























Foreword

The occasion of this Exhibitton, which owes its existence to har-
monious co-operation between the Belgian State and the City of
Antwerp, is the four hundredth anniversary of Rubens’s birth, which
talls on 28 June 1977.

At the outset it appeared a bold venture to organize the first great
displav ot Rubens’s works at a time when museums throughout the
world are reacting against the unbridled enthusiasm for exhibitions
which is threatening the physical condition of unreplaceable master-
picces belonging to the patrimony of European culture.

[t was justly feared that many foreign museums would not be anxious
to part with such priceless treasures as the paintings, oil sketches and
drawings of Rubens, the most universal of artists. Moreover it was
soon evident that other countries too wished to commemorate the
four hundredth anniversary of his birth. Muscums in Vienna, Cologne,
London, Paris, Leningrad and Florence were planning exhibitions, less
comprehensive than ours but nevertheless important. This interna-
tional interest testifies to high appreciation of the art of the Flemish
baroque painter whose work expressed in such a manyv-sided fashion
the principal ideas of seventeenth-century Europe. The humanistic atti-
tude to life, and the Counter-Reformation movement within the Roman
church, were the chief sources of inspiration that governed his artistic
vision.

The energy and enthusiasm with which the organizers of the exhibi-
tion have worked for the past three vears have been crowned with
success. No fewer than 109 paintings and sketches and 64 drawings
have been assembled from various countries of Europe and overseas.
Not all works by Rubens that lie close to our hearts could be brought
to \ntwerp. I have in mind, for instance, certain portraits of the Mas
ter’s witty, modest and devoted first wife, Isabella Brant, his sccond
wite Helena FFourment with her luxuriant beauty and love of lite, and
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his charming daughter Clare Serena. I also remember the self-portrait
in which he depicts himself as an old, tired man awaiting the approach
of death.

The ideal exhibition can only exist in dreams; and, as the Antwerp
poet Willem Elsschot put it, “dream and deed are divorced by laws
and man-made difficulties.” Many a canvas or panel could not be trans-
ported because of its size or condition. Many museums wanted to keep
particular works so as to organize their own contribution to the Rubens
celebrations. All the more gratitude i1s owed to those institutions and
persons who, in an unforgettable gesture of fellowship, have parted
with some of their most precious possessions for the purpose of this
exhibition.

I would have liked to name here every single one of those who
have helped in this way, but they are so numerous that I must refer
readers to the list on another page. It is a source of rejoicing that
so many have understood what Rubens means to our people. He was
the ““child of fortune” of the City on the Scheldt, who lived in a
time of strife and social misery but who, whith his exceptional talent
and knowledge, his amazing energyv and strength of character, con-
quered the world not by force but by the magic of his art and the
generosity of his disposition. His gifts and achievements are still alive
in the minds of his fellow-countrvmen, and even more in their hearts.

[ therefore venture, on behalf of the people of Antwerp, to express
profound and respectful thanks to His Majesty King Baudouin, who
has graciously accorded his high patronage to this exhibition. Many
are the representatives ot our Royal House abroad who have exerted

themselves to secure a favourable response trom the directors of

museums to the requests addressed to them by the College of Mavor
and Aldermen of the City of Antwerp.

| cannot in this introduction name all those.who have contributed
in once wayv or another to the success of the exhibition. As far as the
Municipality is concerned, however, I will mention here especially Mr.
J. Van Elewijk and his successor Mrs. L. Detiege, Alderman tor Cul-
tural Aftairs.

[ would also recall that both Unesco and the International Council
of Muscums have been good enough to bestow their patronage on

the exhibition.
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Introduction

The Antwerp Municipality did not wish to leave uncommemorated

the four hundredth anniversary of Rubens’s birth, which falls on 28

June of this vear. The outline programme for the commemorative exhi-

bitions and other art manifestations, approved in principle by the Col-

lege of Mavor and Aldermen on 25 January 1974, already envisaged
;

a major exhibition of Rubens’s works, to
be held in the Roval Fine Arts Museum.

as the ‘“‘focus of attention’

There has not previously been such a comprehensive and svstemati-
callv arranged exhibition as the present one, devoted entirely to
Rubens’s art and comprising finished paintings, oil sketches and draw-
ings. Many of the master’s works have of course been secen in carlier
exhibitions such as Flemish Artin London (1953) and 7he . 1ge of Rubens
in Brussels (1965), and art lovers will also recall the fine collections
of oil sketches and drawings shown respectively at Rotterdam in
1953-54 and in the Rubens House at Antwerp in 1956. Mention could
also be made of several smaller Rubens exhibitions such as that held
in London in 1950, which included paintings, oil sketches and draw-
ings; but these were naturally less varied and comprehensive than the
onc¢ 1 now have the honour to introduce.

IFor those who were concerned in its organization this exhibition
certainly constituted a challenge, as its success was by no means a
foregone conclusion. There can in fact be no such thing as an ideal
Rubens exhibition, as the organizers were well aware; and it was clear
from the beginning that many pictures could not be moved trom their
present location on account of their size or state of conservation, or
because of the fragility of the panels on which theyv are painted.

The tact that other countries were also mounting Rubens exhibitions
in 1977 might have constituted an additonal problem, but it was solved
to the satistaction of all concerned thanks to the spirit of good under-

standing and co-operation of the foreign organizers. It should be noted



with particular gratitude thar as a general rule priority in this respect
was given to Rubens’s citv of Antwerp.

That this exhibition has been organized in spite of the difficulties
referred to and of inevitable disappointments is due first and foremost
to the kind co-operation of so many museums and collectors. We are
deeply conscious that it has been a sacrifice for them, especially in
this anniversary vear, to part with such priceless possessions. Some
of these are works that are normally never lent, and we are profoundly
grateful to those who have made exceptions to this rule in order to
further the design of the City of Antwerp to confer international
honour on Rubens by organizing this exhibition. The fact that His
Majesty King Baudouin has graciously accorded his Roval Patronage
to the exhibition, and that it is being held under the auspices of UNESCO
and the International Council of Museums, constitutes an honour and
a recommendation that we value most highly.

[t is impossible to name here all the many persons who have contri-
buted to the exhibition’s success. Iirst and foremost 1 would thank
Mr. J. van Elewvck, formerly Alderman for Cultural Affairs of the
City of Antwerp, for his personal contribution. Next come the
members of the Exibitions Working Group, who designed the overall
programme, after which smaller groups were set up tor each separate
exhibiton, including this one. The task of supervising the whole com-
plex of arrangements for the Rubens Year 1977, and of acting as a
link and stimulus between the working groups and the College of
Mavor and Aldermen, fell to the Co-ordinaton Committee aided by
the Budget and Finance Working Group, whose role must certainly
not be underrated. The Public Relations Working Group has ensured
wide publicity for the exhibition as well as for the whole commemora-
tive programme.

The Municipality of Antwerp was aware from the beginning that
this exhibition far exceeded the resources of the City alone, and that
the co-operation of the Ministry for Netherlands Culture would be
indispensable. We are therefore glad that representatives of that
Department plaved an effective part from the outset in the activitv
of the Exhibitions Working Group and the Co-ordination Committee.

We extend our sincere thanks for the moral and financial support
provided by Mrs. Rika De Backer-Van Ocken, Minister for Nether-
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lands Culture in the Belgian Government. Thanks in part to her untir-
ing ¢ood offices with her Government colleagues, especially MM.
Defraigne and Olivier, successively Ministers of Public Works, the
restoration and reorganisation of the I'ine Arts Muscum building that
has been considered necessary for vears was carried out, thus creating
the opportunity to exhibit works lent for the occasion in conditions
that displayv them to the best advantage. We also thank the relevant
departments of the Ministry of Public Works for what theyv have
achieved in this connection in a very short time.

The co-operation of the Ministry of Foreign Affairs, especially its
Direction for Cultural Relations, has been particularly valuable in
organizing the exhibition. We are also most grateful for the co-opera-
tion of Their Excellencies the Ambassadors in Brussels of countries
that have sent works to be exhibited. Requests for help were never
addressed in vain to Belgian Ambassadors in foreign countries and
to their staff.

[ express my thanks to the Commissariat-General for Tourism, the
Belgian Radio and Television and the Postal services, which have done
much to arouse interest, both in Belgium and far afield, for the Rubens
Year 1977 and for this exhibition in particular.

[ also thank the scientific and research staft and other personnel
of the Roval F'ine Arts Museum, and our own Municipal Directorates
and Services. | would mention more particularly the Iirst, Fourth and
Sixth Directorate, the Services of Works and Tourism, the Information
Department of the Secretariat, and the Secretariat of the Rubens Year
1977. The Education Service of the Fine Arts Musecum and that of
the Municipal Museums have already done much preparatory work
and are ready to assume the responsibility of guiding the public.

Last but not least, I would mention three members of the Working
Group concerned with this exhibition who have done their utmost
tor vears to make this culmination of the Rubens celebrations a reality.
These are Mrs. Gepts, Curator-in-Chief of the I'ine Arts Museum,
who had also to cope with the difficult problems connected with the
restoration and reorganization of the Muscum building ; Professor Dr.
Ir. R.-A. d’Hulst of Ghent University, whose advice as an outstanding
expert on Rubens was sought at a very carly stage and whose valuable
co-operation has continued ever since; and M. I'rans Baudouin, Cura-






Excplanatory Note by the Working Conmittee

The purposc of the Working Committee for this Exhibition has been
to give as clear and many-sided a picture of Rubens’s work as possible.
Works have been chosen from all the various genres which the Master
cultivated, and we have endeavoured to illustrate the development of
his style at different periods.

The exhibition includes paintings, oil sketches and drawings, many
of which have never, or very seldom, been shown before. With a few
exceptions they are all from museums or private collections in foreign
countries. We did not feel justified in asking for the loan of pictures
that can be viewed in the Rubens rooms of the Roval Muscum of
Fine Arts or in other museums and churches at a relatively short dis-
tance from the exhibition,

Naturally we did not always succeed in obtaining the loan of paint-
ings, sketches or drawings that we wished to put on show. There
can be no such thing as an ideal exhibition, and many of Rubens’s
masterpicces are dispersed in museums all over the world. We express
our especial thanks to the private collectors and curators of muscums
who have entrusted so many valuable works to us. We well understand
the reasons that have made loans impossible in some cases. We arc
greatly obliged to the Ambassadors and other members of the Belgian
diplomatic service who have facilitated our task by their active co-ope-
ration and have thus made a big contribution to the success of the
exhibition.

It is no simple task to compile a catalogue which meets scientific
demands and at the same time fulfils its principal function of providing
the public with a readable guide. Our chief aim has been to achieve
clarity and simplicity of arrangement. \ short general account of
Rubens’s life and work has been pretaced to the catalogue proper,
which consists of two parts dealing with paintings and oil sketches on

the one hand and drawings on the other, corresponding to the division
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of the exhibition itselt. The works within each group are listed chrono-
logically.

The catalogue entries give a short description of the subject of the
work in question, the date and circumstances of its origin and the
purpose for which it was intended. The bibliography indicates the
names of art historians who have made a basic contribution to the
knowledge and understanding of each work. Data concerning pro-
venance show how the course of history and especially the tastes of
individual collectors have determined the present whereabouts of each
item. To avoid needless repetition, the entries for oil sketches that
belong to a connected series are prefaced by a short account of the
nature and origin of the project for which they were designed.

The catalogue was compiled, in collaboration with Professor R.-A.
d’Hulst, by members of the scientific staff of the Royal Museum of
Fine Arts, in particular Dr. A. Monballieu, senior officer, Mr. J. Ver-
vaet, assistant, Mrs. Y. Morel and Mr. E. Vandamme. Mr. Marc Van-
denven was responsible for co-ordinating the editorial texts. The Eng-
lish transtation is by Mr. P.S. Falla.

Dr. G. GEPTS Prof. Dr. Ir. R.-A. D’HULST I BAUDOUIN




The organizors of this exhibition express their gratitude to
HER MAJESTY JULIANA QUEEN OF THE NETHERLANDS,

for graciously granting the loan of a drawing by Rubens, and wish
to offer their sincere thanks to the museumdirections, private collec-
tions and all those who, by their generous co-operation, made it pos-
sible to realise this exhibition:

Their Excellencies Mr. Kurt Farbowsky, Ambassador Extraordinary and plenipotenti-
ary of \ustria to Belgium; Mr. Lucien Lamoureux, C.P., Ambassador Extraordinary
and plenipoteniary of Canada to Belgium; Mr. Anker Svart, Ambassador Extraordi-
nary and plenipotentiary of Denmark to Belgium; Mr. Francis Louis Marie Hure,
Ambassador Extraordinary and plenipotentiary of France to Belgium; Mr. Heinz Hoff-
mann, Ambassador Extraordinary and plenipotentiary of the Democratic Republic of
Germany to Belgium; Mr. Peter Limbourg, Ambassador Extraordinary and plenipoten-
tiary of the German Federal Republic to Belgium; Mr. Frank A. Coffey, Ambassador
Extraordinary and plenipotentiary of Ireland to Belgium; Mr. Folco Trabalza, Ambas-
sador Extraordinary and plenipotentiary of Italy to Belgium; Mr. M. Fischbach,
Ambassador Extraordinary and plenipotentiary of LLuxemburg to Belgium; Mr. Hugo
Scheltema, Ambassador Extraordinary and plenipotentiary of the Netherlands to Bel-
gium; Mr. Stanislaw Kociolek, Ambassador Extraordinary and plenipotentiary of
Poland to Belgium; Mr. Serguei Kalistratovitch Romanovski, Ambassador Extraor-
dinay and plenipotentiary of the Soviet-Union to Belgium; Mr. Manuel Rodrigues
de Almeida Goutinho, Ambassador Extraordinary and plenipotentiary of Portugal
to Belgium; Mr. Nuno Aguirre De Carcer v Lopez de Sagredo, Ambassador Extraordi-
nary and plenipotentiary of Spain to Belgium; Mr. Lars von Celsing, Ambassador
Extraordinary and plenipotentiary of Sweden to Belgium; Mr. Auguste Hurni, Ambas-
sador Extraordinary and plenipotentiary of Switserland to Belgium; Sir David Muir-
head, KOMG, €VO, Ambassador Extraordinary and plenipotentiary of the United King-
dom to Belgium; Mrs. Anne Cox-Chambers, Ambassador Extraordinary and pleni-
potentiary of the Unired States of America to Belgium.

Their Excellencies Baron |. Papeians de Morchoven, Ambassador of Belgium to Aus
tria; Mr. Ch. Kerremans, Ambassador of Belgium to Canada: Mr. J. Smets, \mbassa
dor of Belgium to Denmark; Prince Werner de Merode, \mbuassador of Belgium
to Irance; Mr. R. Huvbrecht, Ambassador of Belgium to the German Democratic
Republic; Mr. Th. De Dobbeleer, Ambassador of Belgium 1o the Federal Republic ot
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Germany; Mr. Ao De Vogelacre, Ambassador of Belgium to Ireland; Mr. \. Fort-
homme, Ambassador of Belgium to ltalv: Mr. J. Dechamps, Ambassador of Belgium
to Luxemburg: Mr. J. Lodewyvek, Ambassador of Belgium to the Netherlands; Mr.
I'. Taclemans, \mbassador of Belgium to Poland; Mr. M. Wery, Ambassador of Bel-
gium to Portugal; Mr. |. Herpin, Ambassador of Belgium to the Sovjet-Union; Mr.
J. Verwilghen, Ambassador of Belgium to Spain; Miss E. Dever, Ambassador of
Belgium to Sweden; Mr. G. Puttevils, Ambassador of Belgium to Switserland; Mr.
R. Vaes, Ambassador of Belgium to the United Kingdom; Mr. W. Van Cauwenberg,
Ambassador of Belgium to the United States of America,

A AL Van Ussel, Ambassador, Permanent Representative of Belgium to the UNLSCO;
Count de Kerchove de Denterghem, FFormer Ambassador of Belgium to [France.

AUSTRIA:  Dr. Heribert R. Hutter, Direktion, Gemildegalerie der Akademice der
bildenden Kiinste, Vienna; WHR Prof. Dr. Walter Koschatsky, Wirkl., Hofrat, Direk-
tor, Graphische Sammlung Albertina, Vienna; Herrn Dr. Erwin Mitsch, Graphische
Sammlung Albertina, Vienna; WHR Dr. Iriderike Klauner, Erster Direktor, Kuns-
thistorisches Museum, Vienna; Dr. Klaus Demus, Gemildegalerie des Kunsthistor-
isches Muscums, Vienna.

BELGIUM:  André Levsen, Antwerp; Martin Wittek, Chief Director a.i., Koninklijke
Bibliotheek Albert I, Brussels; T'r. Vanwingacerden, Department Chicef, Belgian Service
for International Exchange, Koninklijke Bibliotheek Albert 1, Brussels; Private Collec-
tion, Ghent; J. Sabbe-Vande Wiele, Kortrijk; Private Collection.

CANADA: Miss Jane Sutherland Boggs, Director, The National Gallery of Canada,
Ottawa; Gyde Vanier Shepherd, Assistant Director, The National Gallery of Canada,
Ottawa.

DENMARK:  Dr. Jorn Rubow, Directeur, Statens Museum for Kunst, Copenhagen.

