from the Abbey of the Urbanist Fathers 
atPetegem near Oudenaarde, before being 
sold in Brussels in September, 1785.3 But 
there is no further evidence in favour of 
either suggestion.

A dating of 1631—34 may be proposed 
on the basis of the painting’s stylistic and
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technical similarities with other works 
produced in the period, including the 
sketches Rubens made for the Whitehall 
Ceiling in 1632-33 and the M a d o n n a  
and C h ild  w ith  Fem ale Sain ts  in Toledo, 
Ohio.4

1. Ö ste rre ic h , o p . c it., p .7 1 , N0.65.

2. D e s c a m p s ,  V o y a g e ,  p . 12.

3. A lth o u g h  th is  w o r k  w a s  a p p re c ia b ly  la r g e r  (c.342 

x  241 cm .) an d  w a s  s p e c ifica lly  s ta te d  to  b e a sch o o l 

p ie c e  ( C a t a l o g u e  d ' u n e  c o l l e c t i o n  d e  t a b l e a u x  d e  p l u 

s i e u r s  g r a n d s  m a î t r e s  p r o v e n a n t  d e s  m a i s o n s  r e l i g i e u s e s  

s u p p r i m é e s  a u x  P a y s - B a s ,  d o n t  l a  v e n t e  s e  f e r a  a u  c o u v e n t  

d e s  c i - d e v a n t  R i c h e s  C l a i r e s  d  B r u x e l l e s ,  B ru sse ls , 1785, 

lo t  5139).

4. K . d . K , ,  p .343. T h e  r a th e r  m o r e  c r u m b ly  h a n d lin g  

o f  th e  p a in t  s u g g e sts  to  m e  a s lig h tly  la te r  d a tin g  

th a n  th e  I l d e f o n s o  tr ip ty c h  o f  1630-32 ( V l i e g h e ,  S a i n t s ,  

II, N 0 .117 ) .

48a. T h e Coronation of the V irgin  :
O il Sketch (Fig. 133)

Oil on panel; 49.85 x 40.96 cm.
W orcester, M a ss., W orcester A r t  M u seu m .

p r o v e n a n c e : Mautner von Markhof, 
Vienna; K.Moser, Vienna; Thayer, New 
York; R. W ittig; Dial collection on loan 
to the Worcester A rt Museum.

c  o  p y  : Oil sketch, whereabouts unknown, 
canvas, 51 x 44 cm. ; see No.48b below.

e x h i b i t e d : D etroit, 1936, N0.53; The  
W orcester-P hila d elp hia  E x h ib itio n  o f  Flem ish  
P a in tin g , Worcester-Philadelphia, 1939, 
No, 122.

l i t e r a t u r e : Sm ith, C atalogue R aisonné, 
IX, p.247, No. 16; [H.Posse], V erzeich n is  
d er G em äldegalerie des K aiser Friedrich- 
M u seu m s, Berlin, 1911, under N0.762; V e r
zeich n is der G em älde, K aiser Friedrich-  
M u se u m , Berlin, 1931, p.406, under 
N0.762; F. H. Taylor, in Bulletin, Worces
ter A r t  M u se u m , XXII, 1932, pp.72-75 
(repr.); W.R.Valentiner, R u b en s Pa intin gs

in  A m erica, A r t  Q u a rterly , IX, 1946, p.167, 
No. 123; G oris-H eld , p.34, N0.54, pl.53;
E. Larsen, R u b en s, Antwerp, 1952, p.219, 
N0.97; M a r tin , C eilin g  P a in tin g s, p .ii8 ; 
H eld , O il Sketches, pp.517—518, N0.381.

This sketch for the painting o f the C oro 
n ation  formerly in Berlin (N0.48; Fig. 132) 
has been rather badly worn, most notice
ably along the bottom edge (although the 
paint surface, as in all sketches of this 
kind by Rubens, is intentionally thin). It 
may have been strengthened in parts, as 
around the eyes and possibly the legs of 
God the Father. The Museum’s technical 
report' notes some degree of flaking 
throughout the painting, with the main 
damage to the lower edge on the left, the 
Virgin, the leg o f Christ, and the drapery 
o f God the Father.

The poses o f the cherubs are slightly 
different from the final version, but the 
significant difference between the paint
ing and the sketch is that the latter 
contains the crescent moon omitted in the 
final composition. In the painting two 
cherubs’ heads were introduced in each 
upper corner, while God the Father was 
moved closer to the Virgin, and the Dove 
made considerably more prominent. The 
composition as a whole is adjusted to take 
account of the change from an almost 
square to a rectangular composition. A 
dating in the early 1630s would be consist
ent with the style and technique o f the 
sketch, which in terms of the handling of 
the brush and treatment o f faces and 
other features would appear to fall be
tween the sketch for the Ildefonso  altar- 
piece2 and the sketches for the T orre de la  
Parad a.

t .  K in d ly  m a d e  a v a ila b le  b y  J .A . W e lu .

2. V l i e g h e ,  S a i n t s ,  II, N o . 117b .
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48b. The Coronation of the Virgin:

Oil Sketch (Fig. 135)

Oil on canvas, 31 x 44 cm.
W hereabouts u nknow n.

p r o v e n a n c e : Bought in 1907 from an 
English dealer by F. W.Lippman, Berlin; 
Baron W alther von Schnitzler after 1910; 
Arthur von Schnitzler, Berlin; Galerie 
Dr Griebert, Constance, 1956; Julius Böh
ler, Munich, 1958.

Although Burchard authenticated this 
sketch in 1956, he had earlier (c. 1950) 
decided that it was simply a copy, with 
additions on either side (eg. the comple
tion of the orb on which God the Father 
rests his hand) of the panel in Worcester.1 
There can be no doubt that the latter 
is the case.

In view of the similarity of measure
ments and support, this may well be the 
sketch o f the C oronation o f  the V irg in  which 
appeared first in the Maximilian de Hase 
sale, Brussels, 10 June, 1782, lot 2, and 
then in the Burtin sale, Brussels, 23 July, 
1819, lot 152 (although there it was speci
fically stated to be for the painting 
formerly belonging to the Antwerp Re
collects, N0.47 above).2

1. N o te s  in B u rch a rd  D o c u m e n ta tio n , R u b e n ia n u n i, 

A n tw e r p .

2 .  C f. a b o v e , p.198.

49. The Last Judgement (Fig. 137)

Oil on canvas; 610 x 460 cm.
M u n ich , A lte  Pinakothek. N0.890.

p r o v e n a n c e : Jesuit Church, Neuburg; 
transported to the Electoral Gallery in 
Düsseldorf, 1691 ; provisionally placed in 
the Capuchin Church, Düsseldorf, c.1705;

taken toSchleissheim in 1806; transported 
to the Alte Pinakothek in 1836, the year of 
its foundation.

c o p i e s : ( i )  Painting (incomplete copy), 
whereabouts unknown, panel, 80 x 73 cm. 
P R O v .  Ulm, private collection, 1929; 
Leipzig, Franke, 1933; photograph in 
Burchard documentation, Rubenianum, 
Antwerp ; (2) Painting of the two men and 
the skull on the lower left o f the compo
sition, whereabouts unknown, panel, 
28x39cm . P R o v . Marczell von Nemes; 
Munich, J. Böhler, 1926 ; Tel Aviv, Ephraim 
Kertes collection, 1964; sale, Vienna (Do
rotheum), 7 November, 1967; sale,Vienna 
(Dorotheum), i4-i70ctober, 1975,10t 107;
(3) Drawing after the group of six figures 
of the blessed, with a seventh just visible, 
above the the tombstone on the left of 
the painting, Copenhagen, Statens Mu
seum for Kunst, Kongelige Kobberstik- 
samling, ‘Rubens Cantoor’, No.l, 11, 
black chalk, slightly heightened with 
white, 34.5 x 26.4 cm. ; (4) Drawing after 
the devil dragging away two figures on 
the lower right of the painting, ibid., ‘Ru
bens Cantoor’, No.l, 10, black chalk 
heightened with white, 32.4 x 26.5 cm.;
(5) Drawing after the three damned 
figures on the lower right o f the painting, 
Ibid., ‘Rubens Cantoor’, No.l, 12, red 
chalk, 19.9 x 17 cm. (6) Drawing of the 
right foot o f the male figure seated by the 
tomb on the lower left of the painting, 
Ibid., ‘Rubens Cantoor,’ No.VI, 27, red 
chalk and ink, 11 x 20.8 cm.

l i t e r a t u r e : S a n d ra rl, ed . P e ltie r , pp.36, 
159; K arsch, N0.207; V an  G ool, p.546; D e  
Blainville, pp. 55, 59-60; C atalogue, D ü sse l
dorf, 1 7 j o ,  p .16; M ichel, l j j i ,  p.296; Fors
ter, I, pp. 130, 132-162; Pigage, No.288; 
R eyn olds, pp.220-221; F. X. de Burtin. 
Traité théorique et pra tiqu e des connaissances  
qui sont nécessaires à tout am ateur de
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tab leau x, Brussels, 1808, I, pp.106, 155; 
C. Männlich, Beschreibung d er  K öniglich- 
Baierischen G em älde-Sam m lung, Munich, 
1810, III, N0.2501. Sm ith, C atalog ue R a i
sonné, II, p.6o, N0.167; D illis , N0.263; 
Parthey, p.423, No. 145; M a rg g ra ff, p.54, 
N0.258; R eber, N0.735; R ooses, I, pp.98- 
100, N0.89; Levin, 1905, p.109; L evin, ig o 6 , 
pp.211-212; M ichel, p.193; K .d .K ., ed. R o 
senberg, p.107; D illo n , p.126, pl.CLXX; 
J. Braun, D ie  K irchen ba uten  d er deutschen  
Jesuiten , Freiburg, 1910, II, pp.187-188;
H.Geisenheimer, in Z eitu n g  f ü r  Litera tur, 
K u n st u n d  W issen schaft, Beilage ç u m  H am 
burger K orrespon den t, 19 February, 1911, 
p.28; J. Kreitmaier, Z u r  D a tieru n g  u n d  G e
schichte des grossen Jü n g sten  G erichtes von  
R u b en s, R ep erto riu m  f ü r  K u n stw issen scha ft, 
X L , 1917, pp.247-250; K .d .K ., p.i 18 ; L. von 
Pastor, G eschichte d er P ä pste, XII, Freiburg, 
1927, pp.386-387; E vers, 1942, pp.227, 249, 
253, 256, 495; M â le, A p rès le C on cile  de 
T ren te, p.238; M.Jaffé, V an  D y c k ’s A n t
w erp  Sketchbook, London, 1966, I, pp.65, 
68, 94; II, p.239, f.56; M. Kaufmann,
G . L. Bern in i, D ie  fig ü r lich en  K om positionen, 
Berlin, 1970, pp. 134-13 5 ; L. Novak, O bra^ y  
P osled n iko  soud u  Um êni, XVIII, 1970, pp.462 
10463,467, pl.12; V lieghe, Saints, II, pp.125, 
129; B a udouin , 1992, pp.63, 67, pl.35;
E.K.J.Reznicek, O pm erking en  bij R em 
bra n d t, O u d  H olland , XCI, 1977, pp.95-97', 

J a ffé , 1977, p.36; G len , pp. 114-122,289-290. 
D ittm an n, pp.46-48; Son n en burg, B ild a u f
bau, p. 10.

The most important biblical sources for 
the L a st Ju d g em en t are Matthew XXIV, 
30-31 and XXV, 31-46; but by the time 
Rubens painted the present work— the 
largest he ever painted— the pictorial 
tradition had become so well established 
that it would be superogatory to out
line the additional biblical and patristic

sources.1 Here Rubens shows Christ 
seated in judgement, with the Virgin 
on his right, interceding and leading the 
apostles and saints (amongst whom Saints 
John the Baptist, Peter, John the Evan
gelist, George, Laurence and Sebastian 
may be securely identified2) and Old 
Testament figures such as Moses, Adam 
and Eve, and David on his left. Below him 
to the right the archangel Michael casts 
down the damned, while to the left an 
angel with a wreath leads the blessed 
souls heavenward.3 The Holy Spirit in the 
form of a dove hovers above Christ, while 
at the very top of the composition God the 
Father with the orb looks downwards.4 
Two angels sound the trumpets beneath 
Christ’s feet, in a manner that recalls the 
angels in Michelangelo’s Last Judgem ent. 
The weighing of the souls is omitted, as 
had become customary in the course of 
the sixteenth century, especially since 
Michelangelo. Assisted by angels, the 
blessed rise upward on the left from their 
tombs below; on the right devils carry off 
the damned to hell. Several skeletal fig
ures peer outwards on both sides, which 
may be a reference— as in Michelangelo 
and others— to the dry bones mentioned 
in Ezekiel XXXVII, 3-6.5

Although Michelangelo’s L a st J u d g e 
m ent provides the most obvious prece
dent for the present work,6 Rubens’s in
debtedness to the Netherlandish La st  

J u d g em en t tradition should not be over
looked.7 Michelangelo’s arrangement of 
the A sce n t o f  the Blessed on one side and 
the F a ll o f  the D am n ed  on the other was 
important for all subsequent renderings 
of the subject, but even these elements, 
it has been observed,8 probably derive 
from earlier Netherlandish represen
tations, such as those by Dieric Bouts 
in Lille9 and Memling in Danzig.10 In the 
present work, Rubens recalls earlier
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sixteenth-century Last Ju dgem en t compo
sitions, such as those by P.Pourbus of 
1551" and, especially, C. van den Broeck 
of 1560 and 1571.'2 In this connection, it 
is worth recording Sanderus’s account of 
Rubens’s response to the painting of this 
subject by Jacob de Backer formerly in the 
Carmelite Church in A ntw erp:13 

‘Ne aliorum pictorum operas sileam, 
S.Caroli Borromaei, protectoris Belgii, 
quem ornandum ubique Carmelitae 
sumpserunt, eque adverso, extremo 
judicii quam circumlitae picturae! 
Certe pervegeta corporaturae perfo- 
matio authore Backerio, mentitusque 
adeo coeuntium ad judicem horum 
pavor, istorum fiducia, vel Rubenii 
saepe detinuit pavitque oculos’. 14 

The subject of the Last Ju dgem ent is in 
fact relatively unusual in seventeenth 
century painting, and Rubens’s work is 
one o f the very few which are not directly 
derived from Michelangelo.

It may perhaps be noted here that Ru
bens owned both a painting and an oil 
sketch of the L a st Ju d g em en t by Tinto
retto,15 and there may, as suggested by 
Jaffé, be some recollection of that artist’s 
painting o f the subject in the church of 
the Madonna dell’ Orro in Venice,16 ‘not 
so much in detail as in the general m ove
ment in and out of a fitful illumination 
pierced by a more celestial light from 
beyond’.17 But the ‘influence’ in this case 
cannot be regarded as more than a very 
generalized one.

That the work was completed by 
28 April, 1618 can be deduced from Ru
bens’s famous letter of that date to Sir 
Dudley Carleton, in which he offers the 
latter a copy of the painting which he had 
made for W olfgang-W ilhelm Duke of 
Neuburg:

‘Un Giuditio estremo. Cominciato di 
un discepolo appresso uno chio feci in

molto maggior forma per il Sermo Prin
cipe de Neuburg ehe me lo pago tre 
mille Cinquecento fiorini contanti ma 
questo non essendo finito si ritocarebbe 
tutto de mia mano et a quel modo pas
saria per originale’. 18 

More precise details about the date of 
the Neuburg work and its price were 
published by Braun and Kreitmaier: the 
former showed that Rubens in fact re
ceived 3000 florins and a golden chain 
from Count Wolfgang-W ilhelm (who had 
commissioned the w ork);'9 Kreitmaier 
published an excerpt from the Chronicle 
of the Neuburg Jesuit College for the year 
1617 which showed that the work was al
ready in situ on the High Altar of the Jesuit 
Church :

‘Adest jam  nobilissima pictura arae 
summae praefigenda exquisitissimo 
penicillo a Petro Paulo Rubenio aevi 
nostri celeberrimi pictore mira arte 
elaborata aliquot florenorum millibus 
ab artis huius perito aestimata’.20 
For the N a tiv ity 21 and the Pentecost 

(N0.27; Fig.60) which Rubens was shortly 
to paint for the side altars o f the same 
church, see pp. 104-106 above.

Burchard suggested that Rubens may 
well have received the commission at the 
time of— or certainly as a result o f—W olf
gang W ilhelm ’s visit to Antwerp in 
January, 1615.22 In any event, a secure 
term inus ante quern is provided by the 
document of 1617 cited above. There are 
in fact several similarities to the paintings 
which Rubens executed just slightly later 
for the High Altar of the Jesuit Church 
in Antwerp.23 The actual handling of the 
paint is remarkably akin to that in the 
M ira cles o f  St Francis X avier and St Ignatius  
Loyola24 which have been securely dated 
to 1617-18,25 and there are a number of 
individual figures in the present Last 
Ju dgem ent which are used again in one or
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other of these works: the male figure on 
the lower left is almost identical with the 
similar figure in the same position in the 
F ran cis X a v ier,26 while the figure crouching 
in the centre below recurs— though 
reversed— on the left of the Ign atius Loyo
la .27 The latter figure and the crouching 
figure below on the right may ultimately 
be derived from the antique W restlers  
group,28 but there may also be some 
influence, particularly in the crouching 
figure, from Michelangelo’s relief o f the 
Battle o f  the La piths and C en ta u rs, which 
Rubens is likely to have known.29

Such derivations and internal ‘borrow
ings’ are so common in Rubens’s work that 
not all o f them need be discussed here, 
but a few of the more significant ones 
may be mentioned. The angel pushing 
down a grimacing figure which bites his 
hand on the right of the composition is a re- 
priseofa m otif which had earlier appeared 
in almost identical fashion in a drawing 
o f the Italian period of S t M icha el S tr i
kin g  D o w n  the R ebelliou s A n g els  (Fig. 152),30 
a drawing which Rubens may also have 
used for several of the figures in the 
‘Small’ L ast J u d g em en t (N0.51; Fig.i46).3* 
The attitude o f St Michael himself recurs, 
only slightly modified, in the latter work, 
as well as in the F a ll o f  the R ebelliou s A n g els  
for the Jesuit Church in Antwerp and for 
St Peter’s in Neuburg of 1622,32 and again 
in the sketch for the W om an  o f  the A p o 
calypse  of C.1623-24.33 The seated female 
figure with hands placed across her 
breasts looking modestly downwards on 
the lower left is also derived from  an 
antique prototype, the K neelin g V enu s  
from the Giustiniani collection, which 
Rubens would have seen in the Farnese 
collection and which he adapted in several 
works dating from  c.1614, such as the 
V en u s F rig id a  in Antw erp34 and the Sine 
C erere et Baccho F rig et V en u s in Kassel.35

On the basis o f the A n n u a e  o f the Jesuit 
Church in Neuburg, Braun maintained 
that the work was replaced by a painting 
o f the A ssu m p tio n  o f  the V irg in  by Paul 
Bock as early as 1653 (the year of acces
sion of W olfgang W ilhelm ’s son, Philipp 
Ludwig): ‘arae summae vetus tabula 
artificio celebratior quam pietatis incen
tivis submota est’.36 But it seems more 
likely that the work was simply concealed 
by the new painting: this is suggested 
not only by the use of the word subm ota  
in the document, but also by the fact 
that in 1691-92 the new Duke, the Elector 
Johann W ilhelm  (who had succeeded to 
the Electorship in 1690) made a renewed 
request to have the painting removed, 
with yet another sidelong reference to its 
lack o f decorum. As in the case o f the 
P entecost (N0.27: Fig.6o) and N a tiv ity  a few 
years later,37 he promised to replace 
Rubens’s painting with another work. 
A letter from the General of the Jesuit 
order to the Provincial dated 14 April 1691 
records that 

'...  P. Rector Neoburgensis ad me scribit 
Sermum Electorem istic pro aula sua 
petysse imaginem altaris summi templi 
nostri Neoburgensis, eiusque spopon
disse aliam, quae devotioni populi 
magis apta foret. Scio et eandem et 
quidem non semel petysse iam ante 
Sermum Electorem nuper defunctum 
(i.e. Philipp Ludwig): sed responsum 
ei fuisse in nostra haud esse potestate 
mobilia pretiosa ex templis alienare, 
nisi accedente voluntate Congregationis 
Episcoporum vel Concilij...’ .38 
This letter makes it clear that Philipp 

Ludwig had repeatedly sought to remove 
the painting during the course of his 
reign, but that no definite action was 
taken. Despite the apparent concern over 
the decorum of the work, however, it 
might w ell be asked whether in the case
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of Johann W ilhelm ’s request: the motive 
was not simply that he wished to make 
an impressive addition to the private 
collection he was now beginning to form 
(cf. ‘pro aula sua’ in the document 
quoted here)— especially in the light of 
his subsequent removal of the paintings 
above the side altars as well,

A letter from the General of 28 July, 
1691 refers to further negotiations regard
ing the picture, and the intervention of 
Cardinal Francesco Maria de’ Medici on 
the Elector’s behalf.39 That a decision was 
reached by the end of the year appears 
from a letter of 19 January, 1692 from the 
General to the Neuburg Rector:

‘Accepi datas 25 Decembr., quibus 
R.V. refert, Sermum Electorem curasse 
quidem auferri imaginem Rubenianam 
quando vero aliam, quam pulchram; 
pollicitus est, ei substitutus sit, se 
neque per coniecturam assequi volu
isse...’.40
It appears from De Blainville’s account 

o f his visit to Düsseldorf in 1705 that the 
work was temporarily displayed above 
the High Altar of the Capuchin Church 
there, pending its installation in the 
Electoral Gallery, for which it was then 
too high.41 The painting which replaced 
Rubens’s picture in the Neuburg Church 
was an A ssu m p tio n  o f  the V irg in  by Cig- 
nani, which was itself later replaced 
by another A ssu m p tio n  by Domenico Za- 
netti.4* This may be a further indication 
of the unsuitability of a painting of the 
L a st Ju d g em en t for the High Altar during 
this period, let alone one which, like 
Michelangelo’s, gave rise to objections on 
the ground of its nudes. It is interesting to 
note that the work gave rise to questions 
of decorum until well into the nineteenth 
century; Eastlake exclaimed: ‘that such 
a work as this could ever have been 
executed with a religious purpose, or ac

cepted as a pictorial embodiment of reli
gious truth, is almost incredible’.43

The work is in fair condition, but is very 
worn and rubbed in parts (as, for example, 
in the cloak of the Virgin and the figure 
emerging from a tomb in the centre be
low). In certain areas— notably along the 
left edge and in the centre below— the 
paint loss is quite marked. These and 
other losses must have resulted at least 
partially from the periodic need to roll 
up the enormous canvas for purposes 
of transportation, beginning with its 
c.500 kilometre journey from Antwerp 
to Neuburg, and then again from Neu
burg to Düsseldorf in 1692, and finally to 
Munich. The canvas consists basically o f 
two strips of over two metres wide each, 
with additions on the left and at the bot
tom. The most visible seams are those 
approximately 5 cm. from the left-hand 
side, 2.5 cm. from the right and 20 cm. 
from the bottom. The painting was evi
dently largely executed by the studio, 
although Rubens clearly worked on 
many of the main nude figures and in 
several other areas.44

A painting of a Last Ju dgem en t said to be 
a ‘gleichzeitige Werkstattreplik des Bil
des in der Münchner Alte Pinakothek’ in 
the catalogue o f the sale, Berlin (Lepke), 
5 February, 1929, may equally well have 
been after either of the paintings of this 
subject in Munich, but in the absence of 
a photograph of this work the matter 
cannot be determined here.
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49a. The Last Judgement: O il Sketch
(Fig. 138)

Oil on panel; 121.5 x 96 cm.
D resd en , G em äldegalerie. N0.958A.

p r o v e n a n c e : ?Sir Peter Lely (Soest,
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1618-London, 1680); Lely sale, London, 
18 April, 1682, lot 569; J. van Horebeke, 
G hent;1 bought by the Elector of Saxony 
in Ghent, 5 May, 1688.

c o p i e s : ( i ) Painting, without the addi
tional strips at the sides of the composi
tion, Stockholm, Nationalmuseum, depo
sited in Drottningholm Castle, Inv. No. 
Drh.666, canvas, 104 x  74 cm. p r o v . Gus
tav III of Sweden (1746-1792). l i t . F. San
der, K on u n g G u s ta f  den tredje, H ans efter- 
lam nade ta flesa m lin g , N ation alm useu m , Bi
drag till ta flegalleriets historia, II, Stock
holm, 1873; (2) Drawing by Jan de Bis- 
schop, Paris, Institut Néerlandais, Fonda
tion Custodia, black chalk, pen and brown 
wash 48.6 x  41 cm. p r o v . Daniel Stoopen- 
dael and another sale, Amsterdam (van 
der Schley and Roos), 3 April, 1797, Draw
ing Book F, No. i ; sold to Cornelis Stroo; 
Stroo sale, Alkm aar (Coster), 29july, 1811 
et seqq., Drawing Book I, N0.8; sale, A lk
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rence, 1971, N0.25. l i t . J.G. van Gelder, 

J a n  de B isschop, O u d  H olland, LXXXVI, 1971, 
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van Amstel sale, Amsterdam (van der 
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1800, et seq., Drawing Book PP, N o .i;2 
Dr M. Stols bequest, 1942. l i t . W.Wegner, 
K ataloge d er Staatlichen G raphischen Sam m 
lu n gen , M ü n ch en , I D ie  niederländischen  
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42 x  32.6 cm.

l i t e r a t u r e : C atalogue des tab leau x de la 
G alerie Electorale de D resd e, Dresden, 1765, 
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geschichtliche A n ze ig e n , Beiblatt d er M it
teilungen  des In stitu ts f ü r  Ö sterreichische G e
schichtsforschu n g, II, 1905, p.56; K .d .K ., ed. 
R osenberg, p.56; KAVoerman, K atalog der  
K öniglichen G em äldegalerie çu  D resd en , 
Dresden, 1908, p.314, N0.958A; L. Bur
chard, in K u n stch ron ik , N.F. XXIII, 1912, 
p.259; O ld en bou rg , 1922, p.179. pl. 103; 
Staatliche G em äldegalerie ç u  D resd en . Die' 
A lte n  M eister, Dresden-Berlin, 1930, p.180, 
N0.958A (as IJan van Boeckhorst).

Burchard concluded that the present 
work was the modello for the painting 
in Munich largely on the grounds of its 
differences from the finished work. The 
most obvious of these differences are as 
follows: St Peter holds one key in his 
lowered hand, the other in his upraised 
hand; Adam holds up his right forearm 
(thus rather closer to the antique statue 
of Homer on which this figure is based); 
David is represented as standing im m e
diately behind Moses; a female figure is 
added to the group of male elect on the 
right; a faintly depicted host of the elect 
stretch towards the upper right and upper 
left; the angels above carry the instru
ments o f the Passion; the angel below 
Christ to the left holds the wreath in his 
left rather than his right hand and carries
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a palm in his right hand; four angels, 
rather than two, sound the trumpets; the 
black figure and the upward looking head 
of a youth above him in the Munich pic
ture are not present; the skulls are clothed 
with a certain amount o f flesh (although 
this may be later overpaint); the figure in 
the centre below looks out of the work 
rather than inwards; and the bottom 
right hand corner has been some
what changed, to include the tail of the 
monster and the figure of a condemned 
female soul tearing her hair. In the addi
tions to the sides of the painting (see 
below) several figures with outstretched 
arms have been added on the left, and an 
extra tum bling figure on the right.

The fact that the work is fairly highly 
finished need not argue against its status 
as a modello, as the modelli for the paint
ings for the High Altar of the Jesuit Church 
in Antw erp,3 which Rubens probably 
completed slightly later than the ‘Great’ 
L a st Ju dgem en t, attain an almost equal 
degree of finish.

The work is in reasonably good condi
tion, but serious questions about its au
thenticity may be raised. The faces 
throughout are comparatively poorly de
lineated, with sometimes coarsely drawn 
and occasionally rather coy features; in 
many parts the drapery is made up of un
characteristically thin folds.

In view of these and other weaknesses, 
several further possibilities about the sta
tus of this work cannot be altogether ex
cluded. In the first place, it could simply 
be a copy after a now lost modello; se
condly, it is possible that it should be iden
tified with the work mentioned in Ru
bens’s letter of 1618 to Sir Dudley Carle- 
ton (quoted in the preceding entry) as 
being a student’s copy after the work he 
had just sent to Neuburg, and which he 
was proposing to retouch himself4 (but

this would be complicated by the sub
stantial difference in size between the 
present work and the dimensions given 
in the letter to Carleton5) ; thirdly, it could 
be a copy after the engraving by Visscher,6 
with the introduction o f a few changes—  
but in the light of the differences between 
it and the engraving7 this seems less likely ; 
and fourthly it may have been made by 
an artist who had some knowledge o f both 
the Neuburg picture and the engraving 
by Visscher (or another work like it).8

The original panel appears to have been 
widened by 10.2 cm. on the left and 10 cm. 
on the right, thus making it almost the 
same size as the paintings of the F a ll o f  the 
D am n ed  in Aachen, No. 52, Copy (1) below, 
and the A ssu m p tio n  o f  the Blessed  in M u
nich (N0.53). There does not seem to be 
sufficient evidence for a secure attribution 
of these additions to Jan Boeckhorst, nor 
to support Oldenbourg’s contention that 
the work was extended and overpainted 
by him,9 although neither possibility 
should be entirely discarded. It does, how
ever, appear to have been overpainted in 
several areas, especially in those areas ad
jacent to the additions on the left and right 
(as, for example, in the torso of the figure 
below the angel on the lower left).
It may be that the additions were made 
when the work entered the collection of 
J. Horebeke in Ghent, in order to conform 
to the dimensions of the A ssu m p tio n  o f  the 
Blessed  (N0.53) which he appears to have 
owned10 and to the F all o f  the D a m n ed  which 
he may conceivably have bought along 
with it from the Ghent collection of 
J. Stoop.11 One of the difficulties with this 
hypothesis is that the Munich drawing at
tributed to Jan de Bisschop, which shows 
the painting after the extensions had 
been made, bears the date o f 29 April, 
1669 on its verso— thus several years be
fore it is recorded as having been bought
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by Horebeke at the Lely sale in 1682.12 On 
the other hand, it should be noted that 
the dimensions given in the Lely sale cata
logue (4’ 4” x 3’ 2” ) '3 accord reasonably 
well, if one makes allowances for a frame, 
with those of the present work before the 
additions were made.

It was probably this work which the 
Elector of Saxony bought in Ghent in May, 
1688, as reported by the N ord isch er ( M e r 
cu r iu s)  of i May, 1688, N0.69:

‘(Ghent, 5 May) Verwichenen Montag 
Abend arrivirten Seine Churfurstl. 
Durchlaucht von Sachsen von Dender- 
monde allhier/ besehen alles rareste 
dieser Stadt unter Accompagnirung der 
meisten Noblesse mit ihren Carossen / 
Sie haben heute Mittag das berühmte 
Schilderey vom jüngsten Gericht / des
sen Author Rubbens ist / gekaufft / und 
zu Mittag bey dem Hn. Grafen von Ur
sel gespeiset / worauff sie heute auch an- 
noch unter Losbrennung der Canonens 
nach Aelst auffgebrochen / daselbst zu 
pernoctiren/ und folgendes Tages nach 
Brussel zu reisen’.'4 
W hile the provenance of the present 

work can admittedly not be established 
with certainty, it does not seem likely that 
it is to be identified with the Last J u d g e
m ent recorded in the Arundel collection; 
that picture is described as a small gri
saille in the catalogue of the Arundel sale 
o f 26 September, 1684.15 It could also be 
that the de Bisschop copies were done 
after the Arundel picture, while it was in 
Holland; but despite the attractiveness of 
this hypothesis, it seems more likely that 
the Arundel work differed slightly from 
the work described here'6 and which was 
so accurately copied by de Bisschop.

The modello was first mentioned in the 
1754 inventory of the Dresden Gallery, II, 
N o.10. In 1870 the warping of the panels 
was rectified and the varnish freshened ;

it was recorded then that no further resto
ration was necessary.17

1. Manuscript note in the Marquis of Ailesbury’s 
copy of the Lely sale catalogue; see H. and M .O g
den, Sir Peter U lv 's  C ollection— Further Motes, B ur
lington M a g a zin e, LXXX1V, 11)44, p .154 and note 5.

2. It is possible that the two early provenances for 
the Jan de Bisschop drawings may be inter
changeable,

3. Vlieghe, Saints, II, Nos.ioaa and n$a.
4. See p.204.
5. Approximately 365 x 253 cm. (13 'x  9'); see p.212. 

Another difficulty with this hypothesis may he pre
sented by the considerable differences between 
the Dresden and Munich pictures outlined above.

o. V .S., p.bi, No.453; see under No.50 below'.
7. See below, p . m ;  and it will be noted that where 

there are differences between the Dresden modello 
and the engraving, it is the engraving which is 
closer to the composition in Munich.

8. As No. 50 below.
9 . O ldenbourg, 1 922, p. 170. 

to. See p.236.
it .  No.52, c o p y  (1), pp.219 an d  229.

12. Ogden, op. cit., p. 154 and note 5.
13. For these dimensions, see Sir Peter U lv 's  Collection, 

[E d ito r ia l] , B urlington M a g a zin e, LX.X.XIII, 1943,
p.t»7 .

14. Reference kindly communicated to the writer by 
A. Mayer-Meimschel.

15. ‘Ben laest Oordeel zijnde een grauwtje’ , Hoet, 1, 
p.2, N0.23. Cf. pp.212-213.

16. For these differences, see p.2i2.
17. Dresden, Gemäldegalerie, Acten , 1870-79, Abth.ü, 

12, Nr.8, Bd.4, loi.3.

49b. Angels escorting the Blessed to 

Paradise, with an Adoration of the 
M agi; Drawing (Fig. 141)

Pen and brown ink; 20 x 28.3 cm. Below 
on the left the mark of Sir Thomas Law
rence (L.2445); above on the right, 69 in
scribed in an unknown hand.
L o n do n , C o u rta u ld  Institu te o f  A r t , Princes  
G ate C ollection.

p r o v e n a n c e ; W illiam Young Ottley 
(London, 1771-1836); sale, London (Phi
lipe), 6-23 June, 1814, No. 1169; Sir Thomas 
Lawrence (London, 1769-1830); S.Wood- 
burn (London, 1786-1853); Sir Thomas
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Phillips (Cheltenham, 1792— London, 
1872); T.Fitzroy Fenwick (Cheltenham, 
1856-1938), grandson of the preceding; 
acquired by Count Seilern from the Fen
wick heirs.

l i t e r a t u r e : A .E.Popham, Catalogue o f  
D ra w in g s fo rm e d  by S ir  T h o s.P h illip p s, 
B a rt., F .R .S ., n ow  in  the Possession o f  his 
G ra n d son , T .F itz r o y  P h illip p s Fen w ick o f  
T hirlestaine Flouse, Cheltenham, London, 
1935, P-I9 4 , N0.4, pl. LXXXVI; Seilern, 
pp.96-97, N0.60, pl. CXVI; Field, I, pp.112 
to 113, Nû.45; II, pl.46; B u rch a rd -d ’ H u lst, 
1963, pp.141-143, N0.86 (repr.).

The group of the Virgin and Child with 
three male figures on the present drawing 
recalls the similar group in the A d o ra tio n  
o f  the M a g i in the Prado o f 1609-10,1 but it 
may well have been done as a preliminary 
sketch for the A d o ra tio n  o f  the M a g i in the 
St John’s Church in Mechlin1 which was 
in place by 1617 and which it most closely 
resembles.3

The two other groups on this sheet con
sist of first thoughts for several figures in 
the ‘Great’ L a st Ju d g em en t, but as the 
drawing once formed part of the same 
sheet as N0.49C, see the discussion there.

On the verso are several studies of a 
nymph reclining and a satyr.4

I. K .d .K ., p,26.
1  K .d .K , p .164.
3 Despite the suggestion made by M üller Hofstede 

that the present group may in fact be a H oly Fam ily  
(M ü lle r  H ofstede, R ev iew , p 449).

4 Illustrated in B ur chard - d 'H u ls t , 1963, pl.86v.

49c. Angels escorting the Blessed to 

Paradise: Drawing (Fig. 142)

Pen and brown ink ; 20.4 x 28.1 cm. Above 
on the right, the mark of J.P.Heseltine

(L.1507); below on the right, the mark of 
R.P.Roupell (L.2234).
N ew  Y ork, T he F rick  C ollection.
Inv. N0.414-2.

p r o v e n a n c e : W . Y .  O ttley (London, 1771 
to 1836); sale, London (Philipe), 6-23 June, 
1814, lot 1170; Sir Thomas Lawrence (Lon
don, 1769-1830); S.Woodburn (London, 
1786-1853); R.P.Roupell (London, 1798- 
1880); Sir J.C. Robinson (London, 1824- 
1913) ; J. P. Heseltine (London, 1859-1932) ; 
sale, London (Christie’s), 10-14 July, 1936, 
lot 307, where purchased for the Frick 
collection.

l i t e r a t u r e : M.Rooses, in R ubens-B u lle- 
tijn , V, 1897, p. 196; M. Rooses, R u b en s ’ Le
ven en W erken , Am sterdam -Antwerp- 
Ghent, 1903, p.623 (repr.); G oris-H eld, 
p.56, No. A99, pl. 10 ; H eld , I, pp. 112, N0.46; 
II, pl.47; Burchard-d’Hulst, 1963, pp. 141 
to 143, N0.85 (repr.).

Held demonstrated convincingly that 
this and the preceding drawing originally 
formed a single sheet : the structure of the 
paper is the same, there is complete sty
listic agreement between both halves, 
they are almost identical in size, the draw
ings on the versos both show recumbent 
nymphs, one o f the nymphs’ feet on the 
Frick drawing belongs to the body of a 
figure on the Princes Gate drawing1 and 
both drawings show a vertical crease 
about 10 mm. from the left edge.

Burchard-d’Hulst first showed that the 
figures on the rectos (apart from the group 
o f the A d o ra tio n  o f  the M a g i on No.49b; 
Fig. 141) are to be connected with the 
‘Great’ L a st Judgem ent—  except that the 
pair o f figures at the top of the Frick draw
ing was used slightly later for the same 
m otif high on the left of the centre of the 
‘Small’ La st Ju d g em en t (N0.51; Fig.146). 
The other studies for an angel lifting two
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entwined female figures upwards must 
clearly be regarded as preliminary trials 
for the related group that features pro
minently on the left of the ‘Great’ Last 

Ju dgem ent. Burchard-d’Hulst also pointed 
out that the same m otif of ‘ravishing’ oc
curs in other works of this period, such as 
the Boreas A b d u ctin g  O reithyia  in the Aka
demie in Vienna2 and the R a p e o f  P roser
p in e  formerly in the collection of the Duke 
of Wellington at Blenheim.3 The two fig
ures lightly sketched on the lower left of 
the Frick drawing, one with arms crossed 
upon the breast and the other with hands 
together in prayer, appear to be the first 
ideas for the female figures, in slightly 
different poses, on the lower left of the 
final composition.

Tw o further drawings said to be studies 
for the Last Ju dgem ent were sold at earlier 
Ottley sales: the first, ‘A study for the 
Last Judgement, black chalk, a masterly 
design’ was sold in London (Philipe), 
18 April, 1803, lot 563: the second 'a capi
tal study for the Last Judgement, black 
and red chalk, heightened ’ was sold in Lon
don (Philipe), 10 July, 1807, lot 513, and 
again in London (Sotheby’s), 27 March, 
1946, lot 98/ The present whereabouts of 
these drawings is unknown; and whether 
they were copies after the ‘Great’ L a stJ u d 
gem ent, the ‘Small’ Last Ju dgem en t (N0.51) 
or possibly even after the Fait o f  the D a m 
n ed  (No.52) cannot be determined.

From the early eighteenth century on
wards, many sales references may be found 
to drawings said to be for parts of the Last 

Ju d g em en t by Rubens. Almost all of them 
are impossible to relate to the extant 
drawings, largely because of the frequent 
confusion not only between Rubens’s two 
versions o f this subject, but also between 
them and the F all o f  the D am n ed. In any 
event, most of such references are to the 
condemned figures in these compositions.

Oldenbourg3 suggested that a black 
chalk study o f a N u d e M a n  P a rtly  Seen  
From  Behind  in the Ashmolean Museum in 
Oxford6 may have been a preparatory 
drawing for the muscular figure raising 
the cover of a tomb at the base of the 
‘Great’ Last Ju dgem ent. While there seems 
little doubt that the drawing was in fact 
made for one of the figures lifting the 
cross in the R a isin g  o f  the C ross in Ant
werp,7 Rubens may well have recalled it 
— or used it again— when working on the 
‘Great’ Last Ju dgem ent. The figure is a fur
ther derivation from the antique marble 
of T w o W restlers  (seen from the back and 
from above), which Rubens also used as a 
source for the other crouching figure at 
the base o f the Last Ju d g em en t J  It later 
reappears in modified form in the sketch 
for the M a rria g e o f  C on sta n tin e9 and in the 
Saint Teresa Interced ing fo r  the Soul o f  Ber
n ard in o de M e n d o za  in Antw erp.10

1 Making a slight allowance for the fact that the 
Frick drawing has been cut at the top, and the 
Princes Gate drawing at the bottom.

2 K .d ..K , p.223; cf the use of the same m otif in the 
‘Small' Last Ju dgem ent as well (p.215 below).

3 Now lost ; see the oil sketch for this work in the 
Petit Palais in Paris, exhibited R otterdam , 1933-34, 
No.oa, pi.8; Paris, ter-, No.123; cf. B urch a rd -  
d 'H u lst , 1963, pp.142-143.

4 Black and red chalk, partly gone over with ink, 
2 7 .3  x 21 cm. p r o v . Sir Thomas Lawrence (Lon
don, 1769-1830). EXH. M a nchester, 1S37, No,52.

5 O ldenb ourg, 1922, p.48.
6 Oxford, Ashmolean Museum, black chalk height

ened with white, 31.5 x 36.7 cm.; Burchard - d 'H u ls t ,  
1963, No. 57

7 See B u rch a r d -d ’H u lst, 1963, pp.97-98, N0.57, and 
H eld, 1, p .126, under N0.70; for the view that the 
drawing was made in preparation for the early 
R aising o f  the Cross in Grasse (V lieghe, Sain ts, II, 
N o . m ) ,  see F.M.Haberditzl, S tudien  über R uben s, 

Jahrbuch der kunsthistorischen Sam m lungen des A lle r
höchsten Kaiserhauses, XXX, 1911-12, p.26o, and 

Ja ffé , 1977, P-50.
8 See above, p.204.
9 Formerly in the collection of Mrs R.E.K.Leatham , 

exhibited London, ig ; o ,  No.19.
10 V lieghe, S ain ts, II, No. 155.
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50. The Last Judgement

Oil on canvas, approximately 365 x 23 5 cm . 
W herea bou ts u n k n o w n , p resu m a bly  lost.

p r o v e n a n c e : Sir Dudley Carleton (1573 
to 1632); ?Ignace van Brée sale, Antwerp, 
30 May, 1741, lot 2; M. Robyns sale, Brus
sels, 12 May 1758 et seqq., lot 3.

c o p i e s : ( i ) Painting, grisaille (Fig. 145), 
Sigmaringen, Schloss; paper mounted on 
canvas, 64.5 x  50 cm. p r o v . Munich, Josef 
Brindl, until 1873.1 l i t . D.Lehner, A n 
kä ufe  f ü r  d as M u se u m  in Sigm aringen, Z e it
sch r ift  f ü r  b ildende K u n st, X, 1875, Beiblatt, 
5 February, 1875, cols.263-266; R ooses, I, 
p.101; (2) Engraving by C.Visscher,
64.5 x 50 cm (Fig. 144; V .S ., p.6i, No.453)-

l i t e r a t u r e : R ooses-R u elens, II, p.137; 
R ooses, I, pp.102-103, N0.90.

Rubens appended to his letter of 28 April, 
1618 to Dudley Carleton a list o f pictures 
which were in his house and which he 
offered in exchange for Carleton’s collec
tion of antiquities. Amongst these were 
‘Un Giuditio estremo, cominciato di un 
mio discepolo appresso uno chio feci in 
molto maggior forma per il Sermo Principe 
de Neuburg ehe m e lo pago tre m ille Cin
quecento fiorini contanti, ma questo non 
essendo finito si ritoccarebbe tutto de mia 
mano et a quel modo passaria per origi
nale’.2 The marginal annotations give the 
size, 13’ x 9’, and Rubens’s valuation—  
1200 florins— of the picture.

Nothing certain is known about the sub
sequent history of this copy of the ‘Great’ 
L a st Ju d g em en t by one o f Rubens’s pupils 
which he promised would be retouched 
by his own hand. But it may well be iden
tical with the picture sold at the Robyns 
sale in Brussels in 1758, in view of the iden
tity of measurements.