FRANCE:  D. Ponneau, Chef de Ulnspection générale des Musées classés et controlés,
Paris; ]. Lacambre, Conservateur a I'lnspection générale des Musées classés et con-
trolés, Paris; Mrs., Frangoise Maison, Conservateur, Musée des Beaux-Arts, Arras;
Paul Bazé, Conservateur, NMusée Bonnat, Bavonne; M. Coutagne, Conservateur,
Musées de Besancon; Mrs rangoise Soulier-I'rangois, Conservateur-Adjoint, Musées
de Besancon; J.-M. Girault, Sénateur-Maire, Ville de Caen; Mme. I'. Debaisicux, Con-
servateur, Musée des Beaux-Arts, Caen; M. Bertrand, Conservateur, Collection Mancel,
Caen; P Quarré, Conservateur en Chef, Musée des Beaux-Arts, Dijon; Mrs. M. Guil-
laume, Conservateur, Musée de Dijon, Palais des Erats de Bourgogne, Dijon; André
Labarrere, Député-Maire, Ville de Pau; Ph. Comte, Conservateur, Musée des Beaux-
Arts, Pau; Michel Laclotte, Conservateur en Chef, Département des Peintures du
Musée du Louvre, Paris; J. Foucart, Conservateur, Musée “du Louy re, Paris; M. Sérul-
laz, Conscervateur en Chef, Cabinet des Dessins du Musée du Louvre, Paris; Mrs.
\. Sérullaz, Conservateur, Cabinet des Dessins du Musée du Louvre, Paris; Mrs.
\. Cacan de Bissy, Conservateur en Chef, Musée du Petit Palais, Paris; Carlos Van
Hassclt, Directeur, Fondation Custodia, Institut Néerlandais, Paris; P. Quiniou, Con-
scrvateur des Musées Municipaux, Musée des Beaux-\rts, Quimper; Irancois Bergor,
Conservateur, Musée des Beaux-Arts, Rennes; J. Faviere, Conservateur en Chef,
Muscées de Strasbourg; ].-D. Ludmann, Conservateur, Musée des Beaux-Arts, Stras-
bourg; . Hardy, Conservateur, Musée des Beaux-Arts, Valenciennes.
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GERMAN DEMOCRATIC REPUBLIC:  Herr Rost, Verwaltungsdirektor, Staatliche
Kunstsammlungen, Dresden; Prof. Dr. Mantred Bachmann, Generaldirektor, Gemal-
degaleric Alte Meister der Staatliche Kunstsammlungen, Dresden; Dr. A, Mayer-
Meintschel, Direktor, Gemildegalerie Alte Meister der Staatliche Kunstsammlungen,
Dresden; Werner Schmidt, Direktor, Kupferstich-kabinett der Staatliche Kunstsamm-
lungen, Dresden; I'rau Kriiger, Sachbearbeiterin, Gemildegalerie Alte Meister der
Staatliche Kunstsammlungen, Dresden; H. Wiegand, Direktor, Museen der Stadt
Gotha; Mrs. Ingeburg Neumeister, Stellv. d. Direktors der Museen der Stadt Gotha,
und Leiter des Schlossmuseums, Gotha; Dr. G. Winkler, Dircktor, Muscum der bil-
denden Kiinste, Leipzig; Dr. 1. Honigmann, Dircktorin, Kunstsammlungen zu Wei-
mar; G. Pommeranz-Liedtke, Direktor, Kunstsammlungen zu Weimar.

FEDER AL REPUBLEC O GLRMANY  Prof. Dr. Stephan Wactzoldt, Generaldirekror,
Staatliche Museen Preussischer Kulturbesitz, Berlin; Prof. Dr. Henning Bock, Dirck-
tor, Gemildegalerie der Staatliche Museen Preussischer Kulturbesitz, Berlin; Prof.
Dr. Matthias Winner, Direktor, Kupferstich-kabinett der Staatliche Museen Preus-
sischer Kulturbesitz, Berlin; Dr. Rudiger Klessman, Direktor, Herzog Anton Ulrich-
Museum, Braunschweig; Prof. Dr. Erich Herzog, Direktor, Gemildegalerie der Staat-
liche Kunstsammlungen, Kassel; Dr. . Lahusen, Gemaildegalerie der Staatliche Kunst-
sammlungen, Kassel; Dr. G. Bott, Generaldirektor der Kolner Museen, Wallraf-Ri-
chartz-Museum, Cologne; Dr. Kurt Locher, Wallraf-Richartz-Museum, Cologne; Dr.
Wolf-Dicter  Dube, Landeskonservator, Bayerische Staatsgemildesammlungen,
Munich; Prof. Dr. E. Steingriber, Generaldirektor, Bayerische Staatsgemildesamm-
lungen, Munich; Dr. Ulla Krempel, Oberkonservatorin, Baverische Staatsgemailde-
sammlungen, Munich; Private Collection.

IREEAND:  Sir Alfred Beit, Co. Wicklow.

ITALY: Onorevole Francesco Pranchescini, Presidente, Comitato di Settore per i
Beni Storici e Arustici; Prof. Salvatore Accardo, Direttore Generale delle Antichita
¢ Belle Artt, Ministero della Pubblica Instruzione; Prof. Annio Giostra, Sindaco di
Fermo; Prof. Dante Bernini, Soprintendente alle Gallerie ¢ Opere d’Arte delle Marche,
Urbino; Prof. Dott.” Luciano Berti, Soprintendente per 1 beni artistici ¢ storici per
le Provincie di Firenze e Pistoia; Dott. Marco Chiarini, Direttore, Galleria Palatina,
Palazzo Pitt, IFlorence; Dott. A. Lattarulo, Commissario del Commune di Firenze,
Palazzo Veechio, Ilorence; Dortt. Iaria Toesca Bertelli, Soprintendente per i beni
artistici ¢ storici per le Provincie di Brescia-Cremona-Mantova, Direttore, Museo del
Palazzo Ducale, Mantova; Dott. Maria Brugnoli, Soprintendente alle Gallerie ed alle
Opere " Arte di Roma e del Lazio; Prof. Carlo Pietrangeli, Soprintendente ai Musei,
Monumenti ¢ Scavi del Commune di Roma; Dott. Giuseppina Magnanimi, Direttore,
Galleria Nazionale d’Arte Antica, Palazzo Corsini, Rome; Drs. Luciana Ferrara Grassi,
Dircttore, Museo e Galleria Borghese, Rome.

LUNXEMBURG: Artemis, S.\.

NETHERLANDS:  Dr. Simon Levy, Chief Director, Rijksmuseum, Amsterdam; Dr.
P.].]. van Thiel, Director of Paintings, Rijksmuscum, Amsterdam; Dr. J.W. Nie-
mtlij-cr, Director, Riiksprcntcnknbinct van het Rijksmuseum, Amsterdam; B. Haak,
Director, Amsterdams Historisch Muscum: H.R. Hoctink, Director, Noninklijk
Kabinet van Schilderijen “Mauritshuis’, The Hague, President of the International
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Committee for International Art Exhibitions of 1COM; L. van Dorp, A.D.C. to H.
Majesty the Queen of the Netherlands, Director, Koninklijk Huisarchief, The Hague;
J.C. Ebbinge Wubben, Director, Musecum Boymans-van Beuningen, Rotterdam; Dr.
D. Hannema, Keeper, Stichting Willem Van Der Vorm, Rotterdam ; Private collection,
Wassenaar; Mr. C.P. van Eeghen, the Netherlands; Collection M.P.W.; Fa. H.D. Pfann,
B.\.; Prof. Dr. J.Q. van Regteren Altena; Erven Dr. H.A. Wetzlar.

POLAND:  Prof. Dr. Kazimierz Malinowski, Direktor, Muzeum Narodowe w Poz-
naniu, Poznan; Dr. Jan Baculewski, Director, Biblioteka Uniwersytecka w Warszawie,
Warsaw ; Mrs. Teresa Sulerzyska, Keeper, Department of Prints and Drawings, Biblio-
teka Uniwersvtecka w Warszawie, Warsaw.

PORTUGAL: Joséde Azeredo Perdigao, President, Fundagiao Calouste Gulbenkian,
Lisbon; Mrs. Maria Teresa Gomes Ferreira, Director, Museum Service, Fundagio
Calouste Gulbenkian, Lisbon; Mrs. Maria Helena Suarez-Costa, Keeper, Fundagio
Calouste Gulbenkian, Lisbon.

SOVJET-UNTON:  V.A. Popov, Minister for Cultural Affairs; Dr. B.B. Piotrovsky,
Director, State Musecum Ermitage, Leningrad; V. Suslov, Vice Director, State Museum
Ermitage, Leningrad; [. Kouznetsov, Keeper, Dept. of Drawings and Prints, State
Museum Ermitage, Leningrad; M. Varshavskaya, Keeper, State Museum Ermitage,
Leningrad.

SPAIN:  Excmo. Sr. Don José Ma. Socias Humbert, Alcade de Barcelona; [lmo. Sr.
Henand de la Sarte, Presidente de la Junta del Museo de la Virreina, Barcelona; Excmo.
Don juan de Contreras v Pérez de Avala, Marqués de Lozoya, Presidente de la Real
Academia de Bellas Artes de San Fernando, Madrid; Excmo. Sr. Don Xavier de Salas,
Director, Museo del Prado, Madrid; Ilmo. Sr. Don Matias Diaz Padron, Conservador,
Museo del Prado, Madrid; Da Rocio Arwaez, Archivista, Museo del Prado, Madrid;
Ilmo. Sr. Don Carlos de Stuyck, Real Diputacion de San Andres de los Flamencos,
Madrid.

SWEDEN: Bengt Dahlbick, Director, Nationalmuseum, Stockholm; Nrs. Margareta
Wingvist, Curator, Nationalmuscum, Stockholm; Bo Wennberg, Keeper, Department
of Old Paintings and Sculptures of the Nationalmuseum, Stockholm.

SWITSERLAND: Dr. I. Baumann, Direktor, Kunsthaus Zurich, Stiftung Prof. Dr.
L. Ruzicka, Zirich; Stiftung Sammlung E.G. Biihrle, Zurich.

UNITEDKINGDON:  Prof. Michael Jaffé, Director, The Fitzwilliam Museum, Cam-
bridge; Duncan Robinson, Keeper, Department of Paintings and Drawings of The
Fitzwilliam Museum, Cambridge; D.G. Banwell, Clerk to The Governors of Dulwich
College, Picture Gallery, London; John Haves, Director, National Portrait Gallery,
lLondon; Robin Gibson, Assistant Keeper, National Portrait Gallery, London; C.M.
Kauftmann, Keeper, Department of Prints and Drawings and Paintings of the Victoria
and Albert Museum, London ; G. Duits, Director, Duits Limited, London; Prof. Ken-
neth Garlick, Keeper, Department of Western Art of the Ashmolean Museum, Oxford;
Hugh Macandrew, Assistant Keeper, Department of Western Art of The Ashmolean
Museum, Oxford; Private Collection.

UNITEDSTATESOD AMERICA: ], Patrice Marandel, Curator, Deparement of Earlier
Painting and Sculpture of The Art Institute of Chicago, Chicago; Sherman L. Lee,
»
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Director, The Cleveland Museum of Art, Cleveland; Mrs. Ann Tzcutschler lurie,
Associate Curator of Paintings, The Cleveland Museum of Art, Cleveland; Thomas
Colt Jr, Director, The Dayton Art Institute, Dayton; Kenneth L. Mathis, Chief Cura-
tor, The Dayton Art Institute, Davton; Frederick J. Cummings, Director, The Detroit
Institute of Arts, Detroit; Ronals L. Winokur, Department of European Art of The
Detroit Insttute of Arts, Detroit; Robert W. Schlageter, Director, The Cummer Gal-
lerv of Art, Jacksonville; Samuel Sachs 11, Director, The Minneapolis Institute of
Arts, Minneapolis; Mrs. Marilyn Bjorklund, Registrar, The Minneapolis Institute of
Arts, Minncapolis; Allan Shestack, Director, Yale University Art Gallery, New Haven;
Iernande I Ross, Museum Registrar and Curator of the Intra-University Loan Collec-
tion, Yale University Art Gallery, New Haven; Thomas Hoving, Director, The Metro-
politan Museum of Art, New York; Anthony M. Clark, Chairman, Department of
Liuropean Paintings of The Metropolitan Museum of Art, New York; Mrs. E.E.
Gardner, Curator, Department of European Paintings of The Metropolitan Muscum
of Art, New York; Jacob Bean, Curator of Drawings, The Metropolitan Museum
of Art, New York; Dr. George Szabo, Curator, Robert lLehman Collection, The
Metropolitan Museum of Art, New York; Katharine Baetjer, Associate Curator,
Department of European Paintings of The Metropolitan Museum of Art, New York;
Marceline McKee, Assistant for Loans, The Metropolitan Museum of Art, New York;
Moussa M. Domit, Director, The North Carolina Museum of Art, Raleigh; Mrs.
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SOME NOTES ON RUBENS'S LI1FIE AND WORK

Born on 28 June at Siegen, Westphalia, son of the Antwerp lawyver Jan
Rubens and of Maria Pypelinex.

Recorded as a Master Painter in St. Luke’s Guild at Antwerp, having
studied under Tobias Verhaegt, Adam van Noort and Otto van Veen.

Rubens lives in lraly, in the service of the Duke of Mantua. Visits the
great art centres of the peninsula and studies classical works and the
Renaissance masters as wel as contemporary ltalian works. Paints several
altarpieces and numerous portraits.

First visit to Spain, on a diplomatic mission for the Duke of Mantua.
There he admires numerous works by Titian, and copies some of them.

Returns to Antwerp.

\ppointed court painter to the Archduke Albert and the Infanta Isabella.
Marries Isabella, daughter of Jan Brant, an Antwerp lawver and humanist.

Paints 7he Adoration of the Mag/ for the Antwerp magistrature.

Paints several important altarpieces for churches in and around Antwerp,
including 7he Raising of the Cross (1610-11) for St. Walburga’s and 7%
Deposition (1611-14) for Our Lady’s church, both in Antwerp.

Designs cartoons for 7he FHistory of Decius Mus, his first tapestry series.
Desions ceiling paintings for the Jesuit church in Antwerp.

Designs cartoons tor 7he 1istory of the Lzmperor Constantine, a tapestry series
commissioned by Louis X111 of France.

kxecutes a series of pictures for the Long Gallery in the Palais du Luxem-
bourg in Paris, commissioned by the Queen Mother of France and depicting

The Life of Marie de’ Medici.
Death of Isabella Brant.

Designs cartoons tor The Triwmph of the Fucharist, a set of tapestries
commissioned by the Archduchess tsabella.

Second diplomatic mission to Spain, where he again admires Titian’s works
and copies some of them.

Diplomatic mission to England. Knighted by Charles 1.
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Peter Paul Rubens and his Work

Max Rooses, to whom Rubens studies are so deeply indebted, wrote
in the introduction to his monograph on the great artist, published
in 1903: “His creative spirit was so indefatigable and his power so
inexhaustible that it would be hopeless to attempt to discuss everything
he produced, and, even confining oneself to the minimum, one would
risk wearving the reader with an excess of subject-matter.” These
words are still true today, indeed more so than ever. Since the begin-
ning of the century patient and exact research has added so many items
to the catalogue of Rubens’s works, and so much new information
of every kind has accumulated from all sides, that it is no longer within
the power of any single critic to furnish what could be called a thor-
ough study of his life and art. This short introduction can only have
the modest aim of providing the reader with some facts and ideas
that mav help to improve his knowledge of the Master.

Pcter Paul Rubens was born on 28 June 1577. He was not an infant
prodigv. True, he displaved a rich and promising talent at an carly
age, but he did not spring into instant fame in the same way as the
vouthful Van Dvck some vears later. His craftsmanship developed
slowly, but this was not due to indolence. From the outset his work
was marked by rapid perception and accurate execution, but with
remarkable self-discipline he laid the foundations of his technique in
a methodical and gradual manner.

It may be doubted whether Rubens learned much from his first mas-
ter, Tobias Verhaegt, to whom he was probably apprenticed for family
reasons. In anv case he soon moved to Adam van Noort’s studio,
where he stayed at least four vears before finally attaching himself to
Otto van Veen, one of the most prominent Antwerp painters. /A man
of taste as well as learning, Van Veen belonged to the group of
‘Romanists’ who had made the traditional journev to ltaly and whose
painting was imbued with Renaissance humanism. Van Veen’s own



pictures were not of the first flight, being serious and rather dull, but
he was well fitted to introduce his pupil to the technique of composition
and to stimulate his interest in the intellectual aspects of the artist’s
profession.

In 1598, after seven or cight vears” apprenticeship, Rubens was regis-
tered as a Master Painter in St. Luke’s Guild at Antwerp. Although
thus entitled to open his own studio he remained with Van Veen,
probably because he was already planning an educational tour of Iraly,
which attracted him as it had so many of his elders and contemporaries.
No doubt his master, who had himself made the journey, encouraged
Rubens to undertake it; moreover the artist’s father had spent seven
vears in Italv and his eldest brother Jan Baptst had died there. Rubens
set out in 1600, shortly before his twentv-third birthday. He was better
equipped for the journey than most voung artists of his dav, not only
because of his talent but because he spoke Italian, was a Latin scholar
and was familiar with the principal authors of antiquity. It was not
surprising, therefore, that within a few months of his arrival in [taly
the Duke of Mantua, Vincenzo Gonzaga, invited Rubens to enter his
service. He remained for eight vears at the court of this ambitious
and dissolute prince, a patron of arts and letters who made up for
his faults by a genuine appreciation of beauty.

Rubens’s duties at Mantua included copving famous paintings and
portraits of attractive ladies, and also designing court festivities. Not
least among the incidental advantages was the opportunity to visit
other parts of Italv. Rubens made two long stavs in Rome, visited
Venice more than once, became thoroughly acquainted with Florence
and Genoa and got to know other art centres near Mantua such as
Milan, Verona, Padua, Pisa, Lucca and Parma. Few painters acquired
a comparable knowledge of the wealth of art treasures in the peninsula.
Rubens worked indefatigably, recording his impressions in drawings
that he kept in portfolios tor later use. He became an expert on Roman
antiquities - gems, statues, sarcophagi and the Palatine ruins. Every
feature of the Italian Renaissance excited his curiosity. The voung
Rubens admired the splendour of Venetian painting: the luxuriant col-
ours of Veronese, the vivid rhetoric and drama of Tintoretto, but above
all Titian’s strong, flowing line, his powerful imagination and masterly
sense of form, which Rubens studied with ever-growing admiration
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as time went on. He saw Michelangelo’s amazing Medici tombs in
Florence and his Sixtine Chapel in Rome, and never forgot the impos-
ing nudes of the Italian master. While in Rome he spent hours contem-
plating Raphael’s magical compositions in the Vatican Stanze and the
Villa Farnesina. He was also strongly impressed by the works of Man-
tegna, Correggio, Raphacl and Titian in the Duke of Mantua’s collec-
tion, and retained a lifelong memory of the Palazzo del Té¢, the summer
palace that Giulio Romano built for the Duke and adorned with his
own imaginative and vigorous frescoes.

Rubens also encoutered the works of his great contemporaries south
of the Alps. He was captivated by Elsheimer’s intense yvet balanced
vision and admired the skill and repose of Cigoli’s altarpieces, while
his Flemish feeling for nature was attracted by Caravaggio’s emphatic
realism. In Annibale Carracci’s Galleria Farnese in Rome he not only
found a new and magnificent decorative system, full of brightness and
strength, but also a synthesis of all the great painting of
sixteenth-century ltaly: Raphael’s echoes of classical beauty, the revela-
tions of Michelangelo and the achievements of North Italian and espe-
cially Venetian artists. All these found a place in Rubens’s art, skilled
as he was in assimilating the work of others and subjecting it to his
own artistic vision. Fspecially in his carly vears, but also later, he drew
inspiration from models that he had before his eyes either as originals
or in the form of copies by himself. Naturally the Flemish artistic
patrimony, and not least the painting of Picter Bruegel, also plaved
a large part in inspiring his work.

Rubens’s visits to other parts of Italy, and also to Madrid in 1603,
gave him an opportunity to meet other patrons and to carry out com-
missions for them in so far as his obligations to the Duke allowed.
Thus he painted portraits of Spanish grandees and altarpieces for the
Roman churches of Santa Croce in Gerusalemme and Santa Maria in
Vallicella, as well as for the Oratorian church at Fermo and the Jesuits’
church at Genoa, where he also painted several portraits of the nobility.
The Duke of Mantua commissioned three large paintings for the Jesuit
church in that city.

In the autumn of 1608 Rubens received news in Rome that his
mother was gravely ill. He set out at once for Antwerp, but when
he arrived she was already dead. There is no doubt that when he left



Italy he intended to return there, but in fact he never again saw the
country to which he had become so attached. For the time being,
various circumstances combined to keep him in the Netherlands. The
Twelve-Years™ Truce of 1609 brought peace to the land for the first
time in over forty vears, and after the devastation of war there was
immense scope for artists, as churches and secular buildings had to
be restored and redecorated. The Archduke Albert and the Infanta
Isabella, Regents of the Southern Netherlands, pressed Rubens to enter
their service and offered attractive conditions, e.g. they allowed him
to go on painting at Antwerp and did not require him to move to
Brussels where the court was. Finally, and this was perhaps the decisive
factor, Rubens fell in love with the cighteen-vear-old Isabella Brant.
The couple married in 1609, some weeks after Rubens was appointed
court painter: he celebrated the event with a magnificent double por-
trait, now at Munich. Three children were born of the marriage. In
1610 Rubens bought an carly sixteenth-century house to which he
added a studio in Genoese style, adorned with classical sculpture and
inscriptions from Roman literature.

As Rubens had foreseen, this proved to be a golden age for art
at Antwerp. The city had lost much of its political and ecogomic power
during the long vears of war, but its cultural life was still vigorous
and manv-sided. Besides Rubens, manv other talented painters helped
to give 1t fresh impetus: Jan Breughel, with whom he was closely
associated, Adriaen Brouwer, whom he greatly admired, the masterly
animal painters Frans Snijders and Paul de Vos, the somewhat vounger
Jacob Jordaens, who was to paint robust, impetuous scenes of popular
Ilemish life, and the lyrical Van Dyck, who was Rubens’s assistant
at an carly stage of his brilliant carcer.

Rubens’s fame had preceded him from Italy, and he was entrusted
with important commissions directly after his return. One of these,
for the Hall of State in the Antwerp town hall, was 7he ldoration
of the Magi, a subject to which he reverted on several occasions. Abra-
ham Janssens painted Sealdis et Antrerpia (‘The Scheldt and Antwerp)
to decorate the same apartment, and we may assume that both works
were ordered in connection with the negotiations that were held there
and led to the Twelve-Years’ Truce in the war with Spain. Most of
Rubens’s commissions, however, were for altarpicces, which he painted




for the cathedral and the principal old and new churches in Antwerp
as well as for Brussels, Mechlin and Ghent. Rubens in fact painted
more altarpieces in the decade after his return from Italy than in any
other period of his life. The first of these were 7he Adoration of the
Shepherds and The Glorification of the Euncharist, both now in St. Paul’s
at Antwerp. Much more important works, however, are 7he Raising
of the Cross (1610-11) and 7'he Deposition (1611-14), one painted for
St. Walburga’s and the other commissioned by the Arquebusiers’ Guild
for their altar in the cathedral. The Catholic revival known as the
Counter-Reformation encouraged frequent depiction of the crucified
Redeemer: the tragedy of the expiring Saviour, true God and true
man, gradually supplanted the appealing scene of the Virgin and Child.
In 7'he Raising of the Cross Rubens created a new physical type of Christ,
triumphant in suffering, an athlete wrestling with death. Many variants
of this type can be found in the artist’s later work. The triptych also
contains many reminiscences of Italy. The diagonal composition recalls
the style of Tintoretto, and both he and Caravaggio can be recognized
in the strong contrasts of light and shade; the colouring is suggestive
of some Venetian masters, and the stalwart executioners resemble cer-
tain of Michelangelo’s figures.

In contrast to this vehement bravura piece, in which Rubens scems
to parade all his new-found powers, 7he Deposition is marked by
sobriety of execution, rhythmical composition and a colour-scheme
in harmony with Flemish tradition. Compared with the models of
Cigoli and Daniele da Volterra that can be discerned in it, the work
is both more realistic and more attuned to sentiment. In this picture,
which established Rubens’s reputation as the foremost religious painter
of his age, the emotional intensity of the Baroque period found full
expression for the first time.

In the years following his return from Italy Rubens also painted
numerous mythological pieces, not of course for churches but as deco-
ration for guildhalls or aristocratic dwellings. In such works antique
divinities were used to symbolize moral principles, thus satisfying his
patrons’ taste for humanistic lore and also their genuine Christian faith.
Typical instances in Rubens’s work are the delicate compositions
Venus, Ceres, Bacchus and Cupid and Jupiter and Callisto, the luxuriant

uno and Arons and the powerful, impressive Promethens Bound.
. & >
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Rubens soon became so famous that, besides orders from his coun-
trymen, foreign commissions flowed in from every direction: the King

of France (Louis XI11I), the Prince of Wales (the future Charles 1), Ger-
man princes, Spanish and Bavarian noblemen, Italian churchmen and
Genoese bankers came to him for religious and mythological pictures
as well as portraits and allegorical, historical or hunting scenes. In
addition to his painting he was famous as a collector and connoisseur,
and corresponded with experts and prominent people throughout Eur-
ope.

Attention has often been drawn to the matchless vigour of Rubens’s
imagination and the varied and complicated forms and actions that
he sketched with apparently effortless rapidity, with what Bellori called
his furia del pennello. This aspect of his skill is attested by the enormous
range and quantity of his work, but it would be very far from the
truth to suppose that it was one long improvisation. The many draw-
ings and oil sketches that have survived show how thoughtfully he
went to work and how he experimented repeatedly to find the best
solution. At the same time, however much we admire the beauty and
variety of these preliminary works, we must not forget that they always
plaved a subordinate role and were not an end in themselves: they
were preparations for the final work, and were designed to make it
as perfect as possible.

At an early stage Rubens systematically organized the activity of
his studio with its many artists, and in this way he was able considerably
to increase its output. In about 1617 he was given the opportunity
to make full use of the apparatus he had created: a group of Genoese
noblemen ordered designs for a series of tapestries on 7he History of
Decins Mus, a Roman consul in the fourth century B.C. who is said
to have devoted himself to death to secure victory for his armies in
a battle against the Latins. This was the first of the many cyclic commis-
sions that were in future to make the chief call on Rubens’s powers
and win him the reputation of a fabulously prolific artist. One of the
most important of such works consisted in three altarpieces and thirty-
nine ceiling paintings for the Jesuit church (now St. Charles Borromeo)
at Antwerp. The contract for these, signed at the beginning of 1620,
stipulated that they must be ready by the beginnihg of 1621 and that
Rubens must paint the sketches himself, though his assistants might
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help with the final execution. The ceiling paintings, set in wooden
coffers, were all destroved by fire in 1718. The oil sketches, many
of which have survived, show not only how skilfully Rubens managed
— the first time this was done in Northern Europe — to represent the
ceiling scenes di sotto in su in the Venetian manner, but also how he
imparted an ethereal lightness to his figures, which give the impression
of being suffused by light. This was not only a consequence of
the subject-matter but also of Rubens’s developed artistic insight:
the local colouring was gradually subdued and the tone at the
same time enriched, while the firm contours dissolved in an in-
creasingly picturesque composition. Apart from the church deco-
ration Rubens executed other important commissions for the Jesuits,
who, as a learned Order, took great interest in the intellectual and
artistic traditions of antiquity and of the Christian centuries; they also
patronized the arts as a means of spreading the faith and encouraging
the laity to take a livelier interest in religion. Rubens’s talent, ripened
in the Italian sun, his energyv, versatility and devotion to Catholicism,
made him their favourite contemporary artist.

Probably at the beginning of 1622, Louis XIII of France ordered
from Rubens the designs for a series of twelve tapestries on 7he History
of the Emperor Constairtine. The Emperor’s respect for his mother Helena
plays an important part in the story, which was recommended to the
King by counsellors aware of the jealous relations between him and
his mother, Marie de’ Medici. At about the same time, in 1622-25,
Rubens painted for the Queen Mother a series of twentv-five pictures
representing the events of her life in metaphorical and allegorical stvle,
and intended as decoration for one of the galleries in the Palais du
Luxembourg in Paris. This commission brought Rubens into contact
with one of the richest and most splendid courts of Europe. The series,
now in the Louvre, is one of his most elaborate undertakings and
an outstanding monument of Baroque art. As he wrote in 1621: ““Each
one according to his gifts: myv endowments are such that I have never
lacked courage to undertake anv design, however vast in size or diver-
sified in subject.”

Another commission, this time from the Infanta Isabella, daughter
of Philip 1T of Spain, gave him a fresh opportunity to indulge his prefer-
ence for grandiose compositions. Isabella, now in middle age, wished
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to make a royal donation as a sign of her attachment to the convent
of Poor Clares in Madrid, where she had lived as a girl and received
part of her education. As she had in her retinue the greatest artistic
genius of the age, and as her court was at Brussels, the principal tapestry
centre of the world, she naturally fell on the idea of presenting the
convent with a set of tapestries designed by Rubens. Thus originated
the series known as The Triumph of the Eucharist, woven at Brussels
by Jan Raes, Jacob Geubels-and their assistants. The cartoons for these
twenty tapestries were preceded by various sketches, made in 1625-27.

Even if Rubens had never held a paintbrush, he would be known
to posterity on account of his diplomatic career. As an agent and advis-
er of the Regent Isabella he devoted himself to the task of inducing
the Dutch insurgents to return to the Catholic church and submit once
more to the Spanish monarchy. The first evidence of his diplomatic
activity is a letter in his hand dating from 1623, which, however, indi-
cates that he was engaged in secret state affairs at an earlier date. He
believed sincerely and profoundly in the possibility of making peace
between the Southern and Northern Netherlands and thus reviving
the prosperity of his sorely tried country. At first he was confident
that direct negotiations would succeed, but gradually he came to
believe that the onlv hope lav in a treatv between Spain and England,
as the latter country was supporting the Dutch. From 1627 onwards
he devoted all his powers to this end, and in 1629-30 he visited Madrid
and London. Although his good offices were valued by both sides,
his efforts were in vain. At his last audience with Charles 1 of England
he was made a knight and loaded with presents; he then returned
home and withdrew from political life, though later his services were ]
used sporadically in negotiations between the Southern and Northern
Netherlands.

His extra-artistic activity was not without influence on his art, which
he used to some extent as a counter in the political game. For instance,
he presented the King of England with a picture illustrating 7he Bless-
ings of Peace, to induce him to reach agreement wit Spain. In Madrid
he was able to renew acquaintance with Titian’s work, which he had
so much admired and copied many years earlier, and again he copied
many of the great Venetian’s paintings with reverent devotion. Titian’s
later work, in which the force of light resolves the local colour into

|



=
o

National Gallery,

n (Detail),







Hélene Fourment and Two of FHer Children, Musée du lLouvre, Paris




) Saints, St. Jacobs-church, \ntwerp




a sparkling muldplicity of separate elements, inspired Rubens to con-
tinue in the direction he had alreadv chosen. From this time on his
touch became freer and more rhythmical, his forms lighter, more fluent
and animated.

In 1626, after seventeen vears of marriage, Rubens’s wife Isabella
died. Their only daughter, Clara Serena, had died three vears earlier
at the age of twelve, and Rubens’s happy home life now lay in ruins.
No doubt he was partially distracted by the busy diplomatic life and
foreign travel of 1628-30, and on returning to Antwerp he threw him-
self into painting with renewed vigour; but he was depressed by loneli-
ness and felt the need to remarry. In 1630, at the age of fifty-three,
he took as his bride the sixteen-year-old Helena, a girl of great beauty
and the youngest daughter of his old friend and neighbour Daniel
Fourment. Helena not only made Rubens happyv in his last years but
also served repeatedly as a source of artistic inspiration.

In the thirties Rubens’s personality developed to its fullest exuber-
ance. This is the period of some of his finest altarpieces, such as 7he
San  ldefonso, commissioned by the Archduchess Isabella for
Saint- Jacques-sur-Coudenberg in Brussels, and 7he Madonna with Saints,
painted to adorn Rubens’s own memorial chapel. In addition he con-
tinued to paint large cvclical and decorative works. At a somewhat
earlier date he had painted several Hunting Scenes which served as the
basis for a series of tapestries, and in the first half of the thirties he
designed cartoons for The History of Achilles. No documents on the
origin of this series of eight pieces have survived, but it was probably
ordered for a particular customer by Rubens’s father-in-law Daniel
Fourment, who was a well-to-do tapestry dealer.

Some vears before, it was indicated to Rubens that the English court
intended to call on his services for the decoration of the ceiling of
the king’s magnificent Banqueting House in Whitehall, London, built
by Inigo Jones and almost completed by 1622. He did not actually
receive the commission, however, until 1629, during his stay in London.
At the wish of Charles 1, the nine compartments of the large ceiling
were to be filled with scenes illustrating the blessings of the reign of
his father James I. Rubens went to work on the designs immediately
after his return to Antwerp, but owing to various circumstances
the nine paintings were not placed in position until 1635.



Having delivered the last pictures for the Medici Gallery in the Palais
du Luxembourg in 1625, Rubens had hoped to begin at once on the
gallery which formed a counterpart to it and was to be decorated with
scenes from the life of Marie de’ Medici’s consort Henry 1V. Although
the commission failed to materialize he continued to work on the pro-
ject, even after his return from London in 1630. However, it did not
get beyond a few oil sketches and unfinished canvases: the powerful
Cardinal Richelieu, knowing Rubens’s Spanish sympathies and anxious
to prevent a treaty between France and Spain, opposed the plan to
such purpose that it was abandoned.

In the last vears of his life Rubens received two more commissions
of special importance. His great patroness the Archduchess Isabella
died in 1633, and Philip 1V of Spain appointed his brother, the Cardinal
Infante Ferdinand, to succeed her as governor of the Southern Nether-
lands. The Infante’s arrival was delayed by warlike operations in Get-
many, but on 17 April 1635 he finally made his Jovous Entry into
Antwerp. The city’s trade had suffered badly from the political situa-
tion, and the magistrates planned a festive reception on a large scale
in order to win favour with the new governor. Rubens, who was a
decorator first and foremost, thus had the unique opportunity of decor-
ating a whole city. He was put in general charge of the work and
provided with numerous assistants. Triumphal arches and ‘stages’,
adorned with painting and sculpture, were set up along the route that
the governor and his suite were to follow. In the grandiose arches
and porticoes Rubens displaved his talent as an architect, while the
decoration bore witness to his knowledge of mythology and sense of
allegory. Three years later, in 1638, he was again commissioned by
the Antwerp municipality to design decorations in honour of the Car-
dinal Infante: the latter had won a victory over the Dutch at Kallo,
and shortly afterwards the Spanish troops at St. Omer defeated the
French, who were allied with Holland. To commemorate these suc-
cesses and in the continued hope of securing the governor’s favour,
the city fathers planned to attach a special victory car to the customary
procession held annually as a municipal festival. The car was designed
in accordance with an oil sketch by Rubens.

Rubens received his last major commission from Philip 1V of Spain,
a great admirer of his work, who ordered a set of pictures — mostly




mythological subjects from Ovid’s Metamorphoses, but including some
hunting scenes and animal pieces — to decorate the Torre de la Parada,
a new roval hunting lodge near Madrid. In 1636 Rubens had been
appointed court painter to the Infante Ferdinand, the post he had occu-
pied at the court of Albert and Isabella since his return from Italy
in 1608. The commission for the Torre de la Parada is first mentioned
in a letter of that vear from Ferdinand to his royal brother, stating
that Rubens had received it and had begun on some of the paintings.
Their exact number is not mentioned in the letter or in later
documents, but these give some idea of the huge scale of the undertak-
ing, which must have comprised about a hundred and fifteen pictures.
Rubens himself designed the mythological pieces and the task must
have taken his mind back to Giulio Romano’s murals depicting classical
legends in the Palazzo del Té¢, which he admired so much in his youth.
A few of the large final versions are also in Rubens’s own hand, but
most of them were done by colleagues of established reputation. The
animal pieces were mostly painted by Paul de Vos, a specialist in this
line, while Pieter Snayers painted some landscapes with a staffage of
hunting scenes. The whole series was despatched to Madrid by the
beginning of 1638. About forty of the final versions of paintings
designed by Rubens have survived, and about fifty oil sketches. These
small panels are real gems of their kind and are among the finest exam-
ples of Rubens’s vision and style in his latest period: golden in tone
and loosely executed in a free, flowing stvle, they testify to the strength
and unimpaired liveliness of his imagination.

After Rubens’s important diplomatic journeys were over his life
became quieter, but no less productive. Always in good health apart
from occasional attacks of gout, he lived out his days in the company
of his beloved Helena, who presented him with five children. What
conjugal life meant to him is abudantly expressed in his symbolic paint-
ing 7he Garden of Love. As far as possible he spent his time at the
Chateau de Steen, the country house which he bought in 1635 at Elewijt
near Vilvoorde. He took long walks and rides through the woods
and meadows, which he then painted with love. In these spacious and
lyrical landscapes, marvels of light and colour, he projected his own
vision, half-way between reality and imagination, and depicted luxur-
iant nature as an expression of the inexhaustible vigour and fertility



of the earth. In his many explorations of the countryside he became
familiar, as if for the first time, with the life of the local peasants,
bound to the soil. He saw with sympathv how they toiled in the fields
and returned to the farmstead at sunset, exhausted but content with
their labours. All this he put in his pictures as the great Pieter Bruegel
had done before him. He also noted the fairs and country festivals
in which the rustics gave vent to their Dionvsiac passions. However,
the paintings in which he recorded their animal orgies and carouses,
and in which the ground seems to vibrate under the impact of the
round dance, are largelv the work of his imagination, which saw the
peasants, like plants and animals, as part of the luxuriance and vital
force of nature.