C A T A L O G U E  N O ,  50

Burchard thought it likely that the en
graving by C.Visscher (Fig. 144) was a copy 
o f this work, on the grounds that it differs 
both from the final composition in M u
nich and, to some extent, from  the puta
tive modello in Dresden. It is in fact al
most identical with the latter work, be
fore the later additions at the sides. But 
although it appears to differ from the Mu
nich painting in the same respects as the 
Dresden ‘m odello’,3 the male figure in 
the centre below is turned inwards rather 
than outwards, an angel raising his right 
arm is present in the clouds to the right o f 
St Michael (as in the Munich picture), and 
the lower right hand corner of the engrav
ing is closer to— though not altogether 
identical with— the painting in Munich 
(the woman tearing her hair in the Dres
den work is absent, and the open demon’s 
mouth sinking its fangs into a screaming 
head is closer to the final version).

If the engraving was indeed made after 
the lost painting mentioned in the letter 
to Carleton, then one might postulate the 
following sequence of events : the copy for 
Carleton would only havebeen completed 
after the despatch of the Neuburg paint
ing, in which case both it and the en
graving might have been made along 
lines closer to the modello, which would 
naturally still have been in hand. This 
is a plausible hypothesis, based on 
the evidence of the surviving works. 
But the possibility must remain that the 
Dresden work was either itself identical 
with the work mentioned in the letter to 
Carleton (in which case one would have 
to suppose that the measurements given 
there were substantially wrong) or that it 
was a copy after it— rather than being 
a preliminary modello as suggested by 
Burchard.

A small grisaille sketch o f the Last 
J u d g em en t was sold for 80 florins at the
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Arundel sale in Amsterdam on 26 Sep
tember, 1684.4 It was probably the same 
work which was sold at the Wolters sale 
Amsterdam (Croese), 4 May, 1757, lot 5, 
where it was stated to have been engraved 
by Visscher.5 It is tempting to connect the 
Sigmaringen sketch with these references, 
but as that work appears to be a nine
teenth-century production, this does not 
seem likely— unless it has been consider
ably overpainted. Both Lehner and Roo
ses regarded the Sigmaringen sketch as a 
preparatory sketch for the engraving by 
Visscher, and attributed it to Pieter Sout- 
man (on the rather dubious grounds that 
Visscher was a pupil of his and that he was 
working with Rubens at the time of the 
execution of the Last Ju dgem ent). It will be 
noted that the Sigmaringen sketch is in 
the reverse sense to the engraving.

1 See the last paragraph of this entry.
2 R ooses-R u elen s. II, p. 137.
3 See pp.207-208 above, under No.4q;i , lor these

differences.
4 ‘Een laest Oordeel zijnde een grauwtje’ , H oet I,

p.2, N0.23.
5 'Een schets in’t graauw, zijnde het laatste Oordeel, 

is in kooper gebracht door C. Visscher’. The 
measurements given at this sale were c.04.35 
x 48.9, thus very close to the measurements of the 
Visscher engraving and the sketch in Sigmaringen.

51. The Last Judgement (Fig. 146)

Oil on panel; 183.3 * 119 cm.
M u n ich , A lte  Pinakothek. N0.611.

p r o v e n a n c e : In the Electoral Gallery, 
Düsseldorf, by 1705; transferred to the 
Electoral Gallery in Mannheim, c.1756; 
transported to the Hofgartengalerie, Mu
nich, in 1806; transferred to the Alte Pina
kothek in 1836, the year of its foundation. 
c o p i e s : ( i ) Fragment o f the so-called 
'R u b en s-S a lo n ', painting attributed to 
Cornelis de Vos (Fig. 136), Stockholm,

Nationalmuseum, Inv. N0.407, panel, 
75 x  115 cm. l i t . Rooses, V, p.309; O ld en 
bourg, 1922, p. 180; S.Speth-Holterhoff, 
Les p ein tres fla m a n d s de C abin ets d ’ A m a 
teurs au  X V I I e siècle, Brussels, 1957, pl.26; 
N ation alm useu m , Stockholm . A ld r e  U tlandska  
M a ln in g a r  och S k u lp tu rer, Stockholm, 
1958, p.74, N0.407; M ü lle r  H ofstede, Bei
träge, p.319, n.148 (figu res by C orn elis  de 
V o s)  ; (2) Painting, whereabouts unknown, 
canvas, 196 x  119.4 cm. p r o v . Sir Thomas 
Lawrence (London, 1769-1830); sale, Lon
don (Christie’s), 15 May, 1830, lot 8; 
North wick Park, Captain E.G. Spencer 
Churchill; sale, London (Christie’s), ç No
vember, 1963, lot 140; l i t . C atalogue o f  the 
P a in tin g s a t N orthw ick P a rk , London, 1864- 
N0.463; T.Borenius, C atalogue o f  the C o l
lection o f  P ictures at N orth w ick  Park, Lon
don, 1921, N0.156; (3) Painting, where
abouts unknown, canvas, p r o v . c.1920- 
1930 in the collection of Albert Reimann, 
Berlin. Photograph in the Burchard Do
cumentation, Rubenianum, Antwerp;
(4) Painting, whereabouts unknown, can
vas, 200x120 cm. p r o v . Copenhagen, 
Art Market, 1953; notes in Burchard Do
cumentation, Rubenianum, Antwerp;
(5) Painting after the group of struggling 
figures in the foreground on the lower 
left, whereabouts unknown, canvas, 40 
x  51 cm. p r o v . Paris, Henri Berlewi, in 
1955; photograph in Burchard Documen
tation, Rubenianum, Antwerp; (6) Draw
ing (Fig. 147), Madrid, Real Academia de 
San Fernando, Inv. No.335; eight sheets 
o f reddish brown paper mounted on 
canvas; black and red chalk, pen and 
brown wash, heightened with white,
143.2 x96cm . p r o v . Italy, Bourbon col
lections; Valparaiso, Monastery, in the 
nineteenth century, exh . Brussels, 1 965, 
N0.344; P ed ro  Pablo  R u b en s  ( i f 77-1640). 
E xp osició n  H om enaje, Palacio de Velazquez, 
Madrid, 1977-78, N0.120. l i t . E.Torino,
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La V isita  a  las C ollectiones A rtistica s de la  
R ea l A cad em ia de San F ernando, Madrid, 
1929, p.79; Velasco Aguirre, Catalogo de  
la Sala de D ib u jos de la R ea l A cad em ia de 
Bellas A rtes  de San F ernando, Madrid, 1941, 
p.5, N0.335; M .Diaz Padrôn, E l d ibujo  del 
Pequen oJuicio  F in al de R u b en s en la A cad em ia  
de San  Fernando, A rch iv o  E spanol de A rte, 
146-147, 1964, pp.203-206 (as R u b en s); 
M ü lle r  H ofstede, Beiträge, pp.316-319 (repr. 
as Rubens) D.Rosand, State o f  R esearch:  
R u b en s D ra w in g s, T he A r t  B u lletin , XLVIII, 
1966, pp.243-244. A.Perez Sanchez, C a ta 
logo de los D ib u jo s , R ea l A cad em ia de San Fer
nando, Madrid, 1967, pp. 133-134 (as R u 
bens) ; (7) Drawing after the lower half of 
the composition, from  the figures im m e
diately below St Michael’s shield and the 
angel beside him, Chatsworth, Derby
shire, the Duke o f Devonshire; black 
chalk retouched with pen and bistre,
43.2 x  55.8 cm. e x h .  London, 1 9 2 J ,  N0.575. 
l i t .  Rooses, V, p.145, N0.1338; (8) Drawing 
by Jacob Jordaens after the figure of 
Christ; present whereabouts unknown; 
black chalk, brown, grey and green 
wash, heightened with white and ochre,
20.2 x 15.4 cm. p Ro v. sale, London (Chris
tie’s), 8 December, 1976. l i t . R.-A. 
d ’Hulst, Jorda en s D ra w in g s, Supplem en t I, 
Master Drawings, XVIII, 1980, pp.363-364, 
No.A99a (repr.); (9) Drawing after lower 
half of painting possibly after (12) below?, 
whereabouts unknown, pen and brown 
ink and brown wash; preliminary design 
for engraving in camaieu by J. Schmidt 
(V .S ., p.62, N0.460). P R o v .  Prague, Count
F.-A.Nowokradsky. l i t . Rooses, V, p.145, 
under N o.1338; (10) Drawing after the 
group o f figures in the centre of (12) below 
by T. Géricault, Stanford University Mu
seum, pencil, 22 x22.5 cm. l i t . La C h ro 
n iq u e des A r ts , N0.1201, 1969, No.308; 
L.Eitner, D essin s de G érica u lt d ’après R u 
ben s: la genèse d u  R a d ea u  de la M ed u se,

R ev u e de l ’ art, XIV, 1971, pp.52-56, fig.4; 
engraved by J. Devéria ; (11) Drawing after 
the group on the lower left and centre 
right of (12) below by T. Géricault, 
P.Dubaut, Paris, pencil, l i t . Eitner, op. 
cit., fig. 6; (12) Engraving b y j. Suyderhoef, 
1642, lacking the arched top of the paint
ing and the figures contained therein; 
dedication: Superbiae ergo d ep u lsi &  coelis 
L u ciferi, v ind icem  M ichaelem , C on stan tin o  
H ugens, E q u iti, Toparchae Z u ylechem ij, P r in 
cip is A u r ia ci Senatori, et a secretis, illu striu m  
in genioru m  Pa tron o, M u sa r u m  A p o llin i  
D ed ica t, seseque eius clarissim i N om in i 
L .M .Q .  devovet P etru s Soutm an  (Fig.151; 
V .S ., p.62, N0.459).

e x h i b i t e d : D e  M eesterw erken  van de 
Pinacotheek v an  M ü n ch en , Paleis voor 
Schone Kunsten, Brussels, 1948, N0.86; 
K u n stw erke d er M ü n ch n er  M u seen , Berne, 
1949-50, N0.76.

l i t e r a t u r e : A.Golnitzius, U lysses Bel- 
g ico-G allicu s, Leiden, 1631, pp.71-72; D e  
B lain ville, pp.59-60; K arsch, N0.186; V a n  
G o a l,p.545;D esca m ps, Vie, p.318; C atalogue  
des p ein tu res qui sont dans les quatres cabinets  
de S .A .S .E . P a latin e, Mannheim, 1756, 
No. i 56; Midtel, 1 7 7 1 ,  p, 301 ; Pigage, N0.287 ; 
R ey n old s, p.221; Forster, I, p .132; Sm ith, 
C atalog ue R aison né, IX, pp.270, 271, N0.97; 
D illis , N0.2971; P a rthey, p.423, N0.146; 
M a rg g ra ff, pp.190-191, No.297; Rooses, I, 
pp.103-105, N0.91; R eber, No.738; K .d .K .,  
ed. R osenberg, p.96; M ichel, p. 194; D illo n , 
pp.126, 200, pl.CI; K.Voll, Z u m  kleinen  

Jü n g sten  G erich t von R u b en s in d er A lten  
Pin akothek, M ü n c h n e r  Ja hrbu ch  d er b ild en 
den K u n st, 1907, II, pp.34-38 (repr.); id in 
R u b en s-B u lletijn , V, 1910, pp.234-246; 
K .d .K ,  p.195; O ld en bou rg , 1922, pp.169- 
176; E v ers, 1942, pp.494-495, n.210; A. M. 
Cetto, in [Cat. Exh.], K u n stw erke der  
M ü n c h n e r  M u seen , Berne, 1949, pp.73-74, 
No.76; B u r c h a r d -d ’ H u lst, i ç j 6 ,  p.75, and
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erra tu m ; M.Jaft'é, Van D y ck ’s A n tw erp  
Sketchbook, London, 1966, 1, pp. XVIII, 65, 
68; II, ff.55 and 56, p.239; Son n en burg, B ild 
a u fb a u , pp.6-9 and notes.

A scene of the F a ll o f  the D am n ed  has here 
been turned into a Last Ju dgem ent: Christ 
and the Virgin have been added at the 
top, with attendant saints on the right 
and left; while an A scen t o f  the Blessed  has 
been painted (in a paler tonality and 
sketchier technique) from the lower left 
hand side of the arched top to the upper 
right. Whether or not the whole of this 
arched area was painted by Rubens him
self will be discussed below; here it is 
sufficient to observe that the work ap
pears to have been initially conceived as a 
Fall o f  the D am n ed , and that it is still do
minated by the great pyramidal group of 
tum bling figures, with St Michael and his 
assisting angels at the apex, and figures of 
the damned being dragged by devils and 
demons across the base of the composition 
to the fiery pit of hell in the lower right 
corner.

The figure of St Michael is almost iden
tical to the St Michael in the now lost 
painting of St M icha el S trik in g  D o w n  the 
R ebelliou s A n g els  recorded byVorsterm an’s 
engraving of 1621,1 but it also occurs in a 
more headlong position in the Fall o f  the 
D am n ed  (No.52; Fig. 158) as well as in the 
ceiling painting for the Jesuit Church in 
Antw erp.2 There are in fact many other 
figurai parallels with the Fall o f  the D am n ed  
(N0.52; Fig.158). These include the figure 
of the woman tum bling backwards with 
her hands outstretched— here on the right 
but there on the left— which was earlier 
used in the Boreas and O reilh y ia  in the 
Akademie in Vienna3 (derived from the 
relief o f the R a p e o f  P roserpin e  on a sarco
phagus in the Palazzo Barberini)4 and the

central Prometheus figure— here tilted 
slightly to the left— which relates to the 
considerably earlier painting o f Prom e
theus in Philadelphia5 and the drawing of 
this subject in the Louvre.6 Other ex
amples of the use of motifs from earlier 
works include the figure sprawled out at 
the very base o f the composition, which 
had earlier occurred in the D eath o f  A rg u s  
in Cologne7 and more closely in the H ip 
p o ly tu s  drawing in Bayonne,8 as well as 
the praying figure in the lower right cor
ner, a reworking of the Daniel in the 
Washington painting of D a n ie l in the 
Lion s' D en  of c.1614-15.9 Burchard noted 
several derivations from Giulio Romano’s 
Fall o f  the T ita n s '0 (the man tumbling with 
his head bent forward, protected by both 
his hands, on the lower left of the main 
group) and Michelangelo’s relief of the 
Battle o f  the C en ta u rs  (the woman bending 
forward just to the left of centre at the 
base of the composition) which was also 
an important source of inspiration for the 
‘Great’ Last Ju dgem en t (N0.49; Fig. 137).11

It has been suggested, most notably by 
Oldenbourg, that only the scene of the 
Fall o f  the D am n ed  was executed by Ru
bens, and that the arched top of the work 
is a later addition, probably by Jan Boeck- 
horst.12 There are several arguments 
which weaken this hypothesis : 1 ) although 
X-ray photographs confirm that the 
arched top is indeed an addition, it 
cannot postdate the original panel by 
any significant interval, as the X-rays 
also make clear the complete uniformity 
of both parts of the painted surface;13 
2) on the reverse of the panel is a sketchy 
landscape which, even if it is not by Ru
bens himself, clearly forms a unified 
whole (i.e. it is unlikely to have been 
painted in two separate phases) and must 
date from Rubens’s lifetime, if not 
actually the same period as the scene on
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the front of the panel;'4 3) the work ap
pears in its present form in the so-called 
‘ R u b en s Salon ’ in Stockholm '5 (Fig. 136), 
which by Oldenbourg’s own reckoning 
can hardly dare later than 1630 and may 
well be even earlier;'6 4) the style and 
handling o f the upper group is by no 
means inconsistent with Rubens’s own 
hand. It may be noted here that the group 
of a woman stretching her arms upwards 
and a man holding her round the shoul
ders on the left above is based on the upper 
group in the drawing in the Frick Col
lection (N0.49C; Fig. 142), which was used 
as a preliminary study for the ‘Great’ Last 

Ju dgem ent. W hile this can of course not be 
regarded as conclusive proof of Rubens’s 
authorship of the group concerned, it 
further weakens the ascription to Jan 
Boeckhorst of the upper section o f the 
composition. The fact that Suyderhoefs 
engraving (Fig.151) of 1642 only repro
duces the rectangular part of the work 
cannot be regarded as sufficient evidence 
of the appearance of the painting at that 
date; there are several other instances of 
engravings which reproduce only a part 
o f such compositions, most notably Sout- 
man’s engraving after a portion of the 
Fall o f  the D am n ed  itself (N0.52).

The following would therefore seem 
to be the most likely hypothesis: while 
the work may originally have been con
ceived as a F all o f  the D am n ed , the arched 
top and the figures appearing within it 
are in all likelihood to be attributed to 
Rubens himself, perhaps painted very 
shortly after the execution o f the rest of 
the composition.

The picture is considerably freer in 
handling than the ‘Great’ Last Ju dgem en t  
(N0.49; Fig.137), which can firmly be 
dated to 1615-16, and several of the figures 
in the present composition are based on 
it, including that o f Christ himself.17 On

the other hand, the technique suggests a 
slightly earlier date than the S t M icha el 
S trik in g  D o w n  the R ebelliou s A n g els  of 
1621-23,18 so a dating of c.1618-20 may 
be proposed for the present work. Tech
nically it is rather similar to the more or 
less contemporary Fall o f  the D am n ed  
(No.52; Fig. 158): The treatment o f the 
fiery hell scene on the lower right, for 
example, may be compared with the 
sketchy figures in the distance on the left 
below and at the sides. W hether the pre
sent work preceded the F all o f  the D am n ed  
by a short while cannot be determined 
with certainty (for they are clearly to be 
dated within a few years, if not months, 
o f each other), but on balance this would 
appear to be the case.

It should here be noted that the work 
may well have appeared to its viewers to 
be a F a ll o f  the D am n ed  (especially if the 
hypothesis discarded above should prove 
to be correct); in this case it is possible 
that some of the references connected in 
the following entry with the F all o f  the 
D am n ed  (No. 52)— which also came from 
the Electoral collections in Düsseldorf—  
may have been to the present w ork.19

The work is in relatively good condi
tion, with the paint surfaces, colours and 
colouristic accents and modulations fairly 
well preserved.

It was probably the present work which 
Abraham Golnitzius saw when he visited 
Rubens’s studio c.1624 and which he re
corded as having a value of over 5000 flo
rins.40 The reference is unlikely to have 
been to the ‘Great’ L a st Ju d g em en t, as that 
work was already in Neuburg by 1618.21

Before passingon to the surviving draw
ings for this work, it should be mentioned 
that the two groups o f single angels push
ing down male figures to the right of 
St Michael are close re workings of similar 
groups in a drawing of the Italian period
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which Vlieghe was probably justified in 
calling a S t M icha el S trik in g  D o w n  the R e
bellious A n g els  (Fig.152).22 The left hand 
group also appears, seen from a slightly 
different viewpoint, on the verso o f this 
drawing (Fig.i53).23 In the two angels to 
the right of St Michael, Rubens may also 
have recalled the more recent drawing of 
a tormenting angel which he had made in 
connection with the T orm ents o f  J o b .24

Despite the argumentsbroughtforward 
in favour of the cartoon (Fig. 147) in the 
Real Academia de San Fernando in 
Madrid, most notably by Müller Hof
stede and Diaz Padrón,23 there does not 
seem sufficient evidence in favour of an 
attribution to Rubens. It would in any 
case be most unusual for Rubens, at this 
stage in his career, to have produced a 
fully worked up cartoon of this kind for a 
large scale composition. Nothing else like 
it is known within his oeuvre.

A drawing in Rotterdam in pen and 
brown ink (Fig.154)26 from Rubens’s Ita
lian period was classified by Burchard as 
an early study for a F all o f  the D am n ed  and  
A ssu m p tio n  o f  the Blessed. Despite the ap
parent similarities with a composition of 
this kind, Müller Hofstede and Jaffé have 
convincingly shown that the drawing is 
in fact to be related to Rubens’s early 
compositions of the M a rty rd o m  o f  S t U rsula  
and, when turned on its side, of the Hero  
and Lean d erA7 

In the Chatsworth sketchbook attri
buted by Jaffé to the young Van Dyck, 
there are several adaptations of figures 
within the present composition.28

t. Vlieghe, Sain ts, II, No.i.54.
2. M a rtin , C eiling P aintings, No.i.
3. K.d.K '., p.223.
4. S ee  K ieser, pp. 114, 115 (repr.).
5. See J.Held, ‘ Prom etheus B ou n d ’ , Philadelphia M u 

seum  o f  A r t  B ulletin , LIX, Autumn, 1003, pp.17-32 
(repr.).

6. B u rch a rd -d 'H u lst, i ç f t j ,  No,40.

7 K 11.K ., p.33. This and the preceding four deriva
tions are also to be found in the Fall o f  the Dam ned  
in Munich (No.52; Fig. 158); cf. p.22s.

8. B u rch a rd -d ’ H u lst, 1963, N0.39.
c). Washington, National Gallery of Art, N0.1948; cf. 

J. Rowlands, in [Cat. Hxh.], London, 1 9 7 7 , N0.69 011 
the drawing for this figure in the Pierpont Morgan 
Library, Inv. No. 1.232.

10. See th e  d r a w in g  a fte r  th is  w o r k  in th e  L o u v re , 

C a b in e t  d es  D essins, Inv. N o .20,177 (l.ug t, Louvre, 
Ecole fla m a n d e. II, 1949, N o .1070.

11. Cf. p.204 above.
i i .  O ldenb ourg, 1 9 1 1 , p. 173; see also R eber, No.738, 

who was the first to suggest that the later addition 
consisted not only of the lunette above, but also of 
a narrow strip down the left hand side.

13. Sonnenburg, B ildaiifbatt, p.S, with much further 
pertinent information on the technique and struc
ture of this panel.

14. Cf. K.Voll, E ine Landschaft von R ubens in der  
M ü n ch n er Pinakothek, M ü n ch n er Jahrbuch der bilden
den K u n st, 1907, II, pp.34-38 (repr. p.36).

15. S to c k h o lm , N a t io n a lm u s e u m , Inv.No.407.
là . O ldenb ourg, 1922, p.i8o; cf. M ü ller  H ofstede, Bei

träge, p .3it>, 11.148 (c.1020-30), and National
museum Stockholm, A ld re  L'tlandska M a ln in gar  
och S ku lpturer, 1958, N0.407 (c.1620).

17. Although it may be noted that the figure of God 
the Father at the very top of the work is omitted 
in the present composition.

18. Vlieghe, Sain ts, II, N0.135, pp.124-129.
19. The reference in Raparini's manuscript of 1709, 

cited on p.22ft below, to the inspiration of Gru- 
pello’s Pyram id  in Mannheim, for example, is 
quite probably to the present painting, rather than 
to the Fall o f  the D am ned  (No. 52).

20. '1624 ... unius tabulae sit mentio aestimii supra 
quinque mill, florenorum ... repraesentans judi
cium in die Domini magnum. Superius, coeli 
amoena, corporumque ad ea volatus: alios in 
coelo gaudio diffluere; alias apud inferos torqueri, 
hic corporum raptus, inferorum gurges, mixtae 
infelici interitu maribus foeminae, juvenes senibus. 
Ita ut spectatorem suum tormenta terreant & 
alliciam gaudia' (Golnitzius, op. cit., pp.71-72, 
cited by M.Rooses, in R ubens-B ulletijn , V , 1807, 
p.223).

21. See , p.203 above.
22. Collection Mr. C.P. van F.eghen, The Hague; 

V lieghe, Sain ts, II, No. 133.
23. Not noted by Vlieghe, Ibid.
24. B u rch a rd -d 'H u lst, 1963, N o.107.
25. M iiller  H ofstede, Beiträge, pp.310-319 and M.Diaz 

Padrón, El dibujo del Peipteno Juicio Final de R ubens, 
Archivo F.spaiiol de A r te , N o.140-147, 1064, pp.203- 
zoo.

26. Rotterdam, Museum Boymans -  van Beuningen, 
Inv. No. V.104.

27. M. Jaffé, A  Sheet o f  D raw in gs fro m  R u b en s’s Italian  
Period, M a ster D ra w in g s, VIII, 1970, pp.48-49,
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fig.6; and J.M iiller Hofstede, Some E a rly  D raw ings  
by R uben s, M a ster D ra w in g s, II, 1964, pp.7-9, pl-3a; 
but see now, for both the recto and the verso of 
this drawing, M üller Hofstede, in [Cat. Exh.], 
C ologne, tg yy , pp.198-201, N0.30 (repr.).

28, Jafle, V a n  D y ck ’s A n tw erp  Sketchbook, op. cit., II, 
p.239 and f.56.

5 ia. A  Nude Figure falling backwards : 
Drawing (Fig. 155)

Black chalk, heightened with white on 
buff paper; 45.4 x 27.5 cm. Lower left and 
upper right hand corners filled in to give 
the drawing its present shape. An un
known mark, now faded (1.1343) in the 
lower right hand corner. Formerly in
scribed ‘ C ab. : L em pereur’ in ink, top right ; 
on the back, in ink ‘ P .O . N o. 19. R eu b en s’ , 
in pencil ‘ a t W o o d b u r n s  sale, 18$4’ . 
C am brid ge, F itzw illia m  M u seu m .
Inv. N0.2179.

p r o v e n a n c e : J. D. Lempereur sale, Paris 
(Joullain et Boileau), 24 May-28 June, 
1773, lot 298; S. W oodburn (London, 1756 
to 1853); Charles Ricketts (London, 1866- 
1931) and Charles H. Shannon (London, 
1865-1937); bequeathed by the latter to 
the Fitzwilliam Museum in 1937.

e x h i b i t e d : Seventeenth C en tu ry  A r t  in  
E u rope, Royal Academy, London, 1938, 
N0.593; Seventeenth C en tu ry  Flem ish D r a w 
ings a n d  O il Sketches, Fitzwilliam Museum, 
Cambridge, 1958, No,37.

l i t e r a t u r e : G lü c k -H a b e r d itç l, p.43,
No. 155 (repr.); C. van Hasselt, in [Cat. 
Exh.], Seventeenth C en tu ry  Flem ish D ra w 
in gs a n d  O il Sketches, Fitzwilliam Museum, 
Cambridge, 1958, p. 14, No.37.

A  careful study for the figure tumbling 
backwards slightly to the right of the 
centre o f the main group o f damned fig
ures (directly below the angel to the right
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o f St Michael). The m otif and to some 
extent the technique are similar to the 
drawing for a Prom etheus figure in the 
Louvre1 and to that of a Psyche figure in 
Windsor.2 But the handling of the chalk 
is both firmer and broader in the present 
drawing, and it should probably be dated 
a little later than the Windsor and Louvre 
drawings, probably after 1615.

A strong pentiment is clearly visible at 
the outline of the projecting knee. In view 
o f the similarity in technique between 
this and the following drawing (No.5ib; 
Fig.156), as well as the apparent identity 
of the paper, both may originally have 
formed part of the same sheet.3

1. B urchar d - d ’ H u lst, 1963, N0.40.
2. B u rch a rd -d ’ H u lst, 1963, N0.65.
3. The watermarks, however, remain to be examined.

51b. A  Nude Figure with One Hand  

on his Head tumbling downwards: 

Drawing (Fig.156)

Black chalk, heightened with white; 46 
x 27.5 cm. Pasted down on another sheet 
with traces of black chalk on it; the foot 
and the elbow torn.
V ien n a , A lb ertin a . Inv. N0.8303.

p r o v e n a n c e : Duke Albert o f Sachsen- 
Teschen (Moritzburg near Dresden, 1738— 
Vienna, 1822).

e x h i b i t e d : V ien n a , A lb ertin a , 1977.N0.14.

l i t e r a t u r e : J.Meder, Fla n d çeichn u n g en  
alter M eiste r  a u s d er A lb er tin a  u n d  an deren  
Sam m lungen, Vienna, 1896-1908, N0.827;
F.M.Haberditzl, Ü ber einige H a n d çeich -  
n u n g en  von R u b en s in  der A lb ertin a , D ie  
graphischen K ü n ste, XXXV, 1912, p.4 ; G ltic k -  
H a b e rd itç l, p.40, N0.90 (repr.).

Although this study has usually been re
lated to the ‘Great’ L a stJu d g em en t (N0.49;
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Fig.137; the tumbling figure on the left of 
the group o f the dam ned'), it is in fact 
closest to the figure on the lower left of 
the group of the damned in the ‘Small’ 
Last Ju dgem ent. Only in this work can one 
see the right leg of the present figure (in a 
similar position to the drawing) and a 
portion of the left. Both are hidden in the 
‘Great’ Last Ju dgem ent and in the now lost 
S t M icha el S trik in g  D o w n  the R ebellious  
A n g e ls .2 It is nonetheless clear that figures 
such as this one were first adumbrated 
in— or possibly even prepared for— the 
earlier ‘Great’ Last J u d g em en t of 1615-16 
(N0.49; Fig.137).

1. Cf. the similar figure in the version in Dresden 
(No.49a; Fig.138), and in the engraving by L.Vors- 
terman after a now lost St M ichael Striking D ow n the 
R ebellious Ang els cited in the following note.

2. Vlieghe, Saints, II, No. 144, Fig.87.

52. The Fall of the Damned (Fig.158)

Oil on panel; 286 x 224 cm.
M u n ich , A lte  P in akothek. No.320.

p r o v e n a n c e ; Marius Ambrosius Ca- 
pello (1590-1676), Bishop of Antwerp 
(1654-76); bequeathed by him to the Do
minican Abbey in Ghent but bought by 
the Duc de Richelieu (1629-1715) in 1677; 
bought by the Prince Flector of the Pala
tinate Johann W ilhelm  for his Gallery in 
Düsseldorf before his death in 1716; 
transferred to the Hofgartengalerie in 
Munich in 1806; transferred to the Alte 
Pinakothek in 1836, the year of its founda
tion.

c o p i e s :

(1) Painting, Fig. 159, Aachen, Suermondt 
Museum, Inv. No. 193; panel, 118 x 92 cm ,1 
p r o v . J.Wildens (Antwerp, 1621-53); 
?J. Stoop, Ghent, 1668; Brussels, ?Gelaude

Habert, before 1684; sale, Paris (Colin), 
1756; Paris, Dutartre collection, by 1787; 
Dutartre sale, Paris, 19 March, 1804, 
lot 17; sold to Paillet; Pitschaft sale, Paris, 
i i  April, 1811, lot 140; Paris, Malve col
lection, until 1864, when bought by Barth- 
lod Suermondt (1818-19); bequeathed 
by the latter to the Aachener Museum
verein in 1882. E X H . E xp osition  de ta b lea u x  
et d ’objets d ’ a rt anciens a l ’occasion du  
3me centenaire de P . P . R u ben s, Antwerp, 
1877, N0.354; B russels, 1910,  N0.360; Po
la rität— D a s D ionysische und das A p o llo 
nische, Recklinghausen, 1961. l i t . T essin, 
p.86; R. de Piles, A brég é de la vie des 
p ein tres, Paris, 1699, pp.403-404; Sm ith, 
C atalogue R aison n é, II, p .168, N o.581; IX, 
p.268, N0.92; A.W oltm ann, D ie  G alerie  
Suerm ond t, Z eitsch rift f ü r  b ild en d e K u n st, IX, 
1874, pp.293-294; P.Mantz, La G alerie de 
M . Suerm ond t, G a le t te  des B ea u x -A rts, IX, 
1874, pp.376-377; G.F. Waagen, K leine  
Schriften , Stuttgart, 1875, p.8o; Beschrei
bendes V erzeich n is  d er G em älde des S u er
m on d t M u seu m s, Aachen, 1883, pp.61-62, 
N0.115; R ooses, I, pp.109-110, N0.93; 
H ym ans, 1893, P-I3 ! K .d .K ., ed. R osenberg, 
pp.87, 468; D illo n , p.125; M. Rooses, D e  
Vlaam sche K u n st in de XVI I d e  E eu w  ten
toongesteld in  het Ju belp a leis te B russel in 
19 10 , Onçe K u n st, X, 1911, p.9; O ld en bou rg , 
1922, pp. 176-179; G em älde-K atalog, S u er
m ondt M u seu m , Aachen, 1932, pp.147-148, 
N0.438; E. G. Grimme, D a s Suerm ond t  
M u seu m . Eine A u sw a h l, A achen er K u n st
blätter, XXVIII, 1963, pp.284-287; D.Ro- 
sand, R u b e n s ’s M u n ich  Lion H u n t; Its 
Sources an d  Significance, A r t  B u lletin , LI, 
1969, p.32., n.18;

(2) Drawing after group o f damned souls 
and demons above and to the right of the 
many-headed dragon (Fig. 160); London, 
British Museum, Inv. No. N.G.853-A;2 
initial drawing in black chalk with light
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brown wash, worked up with brush and 
oil colour, 70.7 x 48 cm. p r  o v. P. H. Lank- 
rink (London, 1628-92); Sir James Thorn
hill (London, 1675-1734); Thornhill sale, 
London, 24-25 February, 1735; Sir Ben
jamin West (London, 1738-1820); Sir 
Thomas Lawrence (London, 1769-1830); 
Sir Robert Peel (London, 1788-1850) ; Lon
don, National Gallery; transferred to the 
British Museum in 1935; e x h . L ondon, 
1977, N0.90. l i t . J.Richardson, A cco u n t o f  
Statues, Bas R eliefs, an d  D ra w in g s in  Italy  
an d  France, London, 1722, p.351 ; Rooses, V ,  
pp.218-219, N0.1413 ; A. E. Popham, D r a w 
in gs by R u b en s a n d  V a n  D y ck  fr o m  the 
N a tion a l G allery, B ritish  M u seu m  Q ua rterly , 
X, 1935-36, pp.10-12; A.P.Oppé, Sir Jam es  
T h o rn h ill’s  C ollection, B u rlin g ton  M a g a zin e , 
LXXXII, 1943, pp.134-136 and LXXXIII, 
1944, p.207 ; M ü lle r  H ofstede, Beiträge, p.319 
and pl.226; D.Rosand, R u b en s D ra w in g s, 
State o f  R esearch, A r t  B ulletin, XLVIII, 1966, 
p.244, n.50;

(3) Drawing after group on centre left of 
painting, but with the inclusion of the 
many-headed dragon on the lower right 
(Fig. 161), London, British Museum, Inv. 
No. N.G.853-B; black and red chalk with 
various shades of brown wash, 74.8 
x  47.6 cm. p r o v . as (2) above, e x h . Lon
don. 1977, N0.91 ; l i t . Richardson, op. cit., 
p.351 ; R ooses, V ,  p.219, N0.1414; Popham, 
op. cit., pp.10-12; M ü lle r  H ofstede, Bei
träge, p.325, pl.227;

(4) Drawing after group on upper right of 
painting, London, British Museum, Inv. 
N0.853-C (Fig. 162); initial drawing in 
black chalk with brown wash, worked up 
with brush and oil colour, 75 x 47.8 cm. 
p r o v . as (2) above, e x h . Lon don, 1977, 
N0.92. l i t . Richardson, op. cit., p.351 ; 
Rooses, V, pp.218-9, N0.1412; Popham, 
op. cit., pp.io-12; M ü lle r  H ofstede, Bei- 
träge, p.325, pi.228;

(5) Drawing after group on upper centre 
of painting immediately below St Michael 
(Fig. 163), London, British Museum, Inv. 
N0.853-D; black and red chalk with 
watercolour washes and body colour,
72.3 x47 cm. p r o v . as (2) above, e x h , 

L on don, 1977, N0.93; l i t . Richardson, op. 
cit., p.351; R ooses, V, p.219, N0.1414; 
Popham, op. cit., pp.10-12; M ü lle r  H o f
stede, Beiträge, pp.325-326, pl.229;

(6) Drawing after the group of fat figures 
and the group tumbling downwards 
immediately to their right just below the 
centre o f the painting, but the latter 
group here placed above rather than 
alongside the former (Fig. 164), London, 
British Museum, Inv. No. O0.3-9; initial 
drawing in black and red chalk, with grey 
wash, worked up in brush and oil colour, 
71x4 7.5  cm. p r o v . E.Jabach (Cologne, 
1610-Paris, 1695); P.Crozat (Paris, 1665— 
1740); Crozat sale, Paris, 10 April-13 May, 
1741, lot 829; P.J. Mariette (Paris, 1694- 
1774); Mariette sale, Paris, 15 November, 
1775-30 January, 1776, lot 993; Le Brun 
sale, Paris, 11-13 March, 1791, lot 266; 
R.Payne Knight (London, 1750-1824); be
queathed by the latter to the British 
Museum, exh . Le C a b in et d ’ u n  g ra n d  am a
teu r M a riette  ( 1 6 9 4 - 1 J J 4 ) ,  Louvre, Paris, 
1967, N o.i97; London, 1 977, N0.94. l i t .  

R ooses, V ,  p.219, N0.1416; H in d , II, p .6, 
N0.2;

(7) Drawing after (4) above, Ottawa, 
National Gallery o f Canada; black and 
red chalk, point of the brush and brown 
ink and brown wash, 71.2 x 47.6 cm.; 
inscribed on the right above by an un
known hand: 337. p r o v . London, Ag- 
new’s, 1967. e x h . O ld  M a ster  D ra w in g s, 
Agnew’s, London, 1967, N0.31; Jacob Jor- 
d aens 1793-1678, Ottawa, National Gal
lery of Canada, Ottawa, 1968-69, N0.229 
(as Jorda en s; repr.). l i t .  R .A .d ’Hulst,
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Jorda en s D ra w in g s, London-New York, 
1974, p.485, N0.B8 (as d o u b tfu l);

(8) Drawing after (2) above, whereabouts 
unknown, black and red chalk, point of 
the brush and brown ink and wash, 71.2 
x 47.6 cm. inscribed 336 in an unknown 
hand. p r o v . London, Agnew’s 1967. exh. 
O ld  M a ster  D ra w in g s, Agnew’s, London, 
1967, N0.25. l i t . as in preceding entry;

(9) Drawing after (3) above, whereabouts 
unknown; black and red chalk, point of 
the brush and brown ink and wash, 74.3 
x 49.9 cm; inscribed 333 in an unknown 
hand. p r o v . Frankfurt, Art Market, 
1935; London, V.Koch, sale, London 
(Christie’s), 18 April, 1967, lot 165; sale, 
London (Sotheby’s), 7 December, 1967, 
lot 80; bought by Colnaghi’s, London. 
l i t . as in (7) above;

(10) Drawing after (5) above; where
abouts unknown; black and red chalk, 
point of the brush and brown ink and 
wash, 72,7 x 48.9 cm. inscribed 334 in an 
unknown hand, p r o  v. as in the preceding. 
l it . as in (7) above;

(11) Drawing after five souls in hell tor
mented by beasts in the lower right hand 
corner of the painting, New York, Pier
pont Morgan Library, black and red 
chalk, reinforced with pen and ink, 39.4 
x 52.7 cm. p r o v . C.Fairfax Murray (Lon
don, 1849-1915). l i t . T heJ. P ierp o n t M orga n  
C ollection  o f  D ra w in g s fo rm ed  by C. F a ir fa x  
M u rra y , III, London, 1912, No. 163; G o r is-  
H eld , p.55, N0.A.92;

(12) Drawing after the group of lions and 
demons tormenting souls in hell in the 
lower centre of the painting, where
abouts unknown; black chalk and wash 
heightened with white, 50 x 76 cm. p r o v . 

Paris, L.Huteau, 1938; photo in Burchard 
documentation, Rubenianum, Antwerp;

(13) Drawing after the devil astride a man 
seen from behind on the lower left o f the 
painting, whereabouts unknown; black 
chalk, 32.2 x 26.3 cm.; below, two uniden
tified marks, L.2786 and L2691. p ro v . 
?R.Peltzer (1825-1910); sale, Stuttgart 
(H.G. Gutekunst), i3-i4M ay, 1914,101350; 
Kasteel Heyen, Limburg, The Nether
lands, sale, Amsterdam (Sotheby Mak 
van Waay), 26-28 October, 1979, lot 151. 
l i t . M ü lle r  H ofstede, Beiträge, pp.329-331, 
N0.160, pl.232;

(14) Drawing of the four figures tumbling 
head downwards in the centre of the 
painting, London, British Museum, Inv. 
N0.1895-9-15-1052, black and red chalk 
slightly heightened with white, 29.1 
x 24.1 cm. p r o v . A.Dyce (1798-1869); 

J.C.Robinson (1824-1913); J.Malcolm 
(1805-1893); purchased for the British 
Museum in 1895. l i t .  Hind, II, p.6, N0.3; 
Popham, op. cit.— see under (2) above—  
pp.11-12;

(15) Drawing of a nude man tormented 
by demons in the lower right hand corner 
o f the painting, Oxford, Ashmolean 
Museum; black chalk, heightened with 
white and reinforced with indian ink and 
bistre, 37.9x24cm . p r o v . Presented by 
John Ruskin (1819-1900) to the Drawing 
School, Oxford, in 1870. l i t . K.T.Parker, 
C atalogue o f  the Collection o f  D ra w in g s in 
the A shm olean M u seu m , I, Oxford, 1938, 
p.89, N0.205;

(16) Drawing of the dragon’s head on the 
lower right of the painting, Dublin, Na
tional Gallery of Ireland, Inv. N0.2606; 
black chalk, 17.5 x 20.6cm. p r o v . Sir 
Thomas Lawrence (1769-1830). e x h . 

Drawings fro m  the N ation al G allery  o f  Ire
la n d , Wildenstein, London, 1967, N0.20;

(17) Drawing of the devil with bat’s wings 
and the man falling backwards about
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halfway up on the left side of the painting, 
whereabouts unknown; black chalk, 
30 x  20.5 cm. p r o v . sale, London (Chris
tie’s), 10 December, 1974, lot 67;

(18) Drawing after the main elements in 
the composition, Paris, Institut Néer
landais, Fondation Custodia, Inv. No. 
1 2250; pen and brown ink, 42.5 x 30.5 c m .  
p r o v . P.H.Lankrink (1628-1692); J. 
Richardson Senior (1665-1745); Sir Joshua 
Reynolds (1723-92) ; Sir Thomas Lawrence 
(1769-1830); bought byF.Lugt in London 
in 1925. E X H . Loan E x h ib tion  o f  Flem ish and  
D u tch  A r t , Royal Academy, London, 1927, 
N0.572;

(19) Drawing of the woman being pulled 
straight downwards by her hair in the 
upper right quadrant of the painting and 
of the woman pulled diagonally towards 
the left on the left of her; verso of the 
preceding;

(20) Drawing o f the main elements in the 
composition, Munich, Staatliche Graphi
sche Sammlung, Inv. N0.4672 ; black chalk 
heightened with white, 59 x 53.2 cm. ; 
below on the right an unidentified mark, 
L. 2723; W atermark: Heawood, 2820, 
English, c. 1700. l i t . W .W egner, D ie  
n ied erlän dischen  H a n d zeich n u n g en  des 1 5 -  
18 Ja h rh u n d erts  (Kataloge d er Staatlichen  
G ra phischen  Sam m lu ng M ü n ch en , I), Mu
nich, 1973, N0.869;

(21) Drawing after the group of damned 
souls and demons on the centre right of 
painting but reversed—-cf. (2) above and
(33) below, Berlin, Staatliche Museen 
Preussischer Kulturbesitz, Kupferstich
kabinett, Inv. No. KdZ 13,768; pen and 
black ink, modelled in red with the brush, 
43 x 27.5 cm. ; on the reverse, the marks 
L.2529 and L.1606. p r o v . K.F.F. von Nag
ler (Berlin, 1770-1846); acquired by the 
Berlin Museum in 1835. l i t . E.Bock and

J. Rosenberg, Staatliche M u se en  ç u  Berlin . 
D ie  Z eichn un gen  a lter M e iste r  im  K u p ferstich 
kabin ett. D ie  n ied erlän dischen  M eister. Be
schreiben des V e rze ich n is  säm tlicher Z eich 
n u n g en , Berlin, 1930, p.256; H.M ielke and 
M. Winner, Staatliche M u seen  preu ssisch er  
K u ltu r b e s itz ■ Peter P a u l R u b en s. K ritischer  
K atalog d er Z eichn un gen . O riginale-U m kreis- 
K opien , Berlin, 1977, p.132, N0.64 Kop;

(22) Drawing after the group of lion and 
demons tormenting souls in hell in the 
lower centre of the painting (cf. 12 
above), Copenhagen, Statens Museum for 
Kunst, Kongelige Kobberstiksamling, Inv. 
N0.7347; black chalk, 25 x 22.1 cm. p r o v . 