During his last vears, with the vouthful Helena Fourment by his
side, Rubens was able to keep old age at bay, but the fire of his tempera-
ment was dimmed at times by a touching softness. The colouring of
his pictures often appeared as an iridescent glow, expressing the mar-
vellous gradations of blossoming and fading and the melancholy of
one who feels that the inexorable transience of the world will soon
put an end to his happiness.

At the beginning of 1640 Rubens’s heaith began to fail. His attacks
of gout grew more frequent and rapidly undermined his strength; on
30 May his heart succumbed and he died in his house in Antwerp.

Rubens dominated the artistic life of his time by his versatility and
power of execution. There is no other instance in the history of art
of such absolute authority and undisputed triumph. His works were
so revered as to exercise a universal influence. Throughout his life,
in whatever innovation he undertook he was imitated by admiring
colleagues. The ablest of these understood his purpose and were in-
spired by the deeper meaning of his robust, impetuous art; weaker
personalities, discerning only superficial features, imitated these and
often sank into a dull, anaemic stvle. His influence on later generations
was no less powerful: his art was the reflection of his own personality
rather than of his time, and it continued to hold sway accordingly.
In the three centuries since his death he has sometimes been extrava-
cantly praised and sometimes much over-criticized, but never for-

cotten. Watteau in the early eighteenth century admired Rubens’s




work, copving many of his drawings and making a thorough study
of the Medici cycle. At the end of that century Sir Joshua Reynolds
drew attention to his amazing expertise, while some years later Con-
stable lectured on his landscapes. No one, however, took such a pas-
sionate interest in Rubens as Delacroix, who admired his treatment
of the visible world and power to evoke both drama and tenderer
feelings, and who perceived the importance of colour in achieving
these effects. Renoir, one of the few painters who could compare with
Rubens as far as the female nude was concerned, studied his technique
and envied the ease with which he imparted warmth and life to the
flesh with a few light touches. Even Cézanne looked up to him and
was often inspired by his example. To all these artists Rubens’s histori-
cal background was of little or no significance: no special exposition
was needed, the princely splendour of his art sufficed to command
their allegiance.

R.-A. D’HULST
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ALLEGORY OF THE TEMPTATIONS OF YOUTH

A variation on the classical theme of ‘Hercules at the crossroads’,
symbolizing the conflict between man’s higher and lower nature.
A vouth, beset by the temptations of Bacchus and Venus, has sunk
to the ground and is on the point of yielding; but Minerva and
Chronos, guardians of wisdom, appear in the nick of time, and their
victory 1s presaged by the genii who are seen on the right.

The subject derives from an engraving by Pieter Perret executed
before 1585, to a design by Rubens’s teacher Otto van Veen.
Although it bears Van Veen’s monogram, the style of the painting
is more plastic than is usual with him, and we mayv suppose that
the young Rubens had at least some part in it. The picture may
have been signed and sold by Van Veen because Rubens was much
less well known and, being an apprentice, was not entitled to sell
works of art himself. The painting is an important document from
the point of view of the relationship between Rubens’s work and
that of his master.

Panel, 146: 212 cm; monogrammed O17.

Bibl.:  F.M. Haberditzl, Pie Lehrer des Rubens, in Jahrbuch der kansthistorischen Sam -
lungen des allerbichsten Kaiserbanses, XXV, 1908, pp. 209-13; |. Miiller Hof-
stede, Zur Antwerpener Frithzeit von Peter Paul Rubens, in Miinchener Jahrbuc)
der bildenden Kiinste, 1962, pp. 179-215.

Prov.: Owned by Queen Christina of Sweden.

Nationalmusenmn:, Stockbolm












ST. SEBASTIAN

The well-known legend of the voung Roman officer and martyvr,
popularized by Jacopo de Voragine ([.cgenda lurea, 1, cols. 170-1),
is derived from the .le/a of Sebastian, erroncously ascribed to St
Ambrose. He is stated there to have been a centurion whom the
Emperor Diocletian in 287 condemned to be shot by archers; as he
did not succumb to his wounds, he was finallv clubbed to death.

The martyr is here seen transfixed by arrows; according to legend
he was freed and tended by a widow named Irene, but in the painting
he is succoured by four angels. On the left is Sebastian’s breastplate,
a motif probably of Italian origin: it occurs in the same position
and similarly emphasized in Titan’s /. Sebastian in the Hermitage
at Leningrad.

The painting undoubtedly belongs to Rubens’s Ttalian period; the
stvle may be compared with that of 7he Baptism of Christ, a drawing
of ¢. 1604 now in the Louvre in Paris (see No. 121).

Canvas, 153:118 cm.

Bibl.:  F.M. Haberditzl, Studien iher Rubens, in Jabrbuch der kusthistoreschen Sammilngen
des allerbochsten Kaiserbanses, XXX, 1912, p. 259; Glicck, pp. 375, 409, [:rers,
1942,p. 1435 Lrers, 1943, pp- 151, 202; C. Norris, Review of L. van Puyvelde,
la penture flamande a Rome, in The Burlington Magazine, XCV, 1953, p. 108,
Held, p. 98; Burchard-d"Hlulst, 1963, pp. 54, 110; licghe, Saints, 11, pp.
147, 148, No. 144.

Prov.: Cardinal Neri Corsini (1685-1770); acquired by the lralian Government from
Prince Tommaso Corsini, 1884.

Galleria Nagionale d’ Arte Antica, Palazzo Corsini, Rom


















GIAN-CARLO DORIA ON HORSEBACK

A portrait of Gian-Carlo Doria, Duke of Tursis, born at Genoa
in 1577, son of the Doge Agostino Doria. His brother, Giacomo
Massimiliano, was the husband of Brigida Spinola Doria, whose por-
trait Rubens also painted (see No. 7). Gian-Carlo was a naval com-
mander in the service of Philip 111 of Spain, and his breastplate
accordingly bears the cross of the Order of St. James of Compostela.
Some elements of the painting are symbolic, e¢.g. the cagle’s nest
in the tree, which figures in the arms of the Doria family. The
portrait was certainly painted in Rubens’s Italian period.

Canvas, 265:188 cm.

Bibl.: R. Longhi, Un ritratto equestre dell’ epoca genovese del Rubens, in Annuaire des
Muisées Royanx des Beaux--lrts de Belgique, 11, 1939, pp. 123-30; J. Miller
Hofstede, Rubens’ St. Georg und seine frithen Reiterbilduisse, in Zeitschrift fiir
Kunstgeschichte, XXV, 1965, pp. 84-90; Huemer, Portraits I, No. 10.

Prov.: Doria family, Genoa; inherited by the Doria d’Angri branch in Naples
in the first half of the nineteenth century; Doria d’Angri sale, Naples, 27
February 1940, lot 172; sold to Hitler by Mussolini’s order; traced in Ger-
many and restored to Italy, 1948; Ufficio Recupero, Rome; on loan to
the Palazzo Vecchio, Florence.

Soprintendenza per i Beni Artistici e Storici per le Provincie di Firenze ¢ Pistoia, Florence
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MARCHESA BRIGIDA SPINOLA DORIA

Horsin Déon noted in 1851 that this portrait was formerly inscribed
on the back: Brigida Spinola Doria, Amni Sal. 1606, Aet. Suae 22,
P.P. Rubens I1. The same inscription, except for the artist’s name,
figures on a lithograph made after the painting in 1848 by
Pierre-Frédéric Lehnert: this shows the Marchesa (born at Genoa
in 1584) full-length, on a terrace with a garden visible to the left.
It appears therefore that the portrait was originally larger and that
a third of it was cut off at the bottom, as well as narrow strips
on both sides. It was painted at Genoa ¢. 1606. Rubens also made
other portraits of the Marchesa, which all show her in a chair.

The portraits painted by Rubens at Genoa, such as this one, estab-
lished the model which Van Dyvck imitated when he came to work
there fifteen vears later.

Canvas, 152,2:98,2 cm.

Bibl.:  Horsin Déon, e la conserration et de la restauration des tableanx, Paris, 1851,
PP- 34, 35; Rooses, IV, p. 273, No. 1064; K. Bauch, Beitrdase zur Rubensforschny,
in Jabrbuch der prenssischen Kunstsammiungen, XXXXV, 1924, p. 190; L. Bur
chard, Genunesische [-ranenbildnisse ron Rubens, in fahrbuch der prewssischen Kunsi
samuelmngen, 1., 1929, pp. 321-3; Goris-Held, p. 26, No. z2; M. Jatté, Som
Recent Aequisitions of Seventeenth-Century Ilemish Painting, \n National Caller)
of Art, Report and Studies i the History of lrt, 1969, pp. 26, 29, 33, 0. 59;
Huewer, Portratts 1, No. 41.

Prov.: Bertram Currie, Minley Manor, Hampshire; Duveen Brothers Inc., New
York; Samuel H. Kress Collection, 1961.

National Gallery of Art, Sanmel £, Kress Collection, 1960, Washington















1 he Gouzaga family adoring the Trinity, Museo del Palazzo Ducale, Mantua




THE GONZAGA FAMILY ADORING THE TRINITY

While at Mantua Rubens painted for Duke Vinzenzo | Gonzaga
three large pictures for the Cappella Maggiore in the former Jesuit
church of the Santissima Trinita: 7he Gonzaga family adoring the Trinity,
which was to be placed over the altar, and, for the side-walls of
the choir, 7he Transfignration (now at Nancy) and 7he Baptism of
Christ (now at Antwerp). These paintings, begun in August 1604
at carliest, were completed in May 1605. The central one depicted
the reigning Duke Vincenzo Gonzaga and his wife Eleonora de’
Medici, with the Duke’s deceased parents Ferdinando 1 and Eleanor
of Austria. Behind these four central figures were the five children
of the marriage and three bodyguards, two on the left and one
on the right.

In 1797 a French ‘commissaire de guerre’ had the centre painting
cut to pieces, and portions of it were dispersed. However, in 1797-1800
the restorer Pelice Campi pieced together some of the main sections
to form a canvas that is now in the Palazzo Ducale at Mantua.
This shows Vincenzo and his father kneeling in worship on the
left, and Eleonora and her mother-in-law on the right. Some portraits
of the ducal children are still dispersed in various collections (see Nos.
10, 11), while other details from the painting (see No. 12) are
preserved separately in the Palazzo Ducale.




































ST. GREGORY THE GREAT WITH OTHER SAINTS

In 1607, during his stay in Italy, Rubens received an important com-
mission from the clergy of the Oratorian Chiesa Nuova in Rome,
also called Santa Maria in Vallicella. The church possessed a miracu-
lous Madonna that was only exhibited on great feast-days. Rubens
was to paint a picture for the high altar showing this Madonna
being worshipped by the patron saints of the church. When the
panel was completed and installed, however, it proved to be too
shiny, and he decided to replace it by three separate paintings on
slate. Having tried unsuccessfully to sell the panel to the Duke of
Mantua, he took it back with him to Antwerp in 1608 and had
it placed over the tomb of his mother, who died in that yvear, in
St. Michael’s Abbey (which no longer exists). The panel is now
in the Grenoble musecum. According to L. Burchard the present
sketch is connected with this altarpiece, though it is not clear where
it figures in the process of evolution. St. Gregory, wearing the papal
zucchetto, is depicted in the centre; on the left are St. Mark, seen
from behind, and St. Papianus, while St. Domitilla is in profile on
the right. The figure of St. Mark is borrowed from Correggio’s
Madonna with St. George, which Rubens had had an oppurtunity of
admiring at Modena near Mantua. Sec No. 16.

Canvas, 146,5: 120 cm.

Bibl.: L. Burchard, S&igzen des jugen Rubens, in Sitzungsberichte der kuinstgeschichtlichen
Gesellschaft Berlin, October 1926-May 1927, p. 2, No. 35 Frers, 1943, pp.
111-4; Cat. Exh. Rotterdam, 1953-54, p. s4; ['lieghe, Saints, 11, pp. 54, 55,
No. 109d.

Prov.: King Frederick 1t of Prussia; Schloss Charlottenburg, Berlin; Neues Schloss,
Potsdam. On permanent loan in the Berlin museum since 1966.

Staatliche Museen Prenssischer Kulturbesitz:, Gemildesalerie, Berlin-1es.
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SAMSON BETRAYED BY DELILAH

Human hair plays an important role in magic and religion. Primitive
men believed that the soul resided in all parts of the bodyv; the
hair was regarded as particularly important, and even as the main
seat of vital strength. This is illustrated by the Biblical storyv of
Samson and Delilah (Judges, 16:1-21): through Delilah’s treachery
Samson was made drunk and shorn so that he lost his great strength.

The painting shows the betuddled Samson Iving at Delilah’s feet,
his head in her lap. A Philistine, aided by an old woman with a
candle, is engaged in cutting off his hair; in the background two
warriors stand in a doorway, waiting to overpower the helpless hero.
A statue of Venus and Cupid in a niche recalls the love that brought
about his overthrow.

This painting of ¢. 1610 belonged to Nicolaas Rockox, mavor of
Antwerp and Rubens’s friend and patron. Rockox died on 12
December 1640, and the work is mentioned in the inventory of
his estate: “In the large parlour: An oil painting on panel, framed,
representing Samson and Delilah, the work of Signor Rubens”. F'rans
1l Francken (1581-1642) depicted it above the fireplace in his painting
of Burgomaster Rockox’s rt Gallery in Munich.

A preparatory drawing by Rubens is in the collection of Professor
[.Q. van Regteren Altena, Amsterdam (see No. 129), and a modello
is in the Cincinnati museum.

Panel, 185: 205 cm.

Bibl.: L. Burchard, in Glick, p. 382; FLrers, 1943, pp. 151-66; D. Rosen and
J.S. Held, 1 Rubens Discovery in Chicago, in The Journal of the Walters 1rt
Gallery, XNI-XIV, 1950-51, pp. 70-91, Cat. Exh. Rotterdam, 195554, pp- 37-9,
under No. 6; Burchard-d' Hulst, 1956, pp. 36, 47, under No. 32; Fleld, p-
103, under No. 24; Burchard-d’ fulst, 1963, pp. 79, 80, under No. 46; Madlyn
Kahr, Delilab, in The Art Bulletin, L1V, No. 3, 1972, PP 295-7.

Prov.: Nicolaas Rockox, mavor of Antwerp (d. 1640); Prince of Liechtenstein,
Vienna; A. Neuerburg, Hamburg.

Prirvate collection
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THE MIRACLIL OF ST. WALBURGA

This painting illustrates a story first met with in the 1752 8. Walburgae
by Philipp von Rathsamhausen, Bishop of Fichstitt in Bavaria from
1306 to 1322. This author relates that the saint, who was of English
origin, was crossing to Germany to help St. Boniface in his missionary
work, when the ship was overtaken by a heavy storm. Thanks to
St. Walburga’s pravers the waves subsided and the ship was able
to reach the shore.

This work is undoubtedly one of the three scenes that adorned
the predella of the Raising of the Cross (commissioned in 1610) in
St. Walburga’s church at Antwerp, until they were replaced, between
1735 and 1737, by the new marble border by Willem Kerrickx. The
whereabouts of the centre panel of the predella, representing Christ's
Death on the Cross, and of the other side panel depicting 7he Burial
of St. Catherine, are not at present known. However, the pedigree
of The Miracle of St. Walburga, which was at one time in the collection
of the painter Jacob de Wit, can be traced almost without interruption
trom St. Walburga’s church to the Leipzig museum.

Panel, 75,5:98,5 cm.

Bibl.:  S. Heiland, 7we Rubens Paimntings rebabilitated, in The Burlington Magazine,
CXI1, 1969, pp. 421-7.

Prov.: St. Walburga’s church, Antwerp; purchased thence by Jacobus de Roore,
The Hague; Jacob de Wit, Amsterdam; Johann Zacharias Richter (Leipzig,
d. 1764); Johann Thomas Richter (Leipzig, 1728-83); Johann [riedrich
Richter, sold at Leipzig in 1810; Fischer (artist), sold at Leipzig, 8 May
1820; Speck von Sternburg, Litzschena near Leipzig. In the Leipzig museum
since 1945.

Musenn der bildenden Kiinste, Leipzio, 12 DR
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DRUNKEN, SLEEPING SATYR

A fat satyr, drunk and asleep, lies in the foreground of a cave.
One hand rests on his knee, the other on a panther Iving beside
him. The animal holds in its forepaws an overturned basket of grapes,
a bunch of which is in its mouth. Behind the: satyr a voung com-
panion, his head wreathed with vine tendrils, is drinking the grape-
juice that a nymph presses out into his goblet. At the satyr’s feet,
as if on a raised portion of the rocky floor, are vessels of all kinds
including a richly chased tankard, a porcelain bowl, a nautilus goblet
and many other implements. In the background, as if in a dream,
a satyr is seen caressing a Bacchante.

In this painting, which can be dated on stylistic grounds ¢. 1610-11,
Rubens holds up to the spectator a mirror of the animal passions
and desires that beset humanity. The tableware is by another hand
and is generally attributed to Frans Snijders.

Canvas, 158:217 cm.

Bibl.:  Reoses, 11, pp. 95, 96, No. 611 bis; Oldenbourg, pp. 86, 87; R. Eigenberger,
Die Gemdldegalerie der Akademie der bildenden Kiinste in W ien, Vienna-leipzig,
1927, pp. 344-6; Lvers, 1943, pp. 221-36.

Prov.: Count Anton Lamberg-Sprinzenstein, Viennas bequeathed by him to the
Academy in 1821.

Gemdldegalerie der A fademic der bitdenden Kitnste, 1 Fenna
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THE ASSUMPTION AND CORONATION OF THE VIRGIN

After the iconoclastic riots of 1566 an . ldoration of the Shepherds by
Frans Floris was placed temporarily on the high altar of Our Lady’s
church at Antwerp to replace the destroyed triptych, also by Floris,
the centre panel of which represented 7he Coronation of the 1 irgin.
The church authorities sought to obtain a new altarpiece depicting
the Assumption, and in 1611 two painters, Otto van Veen and
Rubens, were asked to submit designs. Van Veen’s has not survived,
but one of the two sketches executed by Rubens as modelli has
been preserved and is here exhibited; it belongs to the Hermitage
in Leningrad.

The sketch falls into an upper and a lower part, depicting heaven
and carth respectively. In the scene below, the stone has been rolled
away from the Virgin’s grave amid rocks, and the Apostles and
holy women are’amazed to find flowers in the empty tomb. Above,
the Virgin is received into heaven, and Christ holds a wreath of
roses over her head. For various reasons Rubens did not finally
paint the altarpiece until 1625-27, by which time he had made new,
modified sketches. A large painting on panel in the Vienna museum
agrees with the present sketch as far as the lower half is concerned,
but the upper part differs completely. There is good evidence to
suggest that that painting was designed for the high altar of Our
Lady’s church, but for some reason was not used for its intended
purpose.

Canvas, transferred to panel, 108:78 cm.

Bibl.:  Rooses, 11, pp. 189, 190, No. 364; Bandowmin, p. 55-9; C. Van de Velde,
Rubens’ Hemelraart van Maria in de Kathedraal te . Antwerpen, in Jaarboek van
het Koninklijk Museum voor Schone Kunsten, Antwerp, 1975, pp. 252-9.

Prov.: Acquired in 1770 at the I'.I. Dufresne sale, Amsterdam.

Musenn of the Hermitage, Leningrad
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HEAD OF MEDUSA

In Greek legend Medusa was one of the three Gorgons, frightful
beings who punished with death anyvone who looked upon their
faces. In particular the head of Medusa, with serpents for hair, was
associated with doom and terror. Perseus, the son of Jupiter and
Danae, slew Medusa and presented her head to Minerva (Athene),
who affixed it to her shield — the indestructible ‘acgis’, proof against
lightning.

Medusa’s severed head lies on a large stone. Some of the snakes
have wriggled loose and are fighting one another, while others lie
coiled up singly. New reptiles form out of the blood that pours
from the neck, and little snakes creep forth out of isolated drops.
A salamander and some insects can also be seen.

Medusa heads were depicted in antiquity and also by Leonardo
da Vinci and Caravaggio. The smooth, careful execution indicates
that Rubens painted this version soon after his return from Italy,
probably ¢. 1612. The reptiles and insects are by another hand.

Canvas, 68,5:118 cm.

Bibl.:  K.d.K., p. 805 Glick, p. 162, No. 223; Cat. Kunsthistorisches Musenm, Wien,
[erseichnis der Gemdlde, Nienna, 1973, p. 147.

Prov.: Duke of Buckingham (cat. 1635, No. 21).

Nunsthistorisches Museum, | icina
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LAMENTATION FOR ADONIS

Venus fell in love with Adonis, a handsome voung prince of Cyprus.
Fearful of losing him, she urged him not to hunt dangerous animals;
but the rash vouth disregarded her advice, pursued a wild boar and
was killed by it (Ovid, Metamorphoses, X, 525-739).

This scene does not show the fatal hunt or the boar, but Venus’s
lamentation over Adonis. The goddess crouches beside the body,
splendid in form but already pale in death, and strokes the head
of her beloved. Her three attendants (mentioned by other authors
though not by Ovid) express their sorrow in convulsive gestures,
while voung Cupid, also weeping, unfastens his quiver as if to sav
that it is no use shooting love-arrows any more. The scene is com-
pleted by two hounds, one of which licks up Adonis’s blood from
the ground.

The academic classicism of this painting points to a date ¢. 1612-14.
A preliminary oil sketch is in the Dulwich museum.

Canvas, 212:326 cm.

Bibl.:  Swith, Catalogue Raisonné, 11, No. 751 Rooses, 111, p. 179, No. 696: [irers,
1943, pp- 121-36;5 M. Jafté, The Death of . Ndonis by Rubens, in Duits Quarterly,
11, 1967, pPp- 3-10.

Prov.: Bryan, sold in Pall Mall, London, 19 May 1798; Thomas Hope, sold at
Christie’s, London, 20 July 1917, lot 117, and bought there by Gooden
and Fox for the first Lord Leverhulme; sold by his heirs at Christic’s,
London, 24 March 1961, and bought there by Mr. Duits.

Duits 1.td, London
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ALL SAINTS

The company of saints worshipping the Trinity is represented in
the form of a vision. In the foreground, seen from behind, is St.
Lawrence with his grid; St. Gregory is on the left, and on the
right are the naked St. Sebastian and St. George in armour. In the
distance is a group of monks led by St. Francis and St. Dominic.
In the upper part of the sketch, in rather vague outline, the Virgin
is seen standing on a cloud and facing towards the Trinity.

This composition was inspired by Titian’s 7riumph of the Holy
T'rinity, painted in 1554, which Rubens may have seen during his
first visit to Spain in 1603; it was placed in the Hscorial in 1574
and is now in the Prado. It may also be that he used as a model
the engraving after Titian’s work, executed by Cornelis Cort in
1566. The present sketch is not known to have served as a model
for any painting, but the theme recurs in an engraving made before
15 May 1613 for the Breviarium Romanum published at Antwerp by
Balthasar Moretus in 1614. The fact that the sketch is about four
times as large as the engraving makes it unlikely that it was a design
for the latter, but the resemblance between the two suggests a date
of ¢. 1613 for the sketch. See No. 137.

Panel, §8:38 cm.

Bibl.: L. Burchard, S&izzen des jungen Rubens, in Sitzunosberichte der kmnstgeschichtlichen
Gesellschaft Berlin, October 1926-May 1927, p. 3, No. 23; H.F. Bouchery
and F. van den Wijngaert, .. Rubens en het Plantijnsche Huis, \ntwerp-
Utrecht, 1941, pp. 62, 132, 153; liers, 1943, p. 219; Cat. Exh. Rotterdam,
1953-54, PP- 43, 44, No. 135 d'[lulst, 1968, pp. 9o, 91, No. 3; | lieghe,
Saints, 1, pp. 27, 28, No. 1.

Prov.: Presented to the museum by A.J. Lamme in 19653.

Boymans-van Bewmningen Museun, Rotterdam
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THE FOUR EVANGELISTS

The composition shows the Evangelists with their respective attri-
butes. The three ‘Svnoptics’ are scated at a table: St. Matthew listen-
ing to an angel, St. Mark with a lion and St. Luke with an ox.
On the right, St. John looks up with inspired gaze towards an eagle.

The four Livangelists were depicted in a single painting by Correg-
gio in 1521, The first Netherlands painter known to have treated
the subject in this way is ['rans Floris, in a lost composition known
from an engraving of 1566.

This painting, clearly influenced by Caravaggio, was executed ¢
1614. Some weaker parts, especially in the figures of Mark, Luke
and the angel, suggest that it was done with help from the studio.

Canvas, 224: 270 cm.

Bibl.:  Rooses, 11, pp. 193, 194, No. 367; Oldenbonrg, p. 104; E. Henschel-Simon,
Die Gemilde wnd Skulpturen der Bildercalerie von Sanssonci, Berlin, 1950, No.
95; U. Moussalli, Rubens et Caravage, in [tudes d'art publices par le Muséc
d' Alger, 11-2, 1955-6, p. 91; G. Lckardt, Die Gemdlde in der Bildergalerie
ron Sanssoici, Potsdam, 1965, No. 835 | leahe, Sainis, 1, pp- 70-2, No. s54.

Prov.: Purchased between 1755 and 1764 for the collection of [rederick 11, King
of Prussia.

Sanssonci, Bildergalerie, Potsdam

34






ST. AUGUSTINE BETWEEN CHRIST AND THE VIRGIN

St. Augustine of Hippo, dressed in the habit of the Order named
after him, is seen between Christ and the Virgin, kneeling on a
small pile of books denoting his role as a Father of the Church.
His mitre and crosier are on the ground before him.

The picture illustrates the apocryphal story that Augustine, pre-
sented with the choice of seeking refreshment in the blood of Christ
or in Mary’s milk, expressed his perplexity in the verse: ““Positus
in medio, quo me vertam nescio, hic pascor a vulnere, hic lactor ab ubere.”
His indecision is expressed in his features and bodily posture.

The figure of Christ is strongly influenced by the antique 7orso
of a laun, which belonged to the Gaddi family at Florence until
1778 and is now in the Uffizi. The monumental and highly plastic
treatment of the figures, the cool local colouring and the pronounced
shadows point to a date of ¢ 1615.

Canvas, 237:179 cm.

Bibl.:  Rooses, 11, p. 220, No. 393; K.d.K., p. 95; Gliick, p. 157; A. Pérez Sanchez,
Real Academia de Bellas  Artes de San  Fernando. Inventario de las Pinturas,
Madrid, 1964, p. 63, No. 685; F. Labrada, Rea/ . lcademia de Bellas . Artes
de San ernando, Catdlogo de las Pinturas, Nadrid, 1965, p. 75, No. 685 ; ["ieghe,
Saints, 1, pp. 97, 98, No. 66.

Prov.: Jesuit college, Alcala de Henares; transferred ¢. 1772 to the Jesuit college
of San Isidoro at Madrid; deposited with the Academia de San Fernando
at a date between 1829 and 1852.

lcademia de San Fernando, Madrid
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INION OUTWITTED BY JUPITER

Ixion, who had been protected by Jupiter, ungratetully tried to seduce
his consort Juno; but Jupiter outwitted him by the ruse shown
in this picture. The scene is on Mount Olympus. On the left Ixion
is embracing Juno’s double Nephele, fashioned out of a cloud by
Jupiter. Behind Ixion, and symbolizing his fate, is a Fury with a
coil of snakes in her hand. Iris, the messenger of the gods, holds
Juno’s mantle over the pair; she is a party to the stratagem, as
is shown by the fox’s skin over her shoulder. Juno is seen on the
right with her attribute, the peacock. She turns her back contemp-
tuously on Ixion, and with one hand holds her hair in place: it
has come loose because she has lent her diadem to Nephele. Cupid
leads her by the hand to Jupiter, who is seen above with his cagle.
On stylistic grounds the painting may be dated ¢. 1615.

Canvas, 171:245 cm.

Bibl.:  Swith, Catalosne Raisonné, 11, PP 249, 25035 Rowses, 1, p. 111, No. 031;
M. Rooses, [laamsche kunst tentoougesteld ... te Brussel in 1910, in Onz
Kunst, XXIV, 1911, pp. 8, 9.

Prov.: Van de Amory, sold at Amsterdam m 1722; Sir Gregorv Page Turner;
Welbore Ellis Agar, sold at Christie’s, London, 2 May 1806, lot 60; Duke
of Westminster, L.ondon; Charles T. Yerkes, New York, sold at New York,
5-8 April 1910, lot 143. Bequeathed to the Louvre by Baron Basile de
Schlichting in 1915.

Musée dn 1.ourre, Paris
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ST. FRANCIS OF ASSISI RECEIVING THE STIGMATA

In 1224, two vears before his death, St. Francis had a vision on
Mount Alverna (L.a Verna) ncar Arezzo, where he was in retreat
in the company of Brother Leo. The crucified Christ appeared to
him in the form of a six-winged seraph, while the marks of the
five wounds were miraculously imprinted on his hands, feet and
side.

The picture shows St. I'rancis kneeling in a landscape and gazing
ecstatically at the seraphic Christ, who appears before him in mid-air.
His arms are outstretched in a gesture of humble submission, and
the wounds in his hands are clearly visible. On the ground in front
of him are a praver-book, a crucifix and a skull, the [“anitas symbols
appropriate to a hermit. Beside St. Francis can be seen the head
of the startled Brother Leo.

The saint’s oblique posture is typical of late ITtalian Mannerism.
The painting was largely executed by Rubens’s studio after a modello
by him (now in the M.P.W. collection at Amsterdam), but the saint’s
head is by Rubens himself. The plastic treatment of the face and
drapery points to a date ¢. 1615-20. Sce No. 38.

Canvas, 193,5: 146 cm.
Bibl.: 1 leabe, Saints, 1, pp. 142, 143, No. g1.
Prov.: Acquired after 1907.

Musée Municipal des Beanx-.1rts. . lrras
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THE CROWNING OF THE HERO

The Hero, in armour, embraces a naked, winged voung woman who
holds a laurel wreath above his head; she symbolizes the conquest
of vice. The Hero shows his contempt for drunkenness by treading
on a satyr, who lics prostrate beside a bunch of grapes; he also
renounces lust, as is shown by Cupid weeping on Venus’s shoulder.
An old woman representing envy, with a tangle of snakes in her
hair, flees in amazement and confusion.

As a pendant to this scene exalting virtue Rubens painted 77
drimken Hercules, an illustration of the effects of vice: the spectator
was thus provided with models of conduct that should or should
not be followed.

The original versions of 7he cromning of the Hero and The drunken
Hercunles are in the museums at Munich and Dresden respectively.
They were painted ¢. 1612-14 and were very probably in Rubens’s
possession at his death. Both are on panel and in upright format.

The Dresden museum also possesses versions of both paintings
executed partly by the studio; these, unlike the originals, are on
canvas and in horizontal format, and on stylistic grounds they must
be dated later, ¢. 1615-16. As the panels were not available on loan,
we show here one of the canvases.

Canvas, 203:222 cm.

Bibl.:  Swith, Catalogue Raisonné, 11, p. 83, No. 260; Rooses, IV, pp. 51, 52, No.
828; K.d.K., ed. Rosenberg, p. 18; 1. Dillon, Rubers, London, 1909, pp.
82, 83, 94, 113, 132, 194; K.d.K., pp. 456, 457 (under S. 56); i Hensler,
Das Urhild des * Trunkenen Hlercules' von Rubens anfoefunden, in Kuistichronik,
23-30 January 1926, pp. 662, 663 L. Burchard, Zuwmw U rbild des * @'runkenen
Hercules' ron Rubens, in Kunstchronik, 20-27 March 1926, pp. 763-5; [Lorers,
1942, pp. 174-79.

Prov.: Acquired in Mantua, 1743.

Staatliche Kunstsammlungen, Gentildeoalerie . 1ite Meister, Dresden, (21 R
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DIANA RETURNING FROM THE CHASE

In this composition of half-length figures the sexes are separated.
Diana stands on the right, with a spear in her hand and dead game
in her tucked-up garment; behind her are three nymphs, and on
the other side three satyrs. One of these holds out a rich variety
of fruit, while another has a basket of fruit on his head and offers
a bunch of grapes to one of the nymphs. Not only are the sexes
opposed to each other, but Diana’s seriousness and the chaste inno-
cence of the nymphs contrast with the animal exuberance of the
satvrs: one side of the picture is spiritual, the other phvsical.

In view of the style, the work may be dated ¢. 1616. The dog,
the game and the fruit are by Irans Snijders.

Canvas, 136: 182 cm.

Bibl.:  Rooses, 111, p. 79, 80, No. 597; R. Oldenbourg, ie Nachwirkung Italiens
anf Rubens und die Griindung seiner Werkstatt, in Jabrbuch der Kunsthistorischen
Sammlungen des allerhichsten Kaiserbauses, XXXI1V, 1918, p. 201 e.a.; Glick,
p- 160 (No. 133), 360, 395; Liers, 1942, p. 196 c.a.

Prov.: Purchased by Raschke at Antwerp in 1710.

Staatliche Kunstsamnilungen, Gemdldesalerie lte Meister, Dresden, 121 R
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MADONNA IN A BORDER OF FLOWERS

In the seventeenth century it was not uncommon for famous artists,
who mostly specialized in particular genres, to collaborate in produc-
ing a picture. The present work is the result of co-operation between
two great masters who were also personal friends: the medallion
of the Virgin is by Rubens, while the floral border and the wreath
above her head are by Jan I Breughel. The latter wrote as follows
on 5 September 1621 to Ercole Bianchi, the agent of Cardinal Federi-

e

go Borromeo, Archbishop of Milan; ... I send vou another painting,
the finest and most exquisite piece 1 have done in my life. Signor
Rubens has also displaved his talent in the medallion, in which is
a very fine Madonna. The birds and other creatures are painted from
life, after specimens in the possession of the illustrious Infanta.”
The picture must have been finished by the end of 1617 at latest,
as it figures in Sighs, one of five paintings illustrating the senses,
executed by Breughel with staffage by Rubens, and that work (now
in the Prado at Madrid) bears the date 76177

Panel transferred to canvas, 85:65 cm.

Bibl.:  Swith, Catalogue Raisouné, 11, p. 115, No. 390; Roeoses, 1, pp. 2040,
No. 199; Cat. Exh. Rubens et son temps, Paris, 1936, No. 65; Cat. Exh.
De Madonna in de Kunst, Antwerp, 1954, p. 134, No. 93; M.L. Hairs, /s
peintres flamands de flenrs an X1°1le siécle, Paris-Brussels, 1955, pp. 29, 30,
153, 202.

Prov.: Cardinal Federigo Borromeo, Archbishop of Milan, 1621; Biblioteca Ambro-
siana, Milan; in Paris since 1796.

Musée du Lourvre, Paris
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ROMULUS AND REMUS

The scene is based on the well-known legend of the twins Romulus
and Remus and the foundation of Rome. Sons of the god Mars
by the Vestal Virgin Rhea Silvia, who was under a vow of chastity,
thev and their mother were thrown into the Tiber by Amulius, king
of Alba Longa. Rhea Silvia was rescued by the river god Tiberinus,
who made her his wife. The basket carrying the children was swept
downstream and eventually washed ashore. The babes were found
by a she-wolf, which suckled them until a shepherd, FFaustulus, disco-
vered them and took them into his home. On the left of the picture
are Rhea Silvia and the river-god Tiberinus, leaning on a large pitcher
with water streaming out of it; the herdsman Faustulus is running
up from the right. The painting was executed at Antwerp, ¢. 1618.

Canvas, 210:212 cm.
Bibl.:  Swith, Catalogne Raisonné, 11, p. 152, No. 532; Rooses, IV, pp. 16, 17, No.
8o1; Glick, p. 158, 392; [Zan Puyrelde, p. 115.

Prov.: Probably in Rubens’s estate at his death; belonged to Cardinal Pio di Carpi,
also called di Savoia (1612-39), and was sold by his great-nephew, Prince
Gilberto Pio di Savoia, to Benedict X1V, Pope from 1740 to 1758 and
founder of the Capitoline collection.

Museo Capitolino, Rome

Iri
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MICHIEL OPHOVIUS

Michiel Ophovius, born in 1571 at ’s Hertogenbosch (Bois-le-Duc),
entered the Dominican monastery of St. Paul at Antwerp in 1585.
In 1626, at the instance of the Infanta Isabella, he became bishop
of his native city. He moved to Antwerp when ’s Hertogenbosch
was captured by the Dutch in 1629, and died at Lier on 4 November
1637.