Liphart collection;

(23) Drawing of the woman pulled down
wards by a demon in the centre of the 
composition, Copenhagen, Statens Mu
seum for Kunst, Kongelige Kobberstik
samling, ‘Rubens Cantoor’, No.V, 55; red 
chalk, 20 x 27.6 cm. ;

(24) Drawing of the two demons who 
appear to attack each other at the base of 
the composition, Copenhagen, ‘Rubens 
Cantoor’, No.VI, 97; pencil and red chalk, 
23.9 x 18.7 cm.;

(25) Drawing of the group of very fat 
figures at the top of the lower left quad
rant of the composition, Copenhagen, 
‘Rubens Cantoor’, No. I, 44; black and 
red chalk heightened with white, 44.5 x
30.5 cm.;

(26) Drawing o f the figure seen from the 
back with his left arm bent over his head 
on the left of the central group of tum 
bling figures, Copenhagen, ‘Rubens Can
toor’, No.I, 45, red chalk, 18.4 x 11.8 cm;

(27) Drawing of the very fat man in the 
lower left quadrant of the composition, 
Copenhagen, ‘Rubens Cantoor’, No. 1, 46. ; 
red chalk, 18.7x 17.5cm.;
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(28) Drawing of the group of figures tor
mented by demons above the very fat 
man, Copenhagen, 'Rubens Cantoor’, 
No.l, 47; black chalk and grey wash,
46.5 x 24.5 cm.;

(29) Drawing of the two figures attacked 
by demons halfway down the right hand 
edge of the composition, Copenhagen, 
‘Rubens Cantoor’, No.l, 48; black chalk, 
pen and brown wash heightened with 
white and oil colours, 30.5 x 39.5 cm,;

(30) Drawing of the group of figures tor
mented by demons in the centre of the 
composition, Copenhagen, 'Rubens Can
toor’, No.l, 49; black and red chalk, pen 
and brown ink with brown wash, 40.7 
x 31.5 cm. ; by the same hand as the pre
ceding;

(31) Drawing of the two figures falling 
headlong in the upper right of the com
position, Copenhagen, ‘Rubens Cantoor’, 
No.l, 50; black chalk with some pen and 
ink, 29x 19.i cm.;

(32) Drawing of the two falling women 
pulled downwards by a demon on the 
left o f the composition, Copenhagen, 
‘Rubens Cantoor’, No.l, 51; black chalk 
with some pen, ink, and grey wash;
29.2 x 19.i cm.;

(33) Engraving by P. Soutman after the 
many-headed dragon and the figures 
surrounding it in the lower right half of 
the composition, 1642; 57 x 41.5 cm. ( V .S ., 
p.62, N0.458);

(34) Etching by R. van Orley after J. van 
Orley; 82x 62cm. ( V .S ., p.62, N0.457);

(35) Engraving o f the group o f animals 
and demons tormenting souls to the right 
o f the rearing lion at the bottom of the 
composition; probably after (12) above, 
but cf. also (22) above; ( V.5 ., p.230, N0.49).

l i t e r a t u r e : A.Félibien, En tretien s su r

les vies et les ouvrages des p lu s  excellen s  
p e in tres , IV, Paris, 1685, p .121; R ecueil de 
diverses pièces p a r A rm a n d  Jean  d u  Plessis, 
D u c  de R ichelieu, British Library, Sloane 
MS. 2868, fF.92-98; R. De Piles, D issertation  
su r  les ouvrages des p lu s  fa m e u x  p e in tr e s . . . ,  
Paris, 1677, p.25; D e Piles, D issertation , 
1681,  pp.79-96; K arsch, No. 182;J. Richard- 
son, A n  A cco u n t o f  S tatues, Bas R eliefs, 
P a intin gs, an d  D ra w in g s in Italy an d  Prance, 
London, 1722, p.351; A.J. Dézallier d ’Ar- 
genville, A brég é de la vie des p lu s  fa m e u x  
p ein tres, II, Paris, 1745, pp. 145-147; Van  
Gooi, II, p .544; C atalogue, D ü sseld o rf, 1760, 
p. 19, N0.27; D escam ps, V ie, pp.318-319; 
M ichel, 1771, p.301, N0.27; Pigage, No.277; 
R ey n old s, pp.221-222; Forster, I, p.132; 
Sm ith, C atalogue R aison né, II, p.65, No, 188 
(= p .7 i, No.216); IX, pp.267-268; N0.91; 
D illis , No.256; P a rthey, p.423, N0.149; 
M a rg g ra ff, p.53, N0.250; Rooses, I, pp.106- 
109, N0.93; R eber, No.737; Ch.Ruelens, 
La vie de R u ben s p a r  R og er de P iles, R ubens- 
B u lletijn , II, 1883, p.170; L evin, 190, pp. 120- 
122; K .d .K ., ed. R osenberg, p.87; D illo n , 
p. 125, pl.CII; F.Roh, R u b en s H ö llen stu r %, 
M ü n ch n e r Ja h rb u ch  d er bildenden K u n st, III, 
1916-17, pp. 189-197 K .d .K .,p . I94;H. Kauf
mann, R u b en s u n d  M a n teg n a , Köln u n d  d er  
N ord w esten , Cologne, 1941, pp.99-104; 
E v ers, 1942, pp.248-252; E.Steingräber, 
Ü ber die Schaden am  H ô llen stu rç  von 
P . P . R u b en s, K un stchron ik, XII, 1959, p.89, 
103 (repr.); H. Lohe, Z u m  M ü n ch n e r A tte n 
ta t a u f  das R ubensgem ä ld e, M a ltech n ik , 
LXV, 1959, pp.65-70; B.Teyssèdre, Une 
collection  fra n ça ise  de R u ben s au  X V I I e 
siècle: Le C a bin et d u  D u c  de R ichelieu  décrit  
p a r  R og er de Piles ( i 6 j 6 - 8 i ) ,  G a le t te  des  
B e a u x -A rts, LXII, 1963, pp.284-289; D.Ro- 
sand, R u b e n s ’s M u n ich  Lion H u n t: Its 
Sources and Significance, A r t  B ulletin , LI, 
1969, p.32, n.18; J. Rosenberg, O n  Q u a lity  
in  A r t , London, 1969, pp.33-36; G len , 
pp.290-292.
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The scene is a remarkable conflation of a 
traditional aspect o f the L a st Ju dgem ent—  
the Fall of the Damned— with the apo
calyptic role o f St Michael as the exorcist 
of demons. The most important bibli
cal sources, therefore, are two passages 
from St Matthew, ‘And cast ye the un
profitable servant into outer darkness: 
there shall be weeping and gnashing of 
teeth’ (Matt.25,32) and ‘Depart from me, 
ye cursed, into everlasting fire, prepared 
for the devil and his angels’ (Matt.25,41), 
and one from  Revelation: ‘And there was 
war in heaven: Michael and his angels 
fought against the dragon ; and the dragon 
fought and his angels; And prevailed not; 
neither was their place found any more 
in heaven. And the great dragon was cast 
out, that old serpent, called the Devil, 
and Satan, which deceiveth the whole 
w o rld ...’ (Revelation 12, 7-9).3

Michelangelo’s famous fresco o f the 
Last J u d g em en t in the Sistine Chapel—  
itself probably influenced by earlier Nor
thern representations of the subject4—  
had placed a particular emphasis on the 
fall o f the damned, and in this respect (as 
well as in others) was followed by subse
quent Netherlandish paintings of the 
subject, such as those by P.Pourbus,5
C. van den Broeck,6 and J. de Backer.7 
These are all works which Rubens must 
have known, but the present work is not, 
strictly speaking, a L a st Ju dgem en t. In the 
decision to represent only the F all o f  the 
D am n ed , Rubens had important prece
dents not only in the many medieval re
presentations of hell-mouths, both sculp
ted and painted, but also in earlier Nether
landish panels showing the Fall o f  the 
D am n ed  exclusively, such as those by Ro
ger van der W eyden,8 Bosch,9 and Bouts.10 
Goltzius’s engraving after Stradanus of 
the Fall o f  the D am n ed  (one o f a series of 
fou r rou n dels d e vo te d  to  th e Last Judge

m e n t) '1 may also have been a significant 
influence. Unlike these artists, however, 
Rubens has here introduced the Archan
gel Michael referred to in the passage 
from Revelation cited above. Nonethe
less, it is clear that the scene is n o t  a F a ll 
o f  the R ebel A n g els  as suggested by this 
passage, but rather the casting down of 
the damned souls into Hell. In his ex
clusive emphasis on this aspect o f the 
traditional L a st Ju d g em en t and the confla
tion with St Michael, Rubens’s represen
tation of the present subject is yet 
another instance o f his iconographie in
ventiveness.

The compositional and pictorial quali
ties of the work are equally remarkable. 
At the very top of the painting slightly to 
the left o f centre St Michael appears in a 
blaze of light; to the left of him four 
angels assist him in casting down the 
damned. The naked figures o f the con
demned plum m et downwards to Hell, 
the majority in a powerful diagonal 
movement from  upper right to lower 
left, but others, painted with less finish, 
may be seen on the sides. Some of these 
apparently innumerable figures simply 
tum ble downwards, but many more are 
dragged down, by their hair and limbs, by 
winged and tailed demons. An appre
ciable number are bitten by beasts and 
demons in their faces, throats, and other 
vulnerable parts o f their bodies. An enor
mous many-headed dragon appears on 
the lower right; the flames of hell leap 
upwards across the lower zone, while at 
the very base o f the work are depicted 
the torments of hell, a melée of suffering 
figures and beasts and demons of various 
kinds. Rubens had thus created for him 
self the opportunity to display his extra
ordinary ability as a painter o f nude 
figures, seen from  every possible angle 
and in every possible position; and his
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inventiveness is shown in the great 
variety of hideous demons and beasts to 
be seen everywhere in the work.

In the enthusiastic and extensive de
scription of this painting printed in the 
second and subsequent editions of the 
D isserta tion  su r les ouvrages des p lu s  fa m e u x  
p ein tres, de Piles suggested that personi
fications of the seven deadly sins may be 
detected amongst the damned. This is 
not likely to be the case, but it will per
haps be noted that the main body of 
tumbling figures appears to be divided 
into seven slightly separated groups. The 
idea may have been suggested in the first 
instance by the group of three extra
ordinarily gross figures at the top o f the 
lower left quadrant of the painting; the 
identification of these figures is dubious 
indeed, but it is worth quoting de Piles’s 
description of the group (if only as an 
example of his mode of ekphrasis): ‘Dans 
le milieu du Tableau paroissent la pesante 
lâche Paresse, &C l ’insatiable Gourman
dise, dont les caractères sont marquez par 
des corps gros ôt pesant; qui souffrent les 
cuisantes morsures S i les piqûres cruelles 
des bêtes infernales, sans se pouvoir re
muer (quoyque penetrées de douleurs) 
tant elles sont ensevelies dans leur pro
fonde létargie’.12

The m otif of the fat woman being 
carried on the back of a devil is derived, 
as first observed by Kaufmann, from 
Mantegna’s engraving of a Bacchanal w ith  
a S ile n u s13 and so is the fat Silenus-like 
figure, which so often recurs in Rubens’s 
paintings of the D ru n ken  Silen us and 
related compositions of the latter half of 
the second decade.H Naturally, many of 
the figurai motifs besides this one may be 
paralleled in other works by Rubens: the 
figure bitten in the neck in the very centre 
of the painting, for example, is another 
adaptation of the Prometheus-motif al

ready used in the Philadelphia Prom e
th e u s '5 and the Cologne D eath o f  A r g u s ,’6 
as well as in the ‘Small’ Last Ju d g em en t  
(No.51 ; Fig. 146). Müller Hofstede pointed 
out the parallel between the woman 
tum bling backwards with her hands 
stretched upwards on the left of the pic
ture and the Boreas and O reilh y ia  in the 
Akademie in Vienna,17 a m otif which 
ultimately derives from the relief of the 
R a p e o f  Proserpin e  on a sarcophagus in the 
Palazzo Barberini.18 The St Michael occurs 
again at a slightly different angle in the 
ceiling painting of St M icha el S trik in g  dow n  
the R ebelliou s A n g els for the Jesuit Church 
in Antwerp, while the angel just to the 
left of him is represented in identical 
fashion there'9 as well as in the earlier 
D efeat o f  Sen n acherib .20

The overall tonality of the work is a 
scintillating reddish brown, with a golden 
glow surrounding St Michael at the top 
o f the picture, and the serpents below’ in 
a rather lurid blue-green colour. Yellow
ish-red fires blaze in the centre of the 
main group and above the hellish region 
at the bottom (most striking above the 
very dark area on the lower left); to 
enhance the fiery effect, dots of yellow 
and red may be seen in many places, but 
especially in the area round the heads of 
the dragon on the lower right. There is 
the usual variation in flesh tonalities (with 
the devils often luridly painted in darkish 
brown or pallid grey), as well as a con
siderable variation, as often in Rubens, 
between areas of high and careful finish 
(as in the nude figures towards the left) 
and swiftly painted, sketchily indicated 
passages (as in the sword of St Michael, 
the jaws of the wide-mouthed serpent on 
the lower right, the figures of the crowd 
in the background there, and the hair and 
limbs of many other figures).

The work remains in reasonably good
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condition, despite the extensive areas of 
repainting (especially in the centre and 
lower regions) necessitated after it had 
been attacked with acid in 1957.21 There 
are several pentimenti, most notably in 
the alteration in the position of the left 
foot (previously seen from above) o f the 
fat ‘Silenus’ figure. Apart from a num ber 
of horizontal cracks in the panel, a verti
cal crack has appeared down the centre 
o f the work. There is no evidence to sup
port Roh’s assertion (followed by Olden
bourg and Burchard) that the strip of 
approximately 50 cm. in width at the 
bottom of the work containing the actual 
hell scene is a later addition; even if it 
were, the painting there is clearly by Ru
bens’s own hand.22

The work evidently postdates the 
‘Great’ Last Ju d g em en t of 1615-16 (N0.49; 
Fig. 13 7) by several years, and the stylistic 
characteristics discussed below all point 
to a date at the very end of the second 
decade. Indeed, in his reply to a letter 
from Roger de Piles of 5 March, 1676, 
Philip Rubens assigned the date o f 1621 
to a ‘ Chut e  des A n g e s ’ which may be iden
tical with the present work.23 On the 
other hand, it is conceivable that the 
reference is to the S t M icha el S tr ik in g  d ow n  
the R ebelliou s A n g e ls ,24 as the engraving 
after it by Vorsterman also bears the date 
of 1621.25 Be that as it may, there are 
several futher references to a work with 
this subject in the writings o f de Piles 
which may cast light on the complex 
history and provenance of the painting 
now in Munich.

In the first edition of the D issertation  
(1677), the sole reference to a F a ll o f  the 
D am n ed  is the fact that it was made for 
TEvesque d ’Anvers, son intime am y’.26 
Now this receives confirmation from the 
will o f Ambrosius Capello (1590-1676), 
seventh Bishop of Antwerp, bequeathing

‘de groote schilderij vanden Engelenval 
geschildert van Petro Paolo Rubbens’ to 
the Dominican Fathers in Ghent, with the 
stipulation that if they sold it, they should 
fix a price of no less than five or six thou
sand guilders.27 Further confirmation is 
provided by the correspondence recording 
Matthijs Musson’s protracted attempts 
to buy the painting in 1675-76, culmi
nating in a bid o f 10,000 guilders for ‘den 
Val die den biskop toe kw am ’ just eight 
months before the bishop died.28

On 26 February 1677 de Piles wrote to 
Philip Rubens that ‘M. le Duc de Riche
lieu a fait venir un tableau de la Chute des 
Damnez de la main de nostre brave Ru
bens, qui estonne tout Paris et qui donne 
tout une autre idée encore de son meri
te’.29 In the margin o f the letter he wrote 
‘venoit de Gand’ . And in all the subse
quent editions of the D isserta tion , De Piles 
included in the C a b in et d u  M . le D u c  de 
R ichelieu  a long and enthusiastic and self
consciously ekphrastic description of the 
work, which accords perfectly with the 
painting in Munich.30

But whether in fact it was the Richelieu 
painting which entered the Electoral 
Gallery in Düsseldorf (and subsequently 
the Munich Gallery) is problematic. Ri
chelieu died in 1716, the year in which it 
is first definitely recorded in Düsseldorf, 
but in a manuscript o f 1709 it is claimed 
that the inspiration for Grupello’s Bronze 
Pyramid in Mannheim showing the F a ll o f  
the D am n ed  was the painting by Rubens 
‘das sich im Moment in der kurfürstlichen 
Galerie befindet’.31 This cannot, however, 
be regarded as conclusive evidence against 
the identity o f the work from the Riche
lieu collection and the work in Düssel
dorf: it could have left Richelieu’s posses
sion before his death, and it is equally 
likely that Grupello’s work was inspired 
by the ‘Small’ L a st Ju d g em en t (N0.51;
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Fig. 146), which was almost certainly in the 
Elector’s collection by that time. A more 
considerable objection, on the other hand, 
is the fact that de Piles (followed by Fé- 
libien) gives the measurements of the 
work in the Richelieu Cabinet as eleven 
by six feet, thus considerably larger than 
the work now in Munich. But, as already 
pointed out by Rooses, we know that the 
measurements given by De Piles are fre
quently incorrect, and one cannot there
fore be certain that the size of the Riche
lieu picture was accurately noted.

There is nothing to support the sug
gestion made by Levin that the painting 
was one of the two executed before 1622 
for the H o fka p elle  o f Count Wolfgang 
W ilhelm, referred to in the latter’s cor
respondence of 1622-23.32 The evidence 
for this suggestion is particularly slender 
in the light of the fact that the subjects of 
these paintings are not recorded in the 
extant documentation on the decoration 
of the H o fkap elle . Nor can it be supported 
on the basis of Dézallier d’Argenville’s 
1745 reference to a work of this subject,33 
as we know with certainty that by this 
time all the works mentioned by him 
were already at Düsseldorf.34

Nonetheless the possibility must re
main that the Richelieu work has been 
lost and is therefore not to be identified 
with the painting now in Munich. It may 
conceivably be the same as the ‘Val der 
Engelen, vol van Gewoel, en nooit Groot
ser van Ordonnantie met meer dan hon- 
dert Beelden, door P. P. Rubbens’ measur
ing 314x251 cm. and sold for 1110 guil
ders at the sale of Adriaan Bout, The 
Hague, i i  August, 1733, lot 36.

O f all the paintings by Rubens which 
Sir Joshua Reynolds saw on his journey to 
Flanders and Holland in 1781, this work 
inspired perhaps the greatest enthusiasm :

‘It is impossible to form an adequate

idea of the powers of Rubens without 
having seen this picture... If we con
sider the fruitfulness of invention which 
is discovered in this work, or the skill 
which is shown in composing such an 
infinite number of figures, or the art of 
the distribution of the light and sha
dow, the freedom of hand, the facility 
with which it seems to be performed, 
and what is still more extraordinary, 
the correctness and admirable taste of 
drawing of figures foreshortened, in 
attitudes the most difficult to execute, 
we must prononunce this picture to be 
one of the greatest efforts of genius that 
ever the art has produced’.35

1. I'or a discussion of tbc stat us and provenance of this 
work, see below, pp.2z8-2.to.

2. further discussion of the status of this and the 
following four coloured drawings in the British 
Museum will he found on pp.230-232.

.1. Although the passage from Revelation refers, 
strictly speaking, to the subject of St M ichael S i n 
king D ow n the R ebel Ang els  (cl. Y liegltc. Sain ts. II. 
N0.135, fig .80), one may assume that it also pro
vided an important source for the present subject, 
particularly in the light ofthe presence of the great 
many-headed dragon in the lower right hand cor
ner of the painting. In any event, the pictorial and 
figurai similarities between Rubens's treatment 
of S t M ichael Strikin g D ow n the R ebellious Ang els and 
the present composition may be noted here.

4. See p.202 a b o v e .

ç. Bruges, Groeninge Museum, N0.0110, dated 1551.
0. Brussels, Musées Royaux des Beaux-Arts, N0.70, 

dated 1560, and Antwerp, Koninklijk Museum 
voor Schone Kunsten, No.380, dated 157t.

7. Antwerp, Koninklijk M u s e u m  voor Schone 
Kunsten, N0.053, dated 1571 ; cf. p.203 above.

8. Fried lä nder, II, No. 14, pl.28 (right wing).
9. Ibid., V, No.80, pl.73.

10. Ibid., Ill, No.31, pl.47.
11. Published by R.Galle; H ollstem . VIII, p.112.
12. De Piles, D issertation. 1081, pp.82-83.
13. BtirlSi.li 20; cf. Kaufmann, op. cit., lig .18.
14. E.g. K.d.K., pp.82, 177.
15. See Julius S.Held, 'Prometheus Bound', Philadelphia 

Museum o f Art Bulletin. LI\, 1003, p p .17-32 (repr.).; 
cf. also the drawing in the Louvre adapted from 
Michelangelo’s Tityus drawing in Windsor) used as 
the basis for the Prometheus-ligure in all the works 
cited here; Lugt, Louvre, Fcole flamande, II, 1049, 
N o.1029, B u rch a rd-d 'Ilu ls l, lyftj, No.40.
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16. K .d .K ., p .33.

17. K .d .K ., p .223, a w o r k  w h ic h  d a le s  fr o m  a ro u n d  

th e  m id d le  o f  th e  seco n d  d eca d e— th u s  a fe w  yea rs  

b e fo re  th e  p re s e n t c o m p o s itio n .

18. Kieser, p.114 (repr., p .115).
19. M a rtin , Ceilin g  P a in tin g s, N0.1, Higs.8-16.
20. K .d .K ., p .156.
21. See Steingräber, op, cit., and Lohe, op. cit., for 

further details.
22. Cf. the similar views expressed by Rosand.op. cit., 

p.32, n.18.
23. Ruelens, op. cit., p .164.
24. V lieghe, S ain ts, II, N o.134. H eld, O il Sketches, p.409 

states categorically that the picture referred to by 
Philip Rubens was in fact this one,

25. V.S., p .i, No.I.
26. De Piles, D issertation, 1677, op. cit., p.25.
27. V.M . van Caloen, A m broise Capello V IIe évêque 

d ’A n v ers de l ’ordre des frèr es  p rêch eu rs, Louvain, 
1888, Testam ent, folio 10.

28. Letter ofPicart to M ussonofóJanuary 1676, D enucé, 
N a  P ieter Pauw el R u ben s, p.429. See also pp.414-415 
for the earlier discussions about buying the work, 
including the exasperated Picart’s prescient warn
ing: ‘Ie advisere Ul. soo den biskop dese okasie 
verlist van syn stuck nau tegenwordich te ver- 
koopen, dat hy dat sal lank bewaren’ ! (ibid., p 415)- 
This work is not to be confused with another 
painting of this subject also mentioned in these 
pages as having belonged to a Ca non  o f Antwerp 
and which, following a sale, was believed to be in 
Ghent (ibid., pp.412-413,415). This work is clearly 
stated to have had an arched top in Picart’s letter 
o f 16 August, 1675 (ibid., p.412).

29. Ruelens, op. cit., p .170.
30. See Teyssèdre, op. cit., pp.284-289; De Piles, Disser

tation, i6St, pp.79-86.
31. G.M.Raparini, Le P ortrait du vraie merite dans la 

personne d u  Sér. M o n s. l ’E lecteur P alatin , 1709 (Düs
seldorf, L a n d e s -  u n d  Staatsbibliothek, MS, G.82); 
further details in [Cat. Exhib.], E uropäische Barock
p la stik  am  N iederrhein , G rup ello  und seiner Z e it,  
Düsseldorf, 1971, p.69.

32. Levin, 1905, p .120.
33. ‘On voit a Neubourg le jugem ent dernier, une 

nativité, &  une pentecôte; la chute des mauvais 
anges &C saint Michel’, Dézallier d ’Argenville, op. 
cit., p .145.

34. D é z a ll ie r  p r e s u m a b ly  k n e w  th a t  m a n y  o f  th e  

D ü s s e ld o r f  p ic tu re s  c a m e  fr o m  N e u b u r g , w h ich  

m a y  a cco u n t fo r  h is re fe re n c e  to  th is  w o r k  as b e in g  

in N e u b u r g  (see p re c e d in g  n o te). O n  p . 146 o f  th e  

Ab régé, D é z a llie r  r e fe rre d  to  a w o r k  o f  th e  sam e 

su b je ct (‘c h u te  d es  d a m n é s ')  at G h e n t , w h ic h  is 

p o ssib ly  to  b e  id e n tifie d  w ith  th e  p a in tin g  n o w  in 

A a c h e n , C o p y  (1) a b o v e , a lso  p p .228-230, o r  e v e n  

w ith  a n o th e r  c o p y , p e rh a p s  m a d e  at th e  t im e  o f  th e  

sa le  o f  th e  R ich e lie u  p ic tu r e  (see u n d e r  P R O V E 

N A N C E  a b o v e).

35. R ey n old s, pp.221-222.

A d d it io n a l R e m a r k s  o n  th e  P a in t in g  in  
A a c h e n , C o p y  1 a b o v e  (Fig. 159)

Despite a few differences in the tumbling 
figures down the left hand side and on the 
upper right of the composition,1 there is 
no question o f this work being a modello 
for the painting in Munich.1 Close exami
nation reveals that it cannot possibly be 
by Rubens’s own hand. It is entirely lack
ing in the colouristic nuances characteris
tic o f the Munich painting and o f all Ru
bens’s works of this period, including 
modelli; the execution throughout is pe
destrian; the drawing often unclear; the 
colours themselves unlike Rubens, espe
cially the reddish-pink flesh tonalities of 
the nude figures. There are awkward and 
unattractive passages such as the m urky 
black cloud on the left and the unsubtle 
yellow glow  around it. The work is clearly 
a copy, despite the slight variations from 
the painting in Munich. This is supported 
by the fact, unremarked in the literature, 
that all the figures have first been out
lined either with black chalk or the point 
o f a brush, and then rather staidly painted 
in. These outlines are still clearly visible 
in many of the figures in the main group 
in the centre.

The history of the Aachen painting be
fore the latter half o f the eighteenth cen
tury has not hitherto been recorded, but 
in the light of the many references to a 
painting o f this subject in Ghent, it may be 
possible to establish an earlier prove
nance. In fact, the su bj ect is recorded in the 
estate of Jan and Jeremias Wildens as 
early as 1653, painted by Jan Boeckhorst 
after Rubens.3 This reference is of some 
interest in the light of O ldenbourg’s sug
gestion4 that the present painting is by 
Jan Boeckhorst. The painting in the W il
dens collection immediately preceded the 
A ssu m p tio n  o f  the Blessed  in the listing of
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the paintings in the ‘Const-camer op de 
Galerye’,5 which is here identified with the 
painting o f this subject in Munich (No. 53, 
Fig. 170). As it and the present work are 
the same size, it seems likely that they 
were the pendants referred to in the Wil- 
dens collection. In 1668 a painting of the 
F all o f  the D am n ed  was sold in Ghent in the 
estate of Jacques Stoop for 51 florins, along 
with an A ssu m p tio n  o f  the Blessed, sold for 
the considerably larger sum of 116— 13— 4 
florins,6 but whether these are the pen
dants just referred to or another pair of 
paintings of the same subjects is not cer
tain. The present picture may also have 
belonged to Van Horebeke in Ghent 
along with the A ssu m p tio n  o f  the Blessed he 
appears to have owned in 1681 and prob
ably before,7 but this too must remain 
uncertain. In any event, by 1687 a painting 
o f the Fall seems to have entered the 
hands of Gelaude Habert in Brussels, 
where it was seen by Nicodemus Tessin 
in the summer of that year.8 The possi
bility that this reference is to be connected 
with the present work is strong, as we 
know that Habert had failed to acquire 
the large painting in Munich which had 
belonged to Bishop Ambrosius Capello, 
despite an apparent interest in doing so. 
On 6 January, 1676 Picart wrote to Mus- 
son describing Habert’s irritation at the 
latter’s attempts to buy it: ‘Abert die is 
wat ghepikert dat ic Ul. ghaenployert om 
het Vonnis te koopen ende dat Ul. het 
gheboden heeft 10,000 gl. voer den Val 
die den biskop toukwam ’.9

By 1677 the Capello picture had passed 
to Richelieu; in 1683-84 Habert is propo
sing to buy an A ssu m p tio n  o f  the Blessed (as 
recorded under No. 53),10 and in 1687 a 
F all o f  the D am n ed  is seen in his collection 
by Tessin. Under the circumstances it is 
not unlikely that that picture was the pre
sent copy after the painting previously

owned by Capello. This possibility is again 
strengthened by the identity in size of the 
pictures in Aachen and Munich (No.53). 
The present Fall o f  the D am ned  must have 
been submitted to the judgem ent of the 
Antwerp Guild in 1733, as attested by the 
presence of the guild’s seal on the reverse, 
and yet again in 1754, as recorded in the 
R esolutieboeck  for that year.“

A difficulty with the above suggestions 
is presented by the fact that ever since de 
Piles’s reference in the A brégé  of 1699, a 
painting of this subject is recorded as 
being in Ghent.'2 Whether this means 
that the present painting returned to 
Ghent after being in the possession of 
Habert, or whether the references simply 
recall the fact that it had once been in 
Ghent (and that the writers were not 
apprised of its subsequent history), or 
even whether one is here dealing with 
another version altogether of this subject 
(possibly made in Ghent to replace the 
ex-Capello picture which briefly passed 
through there in 1676-77)13 is impossible 
to tell in the light of the data available at 
present.

It may perhaps be noted here that the 
Aachen painting appears to the present 
writer to date from after Rubens’s death, 
and that it does not seem to be by the 
same hand as the surviving A ssu m p tio n  o f  
the Blessed  (No.53; Fig. 170). But this need 
not affect theprovenancesuggested above.

A painting of the ‘Torments of H ell’ by 
Rubens is listed in the 1635 inventory of 
the Duke of Buckingham’s collection in 
York House.'4 In the light of the fact that 
Rubens is known to have promised an 
A ssu m p tio n  o f  the R ighteou s to Buckingham 
before the latter’s death in 1628,15 one 
may ask whether it was not intended to 
form a pendant to a Fall o f  the D am ned  
which Buckingham already owned. We 
know that two paintings of these subjects
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formed pendants in the collection of 
J. Stoop in Ghent as well as in the collec
tion of the Duc de Richelieu at the end of 
the seventeenth century. Is it possible that 
the Aachen painting originally came from 
Buckingham’s collection? The possibility 
must be considered, despite the fact that 
the work preserved in Aachen seems to 
date from a somewhat later period in the 
seventeenth century; a further difficulty 
lies in the fact that the Buckingham pic
ture is not one of those which are recorded 
as having returned to Antwerp along with 
the other Buckingham pictures in 1649.16 
The likelihood exists, therefore, that this 
was yet another copy or version of the Fall 
o f  the D am n ed . But, as in the case o f all the 
provenance problems raised above, one 
cannot come to a definite conclusion with 
the aid of the available evidence. Indeed, 
in view' of the very large number of copies 
of the Munich work, and the fact that both 
the Fall o f  the R ebel A n g e ls17 and the ‘Small’ 
L a st Ju d g em en t (N0.51; Fig.146) may also 
have been referred to by the same title, 
the whole question o f the exact prove
nance of the extant works must remain 
problematic: the frequent confusion be
tween this subject and that o f S t M icha el 
S trik in g  d ow n  the R ebel A n g els  in particular 
often makes the identification of old sales 
references (of which there are a good 
number) difficult to establish without 
further corroboration.

1. See th e  h e lp fu l d ia g ra m  in B e s c h r e ib e n d e s  V e r z e i c h 

n i s  d e r  G e m ä l d e  d e s  S n e r m o n d t  M u s e u m s ,  A a ch e n , 

1883, p p .6 1-6 2  c le a r ly  o u t lin in g  th e  d ifferen ces  

b e tw e e n  th e  tw o  w o rk s .

2. A  s u g g e s tio n  m a d e  b y  s e v e ra l o f  th e  e a r ly  w rite rs  

an d  sales  c a ta lo g u e s , an d  m o s t  re c e n tly  b y  

G r im m e , o p . c it., p.284.

3. ‘ D e n  v a l v a n d e  sa lig e  s ie le n  v an  Joannes B ro u ck - 

h o rst n a e r  R u b b e n s ', D e n u c é ,  K o n s t k a m e r s ,  p.166,

N 0 . 5 5 3 .

4 .  O l d e n b o u r g ,  1 9 2 2 ,  p p , i 7 8 - i 7 9 .

5. 'D e n  O p g a n g  v a n d e  S alige  S ie len  v an  R u b b e n s ’ , 

D e n u c é ,  K o n s t k a m e r s ,  p . 1 6 6 ,  N 0 .554: cf. b e lo w , 

N 0.53.

6. T a b lea u x  de R u ben s évalués à G and en 166S, M essa ger  
des Sciences historiqu es, 1890, p.481.

7. Cf. below, p.236 ,and Rooses, V, p.310.
8. Tessin’s description of the picture he saw ‘dass 

suject wahr Lucifers fall, mit eine grauliche 
mengde figuren, die sehr frembde undt artig 
Wahren vorgestelt, zu oberst wahr der ertz Engel 
vorgestelt’ (T essin , p.86) seems to accord with the 
present composition, although the connection is 
not, o f course, certain.

9. D enucé, N a Pieter Pauw el R u b en s, p.429.
10. See below p.238 for the relevant references, 
it .  R esolutieboeck van St. Lucas G ild e, 16 5 9 -17 2 9 , f.36, 

cited in Rooses, I, p p .n o - it i ,  entry for 21 Septem
ber 1754,

12. De Piles, Ab régé, op. cit., p.404; cf. Dézallier d'Ar- 
genville, op. cit., pp.146-147 (where the reference 
to the presence of this work in the Cathedral is 
probably an error).

13. Cf. the two preceding paragraphs.
14. See Randall Davies, A n  Inventory o f  the D u ke  o f  

B uckingham ’s P ictu res etc. at York Mouse in 1635, 
Burlington M a g a zin e, X, 1907, p.379.

15. Cf. below, p. 236.
16. A  Catalogue o f  the C u rio u s Collection o f  P ictu res o f  

George V illiers , D u ke  o f  Buckingham , in w hich is in clu
ded the valuable collection o f  S ir  Peter P a u l R u b en s, ed.
H. Walpole, Earl of Orford, London (W.Bathoe), 

1758.
17. Vlieghe, S a in ts, II, No,135.

Additional Remarks on the Coloured 
Copies in the British Museum, Copies 
2 , 3 , 4 , 5  and 6 above, and Related Copies
(Figs. 160-164)

A  few remarks on the five drawings in the 
British Museum, Inv. Nos. NG 853 A —  
NG853D and O0.3-9(Copies [2-6] above; 
Figs. 160-164) may be in order here. It has 
been suggested, most notably by Müller 
Hofstede, that they are preparatory 
designs by Rubens himself; that at least 
some of them were retouched in oil by 
Rubens;1 and that they are copies. Close 
examination of the recently cleaned draw
ings, however, makes it clear that they 
cannot be entirely by Rubens himself, as 
argued by Müller Hofstede.2 The initial 
drawing in black chalk is in each case too 
pedestrian and generally of too weak a 
quality to be by Rubens’s own hand. The
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question of the brush and oil work, how
ever, is more problematic. It will here be 
argued that none of it can convincingly be 
attributed to Rubens either.

In the first place, it should be noted that 
the degree of finish in each drawing dif
fers considerably : N G 8 53 B (Fig. 161 ) shows 
the least colour, NG 853 A (Fig. 160) slightly 
more; the colour in NG853C (Fig. 162) is 
applied with slightly more vigour than in 
the others; NG853D (Fig. 163) appears to 
be coloured in a somewhat different tech
nique to the rest, presenting a ‘flatter’ ap
pearance due to the use of water colours 
and the apparent absence of oil; while 
O0.3-9 (Fig. 164) is the most fully worked 
up of all. It seems likely, therefore, that 
the finish in these drawings is by different 
hands (probably assistants or pupils work
ing under Rubens’s supervision). In no 
case, however, does one see anything like 
the flair of Rubens’s own brushwork, not 
even in NG853C or O0.3-9 (Figs. 162 and 
164), the two drawings which provide the 
clearest basis for the assessment of the 
brush technique. In any case, the finish of 
these two drawings must clearly be attri
buted to different hands.

Rowlands quite rightly observed3 that 
in NG853 A (Fig. 160) the lowest figure on 
the left was changed from the desperately 
clinging damned figure of the painting to 
a winged devil, and that this new’ figure 
was freely sketched in with the brush, 
without any initial drawing underneath. 
But not even here can the style of the 
brushwork be attributed to Rubens. 
There are, it is true, several pentimenti, 
both in this drawing and elsewhere, as ob
served by Müller Hofstede and Rowlands. 
But neither these, nor the other differ
ences from the painting,4 nor the fact that 
some of the drawings combine groups 
either from disparate parts of the painting 
(notably in NG853B, Fig. 161) or in a

different alignment to it (in O0.3-9, 
Fig.164)5 provide sufficiently strong evi
dence in favour of Rubens’s participation 
in the execution of these works. It does 
seem possible, however, not only in view 
of the above factors, but also in the light 
of the very careful execution and finish of 
these works, that they were all done in 
the studio under the close supervision of 
the master. They may have been made 
either as workshop exercises (which 
seems to me a reasonable hypothesis) or, 
as Burchard suggested, as preparatory 
designs for engravings after certain sec
tions of the painting, rather like that 
actually executed bySoutman—  Copy (33) 
above.

At least two drawings similar in techni
que to the five discussed here (although 
certainly of lower quality) are to be re
lated to the lower zone of the painting, an 
area not copied in the British Museum 
sheets. These are the drawings in the 
Pierpont Morgan Library after the lower 
right hand corner of the painting—  
Copy (11) above and the one formerly 
with Lucien Huteau in Paris, after the 
group of animals and demons in the bot
tom centre. Copy (12) above. Finally— to 
complete the coverage of the main figurai 
groups in the work— one may mention 
the carefully finished black chalk study 
of the devil straddling a naked figure seen 
from behind on the lower left of the 
picture— Copy (13) above.6

Four coloured drawings of portions of 
the Fall o f  the D am ned  were recorded in 
the Van der Mark sale in Amsterdam in 
1773, two of which had earlier been 
bought at the Hoet sale of 1790.7 These 
may well be identical with the copies of 
the British Museum drawings, Copies 
(7-10) above, but as the measurements 
recorded at the Van der Mark sale differ 
somewhat, the reference may be to vet
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further coloured copies, now lost. The 
drawing in colours and wash referred to 
in the catalogue of the Sir Thomas Law
rence sale, London (Christie’s), 15 May, 
1830, lot 52, measuring 27.3 x 20.7 cm. 
(from the Brunet collection), cannot be 
identified with any o f the extant drawings 
listed above. Whether the black chalk 
drawing recorded in the King W illiam  II 
sale, The Hague, 1850, lot 301 (sold to 
Roos) is to be identified with any o f the 
copies listed above, possibly Copy (18) or 
(20), cannot be determined.

It may also be noted here that although 
the fifth drawing in the British Museum, 
No.Oo.3-9, appears to have come from 
the collection of Mariette, it does not bear 
his m ark; but the evidence that it did 
pass through his hands is fairly circum
stantial.7 Whether it was this drawing or 
yet another like it which was sold at the 
Lempereur sale, Paris, 24 May, 1773 et 
seqq., lot 297 (‘La chute des reprouvés 
dans les enfers, et une feuille de six têtes 
au crayon’) can also not be determined 
with certainty; but if it was, it would then 
only have been in Mariette’s possession 
for a year before his death— which may 
conceivably account for the absence of his 
mark referred to above.

Six further drawings supposed to be for 
the F a ll o f  the D a m n ed  were recorded in 
the Lempereur sale, Paris, 19 October, 
1775 et seqq., lot 49, but no details of their 
technique were given. Subsequent refer
ences to chalk and/or coloured drawings 
for parts o f the F a ll o f  the D am n ed  or the 
L a st J u d g em en t are too frequent to be 
usefully listed here.

1. A .E.Popham, in B ritish M u seu m  Q ua rterly , X, 
19J5-36, pp.io—12, and J.Rowlands, in [Cat. Exh.], 
London, 1977, pp.86-87.

2. M ü lle r  H ofstede, Beiträge, pp.319-326.
3. J.Rowlands, in [Cat. Exh.], London, 1977, pp.86-87.
4. Such as the dragon’s tail curling upwards added to 

the right o f NG853A (Fig.160), the variant group

C A T A L O G U E  NO.  52a

of tumbling figures on the lower right of NG 853C 
(Fig,162), as well as several further differences in 
this drawing, and the group of a woman carried off 
by an old man on the right o f O0.3-9 (Fig.164), not 
present in the painting at all.

5. Here, however, one should note that there is a 
horizontal cut between the two groups of damned 
figures.

6 . A further copy of this drawing exists in Copen
hagen, Statens Museum for Kunst, Kongelige 
Kobberstiksamling, Inv. N0.7347, black chalk, 
2 5 X  2 2 .1  cm., ex collection Liphart Sen. and Jun. 
Although the copies mentioned here do seem to 
cover most of the composition, it is not suggested 
that they are all by the same hand.

7. Rooses, V ,  p.221; Hoet, N o s.m r, 1112.
8. Cf. [Cat. Exh.], Le Cabinet d 'u n  g ra n d  am ateur, 

M a riette  (1 6 9 4 -1 7 7 4 ) , Louvre, Paris, J967, N o.i97-

52a. Studies for a Lion Hunt and of a 

large Dragon and Struggling Animals 

and Figures: Drawing (Fig. 169)

Pen and brown ink, on a double sheet 
with a horizontal fold in the middle; 
57.4 x 48.5 cm. Torn and repaired in the 
centre on the upper left, as w ell as on the 
upper and lower left. Mark of Sir Joshua 
Reynolds on the upper right (L. 2364). 
London, British M u seu m . Inv. No. 1885-5-9-51

p r o v e n a n c e : P.H.Lankrink (London, 
1628-92); Sir Joshua Reynolds (London, 
1723-92); Sir Thomas Lawrence (Lon
don, 1769-1830); S.W oodburn (London, 
1786-1853); Sale, London (Christie’s), 
4 June, i860, lot 798; bought by R. P. Rou- 
pell (London, 1798-1880); P.L.Huart; 
W. Russell (London, 1800-84).

e x h i b i t e d : L on don, 1977, N0.82.

l i t e r a t u r e : H in d , II, pp.5-6, N o.i; 
D.Rosand, R u b e n s’ s M u n ich  Lion H u n t:  
Its Sources an d  Significance, A r t  B u lletin , LI, 
1969, pp.31-32.

The upper half of this sheet contains stu
dies which are clearly related to the now 
lost Lion H u n t  painted for the Elector
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Maximilian of Bavaria in 1615—16. ‘ While 
the lower half may initially have been 
intended for a similar composition as well 
(note the hind legs, possibly of a horse, on 
the lower right, and the demons— not 
unlike horses at this stage— being tor
mented by the lion-like beasts on left and 
right), Rubens has adapted it to serve as 
studies for the lowest zone of the Fall o f  
the D am n ed  in Munich. Apart from the 
great rearing lion (which also appears in 
the Lion H u n t), Rubens has now drawn—  
with a firmer line than the studies in the 
upper half— the dragon with the sinuous 
tail (the central feature of the lower zone 
of the painting) as well as several other 
motifs there, including the demon sink
ing its claws into the back of a prostrate 
beast on the lower left, and another at
tacking a rearing animal on the right of 
the dragon.

As the Lion H u n t can be dated securely 
to c. 1615-16, and the drawing appears, as 
Rosand observed, to be a reworking of the 
main motifs in it (rather than a prepara
tory study), these studies for the F all o f  the 
D am n ed  should be dated certainly no ear
lier than 1616, and probably several years 
later.

The verso of the present drawing con
tains equally swift sketches for the As
sumptio« o f  the R ighteou s (N0.53; Fig,i7o) 
and is therefore discussed as No. 53a below.

i . The best copy was formerly in the collection of Cap
tain E.G.Spencer Churchill, Northwick Park; sale,
London (Christie's), 5 November, 1965,  lot 39;
illustrated in Rosand, op. cit., fig.5.

52b. Study of a Nude Male Figure 

tormented by a Demon : Drawing

(R g-157)

Black chalk, with some white and yellow 
chalk; 26.5 x 33cm. Inscribed with theini- 
tials P .R . and P. P .R . by a later hand, with the

mark of R. Cosway on the lower right (L. 
628/9). A strip of approximately 18/19111111. 
in width added along the bottom.
London, V ictoria  and A lbert M u seu m . Inv. 
No. Dyce 520.

p r o v e n a n c e : Richard Cosway (London, 
1740-1821); Cosway sale, London (Stan
ley), 14-21 February, 1822, probably lot 
677; Alexander Dyce (London, 1798-1869).

l i t e r a t u r e : K.T.Parker, U npublished  
D ra w in gs by R u b en s in the V ictoria  and  
A lb ert M u seu m , O ld  M a ster  Drawings, IV, 
N0.14, 1929, p.18, pi. 19.

This drawing appears to be a careful 
study for the figure bent backwards and 
bitten in the neck by a demon about half
way down on the right hand side of the 
painting, but as it has suffered from rub
bing, its authenticity cannot be regarded 
as certain. Although there are several 
extant drawings, also fairly carefully 
finished, of damned figures being tor
mented by demons, ’ this is the only one 
which may reasonably be regarded as a 
preliminary study by Rubens himself, 
rather than a later or studio copy. Only 
the drawing in the British Museum of 
F ou r T u m b lin g  Figures, one of which is at
tacked by a demon,2 is possibly by Rubens 
as well; but despite the similarity of 
technique, it appears to be by another, 
probably contemporary hand.

1. Cf. under No.52, p.221, Copies (12), ( i.i), and

(14).
2. British Museum, Inv. No. iKos-p- is- io î , Copies 

(14) on p.221 above.

53. The Assumption of the Blessed

(Fig. 170)

Oil on panel; 119 x 93 cm.
M u n ich . A lte  Pinaholheh. No.353.
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p r o v e n a n c e : Jan Wildens (1586-1653); 
Jeremias Wildens (1621-1653); sold with 
the estate o f J. Stoop, Ghent, in 1668; 
J.Horebeke, Ghent, in 1681; Gelaude Ha
bert, Brussels, in 1684; ?sold by the Ghent 
dealers F.-J.Vanden Berghe and Gilles 
Van der Vennet van Biesum, Rotterdam, 
after 1705; bought by the Elector Palatine 
Johann-Wilhelm for the Electoral Gallery 
in Düsseldorf before 17x9; transferred to 
the Hofgartengalerie, Munich, in 1806; 
transferred to the Alte Pinakothek in 1836, 
the year of its foundation, but displayed 
in Erlangen, Filialgalerie from  1910 to 
1934, in Augsburg in 1936, in Bayreuth in 
1952, in Ansbach, Filialgalerie, in 1957.

c o p i e s :  ( i )  Painting, whereabouts un
known, presumably lost; panel, c. 113X 
65cm. ( ? ) . p r o v . Armand-Jean deVigne- 
rod Duplessis, Duc de Richelieu (1629- 
1715) after 1681/82. l i t .  R. De Piles, D isser
tation su r  les ouvrages des p lu s  fa m e u x  p e in 
tres, Paris, 1682 (fourth edition), pp.133- 
135; M.Rooses, Les R u b en s de la G alerie du  
d u c de R ichelieu , R u b en s-B u lletijn , V ,  1897, 
pp.147-148; (2) Painting of a Last Ju d g e
m en t reproducing a considerable portion 
of the central section of the present 
A ssu m p tio n  o f  the Blessed, whereabouts un
known; panel, 120 x 88 cm., photograph 
in W itt Library, Courtauld Institute of 
Art, London, with the name of an owner,
‘ Com tesse B on tourlein ’ on mount, p r o v . 

Genoa, Marchese Luigi Grimaldi della 
Pietra; Genoa, Marchese Cesare Durazzo. 
e x h . M o stra  d i arte antica , Palazzo Bianco, 
Genoa, 1892. l i t . A. Cunningham, Life o f  
W ilk ie , London, 1843, III, p.272; A. Baschet, 
P . P . R u b en s, p ein tre  de V in cen t I de Gon- 
Çague, d u c de M a n to u e , G a le tte  des Beaux- 
A r ts ,1868, p. 339 ; Rooses,I, p. 106 ; M. Rooses, 
R u b e n s ’ Leven en W erk en , Am sterdam - 
Antwerp-Ghent, 1903, pp.194-195; G.Bia- 
vati, in [Cat. Exh.], R u b en s e G enova, Pa

lazzo Ducale, Genoa, 1977-78, pp. 162-63 ;*
(3) Drawing by an eighteenth century 
Flemish hand after the group of w o
men above the wrestling men in the final 
composition, Bruges, Steinmetz Cabinet, 
Inv. N0.0.1992, II; pencil, 28.2x21.6 cm. 
mark of J.Steinmetz (1.2538b). p r o v . 

J.Steinmetz (1795-1883); bequeathed by 
the latter to the town of Bruges, 1883;
(4) Engraving after (2) above by Francesco 
Rosaspina ( V .S ., p.61, Nos.455-456), in
scribed: L ’ O riginale esiste in  G enova p resso  
il Sig. M a rch e. G rim a ld i d ella  P ietra .

l i t e r a t u r e : K arsch, N o.187; V a n  G ool, 
p.545; D esca m ps, V ie , p.318; C atalogue, 
D ü sse ld o rf, 1760, p.20, No.44; M ich el, /771, 
p.303, N0.44; Pigage, N0.279; Forster, I, 
p. 132; S m ith, C atalog ue R aison né, II, p.69, 
N0.206; D illis , N0.325; P a rthey, p.423, 
N0.148; Ma rggraff, p.i93> No,316; J. Van 
den Branden, G eschiedenis der A n tw erp sche  
Schilderschool, Antwerp, 1883, pp.580-581; 
R eber, p .178, No,8o4; R ooses, I, pp.110-112, 
N0.94; M.Rooses, in R u b en s-B u lletijn , IV, 
1896, p.160 n.i ; K .d .K ., ed. R osen berg, p.33; 
D illo n , pp.125-126, p l.C ; O ld en bou rg , 1922, 
pp.177-180; Evers, 1942, p.495; J.E.Os- 
tr a n d ,J o h a n n  Boeckhorst: H is L ife  a n d  W o rk , 
unpublished doctoral dissertation, Uni
versity of Missouri, 1975, pp. 146-147, 
No. A.23; Son n en burg, B ild a u fb a u , p.23, 
note 10.

Just as in his painting o f the Fall o f  the 
D am n ed  (N0.52; Fig.158). Rubens chose to 
separate that scene from the more usual 
form  of the Last Ju d g em en t, so, in the pre
sent work, the decision was made to iso
late the A ssu m p tio n  o f  the Blessed— although 
here the figure of Christ seated on a rain
bow at the top of the scene is retained. As 
in the case of the Fall o f  the D a m n ed  Rubens 
may have had some fifteenth-century 
Netherlandish precedents for the separa
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tion o f this scene from the main J u d g e 
m en tJ  but the concentration on a great 
multitude of figures rising to the heavens 
with their arms outstretched is extra
ordinarily innovative— from the icono
graphie point of view at least; and the 
introduction o f Christ seated on a rain
bow with the Virgin below him, while 
explicable by analogy with the Last J u d g e 
m ent, is entirely without precedent.

The main group of the blessed rise from 
their graves at the base of the composition 
in a great and rather elongated pyramid ; 
they are surrounded, as Rooses aptly put 
it, by a garland of more sketchily painted 
figures, predominantly on the left of the 
painting. Naturally, there are several fi
gurai derivations from earlier works: the 
figure of a man reclining backwards sup
ported by his hands on the lower right 
and the woman crossing her arms over 
her breast on the left of the group of three 
women at the base of the composition had 
earlier been used, for example, on the 
lower left of the ‘Great’ Last Ju d g em en t  
(though seen from slightly different 
angles). A particular derivation which may 
perhaps also be mentioned here is the 
figure seen at full length from the side 
stretching his arms upwards at the right 
of the main group of the blessed: this 
is an adaptation o f the similar figure in Ra
phael’s Fire in the Borgo, copied earlier by 
Rubens in a drawing now in the British 
Museum.3

The black clouds on the left of the cen
tral group, which emphasize the pyrami
dal ascension of the blessed, and the dark 
cloud in the upper right hand corner are 
not unlike the equally m urky c lo u d s  in  
the Aachen version of the Fall o f  the D am ned  
(Fig. 159), both in terms of their general 
effect and in the way that, by contrast, 
they emphasize the brilliance of the rest of 
the picture.

The overall colouristic eff ect is of a pale 
yellow glow in the sky, broken by the great 
curving black cloud on the left ; the angels 
on the right are in red, seen against a pale 
blue sky tinged with pink.

Apart from  a few figures in the central 
group, where the modelling o f the faces 
and bodies could be by Rubens (the best 
being the group of three women immedi
ately above the pair of wrestling men), the 
execution of the work is clearly not by 
Rubens’s own hand. The thinly painted 
figures surrounding the central group are 
poorly drawn, and the modelling both 
weak and summary in execution. Kven 
the figures of Christ and the Virgin are 
poorly painted, while the sketchiest ele
ments— such as the devil chasing a group 
of figures on the lower right— are painted 
in a manner that is quite different to Ru
bens’s technique of sketching background 
figures (the figures in the background of 
the ‘Small’ Last Ju dgem ent, for example, 
may be compared with the Fall o f  the 
D am n ed). Other uncharacteristic features 
are the patches of cream paint indicating 
a crowd on the lower right and on the left 
of the curving cloud, and the rather delib
erate junctions everywhere between the 
more thickly painted central figures and 
the thinly painted clouds. The weak draw
ing, the poor articulation o f the limbs, the 
prosaic modelling o f the musculature of 
most of the figures outside the central 
group, and— especially— the thin and at
tenuated arms and legs combined with 
the rather elongated proportions of many 
of the figures— all these characteristics 
suggest the hand of Jan Boeckhorst.

The h is to r y  o f  t h e  p r e s e n t  w o r k  sup
ports this hypothesis, and casts further 
light on its genesis. To begin with, we 
know that a painting of the A ssu m p tio n  o f  
the Blessed was promised by Rubens to the 
Duke of Buckingham and never delivered.
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This may be deduced from the inventory 
drawn up at the time of Isabella Brant’s 
death in June 1626 : From the one hundred 
thousand guilders accruing from the sale 
ofpaintings, antique sculptures and jewels 
to the Duke, Rubens had to deduct sixteen 
thousand guilders, o f which six thousand 
in turn represented the value of an As
sumption o f  the R ighteou s which Rubens had 
promised but not yet begun : ‘Item is te 
wetene dat deser kinderen vaeder naer de 
doodt hender moeder vuijter hand ten 
meeste proffijte vercocht heeft aenden 
heer Hertoghe van Buckingham in Enge- 
lant eenige schilderijen, antiquiteijten van 
marber, agaten ende andere juwelen ter 
somme toe van eenhondert duysent gul
den eens daer aene geccort sesthien duij- 
sent gulden eens, naementlijck ses duysent 
gulden eens, over een stuck schilderije 
vande oprijsinghe van de saelighe sielen 
d ’welckdenvaederin desen gehouden was 
onder voorschreven heer Hertoghe, ende 
d ’welck metter dood der afflijvighe in de
sen niet en was begonst . . . ’ A

The size of the valuation makes it clear 
that the painting was to be a large one. 
Rooses suggested that Rubens had already 
begun a sketch for it, which Buckingham 
may have seen on his visit to Rubens’s stu
dio in 1625,5 but this suggestion must re
main uncertain. W hat is clear, however, 
that an ‘Opgang vande salige sielen van 
Rubens’ is recorded in the inventory of the 
estate of Jeremias Wildens (d. 30 Decem
ber 1653),6 where it is listed immediately 
following a Fall o f  the D am n ed  ‘van Ioannes 
Brouckhorst naer Rubbens’ .7

Rooses’s suggestion was no doubt 
prompted by his somewhat cavalier inter
pretation o f a document he found quoted 
in Van den Branden but for which no re
ference was given.8 As this document has 
now been rediscovered, and as it is of 
prime significance for the provenance of

the painting under discussion, it is worth 
examining at some length. On 2 August, 
1684 the painter Jan Boots appeared be
fore the notary in Antwerp at the request 
o f the Brussels merchant Gelaude Habert. 
The said Boots— who must by now have 
been quite old— declared that at the pub
lic sale of Rubens’s estate, he had seen a 
painting, sold for a small sum, represent
ing the blessed souls. This work was ‘in
complete and like a sketch or the begin
ning o f a painting’, with only the central 
figures almost complete and the rest 
around it indicated in chalk and under
paint C?). Boots then specifically declared 
that it was the same piece which ‘Lange 
Jan’ (sc. Boeckhorst) had completed and 
fully painted at the home of Jan Wildens, 
who had bought the work at the sale of 
Rubens’s pictures. Boots had also been 
present at the Wildens sale, where the 
work was bought by a certain Horemans.9

This remarkable document is the last 
in a sequence of three attempts— all prob
ably by Gelaude Habert— to verify the 
exact status o f the painting of the A ssu m p 
tion o f  the Blessed. On 2 August, 1683, nine 
selected authorities in Ghent testified that 
the work which had belonged to Jacques 
Horebeke—  presumably the ‘Horemans’ 
of the preceding document— two years 
earlier, was authentic ;10 while on 27 April, 
1694, Habert submitted the painting ‘cal
led the Blessed Souls’ to the Antwerp 
Guild o f St Luke, who declared— in full 
session— that it had been begun by Rubens 
and completed by Jan Boeckhorst ‘alias 
Langhe Jan’ , and that it could thus not be 
sold as a Rubens."

W hat all these documents reveal be
yond doubt is that an unfinished painting 
of the A ssu m p tio n  o f  the Blessed by Rubens 
was completed by Jan Boeckhorst when 
it entered the collection o f Jan W il
dens. The description of its state in the
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first of the documents cited above accords 
well with the stylistic characteristics of the 
painting in Munich outlined at the begin
ning of this entry. We know that Jan Wil- 
dens also owned a Fall o f  the D am ned  by Jan 
Boeckhorst after Rubens, possibly to be 
identified with the painting in Aachen 
(No. 52, Copy ( i ), Fig. 159). Recent examina
tion of the present work has revealed that 
it began its life in a rather smaller format 
(104 x72.5 cm.), but that a complicated 
series of additions, made shortly after
wards, brought it up to its existing size of 
119 x 93-3 cm .,IJ almost exactly the same 
size as the paintingin Aachen. The hypoth
esis thus suggested is that Jan Wildens had 
the ‘schetse ofte beginsel van schilderije’ 
which he bought at the Rubens sale, ex
tended and completed by Jan Boeckhorst, 
in order to form a pendant to the paint
ing of the F a ll o f  the D am n ed, by Boeck
horst after Rubens, which he already 
owned. These paintings would then have 
remained together for some time, prob
ably until 1684-87 at least, and they are 
to be identified with the paintings in Mu
nich and Aachen. The only difficulty with 
this hypothesis— and it is a serious one—  
is that on examining the recently taken 
X-rays of the Munich A ssu m p tio n  o f  the 
Blessed, Hubert von Sonnenburg declared 
categorically that the whole painting was 
undoubtedly by one hand only, and that 
there could be no question of its having 
been begun by one painter and completed 
by another.13 If von Sonnenburg is correct, 
then the present painting would have to 
be regarded as a copy— according to von 
Sonnenburg by Jan Boeckhorst— of the 
work, now lost, referred to in the docu
ments discussed above.

While the above appears to be the most 
likely provenance for the present work 
before it entered the Hlectoral Gallery in 
Düsseldorf, it should benoted that a paint

ing of the A ssu m p tio n  o f  the Blessed entered 
the Duc de Richelieu’s collection in 1682.14 
If one accepts von Sonnenburg’s reading 
and interpretation of the X-rays, then it 
could be that the present work is simply 
a copy after the original owned by Riche
lieu; but then one would also have to 
make the less likely assumption that the 
work purchased by Habert— who appears 
to have failed to buy the original of Ru
bens’s Fall o f  the D am n ed  acquired by Riche
lieu '5— was a hastily made substitute 
for the work sold to Richelieu. It could 
be argued, finally, that the entire work in 
Munich is simply a copy after a now lost 
modello or sketch by Rubens which Riche
lieu may once have owned. But this does 
not accord with the surviving documen
tary evidence in anything like as adequate 
a way as the hypothesis about the Munich 
painting outlined above.

The whole issue is complicated by the 
repeated references, particularly around 
c. 1682-84, to a painting of this subject, 
along with a F all o f  the D am n ed, in collec
tions in Ghent. We have thus to assume 
that the references are to at least one set 
o f copies of the paintings from the W il
dens collection. Thus it seems unlikely 
that the present A ssu m p tio n  o f  the Blessed  
was one of the paintings-another was a 
F all o f  the D am n ed —  that featured in the 
estate of Jacques Stoop in 1668,16 particu
larly as the work here identified with the 
Munich picture appears to have been in 
the collection of Horemans/Horebeke 
from the death of the younger Wildens 
in 1653 until c.1681.

Thus issues of provenance are more 
than usually bound up with the determi
nation of the original status of a work. Be
side the issues just raised, that of whether 
the Munich painting is to be identified 
with the ‘zalighe Zielen’ sold for 1715 flo
rins by Van den Berghe and Van der
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Venne of Ghent to Van Biesum of Rotter
dam 17 seems less crucial; but it would be 
tempting thus to complete its provenance.

1 . It is not certain that the W itt photograph marked 
'Comtesse Bontourlein’ is to be identified with the 
painting recorded in the Genoese collections, but as 
it is identical with the engraving by Rosaspina, 
Copy (4) above, alter the Grimaldi-Durazzo pic
ture, this seems possible. For further details o f the 
whereabouts of the Grimaldi-Durazzo picture in 
the 19th century, see now' G. Biavati, in [Cat. Exh.], 
R ubens e G enova, Palazzo Ducale, Genoa, 1977-78, 
pp.164- 163-

2. See the paintings by D.Bouts in Lille (Fried lä n der, 
III, No.30), Memling in Danzig (Ibid., Vla, N0.8) 
and even Bosch in the Palazzo Ducale in Venice 
(Ibid., V, N0.89, pl.72); cf. pp.202, 224.

3. British Museum, Inv. No. O0.9-23, pen and brown 
ink with brown wash and white bodycolour; re
produced in [Cat. Exh.] London, 1977, No.33.

4. Published by M. Rooses, Staet van den sterffhuyse  
van Jouffrou w e Isabella B rant, R ubens-B ulletijn , IV, 
1896, pp.159-161.

5. Ibid., p.i6o, n.t.
6. D enu cé, K onstkam ers, p.i66, N o.554.
7. Ibid., p .166, No.553.
8. F.J. van den Branden, Geschiedenis der A ntw erpsche  

Schilderschool, Antwerp, 1883, p .581 and note 1. 
For the appropriate reference see the following 
note.

9. ‘2 A ug11 1684. Compareerde vor mij notaris ende 
ter presentie van de naergenoemde getuygenen 
Jan Boeijts constschilder van sijnen stiele, woon- 
achtich tot Eeckeren, presentelijk wesende bin
nen dese stadt, den welcke ten versoeclce van 
S' Glaude Abert coopman tot Brussele sonder 
eenige inductie [etc.] heeft verclaert waerachtich te 
wesen dat hij in de publycke venditie der schil
derijen van wijlen heer Pedro Paulo Rubbens naer 
derselffs doot heeft sien ende weten te vercoopen 
voor eene geringe ofte clijne some (sonder noch
tans de selve precies te weten) een stuck schil- 
derije van den selven Rubbens representerende de 
salige sielen, dwelck alsdan was in perfect ende 
maer als eene schetse ofte beginsel van schilderije 
vermits maer eenige figuerkens die in den midden 
bijnaer waeren opgemaeckt ende de reste ront- 
domme met crijt ende lack aengewesen, sijnde 
tselve stuck, hetwelck daernaer volmaeckt ende 
volschildert is geworden door lange Jan, ten huijse 
van Sr Wildens, die tselve inden wtcoop van Rub
bens hadde gecoght, hebbende den attestant 
tselve stuck daer naer volmaeckt sijnde diversche 
reijsen gesien ten huyse van den voorschreven 
Wildens, mitsgaders oock sien vercoopen inden 
wtcoop vanden selven Wildens alwaer tselve in- 
gecocht is geweest bij sekeren Horemans Redenen 
van wetenschap allegeert hij attestant alle tgene
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voorschreven gesien te hebben ende inde respec
tieve wtcoopen present geweest te sijne ende wart 
goddelijck ende redelijck is etc. etc.' (signed) 
Joannes Boodts, P. van Nos Nots. Antwerp City 
Archives, Not.4299, 1684, N0.25.
The rediscovery of this document is due to Carl 
Van de Velde, It was excerpted both by Van der 
Branden and Rooses in the locations cited in notes 8 
and 5 above, but with no references given by either 
of them.

10. Rooses, V, p.310.
1 1 . ‘Ten versoecke van Sr. Gelaude Habert, soo is 

opden 27 april 1684 de Camer van St. Lucasgulde 
vergadert sijnde om te jusceren een stuck schil
derije genoemt de Salighe sielen om te weten 
waervoor het selve stuck soude moeten ghehou- 
den worde soo is het tselve gheoordeelt met de 
volle camer dat het voorschreven stucxken is van 
Menhr Rubbens begonst ende van Menhr Joan 
Bouckhorst alias Langhe Jan voort gheschildert 
alsoo dat het tselve voor Rubbens niet en magh 
verkocht worden . . . ’ Antw'erp. Archives of the 
Koninklijke Academie voor Schone Kunsten, 
St. Lucas, N0.81 (13), f.36*. Referred to but not 
quoted in R o o s e s ,  I, p .m , n.i.

12. See Sonnenburg, B ild a u fb a u, p 23, n.12, noting the 
most important additions of 6 cm. at the top, 
9.5 cm. at the bottom, 10 cm. on the left and 
11 2 cm. on the right ; the panel as a whole remains 
in very good condition.

13. Cf. Sonnenburg, B ild a u fb a u , p.23, n.12; ‘Die V er
m utung Rooses, daß dem Kern der Komposition 
eine unvollende Ölskizze von Rubens zugrunde 
liege, trifft nicht zu, wie aus dem Röntgenbefund 
einwandfrei hervorgeht'. Von Sonnenburg con
firmed subsequently (oral communication) his 
belief that the panel was wholly painted by one 
hand— that of Jan van Boeckhorst— and that the 
additions noted above were made very shortly 
after after its initial manufacture.

14. The work is described in the 1682 edition of de 
Piles’s D isserta tion , pp .133-135 (‘Le Tableau de la 
Gloire’), but not in that of 1681.

15. See above, p.229.
16. T a b l e a u x  d e  R u b e n s  é v a l u é s  â  G a n d  e n  1 6 6 S ,  M e s s a g e r  

d e s  S c ie n c e s  h i s t o r i q u e s ,  1890, p.481. The ‘verrysse- 
nisse van de salighe’ was valued at 150 florins but 
sold for 116-13-4 florins; while the ‘val van on- 
zaelighe sielen' only went for 51 florins, following 
a valuation o f 50 florins— a discrepancy in the price 
of the two pictures which suggests that they are 
unlikely to have been pendants. Cf. above p.229.

17. See Com m erce de ta blea u x de m aîtres anciens, à G and, 
au com m encem ent du X V IIIe siècle, M essa ger des Sci
ences historiques, 1890, p.477.
A painting of this subject with identical measure
ments to the present work, said to be in the style 
of Rubens, was sold at the Chevalier de Jogues 
sale, Paris (Monnier and Joullain), 23 September, 
1784, lot 21.
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53a. Figures of the Blessed being 

carried upwards by Angels: Drawing
(Fig. 172)

Pen and brown ink; 485 x 574 mm. A ver
tical and slightly damaged fold down the 
centre; torn and repaired in the lower left 
and right corners. Inscribed .. .72 in the 
centre above.
L ondon, B ritish  M u seu m .
Inv. N0.1885-5-9-51.

p r o v e n a n c e : P.H.Lankrink (London, 
1628-1692); Sir Joshua Reynolds (London, 
1723-1792); Sir Thomas Lawrence (Lon
don, 1769-1830); S.W oodburn (London, 
1786-1853); sale, London (Christie’s), 
4june, i860, lot 798; bought byR.P.Rou- 
pell (London, 1798-1880); P.L.Huart; 
W.Russell (London, 1800-1884).

l i t e r a t u r e :  H in d , pp.5-6, N o.i; M ü lle r  
H ofstede, R ev iew , pp.438-439 under No. 15; 
J.Rowlands, in [Cat. Bxh.], London, i ç j j , 

p.84, under N0.89.

The verso o f No.52a. This sheet of swift 
and delicate sketches— many of which 
have become rather faint— may be re
garded as the first or very early thoughts 
for several o f the elements within the the 
painting of the A ssu m p tio n  o f  the Blessed  in 
Munich. Amongst the groups in the draw
ing which recur in the painting, some
times in modified form, are: 1) the pair 
o f figures on the upper left (compare the 
angel carrying a woman upwards at the 
very top of the main figurai pyramid in 
the painting), 2) the woman with both 
arms stretched upwards and two women 
one on either side of her in the lower 
centre o f the left half of the sheet (com
pare the pair of women on the left of the 
pyramid), 3) the group of three figures in 
the centre o f the right half of the sheet

(compare the trio at the base of the pyra
mid, although the group on the drawing 
may have been used for the three figures 
moving upwards at an angle to the right 
near the apex of the pyramid, or for any 
one of a number of similar groups in 
which an angel seen from behind carries 
off one or more figures), 4) the angel seen 
from  below lifting up a male figure 
sketched very lightly and hastily on the 
lower right (compare the very similar 
pair on the right of the painting), and 5) 
the two figures climbing out from under 
the lids o f their tombs on the bottom 
right (compare the same group in the 
painting).

If the sheet is examined closely, other 
groups which can be related to particular 
motifs in the painting may be discerned ; 
but it is unnecessary to deal with all of 
them here. If one turns the sheet on its 
side one may clearly make out a further 
group of ascending figures which are too 
summarily drawn— the most swiftly ex
ecuted passage on the sheet— to be identi
fied with any particular group in the paint
ing.1

A number of the groups and motifs on 
the present drawing appear to be rework
ings of related elements in the two draw
ings, in the Princes Gate Collection and 
in the Frick Collection, for the ‘Great’ Last 

Ju d g em en t (Nos.49b and 49c; Figs.i4iand 
142). As that work dates from 1615-16, 
and as the present drawing not only ap
pears to develop certain motifs in it but 
also displays an even swifter and surer 
pen technique than the drawings just 
mentioned, it should perhaps be dated 
c. 1616-20, possibly slightly later than the 
recto. In termsof the abbreviated economy 
o f the pen technique it perhaps forms an 
intermediate stage between the drawings 
for the ‘Great’ Last Ju dgem ent and the 
drawing in Antwerp for the L a st C om m u-
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n ion  o f  S t F ran cis, for which Rubens was 
paid in May 1619.2

The existence of this and the following 
drawing make it clear that, whatever the 
status o f the painting now in Munich, and 
whether or not Rubens actually began 
such a painting at all, it was certainly his 
intention to produce such a work, and that 
he began to plan the composition reflected 
in the Munich picture. Furthermore, the 
fact that the recto of the present sheet 
contains a study for the Fall o f  the D am n ed  
(No. 52a; Fig.169) and was executed at al
most the same time provides further sup
port for the suggestion that the painting 
of this subject and that of the A ssu m p tio n  
o f  the Blessed  may have been conceived as 
pendants from the outset.

1. M ü lle r  H ofstede, R eview , pp.438-439 noted the re
semblance of the central figure here to the Laocoon, 
but whether it is to be related to the bottom part 
of the Fall o f  the D am n ed  (N0.52; Fig.158), as he 
suggested, is not certain.

2. Bur char d - d ’ H u lst, 1963, N0.123 recto and verso.

53b. Studies for Groups of the Blessed: 

Drawing (Fig. 174)

Point of the brush and brown ink over red 
chalk; 30.6 x 41.5 cm. On the verso an in
scription in a later hand A n t  van  D y c k .1 
E n glan d, P riva te  C ollection.

p r o v e n a n c e : The Rev. Sir James Eras
mus Philipps, 12th Baronet of Picton 
Castle, Wales; his son, Laurence Philipps, 
ist Baron Milford (of the 3rd creation) 
(1874-1962); his son, the Hon.Wogan 
Philipps (afterwards 2nd Baron Milford) ; 
H.Calmann, London; Capt. N.Colville, 
Launceston, Cornwall.

l i t e r a t u r e : J.M üller Hofstede, Z eich 
n un gen  des sp ä ten  R u b en s, Pantheon, XXIII, 
1965, pp.168-170, N0.4 (repr.; as Klage d er  
D eia n ira); H eld , O il Sketches, p.327.

C A T A L O G U E  NO.  53b

When he published this little-remarked 
drawing in 1965, M üller Hofstede identi
fied its subject as a Lam ent f o r  D eian ira  
and dated it to around 1631-32. In sup
port o f this identification he adduced two 
drawings of Hercules subjects, one in the 
Louvre and one in the British Museum.2 
On the verso o f the Louvre drawing he 
pointed to what is undoubtedly the figure 
of Deianira, and compared it to the simi
lar figure with upstretched arms in the 
upper right hand corner of the present 
drawing. The remaining figures he sug
gested as the attendant maidservants of 
Deianira, while the group o f three inter
twined women he saw as anticipating the 
grisaille sketch of the T hree Graces in Dul
wich.3

The difficulties with these hypotheses 
are as follows: 1) the drawings in the 
Louvre and in the British Museum show 
no technical similarities with the present 
drawing, and appear to be somewhat la
ter; 2) there is only a single figurai ana
logy between the present drawing and 
the one in the Louvre— the rest are un
explained (except in terms of their being 
participants in a putative lam ento  for Deia
nira) ; 3) it is by no means clear that all the 
figures in the present drawing are women ; 
and 4) the connection between the group 
on the lower right and the grisaille sketch 
in Dulwich is rather too tenuous to be 
particularly significant.

It was Julius Held who, in an aside in 
his book on the oil sketches,4 correctly 
associated the present drawing with the 
composition of the A ssu m p tio n  o f  the 
Blessed. The group on the left of the draw
ing occurs somewhat modified on the 
lower left of the painting in Munich, with 
the woman with upstretched arms there 
changed to a man (although possibly 
adapted as well for the kneeling female 
figure just below him) ; the group in the
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upper right of the drawing served as the 
basis for that immediately below and to 
the right of the central angel in the final 
composition; while the group on the 
lower right may conceivably be related 
to the cluster of women in the bottom 
centre of the composition— a connection 
that is certainly no more remote than that 
with the Dulwich T hree G races. At least 
one of these groups— the second— was 
adumbrated in the other surviving draw
ing for the composition (No.53a).

It is true that there are also analogies 
with the ‘Small’ Last Ju dgem ent in Munich 
(N0.51; Fig. 146): the figures in the group 
on the left of the drawing may be related 
to several in the upper right of the paint
ing (notably the figure of the old (?) wo
man with arms crossed over her breast), 
while the upstretched arms of the group 
on the upper right of the drawing recall 
the similarly gesturingfigures in the paint
ing. But none of these analogies are as 
close as those with the A ssu m p tio n  o f  the 
Blessed.

If we turn to the question of the dating 
of this drawing, a tentative hypothesis 
seems to emerge. Müller Hofstede’s pro
posal of 1631-32 seems slightly too late—  
indeed the combination of point of the 
brush and wash over red chalk seems 
more characteristic of the third decade. 
Precisely the same technique occurs in the 
group of drawings associated with the 
G lorification  o f  the E u ch a rist (Nos.izb-e 
above), here dated to c. 1625-28. Further
more, the peculiarly sharp rendering of 
physiognomic features, particularly strik
ing in the case of the second figure from 
the right in the left hand group, is exactly 
paralleled in these drawings. Despite the 
fact, then, that a dating of around 1620 
would not be inconsistent with Rubens’s 
known concern with compositions of this 
nature at about this time (cf. Nos.49-53

above), it seems necessary to place the 
present drawing in the second half of the 
1620s, and possibly quite late in these few 
years. Could it be that Rubens is here re
working certain motifs already formu
lated in the great eschatological compo
sitions of the second half of the second 
decade? That, indeed, would accord well 
with the documentary evidence suggest
ing that between 1625 and 1628 Rubens 
may have envisaged returning to a com
position of the A ssu m p tio n  o f  the Blessed 
which had by then only been begun (cf. 
p.235-236 underNo. 53 above). Thepresent 
drawing— at the very least— testifies to 
his concern with figurai types relating to 
such a composition in precisely these 
years.

1. The drawing is in good condition, apart from a 
brown stain in the lower left hand corner (visible in 
reproduction) and a hole about an inch long half
way down the left edge.

2. B u rch a rd -d ’ H ulst, 1903, Nos.iSo* and 190 (Louvre, 
Cabinet des Dessins, Inv. N.20.217 and British 
Museum, Department of Prints and Drawings, 
Inv. N o.1897-6-15-12).

3. P. Murray, D u lw ich P ictu re G allery, A  Catalogue, Lon
don, 1980, p.114, No.204. Mr J.Byam Shaw has also 
suggested (in a letter to me) a similarity with the 
drawing of Three G races in Christ Church, Oxford, 
which he in turn associated with the painting in 
Dulwich (J.Byam Shaw, D raw ings by O ld  Masters at 
Ch rist Chu rch, O x fo r d , 1- 11, Oxford, 1976, N o.1373 
and pi.809).

4. H eld, O il Sketches, p.327.

54, The Ascent of Souls from 
Purgatory (Fig. 173)

Oil on canvas; 350 x 258 cm.
T o u rn a i, C athedral.

e x h i b i t e d ; T résors sacrés. E xp osition  orga
nisée à l'occasion d u  V IIIe centenaire de la 
C athéd ra le, Tournai, 1971, not numbered.

l i t e r a t u r e : D escam ps, V ie, p.325; M en- 
sa ert, II, p.75; D escam ps, Voyage, p.24; Mi- 
chel, 1771, p .195; C a len d rier de la ville  et cité

241



CA T AL O GU E  NO.  54

de T o u rn a y , 1775, reprinted with notes by 
C.-J. Voisin in B ulletin  de la société historique  
et littéraire de T ou rn a y, Xi, June, 1866, 
pp. 199-202; Sm ith, Catalogne R aisonné, II, 
p.38, N0.111; C.-J. Voisin, D es ta b lea u x de 
R u b en s que p osséda ien t les églises de T ou rn ay. 
Pa rticu la rités su r  le tableau représen ta n t le 
Pu rg atoire, B u lletin  de la société historique et 
littéraire de T ourn ay, IV, July, 1856, pp.266 
to 271; C orrespon dance de N apoleon i er, 
Paris, 1861, p.244, N o.5727; Piot, p.68 n.t; 
Rooses, I, p. 112, No,95; A.Hocquet, L ’ A r t  
et la R evolu tion  fra n ça ise  à T ou rn ai. Les ta
b leau x, R ev u e T ou rn aisien ne, II, 1906, pp.78- 
86; D illo n , p.226; J.Warichez, T ribu la tio n s  
de d e u x  ta b lea u x  de P .-P . R u ben s, Tournai, 
1910; K.d.K., p.469, under No.353; O. Le
duc, Le Iiu b en s et le Jorda en s reclam és p a r  
T ou rn a i, Tournai, 1929; Id., Les ta b lea u x  
reven diqués p a r T ou rn ai, R éponse a u x  ‘ A m is  
des Musées R o y a u x ’ , Tournai, 1930; C. Ter
linden, Les ta b lea u x reven diqués p a r la v ille  
de T ou rn ai, N ote h istorico-juridique, Brus
sels, 1930; J.Warichez, La C athéd ra le de  
T ou rn a i, Seconde P a rtie  (A r s  Belgica II) , 
Brussels, 1935, N0.106, pl.65 and facing 
text; K n ip p in g , II, p. 133; A.M ilet, in [Cat. 
Exh.], Trésors Sacrés, C athéd ra le N otre  D am e, 
T ou rn ai, 1971, pp. 125-126 (with references 
to documents and earlier ephemeral 
literature); G len , p.265; J.Lacambre, in 
[Cat. Exh.], Pa ris, 1 9 77, p. 188.

The doctrine of Purgatory, attacked by 
the Reformed creeds, was reaffirmed by 
the Council of T rent1 and widely defended 
by Counter-Reformation writers.2 The 
notion of purification by fire had been 
developed by the early Church Fathers 
on the basis of Matthew XII, 31-2 (im
plying that expiation is still possible be
yond the grave) and 1 Corinthians III, 
11—15, interpreted as stating that salva
tion would take place through fire.3 The

prayers o f Judas Maccabeus for the dead 
(2 Maccabees XII, 39-45), made in the con
viction that they would rise again, provi
ded the basis for the constant assertion of 
the value of such prayers as a means of 
the liberation and consolation o f souls. 
Amongst the many works written or pub
lished in the Netherlands justifying the 
doctrine o f Purgatory (and consequently 
the use of indulgences and the possibility 
o f penance in the face of Protestant criti
cism) were Cornelius Columbanus Vrancx, 
D e T roost d er Sielen in t V aghevier, d a t is 
m anière om haer w l te helpen, Bruges, 1607, 
Jacobus Hoogstratius, D e Purg atorio, Ant
werp, 1525, and Jodocus Andries, H et  
V aghevier, Antwerp, 1643d Confraterni
ties were set up to pray for the souls of 
the dead, first in Rome in 1592, and later 
in the Low Countries (such as those in 
Arras, 1631, Bruges, 1637, Antwerp, 1653, 
and so on) ;s these were usually associated 
with saints such as Gregory, Bernard, and 
Teresa, whose prayers were known to 
have assisted in the salvation o f specific 
souls.6 The intercessory role of the Vir
gin was frequently insisted upon, and so 
was the action of the guardian angels, 
who helped the souls from the flames o f 
Purgatory.

Thus, at the very base of the present 
work one may just discern the figures of 
those souls who are still being purified by 
fire. Two angels help several more male 
and female figures heavenward, while at 
the very top o f the work, the Virgin inter
cedes on their behalf before the Trinity. 
At the left a num ber of putto-like angels 
reach down to the upraised arms of those 
about to be saved, while beyond on the 
right at an altar a priest celebrates mass 
for the souls of the departed.

Amongst the figures which recall ear
lier, iconographically related works by 
Rubens are the crouching woman with her
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arms crossed over her breast on the left 
(compare the similar but not identical fig
ure in the ‘Great’ Last J u d g em en t),7 and 
the central angel lifting up a woman 
(compare the central angel in the A ssu m p 
tion o f  the Blessed, a work which naturally 
has important iconographie affinities with 
the present one).

The subject was a fairly common one 
in the late sixteenth and seventeenth cen
turies, as in the painting by F.Zuccaro in 
the Gesù in Rome,8 in the Tintorettesque 
work by II Passignano in Parma (where 
a similar group to that of the woman 
being helped up by an angel on the right 
may be found),9 and— later— in the com- 
positionally rather similar painting by 
Guercino in San Paolo in Bologna,10 al
though there St Gregory is present as 
w ell.”

The present work was commissioned in 
163 5—3613, by Maximilian Vilain of Ghent, 
Bishop of Tournai from 1615-44, for the 
altar of the departed, known as 'de la 
férie’, behind the High Altar of Tournai 
Cathedral. The commission is recorded in 
the C harte de D onation  of 12 September, 
1636, and confirmed by the testament of 
Vilain: ‘Quant à mon corps ... je choisis 
le lieu de son repos derrière le grand autel 
en la cave que j ’ai faict faire, avec la table 
de l ’autel des Trépassés, ou j ’ai faict faire 
deux peintures par le fameux peintre Ru
bens’. 13 The other painting referred to 
here was th e  J u d a s M a ccabeus P rayin g f o r  
the Souls o f  his D ead S o ld ie r s ,'4 beneath 
which Vilain was buried; the present 
work was hung facing the chapel of 
the Virgin, with theJ u d a s M a c c a b e u s p h c e d  
back to back with it.’3

The work is recorded as having been 
cleaned and restored on a large number 
of occasions: in 1686, 1727, 1740 (by Gilles 
des Fontaines) and 1762 (by Frédéric 
Dumesnil) before the end of the eight

eenth century. All the early writers. Des
camps and Michel in particular, make it 
clear that the work was already in deplora
ble condition.16 When the French occupied 
Tournai in 1794, it was sent to Paris, along 
with its pendant. Upon its return to Brus
sels in 1815, the work was exposed to the 
vagaries of the elements in the court o f the 
new Brussels museum, as were the other 
paintings returned in that year. In a letter 
of ii  May of the following year to the 
mayor of Tournai, the Director of the 
Academy and Conservator of the Museum 
at Ghent, Peter van Huffel, commented 
on the poor condition of the work and on 
the number of repainted areas: ‘La pein
ture dans plusieurs endroits est plus ou 
moins écaillée et menace une destruction 
totale. Le mal est tel que je crains que 
c’est une des causes pour lesquelles on l’a 
toujours gardé en dépôt à Paris’. 17 The 
painting was finally returned to the Ca
thedral on27july, i8i8,butitscompanion 
piece, the J u d a s M accabeus P raying fo r  the 
Souls o f  his Slain Soldiers, was destined to 
remain in France.'8 A further restoration 
of the present work is recorded in 1930.19

The present condition of the work re
flects these vicissitudes. It is covered by a 
thick layer of varnish, the canvas is severely 
wrinkled, and is especially creased round 
the edges. A horizontal and a vertical 
band.eachapproximately 15 cm. in width, 
forming a cross shape, appear to be in bet
ter condition than the rest of the work. 
W hy this should be so cannot at present 
be determined. The paint surface has so 
worn and darkened in parts that it is diffi
cult to discern the two suppliant figures 
at the top right of the work (their action 
too is difficult to determine) and the suf
fering figures in the flames on the lower 
right. Hardly a trace of the original model
ling o f the flesh tones and drapery re
mains. The whole work has been exten
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sively repainted, to such a degree that 
its original appearance can scarcely be 
judged. In particular, the putti on the 
right seem quite unrubensian; if they 
w ere originally present, they have been 
completely repainted by an eighteenth 
century hand.

Despite these factors, however, it is just 
possible to discern that the work must 
originally have been painted by Rubens 
himself (almost certainly with a consider
able amount o f studio participation).20 
The angel’s head in the centre is perhaps 
the best preserved aspect of a work whose 
present disturbing appearance is mislea
ding. As a result of the darkening of the 
surrounding areas, the central diagonal of 
ascendingfigures now appears with dispro
portionate emphasis; it would once have 
been better balanced, in visual terms, by 
the views on either side (even now, small 
areas of blue sky are just visible). The 
heavily repainted figure of a woman in the 
centre below does not stand out with the 
excessive prominence she would seem to 
have from a photographic reproduction; 
and the scene of a priest at an altar be
yond on the right (unusual as this sort of 
‘vignette’ is for Rubens) cannot originally 
have appeared to be so divorced from  the 
rest of the composition, separated as it is 
from the main figures by particularly 
grim y and darkened bands of paint. In 
short, the work must originally have pos
sessed a more satisfactory pictorial unity 
than it does now; and as far as can be 
judged from the little that remains, it 
would seem to reflect the style of the 
mid 1630s, a dating which accords well 
with the documentary evidence regard
ing the commission of the work.

The painting now hangs opposite the 
main altar in the chapel of the Holy Sacra
ment in the south deambulatory of the 
Cathedral, having for a long while pre

viously been hung in the chapel of St Louis 
and Eleutherius.

A sketch representing Purgatory said to 
be in the manner of Rubens was sold at 
the Hôtel of the Prince de Rubempré in 
Brussels, n  April, 1765, and again at the 
Conseiller del Marmol sale in Brussels, 
24 March, 1791;21 but the reference may 
equally w ell be to a related subject, such 
as that of S t T eresa Interceding on B eh a lf o f  
Bern ard in o  de M e n d o ç a .22

1. Sessio X X IV , 3 December, 1564, D ecretum  de P u rg a 
torio.

2. See M â le , A p rès le Concile de T rente, pp.58-65.
3. The clearest exposition is in F. L. Cross and E. A. 

Livingstone, eds., The O xfo rd  D ictionary o f  the 
C hristia n  C h u rch , London, 1974, pp.i 144-1146, 
with full bibliographical references.

4. Further works, critics, and influential Spanish and 
Italian writers such as Bellarinine, Laynez and 
St Teresa are cited in K nipping, II, pp.127-133, cf. 
also M â le, A p r ès  le Concile de T ren te, pp.58-65 for 
more continental writers.

5. Dn the Roman confraternity in Santa Maria del 
Suffragio, see M â le, A p rès le C oncile  de T ren te , p .62 ;  
on the ones in the Netherlands, see Knipping, II, 
p.130.

6. Cf. Rubens's St Teresa Interceding f o r  the Soul o f  
Bernardino de M en d o ça  (V lieghe, S ain ts, II, No. 155.

7. N0.49, Fig.137; but see also the use of this figure 
in reladet compositions, as noted on p.204 
above.

8. Illustrated in R.W ittkower and I.Jaffé, eds., 
Baroque A r t , The Jesu it Con tribution , New York, 
1972, pi.33b.

9. Parma, Galleria, No.226; formerly attributed to 
Tintoretto, A.O.Quintavalle, La Regia G alleria di 
Parm a, Parma, 1939, pp.156-157, No.226.

10. Illustrated in M die, A p rès le Concile de T rente, p.63, 
fig.29.

11. Cf. also— to take only one other example-the 
painting by G.B.Crespi, II Cerano, of the M a ss o f  
St G regory and the Redem ption o f  S ouls fr o m  P u rg a 
tory  in San Vittore in Varese, of c.1617. For further 
representations of the R edem ption o f  Souls fr o m  
Purgatory, see the lists in Pigler, I, pp. 530-534.

12 .1 have been unable to ascertain whether this was a 
time when the Catholic doctrine o f Purgatory 
came under especial fire in Tournai, but the possi
bility should be considered.

13. Tournai Cathedral, Archives, A ctes Ca pitu la ires, 
15 September, 1636. Cited in Rooses, I, p .173, under 
N o.137.

14. K .d .K ., p.353; now in the Museum in Nantes.
15. See Milet, op. cit., p.125 for a summary o f these
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details, but also Voisin, op. cit., 1856, pp.266-271 
and 1866, p p .199-202.