Ophovius, wearing the Dominican habit, gestures as though
addressing the spectator. He is a robust-looking man with a massive
head and small eves glittering with shrewdness and will-power. The
portrait dates from ¢. 1618.

Another version, in a private collection in Brussels, is of no less
quality than this one.

Canvas, 111.5:82.5 cm.

Bibl.:  Rooses, IV, pp. 226, 227, No. 1013; K.d.K., p. 1675 Beknopte catalogns van
de schilderijen, beeldbounwerken en miniaturen, Mauritshuis, The Hague, 1968,
p. 125, No. 252; H. Vlieghe, Portraits 11, Corpus Rubenianunr Lndwic Burchard,
XIX (in preparation).

Prov.: Dominican monastery, Antwerp; Vinck de Wesel sale, Antwerp, 27 April
18135 Stier d’Aertselaer sale, Antwerp, 1822,

Koninkligk Kabinet ran Schilderijen * Mauritshuis', The Haome
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ALATHEIA TALBOT, COUNTESS OF ARUNDLEL

Alatheia, daughter of Gilbert Talbot, Earl of Shrewsbury, married
in 1606 Thomas Howard, Earl of Arundel and one of the most
famous English art-lovers.

Three portraits of the Earl by Rubens are known; these are respec-
tively in the Isabella Stewart Gardner Muscum at Boston (see under
No. 161), the National Gallery and the National Portrait Gallery,
London (see No. 82). Rubens also painted a portrait, now at Munich,
of the Countess without her husband, but with friends who accom-
panied her to Antwerp in 1620, on the way from The Hague to
Brussels (sec under No. 153). Van Dyck painted a portrait of the
Earl and Countess which is also now at Munich.

It appears from an inventory of 1646 that Rubens’s brother-in-law,
the Antwerp silk merchant and tapestry dealer Peter van Hecke the
Younger, possessed “two portraits by Rubens of the Earl and Coun-
tess of Arundel”. The entry indicates that there were two separate
pictures, and the present portrait of Alatheia Talbot mav be one
of them. It shows her in approximately the same pose as in the
large painting of 1620 in Munich; whether that is an autograph
work by Rubens has, however, never been thoroughly investigated.

Canvas, 107:78 cm.

Bibl.:  Swith, Catalogue Raisonné, 1X, pp. 340, 341, No. 362; F.]. Sanchez Canton,
L.a collection Cambd, Barcelona, 1935, pp. 94-65 E. Duverger, De rersameling
schilderijen van de Antwerpse 3ijde- en tapijthandelaar Peter ran Hecke de Jonge,
schoonbroer van P.P. Rubens, naar een inrentaris ran 1646, in Jaarboek van h
Koninklypk Museum roor Schone Kunsten, \ntwerp, 1971, pp. 151-3; Hucwer,
Portraits 1, under No. 4.

Prov.: Presented to the museum by Sr. Cambo.

Museo de Arte de Cataluiia, Barcelona
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THE CEILING PAINTINGS FOR THE FORMER JESUIT CHURCH
AT ANTWERP

On 29 March 1620 Rubens signed a contract with Jacobus Tirinus,
head of the Professed House of the Jesuits, by which he undertook
to deliver within a vear 39 paintings for the ceilings of the side-aisles and
galleries of the church. A preliminary list of subjects was to be supplied
to him, and for each painting he was to do a small sketch in his
own hand. The execution might be entrusted to his assistants, Van
Dyck being expressly mentioned, but Rubens promised “‘in honour
and conscience” that he would “remedy with his own hand whatever
might be found amiss.’

The greater part of the interior of the church was ravaged by
fire on 18 July 1718, and all the ceiling paintings, which were on
linen, were destroyved. However, many of Rubens’s oil sketches have
been preserved (see Nos. 48-55).

Thanks to various paintings of the church interior we are able to
form an idea of the brilliant decorative effect; this is aided a.o. by
drawings made in the church after Rubens’s paintings in 1711-12
by the painter Jacob de Wit (1695-1754).
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THE ADORATION OF THE SHEPHERDS

The list attached to Rubens’s contract with Jacobus Tirinus, superior
of the Antwerp Jesuits, mentioned as the cleventh ceiling painting
a “Nativitas X7 (see p. 119). In the present oil sketch for this
subject the arrangement of the figures recalls an carlier . Adoration
of the Shepherds by Rubens, of which one version is at Fermo in
Italy and another in St. Paul’s church in Antwerp. A comparison
of the sketch with these works shows clearly what alterations of
perspective were required for a ceiling painting and how skilfullv
Rubens achieved these, apparently without any resort to technical
tricks.

The sketch shows several pentimenti, c.g. in the tigure of the
old woman crouching by the crib. Rubens first painted her with
hands outstretched in a gesture of wonder, but he then changed
his mind and made her clasp her hands in praver.

Panel, 32:47.8 cm.

Bibl.:  Rooses, 1, p. 21, No. 2bis; K.d.K., ed. Rosenberg, p. 194; Van Puyrelde,
Lsquisses, p. 27; Martin, Ceiling Paintings, pp. 6o-2, No. 2a.

Prov.: Victor Wolfvoer (Antwerp, 1612-52)?; Joseph Sansot, sold at Brussels, 20
July 1739, lot 125; anonvmous sale, Brussels, 18 July 1740, lot 267; |.
de Roore, sold at The Hague from 4 September 1747, lot 44; \nthoni
and Stephanus de Groot, sold at The Hague, 20 March 1771, lot 7; Count
Anton Lamberg-Sprinzenstein (1740-1822), who presented it to the Vienna
Academy in 1821.

Gewildegalerie der Akademie der Bildenden Kiinste, 1 ienia
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NOAH’S SACRIFICE

Noah is seen offering a sacrifice of thanksgiving to God after the
deluge (Genesis, 8:20). He kneels in the centre of the picture, his

arms upraised in praver, before an altar on which the carcase of

an animal lies. Two of his sons prepare the sacrifice; one arranges
the firewood on the altar, while the other is about to slaughter
a sheep. Noah’s wife is seen as an old woman in praver. Three
other members of his family stand behind him.

This grisaille sketch, which has been considerably damaged, was
a design for a ceiling painting for the former Jesuit church in Antwerp
(see p. 119). It was followed by a modello. The subject, however,
does not figure in the list attached to the contract signed by Rubens.
Probably the two sketches were executed when the original pro-
gramme was being revised and before the definitive list of subjects
was drawn up. At all events, Noalb's Sacrifice was not among the
ceiling paintings that eventually adorned the church.

Pancl, 19:29 cm.

Bibl.:  P. Buschmann, Rubens en Van Dyck in bet Ashmolean Museum te ( Ixford,
in Onge Kunst, XXIX, 1916, pp. 18-20; 1 an Puyvelde, [Zsquisses, p. 275 Cataloone
of Paintings in the ~Vshmolean Museum, Oxford, s.a., p. 9o, No. 384; E. Haver-
kamp Begemann, De kroning ran Maria, in Bulletin: Museum  Boymans, VI,
1957, p- 83, n. 43 Martin, Ceiling Paintings, p. 193, No. 40 (IV)a.

Prov.: Maximiliaan de Hase, sold at Brussels from 10 June 1782, lot 52; Count
de Cuypers de Reymenam, sold at Brussels, 27 April 1802, lot 1147; Charles
Spruyt (1769-1851), sold at Ghent from 28 July 1806, lot 166; sold at
Ghent from 3 October 1815, lot 131; Thomas lLoridon de Ghellinck, sold
at Ghent from 3 September 1821, lot 216; Chambers Hall (Southampton
and London, 1786-1855), who bequeathed it to Oxford University.

Lshmolean Museum, Oxford
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ST. BARBARA FLEEING FROM HER FATHER

According to the Golden Legend Barbara, daughter of the satrap Dios-
curus, aroused the wrath of her pagan father by ambracing Chris-
tianity. The painting shows him pursuing her up the steps of a
terrace. On the left is the tower in which he afterwards imprisoned
her for long vears as a punishment.

A grisaille o1l sketch, the first compositional design for one of
the ceiling paintings in the former Jesuit church at Antwerp. “Sancta
Barbara” figures as No. 15 in the list of subjects attached to the
contract between Rubens and the Jesuit superior Jacobus Tirinus
(see p. 119). The final painting differed little from this sketch.

Panel, 15:21 cm.

Bibl.:  P. Buschmann, Rubens en 1an Dyck in het Ashmolean Musenm te Oxford,
in Onge Kunst, XXIX, 1916, pp. 17, 18; [Van Puyrelde, [Lsquisses, pp. 20,
74, 75, No. 333 Catalogue of Paintings in the Ashmolean Musenm, Oxford,
s.a., p. 90, No. 3825 Martin, Cerling Paintings, pp. 160, 161, No. 31a.

Prov.: Maximiliaan de Hase, sold at Brussels from 10 June 17822; Count de Cuvpers
de Reymenam, sold at Brussels, 27 April 18027; Charles Spruyt (1769-1851),
sold at Ghent from 28 July 1806, lot 1715 sold at Ghent from 3 October
1815; Thomas Loridon de Ghellinck, sold at Ghent, 3 September 1821,
lot 214; Chambers Hall (Southampton and London, 1786-1855). who be-
queathed it to Oxford University.

Ashmolean Musenm, Oxford
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CROWNING OF AN ALTAR PORTICO

An oil sketch in grisaille, exceuted ¢. 1620-21 for the crowning of
the high altar of the former Jesuit church, now dedicated to St
Charles Borromeo, in Antwerp. Rubens painted two imposing pic-
wares of St Lenatius Loyola and St. rancis Navier for this church
(both now in Vienna) and also designed a portico for the high altar,
in which the pictures were to be displaved alternatelv. Besides the
present sketch, drawings for the architecture and sculpture of this
portico have survived (see No. 149). The sketch is to be regarded
as an advanced preliminary study, but the portico as finally executed
bears only a general resemblance to it

Pancl, 55.9:76.2 cm.

Bibl.:  Guoris-Held, p. 34, under No. 56; Nina Avala Mallory, 1:/ altar mayor en
la iglesia de San [gnacio de Amberes, in Goya, 79, Madrid, July-August, 1967,
pp- z-13; . Baudouin, De datering ran twee schildersjen van Ridbens voor bet
boofdaltaar ran de Antwerpse feszuictenkerk en enkele aantefenigen over Flans ran
Mildert, in Miscellanea Jozef Diwverger, Gent, 1967, pp. 314, 315, No. Go.

Prov.: . de Groot, The Hague, 1748; Vanderstraclen-Moons-Van Lerius sale,
Antwerp, 1885; }.-B. T'oucart, sold at Valenciennes, 12-14 October 1898,
lot 935 Dr. A, Jafté, Berling art firm of W.E. Duits, London.

Private collection
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ISABELLA BRANT

The identification of this subject with Rubens’s first wife is based
chiefly on the resemblance to Van Dvck’s Portrait of Isabella Brant
in front of the portico of Rubens’s house in the National Gallery, Washing-
ton. Rubens married Isabella in 1609; she was born in 1591 and
died suddenly on 20 June 1626, apparently of the plague. It was
doubtless a heavy blow to Rubens, who wrote to Pierre Dupuy
on 15 July: “I have in truth lost a very good companion ... having
none of the vices usual in her sex. She was all goodness and amiability
... The memory of Rubens’s first wife remains vivid owing to
his numerous portraits of her alone or (as in the Alte Pinakothek,
Munich) the two of them together. All of these show her as a sweet-
natured figure with large, lively eves and a delicate nose, a smile
on her unparted lips. The portrait seen here was painted ¢. 1620-25.

Panel, 53:46 cm.

Bibl.:  Rooses-Ruclens, 111, pp. 444-7, No. goq; W. von Bode, zin nenanfsefundenes
Bildnis von Rubens' erster Gattin Isabella Brant, in Jabrbuch des Kiniolich Preus-
z2schen Kunstsammlungen, XXXV, 1914, pp. 221-3; Glick, pp. 96, 97, 384,
3853 Goris-lHeld, p. 26, No. 1; H.S. Francis, Portrait of lssabella Brant by
Peter Panl Rubens, \n The Bulletin of the Cleveland Museum of  1rf, XXXV,
1947, pp- 247-9; H. Vlieghe, Portraits 11, Corpus Rubenianum Ludnig Burchard,
NIX (in preparation).

Prov.: Lord Glanusk, sold at Sotheby’s, London, 1914; Hugh Blaker, Old Isle-
worth, Middlesex; Marcus Keppel, sold by Paul Cassirer, Berlin, 19305 private
collection, New York.

The Cleveland Musennr of Art, Mr. and Mrs. William H. Marlati Tund, 1947, Clereland,

()/)/(;
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SUSANNA FOURMENT

Susanna (1599-1643) was the third daughter of Daniel Fourment,
a silk-merchant and tapestry dealer in Antwerp, and of his wife Clara
Stappacrt. She married Raymond del Monte in 1617, and subsequently
Arnold lLunden in 1622, Her voungest sister, Helena, became
Rubens’s wife in 1630.

The portrait of Susanna in the National Gallery in London has
been known as the ‘chapean de paille’ since the late eighteenth century

wrongly, as it shows her wearing a plumed beaver hat. The sobri-
quet would, however, be appropriate to the present painting ot .
1620-25, which was called ‘portrait de Susamne [ourment en bergére’ in
an inventory of works of art belonging to the Lunden family: she
is seen wearing a straw hat and holding a crook, and over her shoulder
is the strap of her satchel.

The confusion of ttles is not surprising, as Rubens painted
numerous portraits of Susanna 'ourment: no less than tour were
in his possession at his death.

Panel, 68:58 cm.

Bibl.:  G.P. Mensaert, Le peintre amatewr ¢f carienx, 1, Brussels, 1763, pp. 1968,
260; Swith, Catalosue Raisonué, 11, p. 261, No. 882; Idem, 1N, p. 272, No.
103: Roases, IV, pp. 175-9 (under No. 949), 182 (under No. 953); I.. Bur-
chard in Glick, p. 389; G. Martin, National Gallery Catalognes, The I'lemish
School, c. 1600-c. 1900, London, 1970, pp. 174-82, under No. 852; H. Vlieghe,
Une grande collection anversoise di dix-septieme siccle: le cabinet d'amatenr &' lruold
Landen, beau-fréve de Rubens, in Jabrbuch der Berliner Kunstsammlungen, 1977
(in print).

Prov.: Mentoned as belonging to the Lunden family in an inventory drawn up
between 1639 and 1644; Arnold-Willem-Jozef Lunden (1732-82); owned
in 1785 by the Antwerp art firm of Pilacr and Beeckemans; Suer d”Aertselaer:
Schamp d’Aveschoot, Ghent, on sale there in 1840, lot ¢, but withdrawn;
private collection, Brussels.

Private collection

59






THLI TRIUMPH O ROMA

Modello for a tapestry, one of a series of twelve depicting 7he Flistory
of the Lzmperor Constantine, commissioned by King Louis XI1I of France
probably at the beginning of 1622. The theme was a popular one
in the seventeenth century, affording an indirect means of glorifving
living sovereigns. The sketches were completed by the end of 1622
or beginning of 1623. The tapestries were woven in the Paris studio
of Marc de Comans and I'rans van der Plancken, actual-size cartoons
being first made on the basis of Rubens’s sketches.

Roma is seated in the centre on a throne under a baldachin; her
left hand rests on a globe, while in the other she holds a small
figure of Victory. A winged genius holding a palm-branch places
a crown on her head; beside her is a second genius with the standards
of conquered armies. Constantine stands on the right with three
captives at his feet; he is in armour and holds in his hand a thunder-
bolt, the weapon and attribute of Jupiter, to whom he is thus likened.
On the left are two captive barbarian chiefs. In the foreground
Romulus and Remus, suckled by the she-wolf, allude to the founda-
tion of Rome. This oil sketch was preceded by a drawing now in
the Albertina at Vienna, in which only the main figures appear.

Panel, 54:69 cm.

Bibl.:  Rooses, 1I, pp. 201, 213, 214, Nos. 713 and 724; Rubens-Bulleiijn, v, p. 306,
Van Puyrelde, Lsquisses, pp. 27-9, No. 7; Burchard, pp. 20-2; Cat. Exh.
Rotterdam, 1953-54, p. 63, No. 415 Burchard-d' Hulst, 1963, pp. 208-11, under
No. 133; d'FHulst, 1968, p. 96, No. 14.

Prov.: Marc de Comans and I'rans van der Plancken, Paris; Hippolyte de Comans,
Paris; Philippe, duc d’Orléans (d. 1727); ‘Philippe Egalit¢’, who sold it
in 1792 to Thomas Moore Slate, London; De Calonne, sold in lLondon,
23-28 March 17957; Harl of Liverpool, sold in London, 25 May 1829, lot
64; Sir J.C. Robinson (London, 1824-1913); Sir I'rancis Cook, Richmond;
D. and N. Katz, Dieren, Gelderland (1940) and Basle, who presented it
to the Mauritshuis in 1947.

Koninklijk Kabinet van Schild rijen * Mauritshuis’, The Hague
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MARIE DE” MEDICI

This portrait of Marie de’ Medici (1573-16042) was designed as a
pendant to that of Anne of Austria, consort of Louts XIIT of I'rance.
The two paintings are numbered successively in the inventory of
Rubens’s cstate drawn up at his death, and are now both in the
Prado, Madrid. Peiresc, in a letter to Rubens dated 14 April 1622,
mentions the portraits of the two Queens of Irance as belonging
together. They were painted by Rubens during his first stav in Paris
in January-February 1622.

Mother of the King of France and mother-in-law of the King
of Spain and the Duke of Savoy, Marie de’ Medici was also about
to become mother-in-law to the King of England. She was, so to
speak, in the very centre of French affairs, and Irance had suddenly
become the pivot of European politics. The rapprochement with
Spain and the Catholic peace for which she had striven appeared
close at hand. The portrait shows her as a dignified widow, a
matriarch at the height of her power, little suspecting that Richelieu’s
machinations would soon drive her out of France.

Canvas, 130: 108 cm.

Bibl.:  Rooses, IV, pp. 215, 216, No. 997; K.d.K., p. 268; Thuillics-Ioncari, pp.
10-29; Huemer, Portraits I, No. 27.

Prov.: Acquired from Rubens’s estate by Philip 1v of Spain. Transterred from
the roval collections to the Prado in 1794.