16. ‘ Il est presque p erd u ’ , D e s c a m p s , V ie ,  p .325; 'lavé 
et repeint par to u t’ , D e s c a m p s , \ o y a g e ,  p .24.

17. Q uoted  in P io t ,  p.68, n .i.
18. N o w  in the M useum  in N antes; see also J. Foucart, 

in [C at. Exh.], P a r is , 1 9 7 7 , pp. 188-190, N o. 141.

19. W arichez, op. cit., 1935, u n der N o .106.
20. Cf. the discussion o f its pen dan t, the J u d a s  M a c c a 

b eu s  in N antes, by J.Foucart, in [Cat. Exh.], P a r is ,  
1 9 1 1 ,  p p .188-190, N0.141.

21. T h e first reference gives its m easu rem en ts as 
c.43.3 X  35.2 cm .; the second as c.40.1 x  32.6 cm .

22. V lie g h e , S a in ts , II, N o .155.

C . G a lle , A s s u m p t i o n  o f  th e  V i r g i n ,  e n g r a v in g  (N o  35)
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58. ?E. Q u c llin u s , T h e  A s c e n s i o n  o f 'C h r i s t ,  o il s k e tc h  (N o .26). P re s e n t w h e r e a b o u ts  u n k n o w n



59. S ft. H o ls w m , T h e  A s c e n s i o n  o f  C h r i s t ,  e n g r a v in g  (N o .26)



6o. R u b e n s , T h e  D e s c e n t  o f  th e  H o ly  S p i r i t  (N 0 .27). M u n ic h , A lt e  P in a k o th e k





62. P. P o n tiu s , r e to u c h e d  b y  R u b e n s  (?), T h e  D e s c e n t  o f  th e  H o ly  S p i r i t ,  d r a w in g  (N o .27a). 

L o n d o n , B ritish  M u s e u m



6 j. P. Pontius, The Descent o f  the H o ly  S p ir it , en gravin g  (No.27a)



64. R u ben s, Th e C o n v e rs io n  o f  St P a u l (N o.29). C o u rtra i, P r iv a te  C o llectio n



65 - R uben s, Th e C o n v e rs io n  o f  St P a u l (N o .30). L o n d o n , C o u rtau ld  Institute  
G alleries, Prin ces G ate  C o llectio n

66. Rubens, The D efeat o f  S en na cherib. 

M un ich, A lte  P in a k o th e k







69- R ubens, Th e C o n v e rs io n  o f  St P a id , d ra w in g  (No.30a). L o n d o n , C o u rta u ld  In stitu te  G alleries, Princes G ate  C o llectio n



—

70. R u b en s, Th e C o n v e rs io n  o f  St P a u l, o il sk e tch  (No.30b). L o n d o n , C o u rta u ld  Institu te  G alleries, Princes G a te  C o lle c tio n



7 i.  R ubens, S tu d y  o f  T h re e  H o rse m e n , d ra w in g  1N0.30C). R o tte rd a m , 
M u se u m  B ovm an s-van  B eu n in gen

72. R u ben s, A  T u r k is h  P rin ce  on H o rs e b a c k  w ith  A ttend a n ts, drawing. 
Lon don, British M u se u m



~3 - Retouched by Rubens (?), T h e  C o n v e r s io n  o f  S t  P a u l  
(N0.32). Paris, Cabinet des Dessins du Musce

du L o u v re



74- R u ben s, T h e C o n v e rs io n  o f  St P a u l (N o.31). F o r m e rly  B erlin , K aiser F ried rich -M u seu m , n ow  lose



7 5 - R u ben s, T h e  C o n v e rs io n  o f  St P a u l, oil sk etch  CNo.3ta). O xfo rd , A sh m o le a n  M u se u m



76. Sch ool o f  R u ben s, Th e C o n v e rs io n  o f  St P a u l, d raw in g . Paris, C a b in e t d es D essin s du M u sée du  L o u v re



77. R u ben s, T h e H e a lin g  o f  the Lam e M a n .  d ra w in g  (N o.33). R o tterd am , 
M u se u m  B ovm an s-van  B eu nin gen

78. L o d o vico  C ard i, II C igo li, St P eter a lk in g  on the W a t e r.  

C a rra ra , A ccad en tia



79- R ubens, Th e A n n u n c ia tio n  o f  the D eath o f  the V ir g in  (N o.34). L o n d o n , C o u rtau ld  Institute G alleries 
Princes G ate  C ollectio n



So. I '.L uyckx, 

T h e  A n n u n c ia t io n  (N o.34). 

Prague, N ational G allery

81. !•. van den Steen after 
I '.L u yck x , The A n n u n cia tio n ,  

en g ra vin g  (N o.34)



A .  A ßam t in ccehtm Matrem Christus.
" tlla ddeffa Filio innititur ad dex' 

teram honorific .ttißime.
B . Crrcumualane crltfle« fjnritus,psallentes

cceleße melasdCtf floriam .
C. Codacat tandem Matrem Fißu ante

Dwinitatem,c2jr> adJane ijßtmam 
Trinitatem Jla tu it-

D .  Ah ea coronatur meffàhta ylorm, dams,
datihus, CA priialeßijs omatur ex - 
cellentißimis.

E .  Aperto Je jn d cro  credunt affùrrmtam
ApoßoJi à Filia, exultant in lubilunt, 
Cf "laudes eius cœ leffes.

F . Ad J v a  p d f que loca vnde filtrant de ■
ducli Vôtres, ah Arychs reducuntur.

Beqnat Maria Mater Dei crnn Film m omnem crtermhUxm qlerwjfjiimc

82. H .W ie rix  after B. Passeri, The A ssu m p tio n  o j the V irg in ,  

en g ra vin g  fro m  Jero m e N ad al's M e d ita tion es



8.). A ft er M . de Vos, The A ssu m ptio n  a n d  C o ro n a tio n  o f  the V irg in ,  en gravin g



84. S. A .B o lsw erc , Th e A ssu m p tio n  o f  the V ir g in ,  en g ra vin g  (N o.35)



Hs. R ubens, The A ssu m p tio n  o f  the V ir g in ,  oil sketch (N o,35). L o n d o n . B u ck in g h a m  P d a ce , 

C ollectio n  o f  H .M . th e Q u een



86 . R u b e n s , T h e  A s s u m p t i o n  o f  th e  V ir g in ,  d r a w in g  (N o .36). V ie n n a , A lb e r t in a



«7. R ubens, The A ssu m ptio n oj the V ir g in  (N o.37). V ien na, K unsthistorisch«} M useum



88. X -rad io grap h  o f  d eta il o f  Fjg.87 89. X -rad io grap h  o f  d eta il o f  Fig.87



90. X - r a d io g r a p h  o f  d e ta i l  o f  F ig.8 7 91. X -rad io grap h  o f  d eta il o f  Fig.87



92. R ubens, S tu d y  o f  an OUI M a n  b e n d in g  f o r w a r d ,  d raw in g  (No.37.-1). V ien n a, A lb ertin a





94- R ubens, S tu d y  o f  a Y o u n g  W o m a n  w ith  ra ise d  left A rm , d raw in g  (No.37f). 
W ash in gto n , N ational G a lle ry  o f  A rt
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05. Rubens, S tu d y  o f  T w o  Youn g M en  loo kin g  u p w a rd s, d raw in g  (N o .jzd ). C a m b rid g e  (Mass.), 
lo g g  A i l M useum

» i
i



96. Rubens, S t u d y  o f  D r a p e r y , draw ing (N0.37C). Cam bridge (Mass.), Fogg A rt M useum



97. R ubens, S tu d y  o f  A rm s  and H a n d s, d raw in g  (No.37c). D resd en , K u p ferstich k ab in ett



98. R u b e n s , T h e  A s s u m p t i o n  o f  th e  V ir g in  (N o .38). B ru sse ls , M u sé e s  R o y a u x  d es  B e a u x -A r ts



99- D etail o f  Fig.98



ioo. D e ta il o f  Fig.98 io r . D e ta il o f  Fig.98



102. R u b e n s, A postles s u rr o u n d in g  the V ir g in 's  T o m b, draw ing (No.39b O slo , N a sjo n alga llerie t



103. W .P an n ecls , The A ssu m p tio n  o f  the V ir g in ,  etch in g  (N0.40)



104- Rubens, T l ie A ssu m p tio n  o f  the Virgin (N o.40). Schleisshcim , N eues Schloss



105. R ubens, Th e A ssu m p tio n  o f  the V ir g in  (N o.41). D üsseld orf, K u n stm u seu m



io6. After Rubens. The Assumption o f  the V irg in  (N0.41). I lamburg, Kunsthallc



107. P. Pontius, reto u ch ed  b y  R ubens (?), The A ssu m p tio n  o f  the V irg in ,  retouched  co u n terp ro o f 
o f  en gravin g  (N o.4ia). G hent, I n iversity  L ib ra ry



io8. P. Pontius, The Assumption o f  the Virgin, 109. St Joost-tcn-Node (Brussels),
engraving (N0.41) Church o f St Joost. High A ltar

1 10. Interior o f  the < tiapel o f  the V irgin . 

A n tw e rp , C h u rch  o f  St ( h a r k s  B orrom eo

h i .  A .L o m m e lin , The H ig h  A lt a r  o f  

A n tw e rp  C a th e d ra l, en gravin g



i n .  Rubens, Th e A ssu m p tio n  o f  the V ir g in  (N0.42). A u g sb u rg , H eilig-K reuz-K irche





II5- ?Rubens, C h ris t  D escen d in g  w ith  a Crown, oil sketch  (N o.45). P resen t w h erea b o u ts u n k n o w n



i id. Rubens, J'he A ssum ption o f  the V ir g in  (No. 4.3). A n tw e rp , C ath ed ra l



i i8 . D eta il o f  l;ig. n 6



119. D e t a i l  o f  Fig. 116



120. R ubens, The A ssu m p tio n  o f  the V ir g in ,  o il sketch  (No.43a). T h e  H ague, M auritshuis



121. (Rubens, l'he A ssu m p tio n  oj the V irg in ,  o il sketch  (No.43b). 
W ash in gton , N ational G alle ry  o f  A rt



122. R ubens, Th e A ssu m p tio n  o f  the V ir g in  (N o.44). V a d u z, C ollectio n  o f  the Prince o f  L iechtenstein



123. Rubens, The A ssum ptum  of //it’ Virgin, oil sketch (No.44a). L on don, C ou rtau ld  Institute G alleries,

Princes G ate  C ollectio n



124. R ubens, The A ssu m p tio n  o f  the V ir g in ,  oil sketch  (N o.44b). N e w  H aven  (Conn.), Y a le  U n iversity
A r t  G allery



125. Rubens, H ead o f  a Ylonuin lookin g u p w a rd s, d ra w in g  (N0.44C). L en in grad , H erm itag e

i



126. H. W itd o eck , retouched  by R uben s (:), The A ssu m p tio n  o f  the V ir g in ,  d raw in g  (N0.-4.4d). M orence,
U ffizi, G ab in etto  D isegn i e Stam p e



127- 11. W irdo eck, The A ssu m ptio n o f  the V ir g in ,  en gravin g, (No.+ad)



s m T n  r ' «

D. Excipit eam Cbrtjhs tjrattdadonejitmma ■
E. £.w/ adorat, èiquc' obnlientiam c vcf

tiaio defert carles ft's exercitus, Tiet 
Matrem, Reginam Jitam, e jf  orbu 
profitetur vmuersi.

F. Ccffinte in terris concentu Angelorum,
" mtrlligunt Ajwßoli rejiirrexifse Ja ■ 

eram Vrrqimm-

128. H. W iertx  a fter B. Passeri, The R eception o f  the V ir g in  into H eaven, en gravin g  fro m  
Jero m e N a d a l’s M edita tion es



120. Rubens ih e  A ssum ption u n d  C o ro n a tio n  o f  the Virgin, oil sketch (N o.46). L en in grad , H erm itage





i .11. Rubens, 'The C o ro n a tio n  o f  the V irg in ,  oil sketch (No.47a). Brussels, Private  C ollectio n



132. R ubens, The C o ro n a tio n  of the V ir g in  (N o.48). F orm erly  B erlin, K aiser F riedrich -M useum , n o w  lost



i î î-  lU ih cn s, T h e  C o r o n a tio n  o f  th e  V ir g in , o il s k e tc h  (N o .* 8a). W o r c e s te r  (M ass.), 

W o r c e s te r  A r t  M u s e u m



134- C a r lo  Fauci, Th e C o ro n a tio n  o f  the V ir g in ,  

e n g ra v in g  (N o.47a-)

135. 'R u b e n s, The C o ro n a tio n  o f  the V ir g in ,  o il sk etch  (No.48b!. 
P resen t w h e re a b o u ts  u n k n o w n



136. ?C. de V o s, ‘ R u b e n s S a lo n ’ . S to ck h o lm , N a tio n a lm u se u m



137- R ubens, The L ast Ju d g e m en t, ( 'G reat') (N o.49). M un ich , A lte  P in akoth ek



138. TIU ibcns, T ilt• L a st J u d g e m e n t ,  oil s k e tc h  (N o.49a). D r e s d e n , G e m ä ld e g a le r ie



139- D etail o f  Fig.137



140. D eta il o f  Fig. 137



i j l .  R u ben s, A n g e ls  E s c o rt in g  the B lessed to P a ra d ise , w ith  a n  A d o ra t io n  o f  the M a g i,  d ra w in g  (No.49b). 
L o n d o n , C o u rta u ld  In stitu te  G alleries, P rinces G ate  C o lle c tio n
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142. R u ben s, Angels e sco rtin g  the Blessed to P a ra d ise , d ra w in g  (No.49c). N e w  Y o rk , T h e  Frick C o lle c tio n

; >  

.e r * .



143- R u b e n s , S t u d y  o f  a  N u d e  M a n ,  
se e n  p a r t l y  f r o m  b e h in d ,  d r a w in g . 

O x f o r d , A s h m o le a n  M u s e u m



<• V

144. C .V issch e r, T h e  L a s t  J u d g e m e n t ,  
e n g ra vin g  (N o.50)

145 A f t e r  R u b e n s , T h e  L a s t  J u d g e m e n t ,  d r a w in g  (N'0.50). 
S ig m a r in g e n , S ch loss



146. Rubens, The Lust Ju d g em en t, (‘S m a ll’) (N o.51). M un ich , 'Mtc P in ak oth ek



1 4 7 - A fter Rubens, Th e L iM  Judgem ent, d raw in g  (N o .51). M adrid, Real A cad em ia  de San Fernando



148. D eta il o f  Fig.146



iiyo. D etail o f  Fig. 14 P



15 1. J .S u y d e rh o e f , T h e  F a it  o f  th e  D a m n e d , e n g r a v in g  (N o .51)



i 52. R u b e n s ,  S i  M/dirti’/ s t r i k i n g  d o w n  th e  R e b e l l i o u s  A n g e ls ,  d r a w i n g .  T h e  H a g u e ,  ( .o i l .  ( . . P .  v a n  E e g h c n



1 53 - R u b e n s ,  Ah A n g e l  s t r i k i n g  d o w n  
a  D a m n e d  F i g u r e , d r a w i n g .  

T h e  H a g u e ,  C o l l .  C . P .  v a n  E e g h e n



15 4 - R u b e n s ,  S t u d i e s  f o r  th e  M a r t y r d o m  o f  a  F e m a le  S a i n t  a n d  a  H e r o  a n d  L e a n d e r ,  d r a w i n g .  

R o t t e r d a m .  M u s e u m  B o y m a n s - v a n  B e u n i n g e n



155. R u b e n s ,  A  N u d e  F ig u r e  f a l l in g  b a c k w a r d s , d r a w i n g  ( N o . s i a j .  ( .a m b r id g c ,  F i t z w i l l i a m  M u s e u m

156. R u b e n s ,  A  N u d e  F ig u r e  w ith  o n e  I-lan d  o n  h is  F le a d  tu m b lin g  d o w n w a r d s , d r a w i n g  (N o .51b ) .  

V i e n n a ,  A lb e r t in a



V .
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157. R u b e n s ,  A  N u d e  M a le  f i g u r e  t o r m e n t e d  b y  a  D e m o n ,  d r a w i n g  (No.52b). 

L o n d o n ,  V ic t o r ia  and  A l b e r t  M u s e u m



158. R u b e n s , T h e  F u ll  o f  th e  D a m n e d  ( N o .52). M u n ic h , A l t e  P in a k o th e k



i so. A ller Rubens, 'l'l ie hall o f  the D a m n ed  (N o.52). A ach en , S u erm o n d l M u seu m



i6 o . A f t e r  R u b e n s , G r o u p  o f  D a m n e d  S o u ls  a n d  D e m o n s ,  d r a w in g  (N o .52). 

L o n d o n , B rit is h  M u s e u m



in i  A f t e r  R u b e n s ,  G roup o f  D a m n e d  S o u ls  a n d  D e m o n s ,  w i t h  a  m a n y - h e a d e d  D r a g o n ,  
d r a w i n g  ( N o .52). L o n d o n ,  B r it ish  M u s e u m



i 62. A fte r  Rubens, G ro u p  o f  D a m n ed  Souls a n d  D em ons, d raw in g  (N o.52). L on don, British M u seu m



i(i3. A fte r  Rubens, G ro u p  o f  D im m ed  Souls u n d  D em ons, d raw in g  (N o .52). L on don, B ritish M u seu m



164. A fte r  Rubens, G ro u p  o f  D a m n ed  Souls a n d  D em ons, d raw in g  (N o.52). L on don, British M useum



i6 s .  D e ta i l  o f  Fig.158



166. D etail o f  Fig. 158



r67. D e ra il o f  l'ïg .rsK



i68. D e ta il  o f  F ig. 158



i69.  R u b e n s ,  S t u d i e s  f o r  it L io n  H u n t  u n d  f o r  th e  F a l l  o f  th e  D a m n e d ,  d r a w i n g  (No.52a). 

L o n d o n ,  Brit ish  M u s e u m



170. R ubens, Th e A ssu m p tio n  of the lilessed  (N o.53). M un ich , A lte  P in akoth ek



171. X - r a d io g r a p h  o f  F ig .170



1 7 2 . R u b e n s ,  F i g u r e s  o f  t h e  B le s s e d  b e in g  c a r r i e d  u p w a r d s  b y  A n g e l s ,  d r a w i n g  (No.53a).  
L o n d o n ,  B r it ish  M u s e u m





174- R u b e n s ,  S t u d i e s  f o r  G r o u p s  o f  th e  B l e s s e d , d r a w i n g  (N o .53 b ) .  E n g l a n d ,  P r iv a t e  C o l l e c t i o n



INDEXES



Index I: Collections
This in d ex  lists a ll the extan t paintings, oil sketches and draw ings 

catalogued in the present vo lu m e. Copies have also been included. 

T h e w orks are listed a lp h ab etically  according to place.

References to  the n u m b e r o f  th e  catalogue entries are given in bold ; 

then fo llo w  page references and fin a lly  figure n u m b ers in italics.

A A C H E N ,  S U E R M O N D T  MUS EUM

A n on ym ous, painting:

The F a ll o f  the D a m n ed , N0.52; 208, 209, 219, 
228-230, 237; f i g -159

A N C O N A

Tapestry:

T he A ssu m p tio n  o f  the V irg in , N0.35 ; 144

A N T W E R P ,  C A T H E D R A L

Rubens, paintings:

The A ssu m p tio n  o f  the V irg in , N0.43; 21, 26, 
138,141,152,1 5 9 ,170,172-178; f i g - i i 6  

The R esurrection  o f  C h rist N o.i; 22, 23, 25, 
31-34. 36, 46, 70, 71, 119, 192; f i g -3 

S t Jo h n  the B a p tist N0.2; 22, 25, 34-35, 38; 

f i g -4
S t M a r tin a , N0.3; 22, 25, 32, 35-37,1%', f i g -5 
T w o  A n g els  g u a rd in g  the T om b o f  C h rist, N0.4; 

22, 25, 37- 38 ; f i g . i  
(?) W .J.H erreyn s, painting:

P o rtra it o f  J a n  M o retu s , N0.5; 38; f ig .6  
A nonym ous, em b ro id ery  after Rubens:

T he R esurrection  o f  C h rist, N o.i ; 31

A N T W E R P ,  J .  D E C L E R C Q

Rubens, painting:

C h rist T r iu m p h a n t over S in  an d D ea th , N0.14; 
7,22,23,24, 34, 59,60,63,64-68,69,70,71 ;

fig-2*
A N T W E R P ,  K O N I N K L I J K  MUS EUM V O O R  

S C H O N E  K U N S T E N

Rubens, paintings:

T he In cred u lity  o f  S t Thom as, N0.18 ; 22,23,25, 
41, 47, 57, 62, 81-87, 88, 93, 94, 96, 97;

fig -4 «
P ortra it o f  A d r ia n a  P e r e ç , N0.20 ; 22,25, 89-90, 

93 ; fig -5 i
P ortra it o f  N icola s R ock ox, N0.19; 22,25,87-89, 

931 f i g -50 
Rubens and assistant, painting:

T he A r m s  o f  N ich o la s R o ck o x  a n d  A d ria n a  P ereç , 
N0S.21-22; 22, 25, 91, 93; fig s .5 2 a , b

A N T W E R P ,  MUS EUM P L A N T I N  M O R E T U S

A nonym ous, painting:
T he In cred u lity  o f  S t Thom as, N0.18; 81

3 9 4

A N T W E R P ,  R O C K O X  H O U S E

A n on ym ous, painting:

P o rtra it o f  N icola s R o ck o x , N0.19; 87

A N T W E R P ,  ST C H A R L E S  B O R R O M E O

A nonym ous, painting:

T he A ssu m p tio n  o f  the V irg in , N0.37; 149; 

c f. f ig . 110

A U G S B U R G ,  H E I L I G - K R E U Z - K I R C H E

Rubens, painting:

T h e A ssu m p tio n  o f  the V irg in , N0.42 ; 9,26,138, 
141,169-171, 174; f ig .1 1 2

B A S L E ,  K U N S T M U S E U M ,  K U P F E R S T I C H 

K A B I N E T T

M .H err, d raw in g after R ubens:

T he D escen t o f  the H oly  S p ir it, N0.27 ; 103

B E R L I N ,  S T A A T L I C H E  MUS E E N

P R E U S S I S C H E R  K U L T U R B E S I T Z ,

K U P F E R S T I C H K A B I N E T T

A n on ym ous, d raw in g after R ubens :

A  G ro u p  o f  D a m n ed  S o uls  a n d  D em ons, N0.52; 
222

B E R L I N ,  D D R ,  B O D E  MUS EUM

R ubens, painting:

T he G iv in g  o f  the K eys, N0.23 ; 22, 57, 83, 87, 
91-94. 96,100; f ig .53

B E S A N Ç O N ,  MUS ÉE DES  B E A U X - A R T S

A n on ym ous, painting after R ubens:

T h e H oly  W om en  at the Sepulchre, N0.6 ; 39

B R U G E S ,  S T E D E L I J K E  M U S E A ,  S T E I N M E T Z

C A B I N E T

A n on ym ous, d raw in g after Rubens:

A  G ro u p  o f  W om en , N0.53; 234

B R U S S E L S ,  MUS ÉES  R O Y A U X  DES  B E A U X - A R T S

Rubens, paintings:

T he A ssu m p tio n  o f  the V ir g in , N0.38; 26, 138, 
140,145,1 4 7 .157-161, 170,174; f i g -98 

T h e C orona tion o f  the V ir g in , N0.47; 195-198, 
199; f ig - 130

B R U S S E L S ,  N O T R E  D A M E  DE  L A  C H A P E L L E

A n on ym ous, painting after Rubens:

T he G iv in g  o f  the K eys, N0.23; 91, 93
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C A E N ,  Ml ' S E E  DES B E A U X - A R T S

A nonym ous, painting after Rubens:

T h e  A s s u m p t io n  o f  th e V ir g in , N o.43a; 179

C A M B R I D G E ,  F I T Z  WI LI . I  AM MUSEUM

Rubens, draw ing:

A  N u d e  F ig u re  f i l l i n g  b a c k w a rd s , N o v i a l  218;  

f i g - i ß S

C A M B R I D G E ,  MA S S . ,  F O G G  A R T  MUSEUM

Rubens, draw ings:

S tu d y  o f  D r a p e r y , N o . t f e ;  2 7 ,15  6 - ,jig .g 6  
S tu d y  o f  T w o  Y o u n g  M e n  lo o k in g  u p w a r d s ,  

N o . ) j d ;  2 7 , 155-156, 172; f i g -95 
A nonym ous, painting after Rubens:

C h r is t  a n d  th e  P e n ite n t S in n e r s , N0.11; 55

C A P E S T H O R N E  H A L L ,  M A C C L E S F I E L D ,  

C H E S H I R E ,  SIR W A L T E R  B R O M L E Y  

D A V E N P O R T

(?) Rubens, oil sketch:

S tu d y  o f  th e  H e a d s  o f  T w o  B ea rd ed  A p o s tle s ,  
No.42a; 171-172; J ig .t  14

C H A T S W O R T H ,  D E R B Y S H I R E ,

T H E  D U K E  OF D E V O N S H I R E

A n on ym ous, draw in g after Rubens:

T h e  L a s t  J u d g e m e n t, N 0 .51 ; 214

C O L U M B U S ,  O H I O ,  T H E  C O L U M B U S  G A L L E R Y  

OF F I NE A RT S

Rubens, painting:

C h r is t  T r iu m p h a n t o v er  S in  a n d  D e a th , N0.13; 
7, 22, 23, 24, 34, 03-64, 65, 70, 7i ; f ig .2  7

C O P E N H A G E N ,  S T A T E N S  MUS EUM F O R  K U NS T ,  

K O N G E L I G E  K O B B E  R S T I K S A M L I N G ,

‘ R UBENS  c a n t o o r '

Anonym ous, draw ings after Rubens:

A n  A p o s tle  seen  f r o m  b e h in d , N 0.43; 172 

A p o s t le  seen  f r o m  b e h in d  lo o k in g  in to  the S a rc o 
p h a g u s ,  N 0.42; 169 

C h r is t ’s  T o r s o , N o .i4 b ; 69; jig .32 

Christ’s Torso, N 0 .14 ; 64 

C h r is t  T r iu m p h a n t  o v er  S in  a n d  D ea th , N o .i4 a  ; 

68; f i g -33
C h r is t  T r iu m p h a n t o v er  S in  a n d  D ea th , N o .i4 b  ; 

6 9 ’, f i g -33
D e v il d r a g g in g  a w a y  T w o  F ig u r e s , N 0.49; 201 

.4 F ig u re  seen  f r o m  the b a ck  w ith  h is  le ft  a rm  b en t  
o v e r  /iis H ea d , N 0.52; 222 

A  G r o u p  o f  F ig u r e s  to rm en ted  by  D em o n s, 
N 0 .52; 223 

A  G r o u p  o f  F ig u re s  to rm en ted  b y  D em o n s,  
N 0 .52; 223

G r o u p  o f  L io n  a n d  D em o n s to rm en tin g  S o u ls  in 

H e ll, N 0 .52; 222

G r o u p  o f  S i x  F ig u re s  o f  the B lessed , N 0.49; 201 

G r o u p  o f  V e r y  F a t F ig u re s , N 0 .52; 222 

T h e  L a st J u d g e m e n t, N o.49a; 207 

S t  M a r tin a , N 0 .3; 35-36 

.4 R ig h t Foot o f  a Male F ig u re , N 0.49; 201 

Three D a m n e d  F ig u re s , N 0.49: 201 

7 'wo D em o n s, N 0.52; 222 

7 wo F a llin g  W o m e n  p u lle d  d o w n w a r d s  b v  a 
D em o n , N 0 .52; 223 

T w o  F ig u re s  a tta c k e d  bv D e m o n s, N 0.52; 223 

7 'wo F ig u r e s  fa llin g  h ea d lo n g , N 0.52; 223 

.4 V e r y  Fat M a n ,  N 0.52; 222 

A  W o m a n  p u l le d  d o w n w a r d s  by  a D em o n ,  
N 0.52; 222

C H O M E R ,  C H U R C H  O F  SI M A R (, ELI  N U S

M. II. G heeraerts, painting in grisaille:

T h e  S u p p e r  at E m m a u s, N 0 .9; 48

C R A W L E Y ,  S US S EX,  MRS B R I È R E  ( . 0 1 . 1. INS

Anonym ous, painting after Rubens:

Study o f  th e H ea d s o f  T w o  B ea rd ed  A p o s tle s ,  
N o.42a; 168, 172

D R F. S D E N , G E M Ä I, D E G A I, E III E

(?) Rubens, m odello :

T h e  L a s t ju d g e m e n t ,  N o,49a; 20(1-209,2 1 2 , 2 1 9 ;  

f i g - ‘ 3 *

D R E S D E N ,  K U P F E R S T I C H K A H I N E ' I  1

Rubens, draw ing:

S tu d y  o f  A r m s  a n d  H a n d s , N0.37C; 27, 155; 

f i g -97

D U B L I N ,  N A T I O N A L  G A L L E R Y  O F  I R E L A N D

Anonym ous, d raw in g after Rubens:

A  D r a g o n ’s  H ea d , N 0.52; 221

D U N K I R K ,  MUSÉE DES B E A U X - A R T S

A nonym ous, painting after Rubens:

'/'he H o ly  W o m e n  a t the S e p u lc h r e , N o .6 : 39

D Ü S S E L D O R F ,  KU N S T MU S EU M

Rubens, painting:

T h e  A s s u m p tio n  o f  th e  Virgin, N 0 .41; 9, 26,

138-139, 140, 143, 146, 162, 163-168, 170, 

i 7 4 ; f ig - i o y

EL E S C O R I A L ,  MUS E OS  N U E V O S

Anonym ous, painting after Rubens;

T h e  S u p p e r  a t E m m a u s, N 0 .9; 48

F E I . D S B E R G ,  M O R A V I A ,  NEUE P F A R R K I R C H E

V.Hanti, painting after Rubens:

T h e  A s s u m p tio n  o f  th e  Virgin, N 0.44; 181

F L O R E N C E ,  P A L A Z Z O  PI T 1' I

Rubens, painting:

T h e  R e s u r r e c te d  C h r is t  T r iu m p h a n t , N 0 .16 ; 7, 

23, 24,34, 70-71 : f i g . j  5

395
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F L O R E N C E ,  U F F I Z I ,  G A B I N E T T O  DI S E G NI

E S T A M P E

H .W itdoeck, draw in g retouched b y  Rubens: 

The A ssu m p tio n  o f  the V irg in , N o,44 d; 27,184, 
187-189; f ig - 1 2 6

H .W itdoeck, draw in g after Rubens:

T he S u p p er a t Em m aus, N0.9; 48,188; j ig . iy

G H E N T ,  ST B A V O

A nonym ous, painting:

The C onversion o f  S t Patti, N0.31 ; 124

G H E N T ,  U N I V E R S I T Y  L I B R A R Y

P .Pontius, en gravin g retouched by Rubens:

T he A ssu m p tion  o f  the V irg in , N o .4 ia ;  168-169;

fig-*0 7
G L A S G O W ,  A R T  G A L L E R Y  A N D  MUSEUM

A nonym ous, painting after Rubens:

T he A ssu m p tion  o f  the V irg in , N0.41 ; 164

G R A Y ,  H A U T E - S A Ô N E ,  MUS ÉE B A R O N  MA R T I N

P .M .D elafon tain e, painting after Rubens: 

P o rtra it o f  N ico la s R o ck o x , N0.19; 87

T H E  H A G U E ,  MA U R I T S H U I S

Rubens, oil sketch :

The A ssu m p tion  o f  the V irg in , N o.43a; 16 1,17 1, 

178-180, i8 i;j ig .i2 o

H A M B U R G ,  K U N S T H A L L E

A nonym ous, painting after Rubens:

T he A ssu m p tion  o f  the V irg in , N0.41; 163,107; 

f ig . 106
A nonym ous, draw in g after Rubens:

C h r is t ’s C h arge to S t Peter, N0.25 ; 99 ;J ig .j6

L E N I N G R A D ,  H E R M I T A G E

Rubens, draw ing:

H ead o f  a W om an looking u p w a rds, N0.44C; 

187; jig . 1

Rubens, oil sketch:

The A ssu m p tio n  an d C oronation o f  the V irg in , 
N0.46; 23, 25-26, 26-27, 138-141, 145, 147, 

149-150, 152, 154, 156, 157, 1 7 3 , 17 4 , 189, 

190-194; f i g -129

L I S B O N ,  MUSEU N A C I O N A L  D E  A R T E  A N T I G A

Anonym ous, painting after Rubens:

C h rist T riu m p h a n t over Sin  an d  D ea th, N0.14; 
7 , 64

L O N D O N ,  B R I T I S H  MUSEUM

Rubens, draw ings:

Figures o f  the Blessed being carried  u p w a rds by 
A n g els  N o .5 ja ;  161, 239-240, 2 4 1; f i g .172  

S tu d ies f o r  a Lion H u n t an d o f  a Large D ra g on  
an d  stru g g lin g  A n im a ls an d  Figures, No.52a; 
161, 232-233, 239, 240; f ig .1 6 9

P.Pontius, d raw in g rew orked  by Rubens:

T he D escen t o f  the H oly S p ir it, N o .2 7 a; 2 7 ,1 08- 

n o ;  ./ig.62

A nonym ous, draw ings after Rubens :

Four Figures tu m blin g  H ead dow n w ard s, 
N0.52; 221, 233 

G ro u p  o f  D a m n ed  Souls an d  D em ons, N0.52 ;
219-220, 230-232; f ig . 160 

G ro u p  o f  D am n ed  Souls an d  D em ons, N0.52;
220, 230-232; Jig. 162  

G ro u p  o f  D am n ed  Souls a n d  D em ons, N0.52;
220, 230-232 ; j ig . 163 

G ro u p  o f  D am n ed  Souls an d D em ons, No,52;
220, 230-232; j ig . 1 64 

G ro u p  o f  D a m n ed  Souls an d D em ons, w ith  a 
M a n y -H ea d ed  D ra gon , N0.52; 220, 230-232;

h - l6L
L O N D O N ,  B U C K I N G H A M  P A L A C E ,  C O L L E C 

T I O N  O F  H . M .  T H E  Q U E E N

Rubens, painting:

The A ssu m p tio n  o f  the V irg in , N0.35; 25, 138, 

140, 141, 144-146, 147, 149-150, 15 r, 158, 
159, 168, 174, 182; f ig .S f

L O N D O N ,  C O U R T A U L D  I N S T I T U T E  O F  A R T ,

P R I N C E S  G A T E  C O L L E C T I O N

Rubens, paintings:

The A n n u n cia tion  o f  the D eath o f  the V irg in , 
N0.34; 135-137; f ig ' 79 

T he C onversion o f  S t P a u l, N0.30; 22, 25, 33, 

113, 114-118, 123, 131, 169, 2 o 6 ’, f i g . 6 j
Rubens, oil sketches:

The A ssu m p tion  o f  the V irg in , N o.44a ; 184-185, 

1 86;  f i g .  1 2 3  

T he C onversion o f  St P a u l, N o.3ob; 26,119 , 

120-122, 123, 124; f i g . j o
Rubens, draw ings:

T he C onversion o f  S t P a u l, No.3oa; 115, 117, 

118-120, 122, 147; fig.69  
A n g els  escortin g the Blessed to P aradise, w ith  an  

A d o ration  o f  the M a gi, N o.49b; 72, 209-210, 

239 ; f i  g. 141

L O N D O N ,  V I C T O R I A  A N D  A L B E R T  MUSEUM

Rubens, draw ing:

S tu d y  o f  a N u d e  M a le  Figure torm ented by a 
D em on, N o.52b : 233; f ig . 137

L O N D O N ,  W A L L A C E  C O L L E C T I O N

Rubens, painting:

C h r is t ’ s C h arge to Peter, N0.24; 22, 23, 25, 64, 

83, 87, 92-99, 100; j ig .y 4

L S T I B O R ,  B O H E M I A

J.Reinisch, painting after Rubens:

The A ssu m p tio n  o f  the V irg in , N0.44; 181

39 6



L Y R E S T A D  ( s w e d e n ),  p a r i s j i  c h u r c h

Anonym ous, painting after Rubens;

The R esurrection o f  C h rist, N o.i; 31

M A D R I D ,  C O N V E N I '  O F  ' IHE D E S C A L Z A S

REALES
Anonym ous, painting after Rubens:

The Su p p er at Em m aus, N 0.9; 48

M A D R I D ,  D U Q U E  D E L  I N F A N T A B O

A. del Arco, painting after Rubens:

T h e  R esu rr ec tio n  o f  C h r is t ,  N o .i ;  31

M A D R I D ,  MUS E O DEI,  P R A D O

Rubens, painting:

The S u p p er at lim m aus, N 0 .9; 2 1,2 2 ,2 5 ,4 5 ,4 7 , 

48-52; f ig . 16

M A D R I D ,  P A I . A C I O  DE I . IRIA,  AI . BA

C O L L E C T I O N

A nonym ous, painting after Rubens:

The Su p p er at lim m aus, N 0.8; 43-44

M A D R I D ,  R E A L  A C A D E M I A  DE  S AN F E R N A N D O

Anonym ous, draw ing after Rubens:

The Last Judgem ent, N0.51; 213-214, 217;

J ig -‘ 47

M A I N Z ,  H.  KI.F.NK

A nonym ous, painting after Rubens:

C h r is t 's  C h a rg e  to P e te r , N0.24; 94-1)5

ME L K ,  AIIBEY

Anonym ous, painting after Rubens:

The H olv  W om en at the Sepulchre, Nos.6,7;

39, 41. 4 3 : . f e -9

M I L A N ,  P R I V A T E  C O L L E C T I O N

G. A .P ianta, painting after Rubens:

The R esurrection o f  C h rist, N o.i; 31

M U N I C H ,  A L T E  P I N A K O T H E K

Rubens, paintings:

The A ssu m p tio n  o f  the Blessed, N0.53; 22, 24, 

208, 229, 233-238, 243 ; fig . 1 j o  
C h rist an d the Penitent S in n ers, N0.11; 7, 22, 

24, 54, 55- 5 fig. 2 2 
The D escent o f  the H olv Sp irit, N0.27; 21, 66, 

103-108, n o , 162, 168; 203, 204; f ig .6 0 
The Tall o f  the D a m ned, N0.52; 9, 22, 215-217, 

219-232, 234, 239, 240, j i g .  158  
The Last Judgem en t ( 'G r e a t') , N0.49; 22, 24, 25, 

33, 62, 66, 72, 105, 201-206, 207, 210-213, 

215, 216, 218-219, 243; f g .  1 3 7  
T he L ast Ju d g em en t ( ‘S m a ll’) ,  N0.51; 22, 25, 

204, 210, 211, 213-218, 225-227, 230, 235, 

2 4 1 ;  f ig .  146

Frans II Francken, painting after Rubens:

T h e  I n c r e d u lity  o f  S t T h o m a s, fragment (T h r o u g h  
D o o r w a y ) o f  a B a n q u et in  the H o u se  o f  B u rg o 
m a ster  R o c k o x , N 0.18  ; 8 1 ; fig-46

M U N I C H ,  B A Y E R I S C H E S  N AT I O N A I. M US E U M

J.G .Sartor, gouache after Rubens:

C h r is t  a n d  the P e n ite n t S in n e r s , N o . i i ;  55

M U N I C H ,  S T A A T L I C H E  G R A P H I S C H E

S A M M L U N G E N

(?) J. de Bisschop, draw ing after Rubens:

T h e  L a st J u d g e m e n t, No.49a; 207, 208

Anonym ous, draw in g a lter Rubens:

T h e  M a in  E lem e n ts  in the C o m p o s itio n  o f ' T h e  
F a ll o f  the D a m n e d ',  N 0.52; 222, 232

NE W H A V E N ,  C O N N . ,  YAI . E U N I V E R S I T Y  A R T

G A 1. 1. F. It Y

Rubens, oil sketch:

T h e  A s s u m p tio n  o f  th e  \ ' 1 h , N  0.44b ; 185-187; 

J ig -1 -4

N E W Y O R K ,  T H E  ER I C K  C O L L E C T I O N

Rubens, draw ing:
A n g e ls  e sco rtin g  th e  B lessed  to  P a r a d is e , N0.49C ;

72, 210-212, 210, 2 4 9 '. f i g - 142

N E W  Y O R K ,  M E T R O P O L I T A N  MUSEUM OF  A R T

Rubens, oil sketch:
'The G lo r ific a tio n  o f  the E u c h a ris t, N o . 17a; 72,

73 , 75- 77 , 78, 79 , 80. 81; fig .4 0

N E W Y O R K ,  P I E R P O N T  M O R G A N  L I B R A R Y

Anonym ous, d raw in g after Rubens:

G r o u p  o f  F ive  D im m e d  S o u ls  to rm en ted  by  
B ea sts. N 0.52: 221, 231

O S L O ,  N A SJ O N A I .  C, A 1. 1. E It I ET

Rubens, draw ing:

A p o s tle s  s u r r o u n d in g  the  Virgin's T o m b , N0.39; 

138, 161-162; f ig .1 02

O T T A W A ,  N A T I O N A L  G A L L E R Y  O F  C A N A D A

Anonym ous, draw ing after Rubens:

G r o u p  o f  D a m n e d  S o u ls  u n d  D em o n s, N 0.52; 

220-221, 230-232

O X F O R D ,  A S I I MO I . E A N  MUSLI  M

Rubens, oil sketch:

T h e  C o n v e rsio n  o f  St P a u l, N o .3 ia ;  129-131; 

j ig - 7  S
A nonym ous, draw in g after Rubens:

A  N u d e  Alan T o r m e n te d  by  D em o n s, N 0.52; 221

P A R I S ,  P.  D U B A U T

T .G éricault, draw in g after Rubens:

G r o u p  o f  F ig u re s , N 0 .51; 214

I N D E X  I : C O L L E C T I O N S
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P A R I S ,  B I B L I O T H È Q U E  N A T I O N A L E

H. W itdo eck , p ro o f o f  engraving, retouched by 

Rubens:

T h e  S u p p e r  a t  E m m a u s , N o aja ; 27, 52-53 ; 

f i g - 19

P A R I S ,  I N S T I T U T  N É E R L A N D A I S ,

F O N D A T I O N  C U S T O D I A

J. de Bisschop, d raw in g after Rubens:

T h e  L a s t  J u d g e m e n t, N o .4 9 a; 207, 209 

P. van  Lint, draw ings after Rubens:

A p o s tle s  lo o k in g  in to  th e  S a rc o p h a g u s, N0.43 ; 

172

C h r is t  T r iu m p h a n t o v e r  S in a n d  D e a th , N 0 .14  ; 64 

A nonym ous, draw ings after Rubens:

T h e  M a in  E lem e n ts  in  th e  C o m p o s itio n  o f ‘ T h e  
F a ll o f  th e  D a m n e d ’ , N 0.52; 222, 232 

A  W o m a n  p u l le d  s tr a ig h t d o w n w a r d s  b y  her  
H a ir , N 0.52; 222

P A R I S ,  MUS ÉE DU L O U V R E ,  C A B I N E T  DES 

DES S I NS

A n on ym ous, draw ing retouched by Rubens: 

T h e  C o n v e rsio n  o f  S t  P a u l,  N 0.32; 1 1 3 ,131-132; 

f i g -73
A n on ym ous, draw ings after R ubens :

T h e  C o n v e rs io n  o f  S t  P a u l : T h e  G r o u p  o f  S t  P a u l  
a n d  th e  F o rem o st S o ld ie r  on  the R ig h t , N 0.29; 

n o —x 11

Christ's C h a rg e  to  P e te r , N 0.25 ; 99 

C h r is t  a n d  th e  P e n ite n t S in n e r s , N o.xx  ; 55 

M o u n t e d  H o rs em a n , N0.29 ; 111 

T h e  S u p p e r  a t  E m m a u s, N 0.8; 44

P A R I S ,  M U S É E  R O D I N

A .R o din , painting after Rubens:

P o r tr a it  o f  A d r ia n a  P e r e ç ,  N 0.20; 90

P A R I S ,  ST E U S T A C H E

Rubens, painting:

T h e  S u p p e r  a t  E m m a u s, N 0.8; 22,25,41,43-48. 