Museo del Prado, Madrid
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THIE MARIE DE MEDICHCYCLT

In 1622-25 Rubens painted for Marie de’ Medici (1573-1642), the
Queen Dowager of I'rance, a series of scenes from her life to decorate
a wing of the Luxemburg Palace built for the Queen by Salomon
de Brosse. The first mention of this project that has survived is
in a letter of 1621 to Rubens from Peiresc, who had heard that
he was coming to discuss decorations for the Palace. Rubens stayed
in Paris during January and February 1622, and signed the contract
with Maric de’ Medici on 26 February.

As the Queen was on delicate terms with her son lLouis XIII,
with whom she had just been reconciled, the programme had to
be designed with tact so as to avoid over-explicit reference to
painful events in the past. Accordingly, in May, Rubens sent a
general outline for the Queen’s approval. This was accepted with
a few modifications, and a vear later, in May 1623, Rubens arrived
in Paris with nine paintings which he completed there. The rest
of the series was delivered in February 1625. The twentv-four
allegorical scenes of the Queen’s life are now in the Louvre in Paris.

This commission, one of the biggest that Rubens ever received,
produced one of the outstanding monuments of baroque art. For
several scenes Rubens made more than one sketch, and many of
these have survived (see Nos. 63-67).


















THEPRESENTATION OF THE PORTRAIT O MARIE DE> MEDICI
TO HENRY 1V

Oil sketch for the Medici cycle (see p. 151). Hymen and Cupid,
hovering in mid-air, present Henry IV of France with a portrait
of Marie de’ Medici, his future consort. The king, encouraged by
a figure representing France, contemplates the portrait attentively.
At his feet two putti play with his helmet and shield, alluding to
the peaceful times that are to follow the marriage. Jupiter and Juno,
identified by the ecagle and peacock respectively, survey the scene
from a cloud and take the roval couple under their protection.

The large finished painting (394:295 cm.), now in the Louvre
in Paris, differs very little from the sketch, except for the addition
of a spacious landscape in the lower part.

Panel, 48:37 cm.

Bibl.:  Rooses, 111, p. 226, No. 733'; K. Grossmann, Der Gemdldesyklus der Galerie
der Maria ron Medici von Peter Panl Rubens, Strasbourg, 1906, pp. 30-3; 1 /uil-
lier- Foucart, pp. 74, 75.

Prov.: Recorded from 1729 in the inventory of the Resideny, Munich. Acquired
by the Elector Maximilian Emanuel.

Bayerische Staatsgenmildesamminngen, Munich






HENRY 1V’S ARRIVAL AT LYONS AND THLE CONSUMMATION
OF HIS MARRIANGE TO NARIE DEMEDICI

Oil sketch tor the Medici cvele (see p. 151). Henry IV and Marie
de’ Medici were married by proxy at I'lorence on 5 October 16003
they did not meet until November 9, as Henry was campaigning
against Savov. According to contemporary records, both spouses were
disappointed. Rubens’s task was made harder by this fact and by
the intimate nature of his theme, but he overcame the difficulty
by the use of allegory.

Maric de” Medici and Henry 1V, enthroned as Juno and Jupiter
and accompanied by Hymen, take each other by the hand as a pledge
of wedlock. The Queen, her eves bashfully cast down, is attended
by putti with flambeaux. The city of Lyons, depicted as a voung
woman with a mural crown on her head, gazes up admiringly; she
is seated in a car drawn by two symbolic lions, and the city itself
is seen in the background. The lions are led on by Cupid.

The finished painting (394: 295 ¢m.), now in the Louvre in Paris,
agrees generally with the present grisaille sketch but differs in some
details: Marie de’ Medici has no veil, her breast is bare, and Henry

IV wears a laurel wreath on his brow.

Panel, 33.5:24.2 cm.

Bibl.:  Rooses, 1, p. 231, No. 726'; Rubens-Bulletizn, N, pp. 216-20; K. Grossmann,
Der Gemildezyklns der Galerie der Maria ron Medici ron Peter Panl Rubens.
Strasbourg, 1906, p. 44; lZrers, 1943, pp. 299-306; [huillicr-Foucart, pp. 77,
738.

Prov.: Abbeyv of Saint-Ambroise, Paris.

Musenm of the Hermitage, [.eninorad
o ) N
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THE APOTHEOSIS OF HENRY IV AND THE PROCLAMATION OF
THE REGENCY

This sketch for the Medici cvcle (see p. 151) depicts two separate
scenes, the apotheosis of Henry IV and the proclamation of his widow
as Regent: it was natural to combine these, as the regency was pro-
claimed four hours after the King’s death. On the left Henry, dressed
as a Roman general, is raised to heaven by Jupiter and Kronos
under the signs of Leo, Virgo and Libra. Other gods, including
Hercules and Mercury, look on from Olympus, while Juno gazes
at the Queen. Below, Mars’s consort Bellona and the naked figure
of Victory express their grief at the hero’s death in passionate ges-
tures; also the King’s murderer flees from the scene, and the Hydra
of rebellion is visible. The Queen, dressed in mourning, is enthroned
on the right, attended by Minerva (wisdom) and Prudentia (pru-
dence). France, on her knees, offers her a globe ornamented with
lilies, signifying royal authority, while Regency, hovering in the air,
presents her with the helm of state. The nobles at the foot of the
throne demonstrate their lovalty and devotion to the Queen.

In this sketch the groups representing the two themes are too
far apart to form a compositional unity, but this is not the case
in the final picture (394:727 cm.), now in the Louvre in Paris. In
that version the assassin no longer appears, but the Hvdra of rebellion
1s more developed: though scotched, she still raises her head threaten-
ingly.

Panel, 53:92 cm.
Bibl.:  Rooses, 111, pp. 238, 239, No. 740!; Thuillier- Foucart, pp. 82-4.

Prov.: Recorded from 1729 in the inventory of the Rewdeny, Munich. Acquired
by the Elector Maximilian Emanuel.

Bayerische Staatsgemdldesammilungen, Munich
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JUDITHNWITH THE HEAD OF HOLOTIERNES

The theme of this painting is from the Old Testament (Apocryphal)
book of Judith, chapters 8-16. Nebuchadnezzar, king of Assvria,
sent his general Holofernes to conquer the Israelites. Holofernes
besieged the city of Bethulia, which was on the point of surrendering
for want of water. Judith, a beautitul and rich widow, resolved
to save the city by seducing Holofernes; she succeeded in beguiling
him, and when he was drunk and in a deep sleep she cut of his
head and brought it to Bethulia. When the Assvrians learnt that
their general was dead, thev raised the siege.

In the seventeenth century Judith was regarded as a prefiguration
of the Virgin Mary and a symbol of chastity and purity, while Holo-
ternes tyvpitied pride and lust.

Judith is seen here, sword in hand, at the moment when she
drops the head ot Holofernes into a bag held by an old serving-wo-
man. The painting dates trom ¢ 16255 its emphasis is less on the
dramatic event than on the beauty of Judith, who wears a dreamy,
thoughtful expression. The rapid, skilful execution and the transparent
colouring give it a spontancous, poctic charm.

Rubens made an carlier picture of the same subject, but on that
occasion he laid more stress on the ferocity of Judith’s act.

Canvas, 113:89 cm.

Bibl.:  A.d. K., p. 236; R. Oldenbourg, Zur *Judith’ roin Rubens, in Zrtse
bildende Kunst, Januarv-February, 1922, pp. 66-8.

Prov.: Contini Bonacossi, Ilorence; Signora Maria Borghesani, Bologna, sold at
Sotheby’s, London, 25 June 1924, lot 35: sold to Marshal Hermann Goering
in 1942. Loaned by the lralian State.

Soprintendenza per i Beni Artistici ¢ Storici per le Provincie di Firenze ¢ Pistoia, 1 lore
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THE ASSUMPTION OF THE VIRGIN 69

The Virgin rises through the air, surrounded by angels. On the
carth below, in front of a cave, the open cotfin is surrounded by
holy women and Apostles, including St John with upraised arms.

A modello for the large altarpicce commissioned Dby Dean
Johannes Del Rio and his heirs for the high altar of Our Lady’s
church in Antwerp, where it still is. The painting follows the main
lines of the sketch, but in it the figures are closer together and
nearcr the spectator. Although the first negotiations with Del Rio
for the altarpiece began in 1618, it was not completed until March
1627, having been delayed by vartous circumstances including Del
Rio’s death. The present modello was probably painted ¢ 1625,

though some authors are inclined to place it some vears carlier. See
No. 24.

Panel, go: 61 cm.

Bibl.:  Burchard, pp. 2, 3, No. 2; Cat.

Exh. Rotlerdam, 1953-54, p. 71, NoO. 515
d' Hulst, 1968, p. 97, No. 15; C. Nan de \elde, Rubens’ hemelvraart ran Weria
in de Kathedraal te Antwerpen, in Jaarbock ran het Koninklijk  Muscnm roor
Schone Kunsten, Antwerp, 1975, pp. 270, 271.

Prov.: John Webb, sold in London, 30-31 Mav 1821, lot 155, and bought b

Davies; I'. Thomas Davies, London, 1950; S. and R. Rosenberg, London,
1955. Acquired in 1957.

Koninkljk Kabinet van Schilderijen * Mauritshuis', The g
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I'he Defenders of the fucharist, Tapestry designed by Rubens. Church of the Senoras

Religiosas Descalzas Reales, Madrid



THE TRIUMPH O THE EUCH ARIST

The Trinmph of the Fucharist is a sumptuous sct of no fewer than
twenty tapestries, woven after cartoons executed by Rubens in
1625-27 and commissioned by the Archduchess Isabella Clara Eugenia
(1566-1633), daughter of Philip 11 of Spain and governor of the
Southern Netherlands. The series was designed to adorn the convent
church of the Senoras Religiosas Descalzas Reales in Madrid, belong-
ing to the discalced Order of the “Poor Clares™: the convent was
especially dedicated to worshipping the Eucharist, to which St. Clare
of Assist had a particular devotion. The Infanta Isabella spent cight
months there before her mariage, and felt so closely associated with
the convent that after her husband, the Archduke \lbert, died in
1621 she invariably dressed as a member of the Third Order of
‘Poor Clares’ on both ecclesiastical and secular occasions. The tapes-
tries, which are still in the convent’s possession, were presented by
her as a token of devotion and affection. Thev were woven at Brussels
in the studios of Jan Raes and Jacob Geubels and their assistants.
Several preliminary sketches and modelli by Rubens are still extant,
as well as full-size cartoons on canvas. See Nos. 70-76.
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THE MEETING OF ABRANIEAM AND MBELCHIZEDLEKN
Bozzetto for a tapestry in the series The Trinmph of the [uncharisi
(see p. 167). Melchizedek, high priest and king of Salem, appearing
from behind a Salomonic column on the left, bows to Abraham
and offers him bread. Pitchers of wine are seen between them. Melchi-
zedek is attended by two men with a basket of bread; a boy holds
the train of his long robe. Abraham is shown as an aged man in
armour, accompanied by other warriors. (Genesis, 14:18-20). The
bread and wine offered by Melchizedek were regarded as a prefigu-
ration of the Holy Sacrament of the Alrar.

The whole scene is shown as if on a tapestry hanging trom the
architrave of the architectonic border. Below is a plinth adorned
with angels” heads and festoons.

Panel, 15.6:15.6 cm.

Bibl.:  Rooses, v, p. 307; K. Tormo, la Apoteosis Fucaristica de Rubens: 1os tapices
de las Descalzas Reales de Madrid, in - lrchive Vispaiol de trie, NV, 1942,
pp- 22-5, 122; N.H. Elbern, Cat. Lixh. P.P. Rubens, Triumph der zucharistie,
Fissen, 1954-55, pp. 12, 28; Cat. [irzwilliam Museum Cambridee, 1, 1960,
p.- 105, No. 231; Nora De Poorter, The [zucharist Series, Corpus Rubenjanmm
Ludnio Burchard, 11, Brussels, 1977, No. 7a.

Prov.: Victor Wolfvoet (Antwerp, 1612-52); Samucl  Woodburn (London
1786-1853); Thomas Kerrich, whose son, R.E. Kerrich, bequeathed it to
the muscum tn 1873.

Lhe Pitzwilliam Musenm, Cambridee
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THETRICNMPH OF THE CHURCEH

A\ bozzetto tor the largest tapestey in che ZTriwmph of the Lucharist
series (see p. 167).

lzeclesia, the Church, sits in a triumphal car drawn by tour horses.
She i1s a voung woman clad in billowing ccclesiastical robes, with
a stole over her shoulders and holding up a monstrance. \n angcl
holds the tiara oversher head. Two women lead the horses by the
bridle, and other angels hover above. An angel mounted on once
of the horses carries the conopenn, an honoritic emblem of the basilical
church, with two crossed Papal kevs. The car crushes under its wheels
Anger, Discord and Hatred; behind it follow lenorance, with ass’s
cars, and Blindness, fettered and blindfolded. Below in the centre
is a ¢lobe wreathed with laurels, symbolizing the Church’s rule over
the world, and flanked by rwo lions.

While the allegory is somewhat complicated, its main theme s
plain. The dogma of the Eucharist, supported by the Papacy, advances
towards final triumph; by this dogma and by its wisdom, the Church
will conquer the whole world and rule over it for cver.

Panel, 16.2: 24.4 cm.

Bibl.: K. Tormo, La lpoteosis Encaristica de Ruabens: Los tapices de las Descalzas
Reales de Madrid, in lrehive zspaiiol de Irte, NN, 1942, pp. 22-5, 1205 V..
Elbern, Cat. Exh. P.P. Rubens, Trinmpl der Fzncharistie, Essen, 1954-55, pp.
12, 37, 38 Cat. [izwilliam Musenm Cambridse, 1, 1960, pp. 103, 104, No.
228; Nora De Poorter, The Lncharist Series, Corpus Rubentanum f.udnie Bur-
chard, 11, Brussels, 1977, No. 11a.

Prov.: Ldward Balme?; Thomas Kerrich, whose son, R.Ei Kerrich, bequeathed
it to the museum 1 1873.

he Fitzwilliam Museum. Cambridae
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THE DEFENDERS OF THE EUCHARIST
Bozzetto for a tapestry in the Trinmpl of the Lucharisi series (sec
p. 167).

Seven saints, including the four Latin Pathers of the Church
\mbrose, \ugustine, Gregory and Jerome — advance in slow proces-
sion. On the lefr is St. Jerome in a cardinal’s hat, and next to him
a saint in a birctta, probably St. Norbert. In the centre, St. Thomas
Aquinas in a rhetorical attitude, and St. Clare holding a monstrance
(in the tapestry she has the features of the Archduchess Isabella).
n the right, St. Gregory wearing the papal tiara, St. \ugustine
with his back to the spectator, and a third indistinct figure who,
in the tapestry, can be identitied as St. \mbrosc. All these were
revered as detenders of the Eucharist. The Holv Spirit, in the form
of a dove, hovers in the clouds and radiates light over the group.
The scene is depicted as if on a tapestry, held up by two cherubs.

Panel, 15.8:16.5 cm.

Bibl.:  Rooses, v, p- 307: E. Tormo, la  lpoteosis [ucaristica de Rubens: [.os tapices
de las Descalzas Reales de Madrid, in lrchive [ispaiiol de lrte, NV, 1942,
pp. 22-5, 130; Cat. [itzwilliam Muscum Cambridge, 1, 1960, p. 105, No. 241;
Joso Held, Rubens™ Teinmph of the Lncharist and the Modello 1
Bulletin of the J.B. Speed Art Musewm, XXVI, 1968, 3, pp. 13, 15, 16; M.
Jafté, Rediscovered Oil Sketches by Rubens — 11, in The Burlington Magazine, CX1,
1969, pp. 537, 538, No. 735 Nora De Poorter, The Eucharist Series, Corpus

m omiseille, in

Rubenianum Ludwig Burchard, 11, Brussels, 1977, No. 15a.

Prov.: Edward Balme?; Thomas Kerrich, whose son, R.E. Kerrich, bequeathed
it to the museum in 1873.

Vhe Fitzwilliam Muscum. C ambride
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THE TRIUMPH OIF HOPE

Bozzetto intended for a tapestry in the 7rinmph of the zucharist series
(see p. 167). The subject was, however, not executed in tapestry
form, as Rubens replaced it by 7he Meeting of Abrabam and Melchi-
zedek (see No. 71).

In the inventorv of the estate of Victor Wolfvoet of Antwerp,
who died in 1652, this panel is described as: “A small sketch by
Rubens showing angels in a little ship.” The ship is setting out at
an oblique angle; larger angels, facing the bow, sit at the oars while
smaller ones hoist the sail. At the stern is a winged female figure
with a bunch of flowering springs in her left hand, while with her
right she holds the tiller. At the prow is a large lantern with a candle
burning in it. The scene 1s depicted as if on a tapestry, suspended
unsymmetrically in a Tuscan framework.

The design is that of an allegorical ‘triumph’, with a ship instead
of the usual car. The vessel is manned by heavenly beings and guided
by the light of Christ (the lantern), as a symbol of the hope inspired
in the faithful by the church and the Eucharist.

Panel, 16: 19 cm.

Bibl.:  |.S. Held, Rubens” Trinmpl of the Lucharist and the Modello in Lounisville,

in Bulletin of the ].B. Speed Art Musenm, XX\N1, 1968, 3, pp. 13, 21, No.
15 J. Miller Hofstede, Newe Olskizzen ron Rubens, in Stidel Jahrbuch, N.F.,
2, 1969, pp. 202-5; C. Scribner, Sacred  lrehitecture: Rubens' 1:ncharist Tapes-
tries, in The et Bulletin, 111, 1975, pp. 524 (No. 18), 5255 Nora De Poorter,
The ncharist Series, Corpus Rubenianum 1udwio Burchard, 11, Brussels, 1977,

No. 21.

SRRV

Prov.: Victor Woltvoet  (Antwerp, 1612-52); Samuel  Woodburn  (London,
1786-1853); Thomas Kerrich, from 1825; R.I5. Kerrich, his son; \lbert
Iartshorne, grandson of Thomas Kerrich, who bequeathed it in 1910 1o
Mrs. Wvate: Dhiver [P Whatt, sold at Sotheby’s, London, 19 \pril 1967,
lot 13; Dr. \.B. Ashby, London: Dr. Nlichacl \shby, London, sold at
Sotheby’s, London, 11 December 1974, lor 29.