4 8 , I 5 2 ;  f i g .1 4

P A M P L O N A ,  B A N D R E S  C O L L E C T I O N

A nonym ous, painting after Rubens:

T h e  C o n v e r s io n  o f  S t  P a u l, N 0 .31; 124

P A S A D E N A ,  C A L I F . ,  N O R T O N  S I M O N  MUSEUM 

OF A R T

Rubens, painting:

T h e  H o ly  W o m e n  a t  th e S ep u lc h r e , N 0 .6; 21,22, 

39- 43 , 136; f ig s .S ,  1 2 , 13

P H I L A D E L P H I A ,  J O H N  G.  J O H N S O N  

C O L L E C T I O N

J. B rueghel, painting after Rubens :

C h r is t 's  C h a rg e  to P e te r  : F ra g m en t o f  V e n u s  a n d  
C u p id  in  a  P ic tu r e  G a lle r y ', N 0.24; 94

P I T T S B U R G H ,  C A R N E G I E  I N S T I T U T E ,

MUS EUM O F  A R T

(?) V an  D yck, painting after Rubens:

C h r is t ’s  C h a r g e  to  P e te r , N0.24; 47, 57, 94

P R A G U E ,  N A T I O N A L  G A L L E R Y

(?) F .Lu yckx, painting after Rubens:

T h e  A n n u n c ia tio n  o f  th e D ea th  o f  th e  V ir g in ,  
N0.34; 135, 136; f ig .& o  

A nonym ous, painting after Rubens:

T h e  A n n u n c ia t io n  o f  th e  D ea th  o f  th e  V ir g in ,  

N0.34; 135

R O T T E R D A M ,  MUS EUM B O Y M A N S - V A N  

B E U N I N G E N

R ubens, draw ings:

T h e  H e a lin g  o f  th e  L a m e  M a n ,  N0.33 ; 26, 133- 

13 5 ; f i g -77
S tu d y  o f  T h r e e  H o rs em en , N0.30C; 122-123, 

W ,  f i g - 7 1
(?) L. V orsterm an , draw ing, retouched by 

Rubens:

T h e  H o ly  W o m e n  a t  th e  S ep u lc h r e , No.6a; 27, 
41, 42-43, 10 9 ; f i g . t o

(?) V an D yck , draw ing:

C h r is t ’ s  C h a rg e  to  P e te r , N0.24; 95; f i g . j j  
A n on ym ous, draw in g after Rubens :

T h e  A s s u m p t io n  o f  the V ir g in ,  No.44a; 184

R I J S B E R G E N ,  P A R I S H  C H U R C H

Anonym ous, painting after Rubens:

T h e  S u p p e r  a t  E m m a u s, N0.8; 44

S C H L E I S S H E I M ,  NE UE S  S C H L O S S

Rubens, painting:

T h e  A s s u m p t io n  o f  th e V ir g in , N0.40; 26, 138, 
139, 141, 161-163; f ig -to 4

S I G M A R I N G E N ,  S C H L O S S

A n on ym ous, painting after Rubens :

T h e  L a s t J u d g e m e n t, N0.50; 212; f ig .  14 3

S I N T - J O O S T - T E N - N O D E ,  BR US S E L S ,

C H U R C H  OF  ST J O O S T

(?) P. II van der Borcht, painting after Rubens: 

T h e  A s s u m p t io n  o f  th e  V ir g in , N0.41 ; 164, 166

S T A N F O R D ,  C A L I F . ,  U N I V E R S I T Y  MUS EUM

T .G éricault, draw ing after Rubens:

G r o u p  o f  F ig u r e s , N0.51 ; 214

S T O C K H O L M ,  N A T I O N A L M U S E U M

Rubens, draw ings:

A n  A d u l t  A n g e l,  No.i6a; 71-72; f ig - 3 7  
T h e  R e s u r r e c te d  C h r is t  T r iu m p h a n t ,  No.xyd; 

79 , S o ; f ig .4 3  
(?) C. de V os, painting after Rubens:

T h e  L a s t J u d g e m e n t:  F ra g m e n t o f  th e  S o - C a lle d  
'R u b e n s - S a lo n ’ , N0.51; 2 1 3 ;  f ig .  13 6
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W o rksh op  o f  N .Tessin ju n ., draw in g after 

Rubens:

T h e  D e s c e n t o f  th e H o ly  S p ir i t ,  N 0.27; 103 

A n on ym ous, painting after Rubens:

T h e  L a s t  J u d g e m e n t, N o.49a; 207

S T R A S B O U R G ,  MUSEE DES B E A U X - A R T S

Rubens, painting:

C h r is t  T r iu m p h a n t  ever S in  a n d  D e a th , N o .12; 

7, 22, 23, 24, 34. 60, 01-63, 65, 70, 71 ; Jig-20

T O U R N A I ,  C A T H E D R A E

Rubens, painting:

T h e  A s c e n t o f  S o u ls  f r o m  P u r g a to r y , N 0.54; 21,

2 4 1 - 2 4 5 ;  Jig . 1 73

T R O Y E S ,  MUS ÉE

(?) R .Tassel, painting after Rubens:

T h e  S u p p e r  a t  E m m a u s, N 0.8; 44

T U R I N ,  G A L E R I A  S A B A U D A

A n on ym ous, paintings:

C h r is t  a n d  th e  P e n ite n t S in n e r s , N 0 .11  ; 55 

C h r is t  T r iu m p h a n t o v er  S m  a n d  D e a th , N 0 .14 ; 

64

V A D U Z ,  C O L L E C T I O N  OF T H E  P R I N C E  

O F  L I E C H T E N S T E I N

Rubens, painting:

T h e  A s s u m p t io n  o f  th e  V ir g in , N 0.44; 21, 26, 
138,141, 152, 173,181-184, 186, 187: f ig .1 2 2

V I E N N A ,  A L B E R T I N A

Rubens, draw ings:

T h e  A s s u m p t io n  o f  th e  V ir g in ,  N 0.36; 25, 138, 

146-149, 159, 174, J94; f ig - M
A  N u d e  F ig u re  w ith  O n e  H a n d  o n  his H ea d  

tu m b lin g  d o w n w a r d s , N o .5 ib ;  218-219; 

fig -W
S tu d y  o f  th e  F ig u re s  o f  M e lch is e d e c h , E lija h  a n d  

A n g e l, N o .iy b ;  78-79, 80, 81; f i g - 4 i  
S tu d y  o f  a n  O ld  M a n  B e n d in g  F o r w a r d , N o - f f a  ;

27, I5 3 -I5 4 ;.fe 9 2  
S tu d y  f o r  T h re e  o r  F o u r  S a in ts , N 0.17C; 79, 80; 

fig-42

S tu d y  o f  a  Y o u n g  M a n  lea n in g  fo r w a r d , N o.3 7b ; 

2 7 ,1 5 3 ,1 5 4 -1 5 5 ,1 5 6 ,1 7 2 ; f ig .Q J  
J .Danhauser, d raw in g after Rubens:

T h e  I n c r e d u lity  o f  S t  T h o m a s, N 0 .18 ; 82 

Anonym ous, draw ings after Rubens:

A n  A p o s t le  S een  in  P ro file  on th e  R ig h t , N0.43 ; 

172

T h e  A s s u m p tio n  o f  th e  V ir g in , N 0.41 ; 164

V I E N N A ,  K U N S T H I S T O R I S C H E S  MUSEUM

Rubens, painting:

T h e  A s s u m p t io n  o f  the V ir g in , N 0 .37; 25, 20, 

138, 141, 145, 147, 149-153, 154. 155, 156, 

174, 19 2: fig .H r

W A S H I N G T O N ,  D.  C . ,  N A T I O N A L  G A L L E R Y  

O F  A R T

(?) Rubens, oil sketch:

T h e  A s s u m p t io n  o f  th e V ir g in , N o.43b; 180-181 ; 

f i g . 1 2 1  
Rubens, draw ing:

S tu d y  o f  a Y o u n g  W o m a n  w ith  ra ised  left A r m , 
N o .3 7f; 15 7 '. f i g -04 

A nonym ous, painting after Rubens:

T h e  A s s u m p t io n  o f  th e  V ir g in , N o.43a; 179; 

f ig .  12 1

W I I . T O N  H O U S E ,  W I L T S H I R E ,  T H E  E A R L  

OF P E M B R O K E

A nonym ous, painting after Rubens:

T h e  A s s u m p t io n  o f  th e V ir g in :  The U p p er  H a l f  o f  
th e C o m p o s itio n , N 0 .35; 144

W I N T E R T H U R ,  O.  R E I N H A R D ! '

A nonym ous, painting after Rubens:

T h e  C o n v e r s io n  o f  St P a u l, N 0 .31; 123

W O L V E R H A M P T O N ,  A R T  G A L L E R Y

A nonym ous, d raw in g after Rubens:

T h e  R e s u rr e c tio n  o f  C h r is t , N o . i ;  31

W O R C E S T E R ,  MA S S . ,  W O R C E S T E R  

A R T  MUS EUM

Rubens, oil sketch:

T h e  C o r o n a tio n  o f  th e  V ir g in , N o.48a: 200; 

f i g - ‘ 33

I N D E X  1: C O L L E C T I O N S
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Index II: Subjects
This in d ex lists all th e  subjects here catalogued.

U n der each title  are gathered  a ll kn o w n  representations;

these include both  w o rk s b y  Rubens h im self and copies m ad e b y  other artists after them . 

T h e  n u m b er o f  the catalogue en try  is given first, fo llow ed  b y  page references.

SC EN ES FR O M  T H E  LIFE OF 
C H R IS T  A F T E R  TH E  PA SSIO N  
A N D  T H E  A C T S  OF TH E 
A P O S T L E S

T H E  A S C E N S I O N  O F  C H R I S T ,  N0.26

(?) Rubens, o il sketch (form erly  Spa, G. Regout) 

N0.26; 101-103; f ig . j S  
A n on ym ous, painting (form erly C ologne, pri

vate collection) N0.26; 101 

S. a B olsw ert, engraving, No,26; 101 ; f ig .j9

C h r i s t ’ s c h a r g e  t o  p e t e r ,  N 0.24 
Rubens, painting (London, W allace Collection) 

N o.24; 22, 23, 25, 64, 83, 87, 92, 93, 94-100; 

f i g -54
(?) V an D yck , painting (Pittsburgh, Carnegie 

Institute, M useum  o f  A rt) N0.24; 47, 57, 94 

J. Brueghel, frag m en t o f  V en u s an d  C u p id  in a 
P ictu re G allery , painting (Philadelphia, John

G.Johnson collection) N0.24, 94 

A n on ym ous, painting (M ainz, H .K len k) N o.24; 

94-95
A n on ym ous, painting (form erly O stend, 

private collection) N o.24; 95 

A n on ym ous, painting (form erly Frankfurt,

F. W iesner) N o.24; 95 

A nonym ous, The H ead o f  C h rist  an d  the A p ostle  
sta n d in g  n e x t to H im , painting (form erly Lon 

don, F .A .Szarvasy) No,24; 95 

(?) V an  D yck , d raw in g (R otterdam , M useum  

Boym ans-van Beunigen) N0.24; 95', f ig  j  5 
P.Spruyt, etching, N0.24; 95

F.Eisen, engraving, No.24; 95 

J.H unin, engraving, No.24; 95 

J .L .K rafft, engraving, No.24; 95
A .C ard o n , engraving, No.24; 95

C h r i s t ’ s c h a r g e  t o  p e t e r ,  N0.25 

Rubens, d raw in g (W hereabouts unknow n) 

N0.25; 26, 99-100 
A fte r Rubens, d raw in g (H am burg, K unsthalle) 

N0.25; 9 9 ; fig -5 6
A n on ym ous, d raw in g (Paris, L o uvre, Cabinet 

des Dessins) N0.25; 99

c h r i s t  d e s c e n d i n g  w i t h  a  c r o w n ,  N 0 4 5  

A fte r Rubens, oil sketch (fo rm erly  N ew  York, 

T . de Budai) N0.45; 138-143.189-190; f i g - t i f

T H E  C O N V E R S I O N  O F  ST P A U L ,  N0.29

Rubens, painting (Courtrai, private collection) 

N0.29; 22, 25, n o - 1 1 4 , 118, 124, 132; f ig .6 4  
A n on ym ous, painting (w hereabouts unknow n) 

N0.29; 110

A n on ym ous, painting (Florence, private collec

tion) N0.29; n o  

A n on ym ous, The gro up  o f  S t P a u l an d  the fo rem o st  
Soldier on the rig ht, d raw in g (Paris, Louvre, 

C abin et des Dessins) N0.29; n o - 1 1 1  

A n on ym ous, M o u n ted  H orsem an, draw in g 

(Paris, L o uvre, C abin et des Dessins) N0.29; 

i n

T H E  C O N V E R S I O N  O F  ST P A U L ,  N0.30 

Rubens, painting (London, C o urtau ld  Institute 

o f A rt, Princes G ate C ollection) N0.30; 22,25, 

3 3 ,1 1 3 ,1 1 4 -1 1 8 ,1 2 3 ,1 3 1 ,1 6 9 , 206; f ig .67 
A nonym ous, painting (form erly Berlin,

B. W aldn er) N0.30; 114 

Rubens, d raw in g (London, C o urtau ld  Institute 

o f  A rt, Princes G ate Collection) No.3oa; 115, 

117, 118-120, 122, 147 ; fig .6 ç  
Rubens, oil sketch (London C o urtau ld  Institute 

o f  A rt, Princes G ate Collection) No.30b; 26, 

119, 120-122, 123, 124; jig.70 

Rubens, S tu d y  o f  Three H orsem an, draw in g 

(R otterdam , M useum  Boym ans-van Beunin- 

gen) N0.40C; 122-123, I M - f i g - 7 1

T H E  C O N V E R S I O N  OF  ST P A U L ,  N o .J I

Rubens, painting (form erly  Berlin, Kaiser Fried- 

rich-M uscum ) N0.31; 22, 33, H3, 114, 117, 

123-129, 130, 131, 169; fig -7 4  
(?) A . van D iep cnbeeck, painting in grisaille 

(form erly  the Earl o f  N orthum berlan d) 

N 0.31; 123
A nonym ous, painting (W interthur, O. Rein

hardt) N0.31; 123 

A n on ym ous, painting (Pam plona, Bandres col

lection) N 0.31; 124 

A nonym ous, painting (G hent, St Bavo) N0.31; 

124
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Anonym ous, painting (excluding the ligures on 

the left o f the original com position) (w here

abouts unknow n) N o.31 ; 184 

Anonym ous, draw ing (form erly A n tw erp , 

S .H artveld) N0.31 ; 124 
S. a Bolsw ert, engraving, N o.31 ; 124 

Rubens, oil sketch (Oxford, A shm olean  

M useum ) No.31a; 129-131 ; Jig-7}

T H E  C O N V E R S I O N  OF ST R A U L ,  N 0.32 

A nonym ous, draw in g retouched by Rubens 

(Paris, Louvre, Cabinet des Dessins) N o.32; 

113, 131-131: f i g -13

T H E  D E S C E N T  OF T H E  HOI . Y  S P I R I T ,  N 0 . 2 7

Rubens, painting (M unich, A lte  Pinakothek) 

N o .2 7 ;2 i,6 6 , 103-108, n o , 162, 168, 203,204; 

fig. 6°
W . van H erp, painting (form erly Friar's House, 

H ereford, Mrs. G reville Phillips) N o.27; 103 

Anonym ous, painting (w hereabouts unknow n) 

N o.27; 103

M .H err, d raw in g (Basle, K unstm useum , K up

ferstichkabinett) N0.27; 103 

W orksh op  o f  N .Tessin, ju n ., draw in g (Stock

h olm , N ational M useum ) N o.27; 103 

P. Pontius, rew orked  by Rubens, draw in g (Lon

don, British M useum ) No.27a; 27, 108-110; 

fig .6 2
P.Pontius, engraving, No.27a; 106; 107, 108, 

<09', fig -6  J

T H E  D E S C E N T  O F  H O L Y  S PI RI T,  No.28
Rubens, painting (w hereabouts unknow n) 

No.28; 107, 1 10

T H E  G I V I N G  O F  T H E  KEYS ,  No.2J
Rubens, painting (Berlin, D D R , Bode M useum ) 

N0.23; 22, 57, 83, 87, 91-94, 96, 100; Jig . y3 

A n on ym ous, painting (Brussels, N otre D am e 

de la Ch apelle) N o.23; 91, 93

B. Beschey, painting (M adrid, private co llec

tion) N o. 23; 91-92 

A nonym ous, painting (form erly Lem on collec

tion) N o.23; 92  
P. de Jode, engraving, N o.23; 91

T H E  H E A L I N G  O F  T H E  L A M E  M A N ,  N0.33

Rubens, d raw in g (R otterdam , M useum  Boy- 

m ans-van Beuningen) N0.33; 26, 133-135; 

f i g -17

T H E  H O L Y  W O M E N  AT T H E  S E P U L C H R E ,  No.6 
Rubens, painting (Pasadena, Calif. N orton Si

m on M useum  o f A rt) No.6; 21, 22, 39-42, 43, 

136: fig s.fi, 12, i j

Anonym ous, painting (M elk, A bbey) No.6; 39, 

41, 4 3 : f i g -9 
A nonym ous, painting (D unkirk, M usée des 

Beaux-Arts) No.6; 39 

A nonym ous, painting (Besançon, M usée des 

Beaux-Arts) No.6; 39 

M ono gram m ist RvB (?), painting (w here

abouts unknow n) No.6; 39 

A nonym ous, painting (form erly A n tw erp ,

S .H artveld) No.6; 39-40 

A nonym ous, painting (form erly Sir Ian W a l

ker, Bart.) No.6; 40 

(?) L. V orsterm an, draw ing, retouched by Ru

bens (R otterdam , M useum  Boym ans-van 

Beuningen) N o.6,1; 27, 41, 42-43, 109; Jig . 10 

L. Vorsterm an, engraving, No.6a ; 4 1 ,42,4 .3;

f i g - 1 '

T H E  H O L Y  WOMF. N AT TUP. S E P U L C H R E ,  N 0 . 7

A fter Rubens, painting (M elk, A bbey) N o.7; 41, 

4 3 ; f i g -9

T H E  I N C R E D U L I T Y  O F  ST T H O M A S ,  N 0 .1 8

Rubens, painting (A n tw erp, K oninklijk 

M useum  voor Schone Kunsten) N0.18; 22, 

23, 25, 41, 47 57, 62, 81-88, 93, 96 , 9 7 i f ig -4 s  
Frans II Francken, fragm ent (through doorw ay) 

o f  A  B a n q u et in th e  H o u se  o f  B u rg o m a ste r  
R o e k o x , painting (M unich, A lte  Pinakothek) 

No. 18; 81 ; f i g .46
G. Thom as, fragm en t o f T h e  S tu d io  o f  a Voung 

p a in te r , painting (form erly H onolulu, Aca

dem y o f Arts) No. 18; 81 :J ig .4 ^
Anonym ous, painting (A ntw erp, M useum  

Plantin M oretus) No. 18; 81 

A ponym ous, painting (w hereabouts unknow n) 

N0.18; 81

A nonym ous, painting (form erly Brussels, J. Du- 

w aert) No. 18; 81 

Anonym ous, partial copy o f th e H ea d s o f  the  
Y o u n g  A p o s tle  in  th e fo r e g r o u n d  a n d  S t  P e te r , 
painting (form erly H am burg, G .A .R e m é ) 

N o .18; S r .  f ig .4 9  
J. Danhauser, d raw in g (Vienna, A lbertina) 

N0.18; 82 

P.Spruyt, etching, No. 18; 82 

Rubens, S tu d y  f o r  th e  H ea d s  o f  T w o  dpostl«, oil 

sketch (form erlv  H am burg, G .A .R e m é ) 

N o.iS a; 87; fig .4 9

T H E  R E S U R R E C T I O N  O F  C H R I S T ,  N o . l

Rubens, painting (A n tw erp, Cathedral) N o .i;

22, 23, 25, 31-34, 36, 40, 70, 71, 119, 192 ; f ig -J  
A. del A rco, painting (M adrid, D uque d el In- 

fantado) N o.i ; 31
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G. A . Pianta, painting (M ilan, private collection) 

N o .i;  31

A nonym ous, painting (Lyrestad, Sweden) 

Parish Church, N o .i ; 31 

A nonym ous, draw in g (W olverham pton , A rt 

G allery) N o .i ; 31 

A nonym ous, em b roidery  on the reverse o f  a 

chasuble (A ntw erp, C athedral) N o .i ; 31

S. a B olsw ert, engraving, N o .i ; 31 

M .K ü sell, engraving, N o .i ; 31

T H E  S U P P E R  A T  EMMAUS ,  N0.8
R ubens, painting (Paris, St Eustache) N o.8; 22, 

25, 43- 48, 41. 49, 152; f i g .1 4  
A n on ym ous, painting (M adrid, Palacio de Liria, 

A lb a  Collection) N o.8; 43-44 

(?) R .T assel, painting (Troyes, Musée) N0.8; 44 
A nonym ous, painting, (form erly B erlin, Levy) 

N0.8; 44

A n on ym ous, painting w ith  the figures in half- 

len gth  (form erly Sharsted C ourt, Sittings- 

bourne, Kent, John H .R atzer) N o .8; 44 

A n on ym ous, painting (Rijsbergen, Parish 

Church) N0.8; 44 

A n on ym ous, draw in g (Paris, Louvre, Cabinet 

des Dessins) N o.8; 44 

W .S w an en bu rg , engraving, N0.8; 44, 46, 47;

f i g -15
P. van  Som pelen, engraving, N o.8 ; 44 

W . H ollar, engraving, N o.8; 44 

A .L o m m e lin , engraving, N o.8; 44

T H E  S U P P E R  A T  E MMA U S ,  N0.9
Rubens, painting (M adrid, Prado) N0.9; 21, 22, 

25, 45 , 47 , 48-52; f i g .1 6  
A n on ym ous, painting (El Escorial, M useos 

N uevos) N0.9; 48 

A n on ym ous, painting (M adrid, C o nven t o f  the 

D escalzas Reales) N0.9; 48 

A n on ym ous, painting (form erly A n tw erp ,

A .Troost) N0.9; 48 

M . II G heeraerts, painting in grisaille (Chokier, 

C h u rch  o f  St M arcellinus)

N0.9; 48
H. W itdo eck , d raw in g (Florence, Uffizi, Gabi- 

n etto  D isegni e Stam pe) N0.9; 48, 188; 

f i g - i  7
A n on ym ous, draw in g (w hereabouts unknow n) 

N o,9; 48

H. W itdo eck , engraving, N0.9; 48; f i g . i S  
E n gravin g pub. b y  V an  M erlen, N0.9; 48

H. W itdo eck , P ro o f o f  engraving, retouched by 

Rubens (Paris, B ibliothèque Nationale)

No.9a ; 27, 52-53; f i g .  19  
H. W itdo eck , chiaroscuro engraving, No.9a; 52

R E P R E S E N T A T IO N S  
OF T H E  V IR G IN

T H E  A N N U N C I A T I O N  OF  T H E  D E A T H

OF  T H E  V I R G I N ,  N 0 .3 4

R ubens, painting (London, C o u rtau ld  Institute 

o f  A rt, Princes G ate Collection) N0.34; 135— 

137; f i g -79
(?) F .Lu yckx, painting (Prague, N ational G al

lery) N0.34; 135, 136; f ig .8 o  
A nonym ous, painting (Prague, N ational G al

lery) N0.34; 135 
A nonym ous, painting (form erly in the collec

tion o f  M m e. K .O om s-van  Eersel) N0.34;

135
F. van den Steen, engraving, N o.34; 135,136; 

fig -S i

A P O S T L E S  S U R R O U N D I N G  T H E  V I R G I N S ’

T O M B ,  N 0 .3 9

Rubens, draw'ing (Oslo, N asjonalgalleriet)

N o.39; 138, 161-162; f ig .1 0 2

T H E  A S S U M P T I O N  OF  T H E  V I R G I N ,  N0.35 
Rubens, painting (London, B uckingham  Palace, 

C ollection  o f H .M . the Queen) N o .35; 25,

138, 140, 141, 144-147, 149-151, 158, 159, 168, 

174, 182; f ig .8 j
A nonym ous, painting (form erly  London, W . Sa- 

bin) N o.35; 144 
A nonym ous, painting (w hereabouts unknow n) 

N0.35; 144

A nonym ous, painting after the u p p er h a lf o f  

the com position, (W ilton  H ouse, W iltsh ire, 

the E arl o f  P em broke) N o.35; 144 

A nonym ous, painting o f  the lo w e r h a lf o f  the 

com position (w hereabouts un kn ow n ) N0.35 ; 
144

(?) A . van D iep enbeeck, painting (form erly 

London, P.Larsen) N0.35; 144

S. a B olsw ert, engraving, N0.35; 14 4 ', f i g M  
C. G alle, engraving o f  the u p p er h a lf o f  the 

com position, N0.35; 144 

T apestry (Ancona) N o.35; 144

T H E  A S S U M P T I O N  O F  T H E  V I R G I N ,  N0.36 
Rubens, draw in g (Vienna, A lbertin a) N0.36; 

2 5 ,1 3 8 ,1 4 6 -1 4 9 ,1 5 9 ,1 7 4 ,194',fig -8 6

T H E  A S S U M P T I O N  O F  T H E  V I R G I N ,  N 0 . 3 7

Rubens, painting (Vienna, Kunsthistorisches 

M useum ) N0.37; 25, 26, 1 3 8 ,14 1 ,14 5 , 147, 

149-157, 174, 192; fig -8 7  
A nonym ous, painting (A n tw erp , St Charles 

B orrom eo) N0.37; 149; f i g . n o
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Rubens, S tu d y  o f  o n  O ld  M a n  b e n d in g  fo r w a r d ,  
d raw in g (Vienna, A lbertina) N o jz a ;  27,

153-154; f i g -92
Rubens, S tu d y  o f  a Voiih# M a n  lea n in g  fo r w a r d ,  

d raw in g (Vienna, A lbertina) N o.37b; 27,153,

154-I55, 156, 17 2 ',fig.L)1
Rubens, S tu d y  o f  A r m s  a n d  H a n d s, draw ing 

(Dresden, K upfcrstichkabinett) No.37c; 27, 

1551 f i g -92
Rubens, S tu d y  o f  T w o  Y o u n g  M a n  lo o k in g  u p 

w a r d s , d raw in g (Cam bridge, Mass. Fogg A r t  
M useum ) N o.37d; 27, 155-156, 172; fig .9 5  

A nonym ous, T w o  H ea d s, d raw in g (form erly 

Kassel, J.-W .N ahl) N o.37d; 15 4 ,155;fe -9 |  

Rubens, S tu d y  o f  D r a p e r y , draw in g (Cam bridge, 

M ass., Fogg A rt M useum ) N o.37e; 27, 156; 

f i S -96
Rubens, S tu d y  o f  a Y o u n g  W o m a n  w ith  ra ise d  le f t  

Arm, d raw in g (W ashington, N ational G allery 

o f  A rt) No.37f; 157; fig. 94

T H E  A S S U M P T I O N  OF T H E  V I R G I N ,  N0.38
Rubens, painting (Brussels, Musées Royaux des 

Beaux-A rts) N o.38; 26, 138, 140, 145, 147,

157-161, 170, 1 7 4 ;  f ig .ç S
E. D elacroix, painting (w hereabouts unknow n) 

N0.38; 157

A nonym ous, oil sketch o f the low er h a lf o f  com 
position (Brussels, private collection) N o.38; 

157

T H E  A S S U M P T I O N  OF  T H E  V I R G I N ,  N 0 .4 O

R ubens, painting (Schleissheim , N eues Schloß) 

N0.40; 26, 138, 139, 141, 161, 162-163; f ig .  104  
W .P ann eels, etching, N o.40; 162; f ig . i p ]

T H E  A S S U M P T I O N  O F  T H E  V I R G I N ,  N 0.4I

Rubens, painting (Düsseldorf, K unstm useum ) 

N 0.41; 9, 26, 138-140, 143, 146, 162, 163-168, 

170; 174; f i g - l 0 5 
A n on ym ous, painting (H am burg, K unsthalle) 

N0.41; 163; 167; fig . 106  
A n on ym ous, painting (oval) (w hereabouts un

know n) N o.4 1 ; 164 

(?) P. van  der B orcht II (Sint-Joost-ten-Node, 

Brussels, Church  o f  Sr. Joost) N 0.41; 164,

166

A n on ym ous, painting (form erly Potsdam , 

Sanssouci) N0.41 ; 164 

A nonym ous, painting (G lasgow  A rt  G allery 

and M useum ) N o.41 ; 164 

A n on ym ous, painting (form erly Cologne, 

Schm ittm an) N 0.41; 164 

A n on ym ous, painting (form erly M arseilles,

G. A beille) N o.41; 164

A nonym ous, painting (form erly Bristol, 

W .Strachan) N o.41; 164 

A nonym ous, pain ting (form erly Berlin, G.Roch- 

litz) N o.41 ; 164 

A nonym ous, draw in g (Vienna, A lbertina)
N o.41 ; 164

(?) P. Pontius d raw in g (England, private collec

tion) N o.4 1 ; 27, 164, 169 

P.Pontius, engraving, N o.41; 27, 164, 167; 

fig . tot]
C .J.Jegh er, w oodcut, N0.41; 164 

P. Pontius, engraving retouched b y  Rubens 

(Ghent, U niversity Library) N o .aia ; 168-169; 

Jig . 10 7

T H E  A S S U M P T I O N  OF T H E  V I R G I N ,  N 0 .4 2

Rubens, painting (A ugsburg, H eilig-Kreuz- 

Kirche) N o.42; 9, 26, 138, 141, 169-171, 174; 

f ig .1 1 2
A n on ym ous, A p o s t le  S een  f r o m  B eh in d  L o okin g  

in to  th e  S a rc o p h a g u s, d raw in g (Copenhagen, 

Statens M useum  for Kunst, Kongelige Kob- 

berstiksam ling, ‘ Rubens C a n to o r’) N o.42; 

169

Anonym ous, B ea rd ed  A p o s tle  lo o k in g  u p w a r d s ,  
d raw in g (w hereabouts unknow n) N o.42; 169 

A nonym ous, Y o u n g  A p o s tle  lo o k in g  in to  the  
T o m b  draw in g (England, private collection) 

N o.42; 169

(?) Rubens, Study o f  th e  H ea d s  o f  T w o  B ea rd ed  
A p o s tle s , oil sketch (Capesthorne H all, 

M acclesfield, Cheshire, Sir W alter B rom ley 

D avenport) No.42a: 1 7 1 - 1 7 2 ;  f ig .t  14  
A nonym ous, S tu d y  o f  the H ea d s o f  T w o  B ea rd ed  

A p o s tle s , painting (C raw ley, Sussex,

M rs Brière Collins) No.42a; 168, 172

T H E  A S S U M P T I O N  OF T H E  V I R G I N ,  N 0 4 3

Rubens, painting (A n tw erp, Cathedral) N o.43;

21, 26, 138, 141, 152, 159, 170, 172-178; f i g . t  16  
P. van Lint, painting (w hereabouts unknow n) 

N0.43; 172

J.C . Nicolié, Part o f  an In te r io r  o f  A n t w e r p  C a th e 
d r a l, painting (form erly A n tw erp , Baron de 

P ret van E rtborn) N o.43; 172 

P. van L int, A p o s t le s  lo o k in g  in to  the sarcophagus, 

d raw in g (Paris, Institut N éerlandais, Fonda

tion Custodia) N0.43; 172 
A nonym ous, A n  A p o s t le  seen  f r o m  b e h in d , d raw 

ing (Copenhagen Statens M useum  for Kunst, 

K ongelige K obberstiksam m ling, ‘ Rubens 

C a n to o r’) N0.43; 172 

A nonym ous, A n  A p o s t le  seen  in  P r o file  o n  the  
n ig h t  (Vienna, A lbertina) N o.43; 172

A .L o m m e lin , engraving, N0.43; 172
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C. W oum an s, engraving, N0.43; 172 

Rubens, oil sketch (The H ague, M auritshuis) 

No.43a; 161, 171,173-180 , 181; 

f ig .  1 20
Anonym ous, painting (W ashington, D .C ., N a

tional G allery o f  A rt) No.43a; 179;

fiS-12'
Anonym ous, painting (Caen, M usée des Beaux- 

Arts) No.43a; 179 

Anonym ous, painting (U.S.A., A .S.K arlsen) 

No.43a; 179

A nonym ous, painting (form erly Basle, Nestel) 

No.43a; 179

S. a B olsw ert, engraving, No.43a; [79; 181 

(?) Rubens, oil sketch (W ashington D .C ., Na

tional G allery o f  A rt) No.43b; 180-181; 

f ig .  12 1

T H E  A S S U M P T I O N  O F  T H E  V I R G I N ,  N0.44 
Rubens, painting (Vaduz, C ollection  o f  the 

Prince o f  Liechtenstein) N o.44; 21, 26, 138, 

I4I, 152, I73, I8I-I84, l86> I & 7 \ fig - 1 2 2  
J.D ansaert, painting (form erly Brussels, St.

C ath erin e ’s Church) N o.44; 181,183 

J.D ansaert, painting (w hereabouts unknow n) 

N0.44; 181

J.C ro k aert, painting (w hereabouts unknow n) 

N0.44; 181

V .F anti, painting (Feldsberg, M oravia, N eue 

Pfarrkirche) N0.44; 181 

J.Reinisch, painting (Lstibor, Bohem ia) N0.44; 

181

A n on ym ous, painting (form erly  Bilbao, 
Crescencio) N o.44; 181 

A n on ym ous, painting (form erly H agen, W est

phalia, R. Schm itt) N0.44; 181 

A n on ym ous, painting (form erly Vienna,

O . Berggruen) N0.44; 181 

Anonym ous, painting, (w hereabouts unknow n) 

N0.44; 181

Rubens, oil sketch (London, C o urtau ld  Insti

tute o f  A rt, Princes G ate Collection) No.44a; 

184-185, i 8 6 ; f i g . i 2 j  
A n on ym ous, draw ing, (R otterdam , M useum  

Boym ans-van Beuningen) No,44a; 184 

Rubens, oil sketch (N ew  H aven, Conn., Yale 

U niversity A rt G allery) No.44b; 185-187; 

f i S -l 2 4
Rubens, H ea d  o f  a W o m a n  lo o k in g  u p w a r d s ,  

draw in g (Leningrad, H erm itage) No.44c; 

fig -'2!
H. W itdo eck , d raw in g retouched by Rubens 

(Florence, Uffizi, G abinetto Disegni e Stam pe) 
No.44d; 27, 184, 187-189; f ig .1 2 6
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T H E  A S S U M P T I O N  A N D  C O R O N A T I O N

O F  T H E  V I R G I N ,  N0.46
Rubens, oil sketch (Leningrad, H erm itage) 

N0.46, 23, 25-27, 138-140, 141. 145. 147> 149-  

iso , 152, 154, 156, 157, 173, 174, 189, 190-194; 

f i S - '29
A nonym ous, painting (form erly Berlin,

J .Hirsch) N o.46; 190 

A nonym ous, painting (form erly M unich, pri

vate  collection) N0.46; 190

T H E  C O R O N A T I O N  O F  T H E  V I R G I N ,  N 0 .4 7

Rubens, painting (Brussels, M usées R oyaux des 

Beaux-A rts) N0.47; 195-198, 19 9 ', f i g - '3 o  
P.P ondus, engraving, N0.47; 195 

M .van  den Enden, engraving, N o.47; 195 

Rubens, oil sketch (Brussels, private collection) 

No.47a; 198; fig .1 3 1  
C . Fauci, engraving, after a d raw in g by L .L o- 

renzi, N0.47; 198; f ig .  134

T H E  C O R O N A T I O N  O F  T H E  V I R G I N ,  N0.48 
Rubens, painting (form erly Berlin, Kaiser 

Friedrich-M useum ) N0.48; 21, 198-200; 

f i g - '32
A nonym ous, T h e  H ea d  o f  th e  V ir g in , painting 

(form erly Paris, R .B oucherot) N0.48; 199 

J. van Balen, painting (form erly Berlin, J. U n

ger) N o.48; 199 

Rubens, oil sketch (W orcester, Mass., W orces

ter A rt  M useum ) No.48a; 200; f i g .  13 3  
(?) Rubens, oil sketch (form erly M unich, 

J.B öhler) No.48b; 201-206; f ig .  13 5

T H E  V I R G I N  I N T E R C E D I N G  B E F O R E  C H R I S T ,

No.io
Rubens, painting (w hereabouts u n kn ow n , p re

su m ably lost) N o .io ; 53-55

E. van Panderen, engraving, N o .io ; 53 i f i g - t S

TH E  L A S T  JU D G E M E N T  
A N D  A S S O C IA T E D  
E S C H A T O L O G IC A L  SCEN ES

T H E  A S C E N T  OF S O U L S  F R O M  P U R G A T O R Y ,

N0.54
Rubens, painting (Tournai, Cathedral) N o .54; 

21, 241-245; f i g .  17 3

T H E  A S S U M P T I O N  OF  T H E  B L E S S E D ,  N0.53
R ubens, painting (M unich, A lte  Pinakothek) 

No. 53, 22, 24, 208, 229, 233-238, 2 4 3 ; f ig .  1 70 

A n on ym ous, painting (form erly D uc de Riche

lieu) No. 53; 229, 234, 237
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Anonym ous, part o f  a painting (form erly G e

noa, M archese Cesare D urazzo) N o.53; 234 

Anonym ous, A G r o u p  o f  W o m e n , draw in g (Bru

ges, Stedelijke Musea, Steinm etz Cabinet) 

No. 53; 234 
F. Rosaspina, engraving, N o .53; 234, 238 

Rubens, F ig u re s  o f  th e B lessed  b e in g  c u r r ie d  u p 
w a r d s  by  A n g e ls , d raw in g (London, British 

M useum ) No.53a; 101, 239-240, 241 ; j i g . i y 2 
Rubens, Studies ja r  G r o u p s  o f  the B lessed , draw ing 

(Hngland, private collection) No.53b; 240- 

241; jig . 174

C H R I S T  A N D  T H E  1*1;N i l  ENT S I N N E R S ,  No.II 
Rubens, painting (M unich, A lte  Pinakothek) 

No. 11 ; 7, 22, 24, 54, 55-58; f ig .2 2  
A nonym ous, painting (T urin, G alleria Sabauda) 

N o.i i ; 55

A nonym ous, painting, (Cam bridge, Mass., 

Fogg M useum  o f A rt) N o.i i ; 55 

A nonym ous, painting (form erly W aubach- 

L im b u rg, T h e N etherlands, J. A. Heinrichs) 

N o .it ;  55

A nonym ous, painting (form erly Genoa, 

Palazzo G avotti) N o.i 1 ; 55 

J.C . Sartor, painting, gouache (M unich, Bayeri

sches N ationalm useum ) N o.i 1 ; 55 

A nonym ous, draw in g (Paris, Louvre, Cabinet 

des Dessins) N o.i 1 ; 55 

A nonym ous, engraving, pub. by Lauw ers and 

by M. van den linden, N 0.11, 55

C H R I S T  T R I U M P H A N T  O V E R  SIN A N 1) D E A T H ,

N o.12

Rubens, painting (Strasbourg, Musée des 

Beaux-Arts) No. 12; 7, 22, 23, 24, 34, do, 01-03, 

65 , 70 , 7 1 1 Jig-26

CHRIST'  T R I U M P H A N T  O V E R  SIN A ND D E A I I I ,

N 0 .I3

Rubens, painting (Colum bus, O hio, T h e C o 

lum bus G allery o f  Fine Arts) No. 13 :7 , 22-24, 

34, 63-65, 70, 71; f i g -27

C H R I S T  T R I U M P H A N T  O V E R  S I N  A N I )  D E A T H ,

N0.I4
Rubens, painting (A ntw erp, J.D eclercq) N o .14;

7, 22-24, 34. 59, 00, 63, 04-68, 69, 70, 7 t '. f i g .2 l i  
A nonym ous, painting (Lisbon, M useu National 

de A rte  A ntiga) No. 14; 7, 04 

A nonym ous, painting ( Turin, G aleria Sabauda) 

No. 14; 64

A nonym ous, painting (form erly Brussels, 

L.Seyffers) No. 14; 64 

P. van Lint, draw ing (Paris, Institut Néerlandais, 

Fondation Custodia) No. 14; 64

Anonym ous, C h r is t 's  T o r so , draw in g (C op en 

hagen, Statens M useum  for Kunst, kon gelige  

K obberstiksam ling, ‘ Rubens C a n to o r’)
N o .14; 64

R.H ynhoudts, etching, No. 14; 64-65 :/ig.*o

S. a Bolsw ert, engraving, No. 14; 65

H .W itd o eck , engraving, N o .14; 65 

Rubens, oil sketch (w hereabouts unknow n) 

No. 14a; 60, 65, 67, 68-69; j i g . j i  
Anonym ous, draw in g (Copenhagen. Statens 

M useum  for Kunst, Kongelige K obberstik

sam ling, 'R ubens Cantoor') No. 14a; 68; 

fiX -3.!
Rubens, oil sketch (w hereabouts unknow n)

No, 14b; 69

A nonym ous, draw ing (Copenhagen, Statens 

M useum  for Kunst, K ongelige K obberstik

sam ling, 'R ubens C a n to o r’) N o.14b; 69;

f iX -33
A nonym ous, C h r is t 's  to rso , draw in g (Copen

hagen, Statens M useum  for Kunst, K ongelige 

K obberstiksam ling, 'R ubens C a n to o r’)

No. 14b; 69; J ig .ji

C H R I S T  T R I U M P H A N T  OVI . l t  SIN A N D  D E A T H ,

N 0 .I5

Rubens, painting (form erly Potsdam , Sans

souci) N0.15; 7, 22-24, 34 . 69-70, 7 f ,  f i g -34

T H E  EAI . L O F  T H E  D A M N E D ,  N 0 .5 2

Rubens, painting (M unich, A lte  Pinakothek) 

N o .52; 9, 22,215, 216, 217, 219-232, 234, 239, 

240: J ig . i j t i  
A nonym ous, painting (Aachen, Suerm ondt 

M useum ) N o .52; 208, 209, 219, 228-230, 237;

f i x - w
A nonym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  D em o n s, 

d raw in g (London British M useum ) N0.52;

2 19-220, 230-232 ; Jig . 1 60 

A nonym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  D em o n s,  
w ith  a m a n y h e a d e d  D r a g o n , draw in g (London, 

British M useum ) N o .52; 220, 230-232; 

f ig .  161
A nonym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  D em o n s, 

draw in g (London, British M useum ) N o .52; 

220, 230-232; fig . 162  
A nonym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  D em o n s, 

d raw in g (London British M useum ) N o.52; 

220, 230-232; Jig . 1 6j 

A nonym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  Demons, 

draw ing (London, British M useum ) N o.52; 

220, 230-232; jig. 164 

A nonym ous, Group o f  D a m n e d  S o u ls  a n d  D em o n s, 
draw ing, (O ttaw a, N ational G allery  o f  C ana

da) N o,52; 220-221, 230-232
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A nonym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  D em o n s, 
d raw in g (w hereabouts unknow n) N o.52; 

221, 230-232 

A n on ym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  D em o n s, 
d raw in g (form erly London, V .K och ) N o.52; 

221, 230-232 

A n on ym ous, G r o u p  o f  D a m n e d  S o u ls  a n d  D e m o n s,  
d raw in g (w hereabouts unknow n) N o .52; 

221, 230-232 

A nonym ous, G r o u p  o f  F iv e  D a m n e d  S o u ls , to r
m e n te d  by  B ea sts, d raw in g (N ew  Y ork , Pier

pont M organ L ibrary) N o .52; 221, 231 

Anonym ous, G r o u p  o f  L io n s  a n d  D e m o n s  to rm en 
tin g  S o u ls  in  the H e ll, d raw in g (form erly Paris, 

L .H u teau ) N o .52; 221, 231, 233 

A nonym ous, A  d e v il A s tr id e  a M a n  seen  f r o m  be
h in d , draw ing (form erly Kasteel H ey en, L im 

burg, T h e  N etherlands) N0.52; 221, 231, 233 

A n on ym ous, F o u r  F ig u r e s  tu m b lin g  H ea d  d o w n 
w a r d s ,  draw ing (London British M useum ) 

N0.52; 221, 233 

A n on ym ous, A  N u d e  M a n  to rm en ted  by  D em o n s, 
d raw in g (O xford, A sh m olean  M useum ) 

N0.52; 221

A nonym ous, A  D r a g o n ’s  H ea d , draw in g (Dublin, 

N ational G allery o f  Ireland) N o.52 ; 221 

A n on ym ous, A  D e v il w ith  B a t ’s  W in g s  a n d  a M a n  
f a l l i n g  b a c k w a r d s , d raw in g (w hereabouts un

k now n) N o.52; 222 

A n on ym ous, draw in g after the m ain  d em en ts 

in the com position (Paris, Institut N éer

landais, Fondation Custodia) N o .52; 222, 232 

A n on ym ous, A  W o m a n  p u l le d  s tr a ig h t d o w n 
w a r d s  by  h er H a ir , d raw in g (Paris, Institut 

N éerlandais, Fondation Custodia) N o.52; 222 

A n on ym ous, draw in g o f  the m ain  elem ents in 

the com position (M unich, Staatliche G raph i

sche Sam m lung) N o .52; 222, 232 

A n on ym ous, A  G r o u p  o f  D a m n e d  S o u ls  a n d  D e 
m o n s, draw in g Berlin, Staatliche M useen 

Preußischer K ulturbesitz, (K upferstichkabi

nett) N0.52; 222 

A nonym ous, G r o u p  o f  L io n  a n d  D e m o n s  to rm en 
tin g  S o u ls  in  H e ll, d raw in g (Copenhagen, Sta

tens M useum  fo r Kunst, K ongelige Kobber- 

stiksam ling) N0.52; 222 

A nonym ous, A  W o m e n  p u l le d  d o w n w a r d s  by  a  
D e m o n , draw ing Copenhagen, ibid., ‘Rubens 

C a n to o r’) N o.52, 222 

A nonym ous, T w o  D e m o n s, draw in g (Copen- 

gagen, ibid., 'R ubens C an to o r’) N0.52; 222 
Anonym ous, G r o u p  o f  v e ry  F a t F ig u r e s , draw in g 

(Copenhagen, ibid., ‘R ubens C an toor’)
N0.52; 222

A nonym ous, A  f ig u r e  seen f r o m  th e  b a ck w ith  his  
le f t  A r m  b e n t o v e r  h is  H ea d , draw in g (Copen

hagen, ibid., ‘Rubens C an to o r’) N o.52; 222 

A n on ym ous, A V e r y  F a t  M a n , d raw in g (Copen

hagen, ibid., ‘Rubens C an to o r’) N o .52; 222 

A n on ym ous, A G r o u p  o f  F ig u re s  to rm en ted  by  
D e m o n s, draw in g (Copenhagen, ibid., ‘Ru

bens C an to o r’) N o .52; 223 

A nonym ous, Two F ig u r e s  a tta c k e d  by  D em o n s, 
d raw in g (Copenhagen, ibid., ‘Rubens C an 

to o r’) N0.52; 223 

A nonym ous, A G r o u p  o f  F ig u re s  to rm en ted  by  
D e m o n s, d raw in g (Copenhagen, ibid., ‘R u 

bens C an toor’) N0.52; 223 

A n on ym ous, T w o  F ig u re s  f a l l in g  H ea d lo n g , d raw 

ing (Copenhagen, ibid., ‘R ubens cantoor’) 

N0.52; 223

A nonym ous, Two F a llin g  W o m e n  p u l le d  D o w n 
w a r d s  b y  a D e m o n , draw ing (Copenhagen, 

ibid., ‘Rubens C an toor’) N o.52; 223 

P.Soutm an, A M a n y -H e a d e d  D r a g o n  a n d  the  
F ig u r e s  s u r r o u n d in g  it, engraving, N o.52; 216, 

223, 231
R. V an  O rley, etching, N0.52; 223 

Anonym ous, A G r o u p  o f  A n im a ls  a n d  D e m o n s  
to rm en tin g  S o u ls , engraving, N0.52; 223 

Rubens, S tu d ie s  f o r  a  L io n  H u n t  a n d  o f  a la r g e  D r a 
g o n  a n d  s tr u g g lin g  A n im a ls  a n d  F ig u r e s , draw ing 

(London, British M useum ) No.52a; 161, 232- 

233, 239, 2 4 0 ; f ig .1 6 9  
Rubens, S tu d y  o f  a  N u d e  M a le  F ig u re  to rm en ted  

by  a  D em o n , d raw in g (London, V ictoria  and 

A lb e rt M useum ) No.52b; 233; f ig .  1 5 j

T H E  L A S T  J U D G E M E N T  ( ‘ G R E A T ’), N0.49
Rubens, painting (M unich, A lte  Pinakothek) 

N0.49; 22, 24, 25, 33, 62, 66, 72, 105, 201-206, 

207, 210, 211, 212, 2t3, 215. 216, 218-219, 243; 

f i g -137
Anonym ous, painting (form erly Leipzig, 

Franke) N0.49; 201 

A n on ym ous, Two M e n  a n d  a  S k u ll , painting (for

m erly  T e l A v iv, E .K erts) N0.49; 201 
Anonym ous, G r o u p  o f  s ix  f ig u r e s  o f  the B lessed ,  

d raw in g (Copenhagen, Statens M useum  for 

Kunst, K ongelige Kobbestiksam ling, ‘R ubens 

C an to o r’) N0.49; 201 

Anonym ous, D e v il d r a g g in g  a w a y  T w o  F ig u re s ,  
d raw in g (Copenhagen, ibid., Rubens C an 

to o r’) N0.49; 201 

Anonym ous, T h re e  d a m n ed  f ig u r e s ,  draw in g 

(Copenhagen, ibid., ‘Rubens C an toor’) 

N0.49; 201
Anonym ous, A r ig h t F o o t o f  a  M a le  F ig u r e , draw -
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ing (Copenhagen, ibid., ‘ Rubens C an to o r’) 

N o.49; 201 

(?) Rubens, m o dello  (Dresden, G em äld e

galerie) N o.49a; 206-209, 212, 219; fig. 1 f l  
A nonym ous, painting (Stockholm , National 

M useum ) No.49a; 207 

J. de Bisschop, d raw in g (Paris, Institut N éer

landais, Fondation Custodia) No.49a; 207,

209

(?) J. de Bisschop, draw in g (M unich, Staatliche 

G raphische Sam m lungen) N o.joa ; 207, 208 

A nonym ous, draw in g (Copenhagen, Statens 

M useum  for Kunst, K ongelige K obberstik- 

sam ling, ‘Rubens C a n to o r’) No.49a; 207 

Rubens, A n g e ls  e sco rtin g  th e B lessed  to P a r a d is e ,  
w ith  tin  A d o r a tio n  o f  the M a g i, draw ing (Lon

don, C o urtau ld  Institute o f  A rt, Princes C ate 

C ollection) No.49b; 72, 209-210, 249; fig . 141  
Rubens, A n g e ls  e sco rtin g  th e  B lessed  to P a r a d is e . 

d raw in g (N ew  York, The Frick Collection) 

N0.49C; 72, 210-212, 216, 239; fig . 142

T H E  L A S T  J U D G M E N T ,  N0.5O

Rubens, painting (form erly Brussels, M. Ro

byns) N o .50; 25, 209; 212-213 

A nonym ous, painting, grisaille (Sigm aringen, 

Schloß) N o .50; 212 ; J ig . 14 )
C .Visschers, engraving, N o.50; 208, 209, 212;

j i g - 14 4

T H E  L A S T  J U D G E M E N T ,  ( ‘ . S M A L L ’ ), N0.5I
Rubens, painting (M unich, A lte  Pinakothek) 

N0.51 ; 22, 25, 204, 210, 2 1 1, 213-218, 225, 226, 

227, 230, 235, 241 ; Jig . 146 

(?) Cornelis de Vos, Fragm ent o f  the so-called 

‘ R u b e n s -S a lo n ’ , painting (Stockholm , N atio

nalm useum ) N o .51; 213; f ig .j 36 

A nonym ous, painting (form erly N orthw ick 

Park, Captain K .C . Spencer C hurchill) No. 51 ;

213
A nonym ous, painting (form erly Berlin, A. Rei- 

m ann) N o.51 ; 213 

A nonym ous, painting (w hereabouts unknow n) 

N o.51 ; 213

A nonym ous, G r o u p  o f  S tr u g g lin g  F ig u re s , fo r

m erly  Paris, H .B erlew i) N o .51; 213 

A nonym ous, draw in g (M adrid Real A cadem ia 
de San Fernando) N o .51 ; 213-214, 217; 

f i g -147
A nonym ous, d raw in g after the low er h a lf o f 

the com position (Chatsw orth, D erbyshire, 

D u ke o f  D evonshire) N o.51; 214 

J.Jordaens, T h e  F ig u re  o f  C h r is t , draw ing 

(w hereabouts unknow n) N o.51; 214 

A nonym ous, draw in g after the lo w er h a lf o f

the com position, (form erly Prague, Count

F.-A .N ow okradskv) N o.51; 214 
T. Géricault, G r o u p  o f  F ig u re s , draw ing (Stan

ford University M useum ) N o .51; 214 

T. G éricault, G r o u p  o f  F ig u re s , draw ing (Paris.

P.D ubaut) N o .51 ; 214 

J.Suyderhoef, engraving. N o.51: 214, n o :

f i g ‘ M
Rubens, A \tide Figure fa llin g  b a c k w a rd s, d raw 

ing (Cam bridge, Fit/w illiam  M useum ) 

N o .5 ia; 218; J i g . i j)

Rubens, A X u d e  F ig u re  w ith  on e H a n d  011 his  
H ea d  tu m b lin g  d o w n w a r d s ,  draw in g (Vienna, 

A lbertina) N o.51b; 218-219; f i g . i j o

H I E  R E S l  R R E C  I E l )  C H I U S  I I TU I M l> 11 A N I , 

N 0 .I6

Rubens, painting (Florence, Pala/zo Pitti)

N o .10: 7, 23, 24, 34, 70-71. 7 2 : J ig -.lt  
Rubens. An A d u lt  A n g e l, draw ing (Stockholm , 

N ationalm useum ) N o .10.1; 71-72; fig. ; -

SAI NTS  A N D  O T H K R  
RELIGI OUS SUBJECTS

T H E  G L O R I F I C A T I O N  ( > F I H L 1.1 ( I  I A IU S I ,

N 0 .I7

G .Seghers a lter Rubens, painting (lorm erlv 

A n tw erp , Church o f  the Shool Carm elites) 

N o .17; 24, 02, 72-75, 78 

Rubens, oil sketch (N ew  York, M etropolitan 

M useum  o f Art) No. 17a; 72, 73, 75-77, 78, 79, 

80, 81 ; fig-40  
Rubens, S tu d v  o f  the F ig u re s o f  M e lch ise d c c ,

F lija h  a n d  A n g e l, draw ing (Vienna, Albertina) 

No. 17b; 78-79, 80, 81 ; tig .41  
Rubens, S tu d y  fo r  th ree  o r  fo u r  S a in ts , draw ing 

(Vienna, Albertina) No. 17c; 79, 80; fig-42  
Rubens, T h e  R esu rr ec te d  C h r is t  Triumphant, 

d raw in g (Stockholm , N ationalm useum ) 

N o .i7 d ; 79 , 80; fig .44  
Rubens, S tu d y  fo r  M e lch is e d e c , F.hjah, an A n g el  

a n d  C h r is t , draw in g (form erly London,

L.Burchard) N o .17e; 80-81; f ig .42

ST J O H N  T H E  B A P T I S T ,  No.2
Rubens, painting (A n tw erp. Cathedral) N o.2; 

22, 25, 34- 35, f l ;  Jig-4

ST M A R T I N A ,  N0.3
Rubens, painting (A ntw erp, Cathedral) N o.3;

22, 25, 32, 35- 37 , 38; Jig.t 
A nonym ous, d raw in g (Copenhagen, Statens
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M useum  for Kunst, Kongelige Kobberstik- 
sam lin g; 'Rubens C antoor’) N o.3; 35-36 

S. a Bolsw ert, St Barbara, engraving, N o.3 ; 36 
L . V orsterm an, St Catherine, engraving, N o .3 ; 

36;.fe-7
T W O  A N  G E L S  G U A R D I N G  T H E  T O M B  O F  

C H R I S T ,  N0.4
Rubens, painting (Antwerp, Cathedral) N o.4; 

22, 25, 37-38 ; J ig .i

P O R T R A IT S

P O R T R A I T  O F  A D R I A N A  P E R E Z ,  No.20 
Rubens, painting (Antw erp, Koninklijk

M useum  voor Schone Kunsten) N o.20 ; 22 ,25 , 

89-90, 93 ; f ig - J 1 
A .R o d in , painting (Paris, Musée Rodin) N o.20; 

90

P O R T R A I T  O F  J A N  M O R E T U S ,  N0.5
Rubens, painting (lost) N o .5; 22, 25, 38-39 
(?) W .J.H erreyn s, painting (Antwerp, Cathe

dral) N o.5 ; 38 ;fig-6

P O R T R A I T  O F  N I C O L A S  R O C K O X ,  N 0 .I 9
Rubens, painting (Antwerp, K on inklijk  M u

seum  voor Schone Kunsten) No. 19 ; 22, 25, 

87-89, 93 ; fig-50 
P .M .D elafontaine, painting (Cray, Haute- 

Saône, M usée Baron Martin) N o .19 ; 87 
Baron Denon, painting (form erly Paris, Baron 

Denon) No. 19 ; 87 
Anonym ous, painting (Antwerp, R ockox 

House) N o .19 ; 87 
Anonym ous, painting (bust lenght) (form erly 

Brussels, C .L .Cardon) N o.19 ; 88 
Anonym ous, painting (bust lenght) (form erly 

N ew  York, M.I-Iorowitz) No. 19 ; 88

O T H E R  SU BJECT S

T H E  A R M S  O F  N I C H O L A S  R O C K O X  

A N D  A D R I A N A  P E R E Z ,  N o S .2 I-2 2
Rubens and assistant, painting (A ntw erp, 

K oninklijk  M useum  voor Schone Kunsten) 
N o s.2 1-22 ; 22, 25, 9 1, 93; figs.}2a,b
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Index III: Other Works by Rubens mentioned in the Text
T h e  fo llow ing abbreviations are used throughout this index:
D — d ra w in g : E — e n g ra v in g ; P — p a in tin g ; S — oil sk e tc h ; T — tap estry .

O LD  T E S T A M E N T

Abraham, Isaac and Jacob D  (Paris, Musée du 
Louvre) 192 

The Meeting o f Abraham and Melchiçedek T  
(M adrid, Descalzas Reales) 50 

The Braçen Serpent P  (London, Courtauld Insti- 
tute G alleries, Princes G ale Collection) 187 

Samson and Delilah P  (London, National Gallery) 
46, 84, 88

King D avid  D  (Paris, M usée du Louvre) 192 
The Defeat o f Sennacherib P  (Munich, A l te Pina- 

kothek) 1 1 6 - 1 1 7 ,  1 19 -12 0 , 125, 128, 225; fig.66
—  D  (Vienna, Albertina) 120 
The Torments o fjo b  P  (lost) 2 17
— D  (Borrestad, Count Pontus de la Gardie) 2 17  
Daniel in the Lions’ Den P  (W ashington, N ational

G a lle ry  o f A rt 2 15  
Susanna P  (Rom e, Galleria Borghese) m

M A R I O L O G Y

The Woman o f the Apocalypse P  (Munich, A lte 
Pinakothek) 204 

M adonna and Child with Female Saints P  (Toledo, 
Ohio, T h e Toledo M useum  o f A rt) 200 

M adonna in a Flower Garland P  (Munich, A lte  
Pinakothek) 70 

Penitent Saints before the Virgin and Child P  
(Kassei, Staatliche Kunstsam m lungen) 56-57

N EW T E S T A M E N T

The Visitation D  (Bayonne, M usée Bonnat) 119 , 

147
The N ativity P  (Munich, A lte  Pinakothek) 22, 66, 

104, 203-204
—  P  (Presum ably lost) 110
The Adoration o f  the Shepherds P  (Fermo, San Fi- 

lippo) 1 15 ,  123
— S (Leningrad, H erm itage) 192
—  D  (A m sterd am , Historisch M useum ) 1 17 , 123 
The Adoration o f  the M agi P  (M adrid, Prado) 86,

2 10
—  P  (M echlin, Sint-Janskerk) 2 10
—  P  (Presum ably lost) 110
The Présentation in the Temple D  (London, C our

tauld Institute Galleries, Princes Gâte C ollec
tion) 119 , 147

The Circumcision P  (Genoa, Sant'A m brogio) 1 1 2  
Return front the Flight into Egypt P  (Form erly 

N ew  York, M etropolitan M useum  o f A rt) 86, 
88

The Preaching o f John the Baptist D  (Rotterdam , 
M useum  Boym ans-van Beuningen) 123 

The Feast ofH erod  P  (Edinburgh, National G a l
le ry  o f Scotland) 50 

Christ asleep during the Storm P  (Dresden, Staat
liche G em âldegalerie) 134 

The Miraculous Dranght ofFishes S (Cologne, 
W allraf-R ichartz M useum ) 120

—  E  (P.Soutm an) 120
The Transfiguration P  (Nancy, M usée des Beaux- 

A rts) 1 1 1 - 1 1 2  
The Woman taken in Adultery P  (Brussels,

M usées R oyaux des Beaux-Arts de Belgique) 50 
Christ in the House o f Simon P  (Leningrad, 

H erm itage) 57 
The Raising o f Laçants P  (Turin, Galleria Sabau- 

da) 134
The Flagellation P  (Antw erp, Sint-Pauluskerk) 1 1 5  
The Crowning with Thorns P  (Grasse, Cathedral) 

46, m
The Carrying o f the Cross S (Copenhagen, Statens 

M useum  fo r Kunst) 186 
— S (A m sterdam , R ijksm useum ) 186 
The Raising o f the Cross P  (Antwerp, Cathedral) 

7-8, 27, 86, 1 15 , 119 - 12 0 , 163
—  P  (lost) 2 1 1
— S (Paris, M usée du Louvre) 192
The 'Coup de Lance’ P  (Antw erp, K oninklijk  

M useum  voor Schone Kunsten) 84, 88 
Christ Crucified between two Thieves D  (London, 

British M useum ) 109 
Christ on the Cross P  (Antw erp, K oninklijk  

M useum  voor Schone Kunsten) 84, 88 
The Descent from  the Cross P  (Antw erp, C athe

dral) 84, 88, 150, 163 
Pietà with St. Francis o f  Assisi P  (Brussels, M usées 

R oyaux des B eaux-A rts de Belgique 72
—  E  (P.Pontius) 72
The Entombment P  (Rom e, G alleria Borghese) n i  
The Résurrection o f Christ P  (M arseilles, M usée 

des Beaux-Arts) 32
—  P  (lost) 32
— E  (Breviarium Romanum) 32 
The Ascension o f  Christ P  (Lost) 10 1
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— S (Vienna, A k ad em ie der bildenden Künste)

lo i

— E  (B r e v ia r u m  R o m a n u m  and M is s a le  R o m a n u m )  

io i ,  103
T h e  D e s c e n t o f  the H o ly  S p ir i t  S (Lost) 107-108 

— E  (B r e v ia r iu m  R o m a n u m )  104, 107, 109 

T h e  A s s u m p t io n  o f  th e  V ir g in  P  (lost) 141, M3,

146, 1 4 9 -1 5 0

— E  (Breviarium R o m a n u m  and M is s a le  R o m a n u m )  
141-142, 161, 168 ‘, f i g .8 4  

T h e  C o r o n a tio n  o f  the V ir g in  S (London, C o urtauld  

Institute G alleries, Princes G ate Collection) 8

S AI NTS

T h e  M a r ty r d o m  o f  S t  A n d r e w  P  (M adrid, San 

A ndrés de los Flam encos) 187 

S t A u g u s t in e  b etw een  C h r is t  a n d  th e  H o ly  V ir g in  P 

(M adrid, A cadem ie de San Fernando) 55 

T h e  M a r ty r d o m  o f  S t C a th e r in a  P  (Lille, M usée des 

Beaux-A rts) 78 

S t F r a n c is  o f  A s s is i  re c e iv in g  th e  S tig m a ta  D  (Berlin- 

D ah lem , Staatliche M useen) 147 
— E  (L. V orsterm an) 43

T h e  L a s t  C o m m u n io n  o f  S t  F ra n c is  o f  A s s is i  P  (A n t

w erp , K oninklijk  M useum  voor Schone K un

sten) 239-240 

T h e  M ir a c le s  o f  S t  F ra n c is  o f P a o la  S (Sideley Gastle, 

M rs. G .D ent-B rocklehurst) 117-118  

T h e  M ir a c le s  o f  S t  F ra n c is  X a v ie r  P  (Vienna, Kunst- 

historisches M useum ) 27,150, 157, 187, 203-204 

— D  (London, Victoria and A lb e rt M useum ) 206 

S tG r e g o r y  th e  G r e a t s u r r o u n d e d  by  o th er  S a in ts  S 

(Berlin-D ahlem , Staatliche M useen) 112 

S t H ele n a  P  (Grasse, Cathedral) 111 

T h e  M ir a c le s  o f  S t  Ig n a tiu s  o f  L o y ola  P  (Vienna, 

Kunsthistorisches M useum ) 117,150,203-204 

S t lld e fo n s o  T r ip ty c h  P  (Vienna, Kunsthistorisches 

M useum ) 27, 41, 200 

— S (Leningrad, H erm itage) 200 

— D  (A m sterdam , Historisch M useum ) 78 

— E  (H .W itdoeck) 27 

S t J a m e s th e  G r e a te r  P  (M adrid, Prado) 90 
S t J o h n  th e  E v a n g e lis t  E  (P. Isselburg) 86 

— E  (N .R yckm ans) 86 

T h e  M a r ty r d o m  o f  S t  L a u re n ce  P  (M unich, A lte  

Pinakothek) 27, 165 

— E  (L. V orsterm an) 27 

i't M a tth e w  P  (M adrid, Prado) 46 

S t M ic h a e l s tr ik in g  d o w n  th e  R eb e lio iis  A n g e ls  P 

(M unich, A lte  Pinakothek) 22, 104, 106, 218 

—  P (lost) 225

— D  (The H ague, Private Collection) 204;

f i g S . l J 2- l J J

— E  (L. V orsterm an) 215-217 

S tP e te r  P  (M adrid, Prado) 86 

T h e  M a r ty r d o m  o f  S tP e te r  P  (Cologne, Sankt- 

Peterskirche) 27 

— D  (Basle, K unstm useum ) 27 

S tS im o n  E  (N .R yckm ans) 86 

T h e  M a r ty r d o m  o f S t S le p h e n  P  (Valenciennes, 

M usée des Beaux-Arts) 7, 71, 1 17 

T h e  T r a n s v e rb e ra tio n  o f  S t  T eresa  o f  A v ila  P  (lost)

158-159
S t T er es a  o f  A v ila  I n te rc e d in g  fo r  th e  S o u l o fB e r n a r d i-  

n u s  o f  M e n d o z a  P  (A n tw erp, K oninklijk  M u 

seum  voor Schone Kunsten) 211, 244 

St Thomas E  (P. Isselburg) 86 

— E  (N .R yckm ans) 86

T h e  M ir a c le  o f  S t  W a lb u r g a  P  (Leipzig, M uséum  

d er bildenden Kunst) 117, 120 

T h e  C o ro n a tio n  o f  a H o ly  B ish o p  E  (P.Soutm an) 107

M Y T H O L O G Y

T h e  B a ttle  o f  th e  A m a z o n s  P  (Munich, A lte  Pinako

thek) 117, 161 
— D  (London, British M useum ) 125 

T h e  D e a th  o f  A r g u s  P  (Cologne, W allraf-R ichartz 

M useum ) 215, 225 

B orea s a b d u c tin g  O r e ith y ia  P  (Vienna, A kad em ie 

der bildenden Künste) 211, 215, 225 
T h e  T h re e  G r a ce s  S (London, D u lw ich  C o llege  

Picture G allery) 240-241 
— D  (O xford, C hrist Church  College) 241 

H er cu les  S u b je c t  D  (London, British M useum )

240

— D  (Paris, M usée du Louvre) 240 

H ero  a n d  L e a n d e r  D  (Edinburgh, N ational G allery 

o f  Scotland) 123 

T h e  D ea th  o f  F lip p o ly tu s  P  (London, Co urtau ld  

Institute G alleries, Princes G ate Collection)

117, 125
— D  (Bayonne, M usée Bonnat) 119, 121, 215 

T h e  T em p le  o f  J a n u s  P  (Lost) 33 

T h e  R a p e  o f  th e  D a u g h te r s  o f  L e u c ip p u s  P  (Munich, 

A lte  Pinakothek) 57, 128 
M e le a g e r  a n d  A ta la n ta  P  (M unich, A lte  Pinako

thek) 52

T h e  F a ll o f  P h a e th o n  P  (London, Private C o llec

tion) h i

P ro m e th e u s  P  (Philadelphia, Philadelphia M useum  

o f A rt) 215, 225 

— D  (Paris, M usée du Louvre) 215, 218 

T h e  R a p e  o f  P r o s e r p in a  P  (lost) 211 

P sy c h e  D  (W indsor, R oyal Collection) 218 

V e n u s  a n d  A d o n is  P  (Düsseldorf, K unstm useum ) 

168
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I N D U X  I I I  : O T I I K R  W O R K S  BY R I I  B Ii N S

A L L E G O R Y

T h e  A p o th e o s is  o f  the D u k e  o f  B u ck in g h a m  S (London, 

N ational G allery) 77 

Vernis F rig id a  P  (A n tw erp, Koninklijk  M useum  

voor Schone Kunsten) 204

—  P  (Kassel, Staatliche K unstsam m lungen) 204

H I S T O R Y

The M a r r ia g e  o f  C o n s ta n tin e  S (Present w h ere

abouts unknow n) 211 

T h e  D ea th  o f  Decius M u s  P  (Vaduz, l’ rinte o f 

Liechtenstein) 118, 125, 128, 131 

T h e  B irth  o f  M a r ia  d e ' M e d ic i  P  (Paris, Musée du 

Louvre) 65
T h e  C o r o n a tio n  o f  M a r ia  d e ' M e d ic i  S (Leningrad, 

H erm itage) 69 
'H ie M a r r ia g e  o f  M a r ia  d e ’ M e d ic i S (M arquess o f 

G h olm ondeley) 128-129 

T h e  D e a th  o f  M a x e n tiu s  T  117 

T h e  R a p e  o f  th e  S a b in e s  P  (London, National G al

lery) 182

T h e  Sev en  S a g es d e d ic a t in g  a T r ip o d  to A p o llo  S 

(Philadelphia, Philadelphia M useum  o f A rt, 

Johnson Collection) 8

G E N R E

T h e G a r d e n  o f  L o ve  P  (M adrid, Prado) 150, 182 

— D  (N ew  York, M etropolitan M useum  o f Art) 

119
S h ep h e rd  a n d  S h ep h e rd ess  P  (M unich, A lle  Pinako

thek) 52

H U N T I N G  S CENES

L ion  H u n t  P  (Dresden, Staatliche G em äld e

galerie) 128

—  P  (M unich, A lte  Pinakothek) 33, 125-129

—  P  (lost) 125

— S (Leningrad, H erm itage) 121, 130-131 
— D  (London, British M useum ) 33 

W o l f  a n d  F o x  H u n t P (N ew  Y ork, M etropolitan 

M useum  o f A rt) 128

P O R T R A I T S

S a ra  B rey ll P  (San Francisco, M .H . De Young 

M em orial M useum ) 43 

R o g ie r  C la r is s e  P  (San Francisco, M .H . De Young 

M em orial M useum ) 43 

T h e  D u k e  o fL e r m a  P (M adrid, Prado) 111

ST UDI ES

A  N u d e  M a n  p a r t ly  seen  f r o m  b e h in d  D  (Oxford, 

A shm olean  M useum ) 211

P r e p a r a to r y  S tu d ie s  f o r  a M a r ty r d o m  o f  a F em a le  
S a in t a n d  H ero  a n d  L ea n d er  D  (R otterdam , 

M useum  Boym ans-van Bcuningen) 8, 217

T I T L E - P A G E S

A e d o  y  G a lla r i, Y ia g e  d e l In fa n te  C a r d e n a l E  102

11. C o n t e n u s ,  C a te n a  P a tr u m  E  102

H .G o lt ç i u s ,  Y iv a e  Omnium f e r e  im p e ra to r u m  im a 
g in e s  E  53

H .G o l t f i u s ,  O p e r a  O m n ia  E  53 

M .S a r b ie v iu s ,  L y r ico ru m  L ib ri 1Y  E  102

A R C H I T E C T U R E  A N D  
S C U L P T U R E

'The C r o w n in g  o f  an A lta r  P o rtico  S (England, 

Private Collection) 73-74 

'The F ra m e o f  a n  A lta r p ie c e  D  (Vienna, A lbertina)

77

C OPI ES  A N D  A D A P T A T I O N S

F lo r a  F a rn e se , after antique sculpute E  (Ph. Ru

bens, F lec to ru m  L ih r i D u o )  38 

T u rk is h  R id e r s , after A .E lsheim er D  (London, 

British M useum ) 115, 117, 122-123 

'H ie B a ttle  o f  A n g h ia r i , after L. da Vinci D  (Edin

burgh, N ational G allerv of Scotland) 112-113
—  D  (London, British M useum ) 112-113

—  D  (Paris, Musée du Louvre) 112-113

—  D  (H .M . the Q ueen o f the N etherlands)

1 12-113

The T riu m p h  o f  C a e s a r , after A. M antegna D  

(Paris, M usée du Louvre) 78 

T h e  B a ttle  o f  th e L a p illis  a n d  the C e n ta u r s , alter 

M ichelangelo D  (Paris, Institut Néerlandais) 200 

— D  (R otterdam , M useum  Boym ans-van 

Bcuningen) 200 

'T ity u s, after M ichelangelo D  (Paris, Musée du 

Louvre) 227 

G o d  the F a th er , after Pordenone D  (London, 

Co urtau ld  Institute Galleries, Princes Gate 

Collection) 150,192

M I S C E L L A N E O U S  SUBJECTS

B a ttle  G r o u p  D  (Edinburgh, National G allerv o f 

Scotland) 123 

C h r is t  C a lle d  u p on  on B e h a lf  o f  P o o r  F a m ilies  S 

(A ntw erp, K oninklijk  M useum  voor Schone 

Kunsten) 8, 54 

'The G a r la n d  o f  F r u it P  (Munich, A lte  Pinakothek) 

70
M u s ic -m a k in g  A n g e ls  P  (Vaduz, Prince o f Liechten

stein) 7, 193-194
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Index IV: Names and Places

This index lists nam es o f artists, authors, collectors, owners, 
historical persons and antique m odels. W orks o f art are included ; 
but, in order to avoid duplication, no reference is m ade to w orks 
by Rubens and his assistants or to the copies after these w orks.

A beille, G. 164 
Abresch, Eugen 63 
Aedo y  G allart 102 
Aelst, Pieter van 

The Conversion o f Satil (tapestry after Raphaël), 
Vatican, M useum  112 , 12 1  

Agar, W . E. 132  
Agnew , T. 123, 164, 220, 221 
A lba, D uke o f 5 1 , 97
A lbert o f Austria, A rchduke 2 1, 23, 97, 110 , 158 - 

159
A lbert o f Sachsen-Teschen, D uke 7 1, 80, 146, 153, 

154, 218 
A m m an, Jost

The Conversion o f St Paul (woodcut) 1 1 7  
A m sterdam , H istorisch M useum  78, 1 17 , 123 
A m sterdam , R ijksm useum  186 
Andrew s, H. C. 133 
Angerstein, J . J .  195 
A ntw erp 

A cadem y 85 
Churches

C athedral 7-8, 2 1 , 26, 27, 3 1, 33, 34, 35, 54, 76, 
84, 88, 1 1 5 ,  1 19 - 12 0 , 14 1, 145, 147-148, 150, 
159, 163, 170, 174 -175 , 180, 189, 19 1, 2 1 1  

Jesuits (St C harles Borrom eo) 7, 9, 27, 32, 74, 
77, 86, 87, 88, 10 1, 107, 14 1 , 142, 143, 149, 1 5 1 -  
152, 170, 17 1 ,  180, 197, 198, 204, 208, 2 15 , 225 

Recollects 81, 84, 85, 87, 88, 90, 91, 195, 198, 
199, 201

Shod C arm élites 24, 62, 72, 73, 74, 76, 78, 203 
St G eorge 66, 68 
St M ichael 74, 168 
St Paul 3 3 , 1 1 5  
St W alburga 66, 67 

K oninklijk M useum  voor Schone Kunsten 8, 24, 
54, 62, 77, 84, 86, 88, 150, 174, 203, 204, 206, 2 1 1 ,  
224, 239-240, 244 

M useum  Plantin-M oretus 34, 39, 86 
M useum  V leeshuis 1 1 3  
Tow n H all 86 

Apollo Belvedere (antique sculpture) 38 
Arco, A lonso d e l 3 1 
Arezzo, San Francesco 136 
Artaria, D. 39

A rund el 209, 2 13  
A ugsburg, G em aldegalerie 56, 162 
A ugsburg, H eilig-Kreuz-Kirche 170 
Augustus III, K ing o f Poland and Elector o f Saxony 

155
Austin 180

Babau lt 152  
Backer, Jacob  de 

Last Judgement, A ntw erp, K oninklijk M useum  
voor Schone Kunsten 24, 203, 224 

Bacon, W . R. 91 
Baillie-H am ilton, Hon. Mrs. 18 1 
Baldung Grien, Hans 

The Conversion o f St Paul (woodcut) 1 15  
Bale, Charles S. 155, 156 
Balen, Ja n  van  199 
Barendsz, D irck

The Assumption o f the Virgin, Gouda, M useum
142

Barnard, Joh n  99, 100, 168, 184 
Barocci, Federico

The Assumption o f the Virgin, M ilan, Collection of 
Principe Cesare di Castelbarco A lbani 140,

143
St Peter and the Lame Ma?1 (fresco), Vatican, Casino 

o fP iu s I V  134 
Baronius 77 
Basle, K un stm useum  27 
Baussel, A d o lf van  61 
Bayonne, M usée Bonnat 119 , 12 1 ,  147, 2 15  
Béatrizet, Nicholas

The Conversion o f  StPaul (engraving after M ichel- 
angelo) 1 1 5  

Beaune, H ôtel-D ieu 224 
Beddnell 132  
B eeckm ans 52 
B eham , B arth el

Battles o f  Nude Me?i (engravings) 118  
B ellarm ine, St R obert 56, 244 
Benavides, M anuel de, D uque de Santisteban 8 
Bender, F. 34 
Berbie, G. 39 
B erchem , de 176

412



I N D E X  I V : N A M E S  A N D  P L A C E S
B erchem , M arie van 90 
Berggruen, Oscar 181 
Berghe, F .-J.V anden 234, 237 
Berghe, M atthijs van den

Vision o f StLidwina o f Schiedam, Sint-Gillis (Brus
sels), Discalced C arm élites 193 

Berghe, Sibilla van den 73 
Bergues, StW innoc’s A bbey 39 
Berlew i, H enri 2 13
Berlin-D ahlem , Staatliche M usecn 50, 54, 55, 1 12 , 

147 
Bernini

Conuiro Chapcl, Rom e, Santa M aria délia V ittoria 
153

Raimondi Chapel, Rom e, San Pietro in M ontorio 
153

Beschey, Balthasar 85, 9 1, 93 
Bcuningen, D .G . van 122, 134 
Beyerlinck, Laurentius 54 
B iesum , Van 238 
Bingen, Pfarrkirche 142 
Bisschop, Jan  de 207-209 
Blainville, D e 205 
B leuw art, J . 33 
B locklandt, Anthonie

The Assumption o f  the Virgin, Bingen, Pfarrkirche 
142 

B lo m  177 
Bock, Paul

The Assnmption o f the Virgin, N cuburg, Jesu it 
Church 204 

Bode, W . von 6 1, 123
Boeckhorst, Ja n  103, 189, 208, 2 15 -2 16 , 228, 235, 

236-237, 238
Penitent Saints before the Virgin and Child, vh e re -  

abouts un knov 11 56 
B ôhler, Ju lius 201 
Bois, D u 142 
Bol, Ferdinand

The Holy Wowen at the Sepulchre, Copenhagen, 
Statens M useum  for Kunst 42 

Boldrini
The Conversion o f StPaul (woodeut after Titian) 
1 12

Bologna, Giovanni da 
A ltar o f Liberty (sculpture), Lucca, D uom o 76 

Bologna 
Churches

Corpus D om ini 25, 139, 140, 19 1 
S .G iacom o M aggiore 1 12  
San Paolo 243 

Pieve di Cento 143 
Pinacoteca N azionale 140 

B olognetti, G iovanni Battista 188

Bolsw ert, Schelte a 3 1 , 36, 65, 10 1, 102, 124, 13 1 ,  
144, 146, 160, 168, 178, 179, 180; fig.59, 84 

Bontourlein, Com tesse 238 
Boot, D .C ornelia 1 5 1 , 1 5 3  
Boots, Jan  236, 238 
Borcht, Pieter II van der 164, 166 
Borgo San Sepolcro, C athedral 86 
Borrestad, Count Pontus de la G ardie 2 17  
Bosch, H ieronym us 

Fall o f the Damned, Venicc, Palazzo Ducale 224, 
238

Last Judgement 24 
Bosch, J . 51 
Boucherot 199 
Bourbon 2 13  
B ourlam aque 52 
Bout, A. 57, 58, 144 
Bouts, Dieric 

Ascent o f the Blessed; Fall o f the Damned, Lille, 
Palais des B eaux-A rts 24, 202, 224, 238 

Coronation o f the Virgin, Vienna, A kadcm ie 
196

Boxberg, M. von 189 
Boym ans, F .J.O . 95 
Braam cam p, G errit 93, 133 , 184 
Brandt, Elisabeth van den 182 
Brant, Barbara 97, 99 
Brant, Isabella 236 
Breadalbane 18 1 
Brcdel, Charles A. 75 
Bredel, the Misses 75 
Brée, Ignace van 2 12
Brescia, Pinacoteca Tosio e M artinengo 49, 51 
Brevll, Sara 43 
B rindl 2 12
Broeck, Crispin van  den

Last Judgement, A n tw erp , K oninklijk  M useum  
voor Schone Kunsten 24, 203, 224 

Last Judgement, Brussels, M usées R oyaux des 
Beaux-A rts 24, 203, 224 

Brueghel, Jan  the E ld e r 5 1, 52, 57, 92, 93, 94 
Battle o f the Israélites and Amalekites, Dresden, Ge- 

m aldegalerie 1 17  
The Conversion o f StPaul, w hereabouts unknow n

1 13
Brueghel, Pieter the E ld er 83, 92, 93

The Conversion o f StPaul, Vienna, Kunsthistori- 
sches M useum  1 13  

The Résurrection (engraving after) 32 
Bruges

St Salvator 32
G roeninge M useum  24, 55, 203, 206 
T ow n H all 55 

Brun, L e  163, 220
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Brussels 

Churches 

Carthusian 2.1, 181, 184 

D iscalced Carm elites 157-159 

K ap ellekerk  (N otre-D am e de la Chapelle)

54, 74- 91, 93- 94, 163, [64-166 
S tC atherine 181, 182, 184 

S tG u d u le  94, 98, 100, 110 

St Job 126 

M usée C o m m u n a l (Maison du Roi) 102 

M usées R oyaux des B eaux-A rts de B elgique 24, 

47, 50, 72,140, 203, 206, 224 

Royal Palace 110

Buckingham , D u k e o f  229-230, 236 

Budai, D r .T ib o r  de 189 

Burckhardt-B lau, A ch ille  103 

B urlet, C .A . de 80 

Burtin  198, 201 

Buttery, Horace 172

Calm an n , H. 240 

Calonne, C h. A . de 178 

C am p b ell, John, 4th D u ke o f  A rg y ll 75 

Canisius, Livinus 74 

Capelle, Iodoca van der 74 

Capello , M arius A m brosius 219, 226, 229 

Caravaggio  25, 46 

T h e  C o n v e r s io n  o f  S t  P a u l,  Rom e, Santa M aria del 

Pop olo  125 

I n c r e d u lity  o f  S t  T h o m a s, Potsdam , Sanssouci 85, 

97
S u p p e r  a t  E m m a u s, London, N ational G allery 

45
S u p p e r  a t  E m m a u s, M ilan, Brera 47 

Cardon, A. 95

Cardon, Charles Leon 88, 189 

C arleton, Sir D u d ley  203, 208, 212 

Carlos M iguel, 14th D u ke o f  A lb a  44 

C a m , Sir G u illiam  178 

Carracci, A nnibale 

T h e  A s s u m p t io n  o f  th e V ir g in ,  Bologna, Pinacoteca 

N azionale 140 
T h e  A s s u m p t io n  o f  th e V ir g in , Dresden, G em äld e

galerie 26, 140, 143 

Carracci, Lodovico 

A s s u m p t io n  a n d  C o ro n a tio n  o f  th e  V ir g in , Bologna, 

Corpus D om ini 25, 139, 140, 191 

Carrara, Accadem ia 26, 134 

Casale, U berto di 196 

Casey, Sam uel B, 94 

Cassirer, P. 133 
Casteels, Pieter 94

Castelbarco A lbani, Principe Cesare di 143

Catherine II, E m press o f Russia 187, 190 

C e re s  (antique sculpture)

Poggio Im periale 36 

Rom e, V illa  Borghese 36 

Vatican, M useum  38 

Châlons-sur-M arne, M usée des B eaux-A rts 174, 

191

C h am pion, W . 94, 98 

C hantilly, M usée Condé 136 

Charles, D u c de C roy 178 

C harles V , E m p eror 98 

C hatsw orth, Trustees o f  the C h atsw orth  Settle

m en t 206, 217 
C h olm on deley, M arquess o f  128-129 

Cignani

A s s u m p t io n  o f  th e V ir g in , N euburg, Jesuit C h urch  

205 

Cigoli

H e a lin g  o f  th e L a m e M a n ,  Carrara, A ccadem ia 26 

S u p p e r  a t  E m m a u s, Florence, Uffizi 50, 51 

St Peter a n d  th e  L a m e M a n  (engraving after)

134
S t P e te r  W a lk in g  on  th e  W a te r ,  Carrara, Accadem ia 

I34;.fe.7«
Claeissins, P.

R e s u r r e c tio n , Bruges, St Salvator 32 

C-larisse, Louis 42, 43 

Clarisse, R oger 42, 43 

C larke, Sir Sim on 61, 144 

Clem ens, Jacques 185 

C lerk , G eorge D ouglas 101 

Co ben zl, C o un t 187 

C o bergher, W en zel 158, 160 
Cock, D e 65 

Cock, H ieronym us 60, 63 

Cock, Jerem ias 60, 63, 65, 66, 67, 68, 105 

Coecke, M aria 93 

Colaes, Jan 63 

Collins, N. B. 63 

C o ln agh i’s 221 

Cologne 

Sankt-Pieterskirche 27 

W allraf-R ichartz M useum  120, 215, 225 
C o lu m ban u s 166 

C o lville , Capt. N. 240 

C o lu m ban u s de Berenhave, F. 165-166 

Co m postella, D , 150 

Conti, Prince de 132 

Coole, W ynand 168 

Coornhuze, Jan van den 

L a s t  J u d g e m e n t, Bruges, G roeninge M useum  55 

Copenhagen, Statens M useum  for Kunst 42, 47, 

59, 60, 186 

Corderius, B. 102
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C ort, Cornelis 

T h e  D e s c e n t o f  the H o ly  S p ir i t  (engraving after 

M .C oxcie) 107-108 

R e tu r n  o f  J a c o b ’s  F a m ily  f r o m  E g y p t  (engraving 

after F. Floris) 118 

R is e n  C h r is t  (engraving after M .Coxcie) 57 

Cosw ay, Richard 54, 195, 2-33 

C otte, R. de 131 

Coxcie, M.

T h e  D e s c e n t o f  the H o ly  S p ir it  (engraving after) 

107-108

R is e n  C h r is t  (engraving after) 57 

Coy pel, A . 13 r 

Craig, Mrs. G eorge L. 94 

Cranach, L.
C h r is t  T r iu m p h a n t o v er  S in  a n d  D ea th  (engraving) 

59
Crayer, C aspar de 

A p p e a r a n c e  o f  C h r is t  to the V ir g in , Brussels, 

K ap ellekerk  54 
S u p p e r  a t  E m m a u s , Berlin, Staatliche M useen 

50
C rem on a, M useo Civico 136 

Crescend o 181 

Creusen, A n dreas 33 

C rokaert, J. 181 

C rom h ou t, J. 193

C rozat, P. 108, 109, 164, 168, 169, 220 

Cuypers de R ym enam , Baron de 98 

Czernin , C o u n t Johann R u d olf 39

D am an t, N icolas 57, 83, 93. 97, 98, 99 
D am ant, P eter 98, 99 

Danhauser, Josef 82 

Dansaert, J. 181, 182, 184 

D anzig, M useum  Pom orskie 202, 238 

D avenport, W alter B rom ley 172 

Davies, Lt. C ol. T . 178-179 

Davis, R, Hare 123 

D eclercq, J. 64 

D elacroix, E ugene 157,160 

Delafontaine, Pierre M axim ilien 87 

D elahante, A lexis 61, 123 

D em idoff, Prince 68 

D enon, Baron D om in ique V ivan t 87 

D ent-B rocklehurst, M rs.G . 117-118 

Dcscam ps 39, 85, 158, 179, 184, 199, 243 
D ézallier d ’A rg en ville , A.J. 227, 228 

D iepenbeeck, A b raham  van 123, 144 

T h e  A s ce n s io n  o f  C h r is t  (engraving after) 102 

Dietrich, Paul Jacob 170 

D ishoek, E w ou t van, Lord o f  D o m b u rgh  61 

Disraeli, C .R . 129

D on jeux, V incent 6i 

D ordrecht, M useum  45, 47 

D origny, Nicholas 

S t P e te r  a n d  the L a m e M a n  (engraving after 11 Ci- 

goli) 134
D o rm er, C h evalier 129 

D rem el, A. 81

Dresden, G em äldegalerie  26, 117, 128, 134, 140, 

143, 209 

Drey, A. S. 91 

D ru m m o n d  132 

D ubaut, Pierre 133, 214 

D u b ijk  132

D ublin , National G allery o f  Ireland 47, 50 

D ubroecq, Jacques 

R e su rr ec tio n  (sculpture), Mons, St W audru  32 

D uccio

M a e s tà , Siena, M useo d ell'O p era  del D u om o 

136

D ufresne, François Ignace de 190 

D um esnil, Frédéric 243 
Duns, Scotland, Langton Castle 180, 181 

D ürer, A. 188 

T h e  A s s u m p tio n  a n d  C o ro n a tio n  o f  the \ ’ ir g  in (wood- 

cut) 191 

D üsseldorf 

Capuchin C h urch  201, 205

F.lectoral G allery  22, 103, 201, 213, 219, 226-227, 

234, 237
Kunstakadem ie 166 

K unstm useum  168 

D u tartre  219 
D uw aerts, Jules 81 

D yce, A lexan der 221, 233 

D yck, A. van 56, 58, 94, 95, 125, 132, 148, 167,

199
Antwerp S k e tch b o o k , C hatsw orth, Trustees o f  the 

C h atsw orth  Settlem en t 206, 217 

C h r is t  a n d  th e  P e n ite n t S in n e r s , A ugsburg, G e

m äldegalerie 56 

Christ a n d  the P e n ite n t S in n e r s , Paris, M usée du 

Louvre 56

P o r tr a it  o f  N ico la s  R o c k o x , Leningrad, H erm itage 

89

H arlom  128

Edelinck, G erard 126-128 

E dinburgh, N ational G allery o f Scotland 50, 115, 

122-123 

Risen, F. 95 

K lsheim er, A dam  

Conversion o f  S t P a u l, Frankfurt, Stadelsches 

K unstinstitut 112, 113

4 15



I N D E X  IV . ' NAME S  A N D  P L A C E S

T h e  D e lu g e , Frankfurt, Städelschcs Kunstinstitut 

U3
S to n in g  o f  S t  S te p h e n , E dinburgh, N ational G allery 

o f  Scotland 115 ,12 2  

Enden, M artinus van den 5 5 ,1 4 4 ,i79 >195 
Ernest, A rch d u ke 97 

Escorial 48, 50 

Esdaile, W . 133 

Este C o llection  38 

E w ing, W illia m  164 

Eyck, V an  (?)

T h e  H o ly  W o m e n  a t  th e  S ep u lc h r e , R otterdam , 

M useu m  Boym ans-van Beuningen 42 

Eykens 329 

E ynhoudts, R. 65 , f i g .2 o  
EyI Sluiter, H. van 164

Fanti, V incenzo 181, 183 

Farnese Collection  204 

Fasciani-Escher, A ntonio 190 

Fauci, C arlo  198 i f i g .1 3 4  
Faydherbe, Lucas 

R e s u r r e c te d  C h r is t  (T o m b  o f  A r c h b is h o p  A. C r c u s e n )  
(sculpture), M echlin, St R om uald 33, 34 

Fede, A n ton io M aria 107 

Feldsberg, Parish C h urch  181,183 

Fenwick, T .F itzro y  210 

Ferm o, San Filippo 115, 123 

F lam eng, François 157 

F lo r a  F a rn e se  (antique sculpture) 37, 3s 

Florence 

Casa Buonarotti 204, 206, 215 

Churches 

O r San M ichele 136 

Sta. Maria d el Carm in e 134 

U ffizi 50, 51, 136 
Floris, Cornelis II 34; f ig .2 4  

B ea ti Servi (engraving) 59, 60, 61 

S ta tu tu m  e s t  H o m in e s  (engraving) 01 

Floris, Frans 
A d o r a tio n  o f  the S h ep h e rd s, A n tw erp , K oninklijk  

M useu m  voor Schone Kunsten 150, 174, 178 

A s s u m p t io n  o f  th e  V ir g in , w hereabouts u n kn ow n  

150, 174

R e t u r n  o f  J a c o b ’ s  F a m ily  f r o m  E g y p t  (engraving 

after) 118 

F okke, Sim on 195 

Fontaines, G illes des 243 

Foster, Richard 98 

F ouquet, P. 51 

bouquet, Jean 

H o u r s  o f  E tie n n e  C h e v a lie r  (miniatures), C hantilly , 

M usée C o ndé 136

Fragonard, J.H . 94 
C h r is t ’s  C h a r g e  to P e te r  (drawing), w hereabouts 

u n kn ow n  100 

Francart, J. 158 

Francesca, Piero della 

A n n u n c ia tio n  (fresco), A rezzo , San Francesco 136 

Francken, Frans II 

.4 B a n q u e t in  th e  H o u se  o f  B u rg o m a ste r  R o c k o x , M u 

nich, A lle  P inakothek 81, 84, 86, 88; f ig .4 6  

Franckcnstein, Johann G o ll van 135 

Franke 201

Frankfurt, Städelsches K unstinstitut 112, 113 

Franz I, Prince o f  Liechtenstein 181, 184 

From entin, Eugène 85 

Fraula, C o un t de 195 

Frederick II, the G reat, King o f  Prussia 199 

F'ugger, C o un t Johann M axim ilian  Joseph 162, 

163
Fugger, C o un t O ttheinrich 170, 171

G alle  C. 144, 160 

G alle, P. 227 
T h e  R e s u r r e c tio n  (engraving after P. Brueghel)

32
G alle, T h eodoor 54 

Ganassini, M azzio 

T h e  C o n v e r s io n  o f  S t  P a u l, Prague, N ational G a llery  

132
G ardie, C o un t Jacob G u staf 71, 80 

Gardie, C o un t Pontus de la 72, 80 

G eel, J. F. 34 

G eel, W . van 39 

G eldorp , Gortzius 

P o r tr a its  o f  E lo u ta p p e l a n d  his W ife  C o r n e lia  B oot, 
Leningrad, H erm itage 153 

Genoa 

Palazzo G avotti 55 

Sant’A m b ro g io  112 

G eorge IV, King o f England 144 

G éricault, T . 214
G erm anos, Patriarch o f  C onstan tinople 53-54 

G hen t 
Dom inican A b b ey  2x9 

M useum  voor Schone Kunsten 140, 243 

Ghisi, G iorgio 

R e s u r r e c tio n  (engraving after G. Rom ano) 32 

G ilham , H erbert 39 

Godines, Philippe de 73, 74 

Goesin, A . 185 

G oethe, J.W . von 124 

G oetk in t 206 

G olnitzius, A b rah am  216 

G oltzius, H ubert 53
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G oltzius, H.

F a ll o f  th e D a m n e tI (engraving after Stradanus) 

2 24
G onzaga 49

G oodw in, H enry Sage 185 

G oodw in, W alter L ippincott 185 

G ordon 109 

G ouda, M useum  142 

G ranada 

C o nven to  de San A ntonio 47 

H ospital del R efugio 47 

G rant, W .L . 75,91 

Grasse, Cathedral 46, 111 
G reco, Hi

C o ro n a tio n  o f  the Virgin, Illcscas, H ospital de la 

Caridad 197 

T h e  D e s c e n t o f  the I lo ly  S p ir it , M adrid, Prado 107 

G revens, Anna 151, 155 

G revens, M aria 153 

G reville  Phillips, Mrs. 103 

G rieberr, Benno 03, 201 
Grisar Fam ily 124 

Gros, J. A, 94, 100 

G rup ello , G abriel 

P y ra m id  (sculpture), M annheim  217, 226 

G uercino

T h e  A s c e n t o f  S o u ls  fro m  P u r g a to r y , Bologna, San 

Paolo 243 
Guerini, M archese 198 

G undacker, Prince o f  183 

G ustavus A d olph u s, King o f  Sweden 171 

G ustav III, King o f Sweden 207 

G utm ann, H erbert 198

H aarlem , T ey ler M useum  32 

H aarlem , Cornelis van 

T h e  C o n v e r s io n  o f  St P a u l, Prague, N arodni Galerie

113
H abert, G elaude 219, 234, 230, 237, 238 

H allier 58

H am , Carola von 164

H am ilton, 12th D uke o f  68

H am ilton, W illiam  129

H am pton  C o urt 78

H annem an, Adrian m3

H anover, Niedersächsische Landesgalerie 113

H appaert, J.P. 118, 119

H arm an, Jerem iah 180

Harris, G. 123

H arrison, A n d rew s 133

H artveld , S. 39,124

Hase, M axilian de 201

Hasselaar, P .C . van 51

Hastings, Hlwin 123 

H aurincourt, M arquis d ’ 179 

H azard, James 168 

H eadfort, M arques o f  184 

H ealy, A .A . 68 

H ecquet 108, 164 

H eem skerck, M. van 

C'/irist T r iu m p h a n t o v er  S in  a n d  D ea th , C o p en 

hagen, Statens M useum  for Kunst 59, 60 

H eere, Lucas de 

R esu rr ec tio n  32 

H einrichs, J. A. 55 

H elleputte Schollaert, G. 198 
H eneage Finch, 5th Karl o f A ylesford  164 

H éris 198 

H erm ans 73, 74 

Herp, \V. van 103 

H err, M ichael 103 

H erreyns, W .J. 34,38, 39; /ig.u 
H ertford, M arquis o f  94 

H eseltine, J. P. 2 10  
H eyen 221

Hey w ood H awkins, J. 133 

H ibbert, G eorge 144 

Hirsch, Josef 190, 193 

H olford, R.S. 164 
H ollar, W . 44 

H oogstraten, Sam uel van 
T h e  A n n u n c ia tio n  o f  the D ea th  o f  the Virgin, w h ere

abouts unknow n 136 

Hope, H enry 64, 144 

H orebeke, J. van 207, 208, 229, 236, 237 

H orem ans 236, 237, 238 

H ostitz, Johann 183 

H outappel, Anna 153 

H outappel, Christina 153 

H outappel, Godefridus 151, 153 

H uart, P.L. 232, 239 
Hudson, T. 155 

H uflel, Peter van 243 

Huls, S. van 43, 100, 195 

Hunin, J. 95 

H uteau, L. 221 
H uvbrechts, K dm ond 163

lllescas, Hospital de la Caridad 197

Isabella Clara Kugenia, Infante o f  Spain 21,23 ,97.

too, 107, 158-159 

Isselburg. P. 86

Jabach, K. 220 

Jabach, G .M . 195
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Janssens, A b rah am  

C h r is t  A p p e a r in g  to th e A p o s tle s  w ith  S t  T h o m a s, 
w hereabouts u n kn ow n  85 

Jegher, C h ristoffel 53, 164 

Jelinek 132 

Jode, P. de 92 

Jogues, C h evalier de 238

Johann W ilh elm , D u k e o f  N euburg, E lector Pala

tine 55, 56-57, 103, 107, 114, 163, 165, 166, 204, 

205, 219, 227, 234 

Joly, H ugues-A drien 52 

Jordaens, Jacob 6 4 ,1 1 0 ,2 1 4

T h e  A s s u m p tio n  o f  th e V ir g in , G hent, M useum  

voor Schone Kunsten 140 

S u p p e r  a t  E m m a u s  (drawing), Brussels, M usées 

R oyaux des B eaux-A rts de B elgique 47 

S u p p e r  a t E m m a u s , D ublin , N ational G allery o f  

Ireland 47, 50 

Jullienne 129

Karl-Eusebius, Prince o f  Liechtenstein 181, 183 

Kassel, Staatliche G em äld egalerie  56-57, 204 

K eller, A lb e rt 189 

Kertes, E phaim  201 

Keuninck, Kerstiaen de 

T h e  C o n v e r s io n  o f  S t  P a u l, N urem b erg, Collection  

o f  V .J .M ayrin g  113 

Key, W ille m  

L a m en ta tio n , w hereabouts un kn ow n  57 

L a st S u p p e r , D ordrecht, M useum  45, 47 

K ibble, T h om as 61 

King, E dm und 144 

’ t K int, F. 181 

K lein berger, F. 75

K n e e lin g  V e n u s  (antique sculpture) 204

K night, John 180

K night, R. Payne 220

K nighton, W illia m  64

K now sley H all (Lancashire) 94

Koch, V . 122, 221

Koenings, Franz 120, 122, 133, 184

K oetser, H. 167

K olenyi 123

Krafi't, J.L , 95

K reglinger, C harles 198

Kress, S. H. 180

K üsell, M. 31

Lafontaine 5 1 ,9 4 ,9 8  

L am b erh u rst (Kent), Bayham  A b b ey  75 

Lancelotti, Lucas 179 

Lankeren, J.B , van 91

L an k rin k .P .H . 118 ,119 ,155,156 ,220 ,222,232,239

L a ocoo n  (antique sculpture) 240

Lapide, Cornelis a 194

Larpent, Sophus 161

Larsen, Paul 144

Lasne, M ichel 142

Lauch, Christoph 199

Lauw ers 55
Law rence, Sir T h om as 10 8 ,10 9 ,118 ,119 ,15 5 , 209, 

210, 211, 213, 220, 221, 222, 232, 239 

Laynez 244

L eatham , Mrs. R .E .K . 211

L e d a  (antique sculpture), R om e, G alleria  Borghese

41
Leersse, Sebastiaan 52 

Leiffm ann, M oritz 63

Leipzig, M useum  der bildenden  Kunst 1 17,120 

L e ly  206, 207, 209 

L em pereu r, J.D . 13 2 ,218,232  

Leningrad, H erm itage 57. 69, 12t, 130-131, 153, 

192, 200 

Leonardo da Vinci 

B a ttle  o f  A n g h ia r i (fresco), lost 112 

Leop old  II, K ing o f  the Belgians 75 

Leopold  W ilh e lm , A rch d u ke o f  A ustria  105 

L evy  44

Lier, St G u m m aru s 197 

Ligne, Charles, Prince de 71, 78, 79 ,80 ,195 

L ille, Palais des B eaux-A rts 78, 202, 224, 238 

L inde, H erm ann 63 

L inde, M arie 63 

Lint, P. van  64, 143, 172 

L iphart 232 

Lippi, Filippo 

T h e  A n n u n c ia t io n  o f  th e D e a th  o f  the V ir g in , Flo

rence, Uffizi 136 

L ippm an, F.W . 201 

L loyd, F. 94 

Löhr, H. 189

L o m m elin , A. 44, 172, 177; f i g . m  
London

British M useum  3 3 ,1 0 9 ,112-113, n 5,12 5,2 40  

C o urtau ld  Institute G alleries, Princes G ate C o l

lection 8 ,11 7 ,11 9 ,1 2 5 ,1 4 7 ,1 5 0 ,1 8 7 ,1 9 2  

D u lw ich  C o llege  Picture G a llery  240-241 

M arlborou gh  G allery  94 
N ational G allery  45, 46, 77, 84, 88, 108, 182, 220 

V ictoria  and A lb e rt M useu m  37,96, too, 112,

134
W illia m  H allsborough G allery  101, 123 

Loo, H et 117 

Loon, T . van 

T h e  A s s u m p t io n  o f  the V ir g in ,  Brussels, M usées 

R oyaux des B eaux-A rts de B elgique 140
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Lorenzi, Lorenzo 198 

Lorraine, Charles o f  74 

Loskart, J. 193 

Lucca, D u o m o  76 

Lucretia, M aria Anna 151 
Luyckx, Frans 135, 136, 137; f ig .S o

M adrid

A cadem ia de San Fernando 55 

Descalzas Reales 50 

Palacio de Liria, A lb a  Collection 43 

Prado 46, 86, 96,107, i n ,  156, 182, 210 

San A ndrés de los Flam encos 187 

M ainz, G em äldegalerie  der Stadt 56. 58 
M alcolm , J. 22t 

M alvé 219 

M an, de 43, 47 

M ander, C. V an 32, 59 

M annheim , E lectoral G allery  213 

M ansveld, D aniel 58 

M anteau, G alerie Louis 120 

M antegna, A ndrea 

Bacchanal w ith  a S ilenus  (engraving) 225 

T riu m p h  o f  C aesar, H am pton  C o u rt 78 

M antua, Palazzo del Te 215 
M ariette, P.J. 52, 103, 220, 232 

M ark, V an der 231 

M arkhof, M autner von 200 

M arm ol, C onseiller del 244 

M arseilles, M usée des B eaux-A rts 32 

Masaccio

Life o f  S t Peter  (fresco), Florence, Santa M aria del 

C arm in e 134 

M attei 37 

M augis, A b b é  129 

M aw son 94

M axim ilian, D u ke o f  Bavaria, E lector Palatine 

125

M axim ilian E m anuel, D uke o f  Bavaria, E lector 

Palatine 162, 163, 233 
M ayer, E.J. 124 

M ayring, V .J. 113 

M echel, C. van 

T he C onversion o f  S t P a u l; D efea t o f  Sennacherib  
(engraving) 116 

M echlin  

Churches 

St-Janskerk 210 

St R om uald  33, 34 

M edici, Francesco M aria d e ’, C ardinal 205 

M edici, Ferdinando d e ’, Cardinal 206 

M edici, Ferdinando d e ’, G rand D uke o f Tuscany 

70

M edici, Leopoldo dc', Cardinal 48, 187 

M edici, Maria de', Q ueen o f  France 126-127, 129, 

198

M edole, Parish Church 54 

M elan, A. 142 

M ellaert 133 

M em lin g, Hans 

Last Judgem en t, Danzig, M useum  Pom orskie 24, 

202, 238

M ensaert, G .P . 39, 85, 87, 158, 159, 166, 184, 207 

M ercês, M onastery 64 

M erlen, V an 48 

M eyssens, 1.

The A ssum ption  o f  the Virgin (engraving after

C. Schut) 140 
M ichel, J. F. M. 85, 158, 159, 166, 184, 243 

M ichelangelo 

Battle o f  the Lapiths an d  C en tau rs  (sculpture), Flo

rence, Casa Buonarotti 204, 206, 215 

Battle o fC a s c in a  (drawing), Vienna, A lbertina

154
The C onversion o f  St P a u l (fresco), Vatican, C apella  

Paolina 1 1 2 ,1 1 5 ,1 2 1 ,1 2 5  

The C onversion o f  St P au l (engraving after) 115 

D a v id  (sculpture), Florence, Accadem ia 38 

Last Ju d g em en t (fresco), Vatican, Sistine Chapel 

24, 25, 26, 202, 205, 224 

Leah (sculpture), Rom e, San Pietro in Vincoli 38 
R isen  Christ (sculpture), Rom e, Santa Maria sopra 

M inerva 54, 57 

Sistine C eilin g  (fresco), Vatican, Sistine Chapel 

118

T ity u s  (drawing), W indsor Castle, Royal Library 

227 

M ichiels 71 

M ichielsen, Jan 25 

M ilan, Brera 47 

M ildert, Hans van 73, 168 

T the A ssu m p tio n  o f  the V irg in , Sint-Joost-ten- 

N oode (Brussels), Church 166 

M iles, Sir Philip 123, 133 
M olanus, Joannes 34, 54, 139 

M om p er, Joos de 

The C onversion o f  St P au l, H anover, N ieder

sächsische Landesgalerie 113 

M onconys, Balthasar de 159 

M ond, Sir R obert 155 

M ons, S tW au d ru  32 

M ont, Frederick 180 

M onte, C lara del 52 

M ontesquieu 123 

M ontarcy, L .T . de 1 1 0 - in  

M orand 61

M oretus, Balthasar II 33
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M oretus, F.J. 34

M oretus, Jan I 25, 31, 33, 35, 36, 70, 7t 

M oretus-de Pret, M aria Petronella 34 

M organ-G ranville-G avin, T . G. B. 18r 

M orritt, H .E . 129 

M oscow, Pushkin M useum  85 

M oser, K. 200 

M uller 60 

M unich

A lte  P inakothek 22,27, 33, 52, 57,66, 81, 84, 86, 
104, 106, 114, 116-117, 119-120, 125-129, 161, 

162, 165, 203, 204, 218 

Bayerische Staatsgem äldesam m lungen 42, 162 
H ofgartengalerie 55, 103, 114, 166, 213, 219, 234 

M urm ann, C hristoph the Y ounger 170 

M urray, C. Fairfax 221

Musson, M atthys 126, 129, 142, 172, 226, 228, 229 

M uziano, G irolam o 

C h r is t ’s  C h a rg e  to  P e te r , R om e, Santa Maria degli 

A n geli 26, 100

Nadal, Jerom e 13 9 ,19 1,19 6  
N agler, K. F. F. von 222 

N ah l,J.-W . 155, 167 

Nancy, M usée des Beaux-A rts 111-112  

N audon 61 

NeefTs, Jacob 

C h r is t  a n d  the P e n ite n t S in n e r s  (engraving) 56, 

58
Nem es, M arczell von 91, 123, 201

N em ius, Gaspar 74

N erot, M aria 42

N estel 179

N eub u rg

Jesuit C h urch  and C o llege  103, T04, 107, 201, 

203, 204, 205 

St P eter’s Church  204 
N ew  Y ork 

B rooklyn  M useum  68 

K leinberger G alleries 189 

M etropolitan  M useum  o f A rt  54, 55,86,88,119, 

128, 196 

Nichols, R. P. 180 

Nicolié, Joseph Christian 172 

N ieuw enhuys, C.J. 9 1,9 4 ,9 8  

N oirteer 127

Noie, A ndries de 1 5 1 ,1 5 3 ,1 7 6  

N oie, Jan de 176 ,177  

N oie, R obert de 153, 176, 177 

N oort, L. van 

T h e  R e s u r r e c tio n  (drawing), H aarlem , T eylcr 
M useum  32 

N orbertus a Sancta Juliana 73

N orm anton, Earl o f  197 

N orth um berlan d , Earls o f  123 

N orthw ick, Lord  (John Rushout) 91 

Nos, P. van 238 

N ouri 152

N ow okradsky, F.-A. 214 

Nutius, M artin  139 

N uvolon e, Panfilo the Elder 
T h e  A n n u n c ia tio n  o f  th e  D ea th  o f  th e V ir g in ,  C re 

m ona, M useo Civico 136

O b erholtzer, Hans 66, 106 

O gd en  M ills 75 

O llive , A . 164 

O m m en , O tm a r van 33 

O om s-van Ecrsel, M m e K arel 135 

O ppen h eim er, H. 155 

O range, Prince o f 114 

O rcagna, A ndrea 

T a b e rn a c le  (sculpture), Florence, O r San M ichele 

136
O rley, J. van 223

O rley, R. van 223

Orsay, C o m te d ’ 144

O ttley, W illiam  Y oun g 184, 209, 210, 211

O udaan, M . 164,168

O xford

A shm olean  M useum  85, 118, 211 

Christ Church  C o llege 241 

D raw in g School 221

Paillet 219

Paleotti 34
Palom ino, A. 50

Paludanus, J, 54
Pandern, E gbert van 53 ; f ig .2 0
Panné, Ph. 185

Panneels, W ille m  162, 163; f ig .  105 

Papebrochius, D. 72, 150 

Paris

Institut N éerlandais 206 

M usée C en tral 43, 81, 87, 90, 91, 179 

M usée du Louvre 25, 34, 3 9 ,4 5,46,47,49,65,78 , 

192, 215, 218, 227, 240 

StEustache 43 
Parm a, G alleria 32, 243, 244 

Parm igianino 

S t  P e te r  a n d  th e  L a m e M a n  (w oodcut after Ra

phael) 134 
Passeri, B.

T h e  A s s u m p tio n  o f  th e  V ir g in  (engraving after)

143
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T h e  R ecep tio n  o f  the V ir g in  in to  H ea v en  (engraving 

after) 191

R es u rr e c tio  C h r is t i  G lo r io sa  (engraving after)

59
Passignano

T h e  A s c e n t o f  S o u ls  front P u r g a to r y , Parm a, G alleria 

244
Patinir, Joachim 

T h e  A s s u m p tio n  o f  th e V ir g in , Philadelphia, 

M useum  o f A rt 138 

Pauwels, F. 181 

Pecquius, C hancellor 178 

Peel, Sir R obert 108, 220 

Peircsc 129 

P eltzer, R. 221 

P em broke, T h om as 144 

Perez, Adriana 8 1,8 4 ,8 9 ,9 0 ,9 1  

Perez, Louis 90

P etegem  (Oudenaarde), A bbey o f  the Urbanist 

Fathers 199 

Petel, G eorg 170 

Peterle 60
Philadelphia, M useum  o f A rt 8, 138, 215, 225 

Philip II, King o f  Spain 97 

Philip III, King o f  Spain 97 
Philip IV, King o f  Spain 48, 50 

Philipp L udw ig, D uke o f  N eub u rg 204 

Philipp W ilh e lm , Count o f the Palatinate 

108

Philipps, Laurence 240

Philipps, Hon, W ogan 240

Philipps, Sir James Hrasmus 240

Phillips, Sir T h om as 209-210

Pianta, G iuseppe A ntonio 31

Picart, Jean 126-128, 129, 228, 229

Piles, R oger de 51, 126, 127, 225, 226, 227,

229

Pinney 94, 98 

Pitschaft 219
Plantin, Christopher .33, 142 

Plantin, M artina 31, 33, 36 

Plantin-M oretus fam ily 138,139 

Ploos van A m stel, Cornelis 164. 207 

Poggio Im periale 36 

P om m eraye, G uyot de la 164 

Pontius, P. 27,72, 106, 107, 108-109, 146, 164, 167- 

168, 169, 195 i f i g .6 2 ,  63, 107, 10X 

Pordenone

A s s u m p t io n  o f  th e  V ir g in  (fresco), Treviso, C ath e

dral 25, 141 

G o d  the F a th er  a n d  A n g e ls  (fresco), Treviso, C ath e

d ral 150, 192 

P otem kin  91

Potsdam , Sanssouci 69, 85, 97, 164, 19t)

Pourbus, Pieter 

L a st J u d g e m e n t, Bruges, G roeninge M useum  24, 

203, 224 

Prague 

C hurch  o f  St Stephen 60 

N arodni Galerie 60, 113, 132 

Pratt, Jeffreys, second Harl and first M arquis o f 

C am den 75 

Pret van F.rtborn, Baron de 172 

Procaccini, F.rcole 

T h e  C o n v e rsio n  o f  S t P a u l, Bologna, S. C.iacomo 

M aggiore 112 

Provost, Jan 
L a st J u d g e m e n t, Bruges, G roeninge M useum  

55
P u d ic itia  (antique statue) 41 

Purling, John 144

Q uellinus, F.rasmus II 

T h e  A s ce n s io n  o f  C h r is t  (oil sketch), w hereabouts 

unknow n 10 2; f ig .  j j  
T he Seven P r in c e s  o f  M i la n , Brussels, M usée C o m 

m un al (Maison du Roi) 102, 103

Raim ondi, M arcantonio 

A le x a n d e r  P la c in g  the W o r k s  o f  H o m er  in th e  S a rc o 
p h a g u s  o f  A c h ille s  (engraving after Raphael) 

143, 161-162 

Ranier, P. 185 

Raparini 217

R a p e  o f  P ro se rp in e  (antique re lie f on a sarcophagus), 

Rom e, Palazzo Barberini 215 

Raphael 25, 34 
T h e  A s s u m p tio n  a n d  C o ro n a tio n  o f  th e  V ir g in ,  V ati

can, M useum  191 
A le x a n d e r  P la c in g  th e  W o r k s  o f  H om er in th e  S a rc o 

p h a g u s  o f  A c h il le s  (fresco), Vatican, Stanza della 

Segnatura 140, 143, 161-162 

B lin d in g  o f  F .lym as, London, Victoria and A lb ert 

M useum  37 

C h r is t 's  C h a rg e  to P e te r  (cartoon), London, V ic

toria and A lb ert M useum  96, 100 

T h e  C o n v e rsio n  o f  S a u l (tapestry after) 112, 12t 

F ire  in the B org o  (fresco), Vatican, Stanza del Borgo

235
S t P e te r  a n d  the L a m e M a n  (cartoon), London, 

Victoria and A lb e rt M useum  134 

R atzer, John H. 44 

R egem orter, Van 177 

R egout, G eorges 101 

R eim ann, A lb ert 213 

Reinisch.J. 181
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R em bran d t 

T h e  I n c r e d u lity  o f  S t  T h o m a s, M oscow , Pushkin 

M useum  85 

S u p p e r  a t  E m m a u s, Paris, M usée du L o uvre  47 
R em bran d t (?)

S u p p e r  a t  E m m a u s , Copenhagen, Statens M useum  

fo r Kunst 47 

R em é, G .A . 8 1,8 7 

Reni, G uido 

T h e  A s s u m p t io n  o f  th e V ir g in , Bologna, Pieve di 

C en to  140 

R enner 81, 87 

R eyngodt 106,108

R eynolds, Sir Joshua 118, 119, 155, 158, 160, 222, 

227, 232, 239 

Richardot, Jean 37

Richardson, Jonathan 152, 155, 157, 168, 184, 222 

R ichelieu, D u c de 127-128, 219, 226-227, 230,234, 

137
R icketts, Charles 218 

R idder, A u gu st de 75 

Rio, Johannes D el 175,178  

Robyns, M . 212 

Robinson, Sir J.C . 210, 221 

R obit 61

R oche-G uyon et de la  R ochefoucauld d ’Enville, 

Louis, D uc de la 123 

R ochlitz, G ustav 164

R ockox, Nicolas 2 5,4 1,46 , 57,62,8 1, 84, 86, 88-89, 

90, 91, 93, n o , 113, 176 

Rodin, A u gu ste 90 

Rodrigues, E. 184 

Rom anino

S u p p e r  a t  E m m a u s , Brescia, Pinacoteca Tosio e 

M artinengo 49 

Rom ano, G iulio 

F a ll o f  th e  T ita n s , M antua, Palazzo d el T e  215 

R e s u r r e c tio n  (engraving after) 32 

R om e 

Churches 

G esù 243

San Pietro in V incoli 38 

Santa M aria degli A n geli 26, 100 

Santa M aria d el P opulo 125 

Santa M aria della  Victoria 153 

Santa M aria sopra M inerva 54, 57 

San M arcello  al Corso 115, 125, 128 

San Pietro in M ontorio 153 

G alleria Borghese 3 6 ,4 1 ,1 1 1  

G alleria  D oria 112, 113, 12 1,12 5 , 128 

M useo Torlonia 41 

Roore, de 42 

Roose n o ,  113 
R oose,Jan 113

Rooses, M ax 39, 85 

Rosa, J. 149

Rosaspina, Francesco 234, 238 

Roscoe, W . 99, 100 

R osenberg 179 

R ossem ium , M artin u m  151 

R otterdam , M useum  Boym ans-van Beuningen 

8, 42, 46, 123, 206, 217 

R ougent, Stephen 133 

R oupell, R .P . 210,232,239 

Roussel, V alentin  91 

R ubem pré, Prince de 244 

Rubens, A lb e rt 51, 52 

Rubens, Philip  226, 228 

Ruffo de Bonneval de la Fare 58 

Ruskin, John 221 

Russell, W illia m  129, 131, 232 

R yckm ans 86 

Ryhiner, A ch ille  103

Sadeler, J.

C h r is t  T r iu m p h a n t  o v er  S in  a n d  D e a th  (engraving 

after M . de Vos) 59 ', f ig -3 0  
Salviati

T h e  C o n v e r s io n  o f  S t  P a u l,  R om e, G alleria D oria 

112, 113, 121, 125, 128 

Salzburg, R esidenzgalerie 39 

Sanden, Jacob van der 84 

Sanders, Charles 163, 180 

Sanderus 72, 73, 74, 203 

Sandrart 47, 51, 105, 108
San Francisco, M .H . D e Y ou n g M em oria l M useum  

43
Santi di T ito  

In c r e d u lity  o f  S t  T h o m a s, Borgo San Sepolcro, 

Cath ed ral 86 

Sarbievius, M, 102 

Sarens 64 

Sartor, J .C . 55 

Saxony, E lector o f  207, 209 

Scarisbrick, Charles 61 

Schaap, G errit 117 
Schall, Johann 170-171 

Schleif, Fritz, C o nsul 114 

Schleissheim, Castle 162, 163, 201 

Schm idt, J. 214 

Schm itt, Richard 181 

Schm ittm an 164 

Schnitzler, A rth u r von  201 

Schollaert, François 198 

Schorel, V an 129, 168, 180 

Schotte, Charles 182 

Schotte, Johannes A n gelus 182-183
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Schotte, M agdalena de 42 

Schotte, Th eodorus 182-183 

Schoutens 197 

Schrieck, Désiré van den 198 

Schubart, M artin  189 

Schut, A driaen 177 

Schut, Cornelis 153,159 

T h e  A s s u m p tio n  o f  th e  V ir g in  (engraving after)

140

Schwarz, E. 189 

Scribani, Carolus 153 

Sedelm eyer 64, 91, 123, 163 

Seghers, G erard  72-74 
C h r is t  a n d  th e  P e n ite n t  S in n e r s  (engraving after)

56
Seilern, C o un t A ntoine 114, 210 

Senseau,Joseph 185 

Severus, A lexan d er 36 

Sevilla, Juan de 

S u p p e r  a t  E m m a u s, G ranada, C o nven to  de San 

A ntonio 47 

S u p p e r  a t  E m m a u s, G ranada, H ospital d el Refugio 

47
Seyffers, L. 64

Shannon, Charles H. 218

Siena, M useo d e ll’O pera del D u om o 136

Sim on, N orton 39

Sint-G illis (Brussels), Discalced Carm elites 193 
Sint-Joost-ten-Noode (Brussels), C h urch  166 

Slatkin G alleries 157 

Snijders, Frans 143 

Soens, Jan 

R e s u r r e c tio n , Parm a, M useum  32 

Som pelen, P. van 44 

Sotheby, James 144

Soutm an, Pieter 107, 120, 123, 213, 216, 223, 231 

C h r is t 's  C h a r g e  to  P e te r  (engraving after Raphael) 

100; f i g .  y  7 

Soutm an, P. (attributed to)
T h e  I n c r e d u lity  o f  S t T h o m a s, O xford , A shm olean  

M useum  85 
Spangen, J. van 42 

Speelm an, E. 180 

Spencer-Churchill, E .G . 213, 233 

Speyer, G allery  114 

Spranger, B.

C h r is t  T r iu m p h a n t  o v er  S in  a n d  D e a th , Prague, 

C h u rch  o f St Stephen 60 

C h r is t  T r iu m p h a n t  o v e r  S in  a n d  D ea th , Prague, 

N ational G allery 60 

Sparre, C o un t G u staf A d o lf 71 

Spruyt, P. 95
Stanley, James, 10th Earl o f D erby 94 

Steen, F. van den 135, 136, 137; f ig - $ i

r  Steinm etz, J. 234 

Steinm eyer 124 

Stettiner, Pietro 75 

Stiebel 179 

Stim m er, T.
T h e  C o n v e r s io n  o f  S t  P a u l  (woodcut) 117 

Stockholm , N ationalm useum  213 

Stols, Dr. M. 207

Stoop, Jacques 208, 219, 229, 230, 234, 237 

Stoopendael, D aniel 207 

Strachan, W . 164 

Stradatius, J.

F a ll o f  th e  D a m n e d  (engraving after) 224 

Stroo, Cornelis 207 

Suerm ondt, Barthlod 219 

Suyderhoef, J. 2 14 ,216  
Sw anenburg, W . 44, 46, 47; j i g .  t j  
Szarvasy, F.A . 95

Tassaert, J.-P. 93 
Tassel, R. 44 

Tassis, Canon de 129 

T aylor, G eorge W atson 64 

Tem pesta, Antonio 

D ea th  o f  S en n a c h e r ib  (engraving) 117 

Teniers, D avid II 

In te r io r  o f  a n  A rtist’s S tu d io , w hereabouts 

un kn ow n  197 

Teniers, D avid III 93 

Terne, Francisci du 150 

T ersm itten  103, 109 

Tessin, N icodem us 10 3,197,229  

Th ayer 200 

Thiébaud, Canon 39 

Thom as, G.

S tu d io  o f  a Y o u n g  P a in te r , w hereabouts unknow n 

8 1 ;  f i g -47 
T h orn h ill, Sir Jam es 220 

T h u ld en , T h eodoor van 44 

T intoretto  26, 112 

T h e  A s s u m p tio n  o f  th e  Virgin, Venice, Santa Maria 

Assunta 140 

T h e  C o n v e rsio n  o f  S t  P a u l, Venice, Scuola di San 

Rocco 115

L a s t J u d g e m e n t, Venice, M adonna d e ll’O rto  203 

R e s u rr e c tio n , Venice, Scuola di San Rocco 32 

S u p p e r  a t E m m a u s, Paris, M usée du Louvre 25 

Tirinus, J. 86 

Titian
A s s u m p t io n  o f  the V ir g in ,  Venice, Frari 24, 25,

139-140
C h r is t  A p p e a r in g  to  th e  V ir g in  M a r y , M edole, 

Parish Church  54, 56
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T h e  C o n v e rs io n  o f  S t  P a u l (w oodcut after) 112 

T h e  D e s c e n t o f  th e  H o ly  S p ir it , Venice, Sta Maria 

della  Saluta 107 

S t M a r y  M a g d a le n  in  P e n ite n ce  57 

S u p p e r  a t  E m m a u s, Paris, M usée du Louvre 45 

T o ledo (Ohio), T h e T o led o  M useum  o f A rt 200 

T o nn em an ,J . 164 

T o o th ’s 128 

Tournai 

A cadem y 243 

C athedral 21, 243-244 

Treviso, C ath ed ral 2 5 ,1 4 1,19 2  

Triest, A ntonius 124 

Trognesius, D. 150 

Truchsessian 133 

T u ck er M urray, J. 55 

T urin, G alleria Sabauda 134 

T urn er, Percy M oore 129

U nger, Julius 199

V ad u z, Prince o f Liechtenstein 7, 118, 125, [28, 

131, 193-194 
V alckenborch, F. van 

T h e  C o n v e r s io n  o f  S t P a u l, Budapest, private col

lection 113

Valenciennes, M usée des Beaux-A rts 7, 71, 117

Valparaiso, M onastery 213

V atican
M useum  38, 112, 115, 121, 134, 191 

Sistine Chapel 24, 25, 26, 118, 202 

Stanza d el Borgo 235 

Stanza della Segnatura 140, 143, 161-162 

V een, O tto  van 24 

C o ro n a tio n  o f  th e  V ir g in  (sketch), Châlons-sur- 
M arne, M usée des Beaux-A rts 17 4 ,19 t 

P e n ite n t S a in ts  b e fo re  C h r is t , M ainz, G em äld e

galerie 56, 58 ; f g . 2 i  
P o r tr a it  o f  A d r ia n a  P e r e ç , w hereabouts unknow n 

90

V elazq u ez 50 

V elde, F. van de 67, 70 

V eneziano, Agostino 

T h e  H o ly  W o m e n  G o in g  to th e  S ep u lc h r e  (engraving) 

41
Venice 

Churches 

Frari 24, 25, 139-140 
M adonna d e ll’O rto  203 

Sta M aria Assunta 140 

Sta M aria dei C rociferi 140 

Sta M aria della Salute 107

Palazzo D ucale 224, 238 

Scuola di San Rocco 32, 115 

V enne, V an  der 237-238 
V en n et van Biesum , G illes Van der 234 

V erb ru ggen , D .H enricus 73 

V erm eu len , Peter 176, 178 

V erm eyen , Jan 32 

V eronese
T h e  A s s u m p tio n  o f  th e  V ir g in , w hereabouts u n 

kno w n  140 
S u p p e r  a t E m m a u s, Paris, M usée du Lo uvre 46 

S u p p e r  a t  E m m a u s, R otterdam , M useum  Boy- 

m ans-van Beuningen 46 

V ervo o rt 165-166 

Vico, E.

T h e  C o n v e r s io n  o f  S t P a u l (engraving after Salviati) 

X13 
Vienna

A k ad em ie  der bildenden Künste io i ,  196, 211, 

215, 225 

A lb ertin a  77, 120, 154 

B elvedere 149 
C zernin  C ollection 39 

Galerie St Lucas 11 3 ,1 1 4  

Im perial Collections 149 

Kunsthistorisches M useum  27, 41, 113 ,150 ,157 , 

187, 200, 203-204 

Liechtenstein Collection  183 

Vilain, M axim ilian  243 

V in ck  de W esel 64 

V inckenborch  
R e s u r r e c tio n  o f  C h r is t  (R o s a r y  s e r ie s) , A n tw erp ,

St Pauls 33 

Visscher, C. 208, 212, 213 
Visscher, C.J.

T h e  A s c e n s io n  o f  C h r is t  (engraving after A braham  

van D iepenbeeck) 102 

Visscher, Nicolas 102 

V lerick , Pieter 

R e s u r r e c tio n  32 

V orsterm an , L. 27, 36, 40, 41, 42, 215, 219, 226; 

f i g . 7. 10, t i

S t  F r a n c is  o f  A s s is i Receiving th e  S tig m a ta  (engra

ving) 43 
V os, Cornelis de 

R u b e n s -S a lo n , Stockholm , N ation alm uscum  

213; f ig .  13 6  
Vos, Jan 117 

Vos, M arten de 

T h e  A s s u m p t io n  a n d  C o ro n a tio n  o f  th e  V ir g in  (en

graving after) 138 , f i g . 8 j  
C h r is t  T r iu m p h a n t o v er  S in  a n d  D e a th , A n tw erp , 

K on in klijk  M useum  voor Schone Kunsten 

24, 62, 76, 83 ; f ig .3 9
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C h r is t  T r iu m p h a n t o v er  S in  a n d  D ea th  (engraving 

after) 59, 61, 70 

T h e  C o n v e r s io n  o f  S t P a u l (engraving) 112 

T h e  D esc e n t o f  th e H o ly  S p ir i t  (drawing), London, 

British M useum  107-108 

V redem an  de Vries 34, 59-60, 63; Jig . 23, 2 s 
V ricndt, M ichiel 177 

Vriendts, N, 192

W aagen 131

W acker van Zoon, H endrick de 51 

W aldner, Berthold 114 

W alker, Ian 40 

W arren, S.D. 68

W ashington, National G allery o f A rt 215 

W astelius, Petrus 74 

W atson 99 

W ebb , John 178 

W edells, Siegfried 163 

W eiss, the Misses 180 

W ellington, D uke o f  211 

W enzel, Prince o f  Liechtenstein 183 

W'est, Sir Benjam in 220 

W estall, Richard 51,94 .98  

W estm inster, D ukes o f  132 

W eyden, R oger van der 

A lta r p ie c e  o f  th e V ir g in ;  C h r is t  A p p e a r s  to I lis  
M o th e r , N ew  York, M etropolitan M useum  o f 

A rt 54, 55 , 196 
A l t a r p i e c e o f  th e V ir g in  (r e p lic a );  C h r is t A p p e a r s  to 

H is  M o th e r , Berlin-D ahlem , G em äldegalerie 

der Staatlichen M useen 54, 55 

T a ll o f  th e  D a m n e d , Beaune, H ôtel-Dieu 24, 224 

W ierix, H ieronym us

The A s s u m p tio n  o f  th e  Virgin (engraving after

B. Passeri) 143; J ig ..Sa 
C h r is t  T r iu m p h a n t o v er  S in  a n d  D e a th  (engraving 

after M . de Vos) 01 

T h e  R ecep tio n  o f  the V ir g in  in to  H ea v en  (engraving 

after B. Passeri) 191 ; Jig . 1 1.X

R esu rr ec tio  C h r is t i  (llo r io s a  (engraving after

B. Passeri) 59 

W iesner, Franz 95 

W ijntgis, M elchior 195 

W ildens, Jan 219, 228, 234, 236-237, 238 

W ildens, Jerem ias 228, 234, 236 

W illebroeck, Baron 133 

W illem s, Maria 66

W illiam  II, King o f  the N etherlands 94, 232 

W ilton  House 144

W indsor Gastle, Royal Library 218, 227 

W in kw orth  68

W it, Jacob de 39, 4 3 ,5 1,6 7 , 70, 73, 85, 87, 146, 168,

195, 197
W itdoeck, H. 27, 48, 52, 53,65, 184, 187, 188;

j i g . n .  tfi, U), l i t ) ,  J2~

W ittig, R. 200

W ladislaw  IV, King o f Poland 123, 126-128 

W olfg an g W ilh elm , D uke o f N euburg, Count 

Palatine 21, 66, 104-106, 108, 109, 203, 227 

W olschot, J.F. 64 
W olters 213

W oodburn, S. 209, 210, 218, 232, 239 

W oods Bliss, Mrs. R obert 155 

W oum ans, C. 172 

W outers, L. 184 

W ubbels, Jan 57

Yarm outh, Lord 144

Zanetti, D om enico 

A s s u m p tio n  o f  the V ir g in , N euburg, Jesuit Church 

205 
Zuccaro, F.

T h e  A s ce n t o f  S o u ls  f r o m  P u r g a to r y , Rom e, Gesti

24.Î
T h e  C o n v e rs io n  o f  S t P a u l, Rom e, San M arcello al 

Corso 115, 125, 128 

Z un dert, Parish Church  168
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