Richard 1.. Ieigen & Co., New York
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THE TRIUMPH OF THE LUCHARIST OVER HERESY 76
Modello for a tapestry in the 7rinmph of the Eucharist scries (see
p. 167).

Time, an aged man with wings and a scythe, rises up through
the air; in his arms is a voung woman personitving Truth, who
points to a scroll hanging between clusters of fruit and inscribed:
Hoce est Corpus meum. Two repellent male figures flee before her.
On the left, a heathen altar is overthrown. Luther lies lamenting
among his books, Calvin stll tries to defend his doctrine, while
Tanchelin, another heretic, falls to the ground; he is half-naked and
is holding a censer. On the right are two scholars; one, in the back-
ground, gazes at the figure of Truth, while the other bows before
her and tramples on an apostate monk. Below is a lion with a fox
in its claws.

The allegory clearly signifies that, with time, the truth of the
Eucharistic dogma will triumph over all the doctrines of its adver-
saries.

Panel, 86: 105 cm.

Bibl.:  Rooses, 1, pp. 59, 60, Nos. 44, 44 bis; L. Tormo, La Apoteosis [ucaristica
de Rubens: Los Tapices de las Descalyas Reales de Madrid, in Archire [Zspaiol
de Arte, 1942, pp. 1-26, 117-31, 291-315; | ‘an Puyrelde, :squisses, pp. 31-3;
\.H. Elbern, Cat. Exh. P.P. Rubens, Trinmph der Lucharistie, Essen, 1954-5,
p. 33; Cat. Museo del Prade, Madrid, 1975, pp. 291, 292 (No. 1697); Nora
De Poorter, The Lzucharist Series, Corpus Rubenanam Ludiig Burchard, 11, Brus-
sels, 1977, No. 17b.

Prov.: Roval Spanish collections.

Museo del Prado, Madrid
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THE MEETING OF DAVID AND ABIGAIL

When David was in the wilderness near Maon he sent messengers
to a rich herdsman, Nabal, asking for provisions for his men. Nabal
dismissed them empty-handed, whereupon David resolved to avenge
himselt by the sword. However, Nabal’s wife Abigail went to meet
David with provisions and so prevented bloodshed. (/7 Sam., 25:
14-35)-

The picture represents Abigail greeting David and showing him
the food she has brought. The canvas dates from ¢. 1625-30; a strip
has been added at the top by an unknown hand. Another version
of this work is in the possession of Dr. G. Henle at Duisburg.

Canvas, 175.2:248.9 cm.

Bibl.:  Swith, Catalogue Raisonné, 11, p. 170, No. 5923 Rooses, 1, pp. 147, 148, No.
1205 W.R. Valentiner, Rubens’ Paintings in America, in The . Art Quarterly,
IX, 1946, p. 160, No. 7235 Goris-Fleld, p. 32, No. 39; ]. Miller Hofstede,
Nene Olskizzen von Rubens, in Stidel fabrbuch, N.I'., 11, 1969, p. 239; M.
Jafté, Rubens’ David and 1bigail, in The Burlington Magazine, CNIV, 1972,
p- 863.

Prov.: Duc de Richelieu; Roger de Piles; duc du Grammont, 17155 Jacques Meijers,
sold at Rotterdam, 9 September 1722; Count Plettenberg and Witten, sold
at Amsterdam, 2 April 1738; Paul Methuen, London, 1830; M. Secretan,
Paris; James E. Scripps, who presented it to the Detroit Institute of Arts,
1889.

The Detroit Institute of Aris, Gift of James I, Seripps, Detroit, Michisan
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VIRGIN AND CHILD ENTHRONED AND SURROUNDED BY
SAINTS

The | 7roin and Child enthroned and surrounded by Saints, a painting
commissioned by the Augustinian monks at Antwerp, was completed
by Rubens in 1628 and was immediately placed on the high alar
of their church; the subject was a natural one, as the church was
dedicated to Our Lady and All Saints.

The present oil sketch 1s a modello for the painting. The Virgin sits
enthroned, while the Child, seated on her lap, places a ring on the finger
of St. Catherine; behind the Virgin is St. Joseph and to the right is John
the Baptist with an animal’s skin over his shoulder. On the left, between
the pillars, are Saint Peter and Paul, and at their feet St. Clare of Monte-
falco and St. Mary Magdalene; in front of these are St. Agnes and
St. Apollonia, the latter of whom is invoked against toothache. Below
on the left are three soldier saints: St. George with the slain dragon,
the naked St. Sebastian and William of Aquitaine, who is seen from
behind. Then come three ecclesiastical saints: St. Augustine in episco-
pal robes, St. Lawrence with the grid on which he was martyvred,
and St. Nicholas of Tolentino. The holy Family is thus surrounded
by fourteen saints, patrons of altars in the church and of the confrater-
nities associated with it.

In the preparation of such a monumental work Rubens left nothing
to chance. Far from improvising, he made several preliminary draw-
ings (see No. 159) and oil sketches. Of the compositional sketches
that have survived, the present one most closely resembles the final
work. See No. 8So.

Panel, 79: 55 cm.

Bibl.:  Rooses, 1, p. 289, No. 21425 an Puyrelde, Esquisses. p. 82, No. 58: Cat.
Lixh. Rotterdam, 1953-54, p 84, No. 725 P. Bjurstrom, Rubens' *St. Georoe
and the Dragon’, in The rt Quarterly, XN, 1955, pp. 27-13; I©. Grossmann,
Notes on Some Dutch and lewish Paintings al Rotterdam, in The Burlington
Magazine, XCVI, 1955, pp. 335-8; Baudonin, pp. 133-7; Cat. Gemdildegalerie,
Staatliche Museen, Berfin, Berlin-Dahlem, 1975, p. 371, No. 780.

Prov.: Roval Collections, Sanssouci, 1764.

Staatliche Museen Preufischer Kulturbesits, Gemdtdesalerie, Berlin-West

79







ST. SEBASTIAN AND ST. GEORGE

This oil sketch, formerly ateributed to Van Dyvck, was rightly assigned
to Rubens by L. Burchard. It is a detail study for the painting
of the 17%roin and Child enthroned and surromnded by Saints, completed
in 1628 and placed on the high altar of the Augustinian church
m Antwerp (see under No. 79).

In the sequence of surviving drawings and sketches that preceded
the final painting, the present sketch follows on the compositional
drawing in Stockholm (see No. 159) and another, looser detail study
in oils on panel, also of St. Sebastian and St. George, now in the
P. and N. de Boer Foundaton, Amsterdam. The two saints appear,
in more or less the same attitudes as in the present sketch, in an
oil sketch of the whole composition now in the Stidelsches Kunstin-
stitut, Frankfurt-on-Main. However, Rubens was not satisfied with
the general effect: his main object was to create a firm counterpoise,
in the lower part of the picture, to the impressive form of St. Augus-
tine, while at the same time linking the group of St. Sebastian and
St. George closely with the Madonna. He modified this group and
added to it the figure of William of Aquitaine, as can be seen from
the composition sketch in Berlin (No. 79), which closely resembles
the final painting.

Pancl, 41:30.5 cm.

Bibl.: Cat. Exh. Rotterdam, 1953-54, p. 84, under No. 725 P. Bjurstrom, Rubens,
‘St. George and the Dragon’, in The Art Quarterly, XV, 1955, pp. 27-43;
I°. Grossmann, Notes on Some Dutch and Flemish Paintines at Rotterda i
T'he Burlington Magazine, NCV11, 1955, p. 337.

/7, 1N

Prov.: Mancel collection, Caen.

Wusée des Beaux- Arts, Caen
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KING PHILIP IV OF SPAIN

A half-length portrait of Philip IV (1605-65) in front of a rich tasselled
draperyv. He wears sumptuously embroidered court dress with a semi-
circular collar (gofilla), and with the Order of the Golden Fleece
about his neck.

In a letter to the Sicur de Peiresc dated 2 December 1628 Rubens
states that since arriving at Madrid as envoy he has executed a portrait
of the King on horseback and, at the command of the Archduchess
Isabella, has painted heads of all the royval family. A Spanish source
also indicates that during his stay at Madrid from September 1628
to April 1629 he painted no less than five portraits of the King;
the present work may be one of these. Some critics, however, believe
that only the head is entirely Rubens’s work.

Canvas, 78.5:62.5 cm.

Bibl.:  Rooses, W, pp. 236, 237, No. 1028; /Held, p. 139, under No. 111; Cat.
Lixh. Rubens diplomaat, Rubens Castle, Elewijt, 1962, pPp- 134, 135, No. 67;
Linriqueta Harris, Cassiano dal Pozzo on Diego | elasquez, in 1he Burlington
Wagazine, CX11, 1970, pp. 364-73; Fluemer, Portraits 1, No. 35.

Prov.: Duke of Hamilton, Hamilton Palace, sold at Christie’s, London, 17 June
1882, lot 22; Otto Beit, London; Alfred Beit, London. Bought on the
art market after 1949 by the Ruzicka Foundation, and loaned by it to the
Kunsthaus, Zurich.

Kunsthans Ziirich, Stiftnug Prof. Dr. .. Rugicka, Zurich
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HELENA FOURMENT, HOLDING A GLOVE 84

On 16 December 1630, four vears after the death of his first wite
Isabella Brant, Rubens married the sixteen-year-old Helena Fourment,
daughter of an Antwerp merchant. The Cardinal Infante FFerdinand
later wrote that she was undoubtedly the most beautiful woman
in Flanders (letter to Philip IV of Spain, 27 Pebruary 1639). Rubens,
in a letter to his friend Peiresc dated 18 December 1634, described
his motives as follows: “I took a voung wife born of honest but
bourgeois parents, although all sought to persuade me to marry a
lady of the Court. But I feared to expose myself to pride - a vice
often met with in the nobility, especially in that sex — and so |
chose one who would not blush when I took up my brushes. And,
to tell the truth, I would have been loth to exchange myv precious
liberty for the embraces of an old woman.” The portrait may be
dated ¢. 1630-31.

Panel, 96.6:69.3 cm.

Bibl.:  Rovses, 1V, p. 162, No. 937; K.d.K., p. 331; L. Van Puvvelde, Zes portraits
des femmes de Rubens, in La Revae de Part ancien et moderne, 1.XX1, April 1937,
pp. 11-65 Katalog der ltere Pinakothek Minchen, 1936, p. 230, No. 349;
H. Nhieghe, Portraits 11, Corpus Rubeniannm 1.udiig Burchard, XIX (in prepara
t1on ).

Prov.: Electoral collection; perhaps acquired in 1698 by the Elector Maximilian
LEmanuel from the Antwerp merchant Gishert van Ceulen.

Bayerische Staatsgemdldesammimgen, Munich







HELENA FOURMENT

The voung woman, portraved full-length and life-size, is scen in
front of a landscape; the horizon is low, as the artist’s viewpoint
is somewhat 4 sotfo in su. The background consists of a large grey
cloud above which bluish light is breaking through, while below
can be seen the glow of the setting sun.

The black satin dress, with a flat collar and lace cuffs and with
licht violet ribbons, and the broad black hat with a plume, give
the subject the dignified appearance of a well-to-do bourgeoise. There
is an air of innocence about the sitter’s elegant attitude and the
delicate gesture with which she holds the ostrich plumes she is using
as a fan.

This work dates from 1630-32; it is executed broadly but with
love and care, and is among Rubens’s finest portraits. Some art histo-
rians, however, believe that the subject is not Helena but her sister
Susanna.

Panel, 187:86 cm.

Bibl.:  Rooses, 1V, pp. 165, 166, No. 943; K.d.K., p. 329: Glick, pp. 118-36; L.
Viieghe, Portraits 11, Corpus Rubenianum Ludwio Burchard, XIX (in prepara
tion).

Prov.: Sir Robert Walpole, Earl of Orford, Houghton Hall; Hermitage, Leningrad.

Calonste Gulbenkian Musenm, 1.ishon
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THE HISTORY OF NCHILLILS

In 1630 or in the next few vears Rubens painted oil sketches tor
a series of cight tapestries depicting 7he Hlistory of . Achilles. 1t is
not known who commissioned them, but there is much evidence
suggesting that the customer was Daniel Fourment, the Antwerp
dealer in silks and tapestries, whose daughter Rubens married on
6 December 1630. Both the sketches and a series of tapestries on
The History of Achilles figure in the inventory of Fourment’s posses-
sions drawn up at his death in 1643. The editio princeps was most
probably woven by Daniel Eggermans the Elder (died ¢, 1643).

After the sketches larger panels were painted, the modelli, for
the double purpose of being shown to prospective buvers of tapestrics
and of serving as models for the cartoons, which were on the same
scale as the tapestries themselves.

For The History of . lchilles, depicting the life of the Greek hero
from infancy to death, Rubens relied chiefly on material to be tound
in sixteenth-century and contemporary handbooks of myvthology. He
also used his own knowledge of the classics to depict the various
scenes in an antique setting, while emphasizing emotional aspects
and especially the power of love. See Nos. 86-88.







THETIS DIPPING A\CHILEESIN THIEE STYNX

Oil sketch tor a tapestry in the series 7he [istory of  lchilles (see
p. 201).

Thetis, anxious over the fate of her son Achilles, the future hero,
dipped him in the waters of the Stvx, river of the underworld, in
order to make him invulnerable. However, the heel by which she
held the baby remained drv, so that this part of him was unprotected:
hence the expressions “Achilles” heel” and ‘Achilles tendon’. (Virgil,
Aenaid, V1, 291, 301-16, 417, 418).

Thetis is shown at the moment when she has half immersed the
child. One of the Fates, recognizable by the distaft at her waist,
holds a torch to illuminate the scene. In the background Charon
in his boat ferries the souls of the dead across the Stvx; manv are
waiting anxiously on the shore. The eeriness of the scene is increased
by a bat flitting in the air. The architectural setting includes herms
of the underworld deities: Proserpina, with a crescent moon above
her forchead, and Pluto with his emblem of a two-pronged fork.
These are surmounted by an architrave with, in its centre, a cartouche
ornamented with bats’ wings and linked to the herms by festoons.
Cerberus, the three-headed dog, lies crouching at the base: it is he
who admits souls to the underworld and prevents their returning
to the land of the living. The figures are shown as left-handed,
since they will be reversed in the eventual tapestrv. The modello
of this piece is in the John and Mable Ringling Muscum of Art
at Sarasota, [Florida.

Panel, 43:36.5 cm.

Bibl.:  Swith, Catalogue Raisomné, 1, No. 849; Van Puyrelde, [:squisses, pp. 40, 41,
94, 955 Burchard, pp. 13-5; Cat. Exh. Rotterdam, 1953-54, No. 615 d' {lulst,
1968, pp. 100, 101, No. 203 Haverkamp Begemann, pp. 95, 96, No. 1a.

Prov.: Daniel Fourment, Antwerp, to 1643: Jean-Henrv Gobelinus, Brussels, to
1681; Joan Baptista Anthoine, Antwerp, to 1691; Richard Mead, to 1754:
Fulk Greville, to 1794; John Smith-Barry, Marbury Hall, Northwich, Ches
hire, ¢. 1814; A H. Smith-Barry; Lord Barrymore, sold at Sotheby’s, London,
21 June 1933, lot 28; Goudstikker, Amsterdam. Presented to the muscum
in 1933 by D.G. van Beuningen.

Boymans-van Beuningen Musewm, Rotterdam
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THETIS RECEIVING ACHILLES” ARMOUR FROM HEPHANESTUS

Modello for a tapestry in the series 7he History of lchilles (see p.
201).

Achilles, having quarrelled with Agamemnon, refused to take
further part in the siege of Troy, but lent his armour to his friend
Patroclus. The latter, however, was killed in battle by Hector and,
the armour thus being lost, Thetis requested Hephaestus, the god
of fire and the smithy, to make a new set for Achilles (Homer,
lliad, Xv11I).

Thetis, rising from the sea, receives a shield from Hephaestus’s

hands, aided by the latter’s wife Charis and by a putto. One of

the god’s assistants brings forward a cuirass, while another putto
presents a helmet to a triton. Two assistants are seen in the back-
ground in the ruddyv glow of the smithy. The scene is enclosed
in an architectural framework with two herms, personifyving Juno
with her peacock and Jupiter with the eagle and thunderbolt. Above,
on the architrave, is a cartouche with festoons supported by putt
on cither side; at the base are Hephaestus’s tools and an anvil on
which something is burning.

Panel, 108.5:126 cm.

Bibl.:  Rovses, 11, p. 4o; T'an Puyrelde, Lisquisses, pp. 36-8, 87, 885 Burchard, pp.
15, 16, No. 135 [A. Setlern|, /lemish Paintings and Drawings at 56, Princes
Gate, London, 1.ondon, 1955, pp. 58, 59; Cat. Exh. Rotterdam, 1953-54, pPp-
81, 82, No. 66; d'Hulst, 1968, p. 102, under No. 24; Harerkamp Begemann,
pp. 115, 116, No. 4c.

Prov.: Daniel Fourment, Antwerp?; Peter ourment, Antwerp, to 1653; Gerard
van der Strecken, Jan van Leefdael, Hendrick lenacrts, Brussels; duque

de Infantado, Madrid, to 1841; duque de Pastrana, Madrid. Presented to
the museum in 1887.

Musée des Beaux-.-rts, Pan
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ACHILLES SLAYING HECTOR

Modello for a tapestry in the series 7he History of . lchilles (see p.
201).

The Trojans withdrew within the walls of their city, leaving Hector
to engage in single combat with Achilles (Homer, //iad, XX11).

Hector, wearing the armour stripped from Patroclus, is forced
on to one knee by Achilles; the latter, wearing the splendid armour
forged by Hephaestus, drives his spear through Hector’s throat. Ath-
ene (Minerva), enveloped in a cloud, hovers above and protects the
conqueror. The despairing Trojans are seen in the background. The
scene is depicted in an architectural setting with two herms personify-
ing Hercules and Mars: the former with the lion’s skin on his
shoulders, his club resting against the base of the herm; the latter
wearing a helmet, with a sword under his belt and other weapons
against the base. Above, on the architrave, is a cartouche with fes-
toons on either side; two putti, supporting these, look down anxious-
ly at the heroes’ duel. At the base are two fighting cocks.

This modello is based on an oil sketch in the Bovmans-van Beu-
ningen Museum at Rotterdam, which, however, shows instead of the
fighting cocks a plinth with a cornucopia on either side.

Panel, 108.5: 125 cm.

Bibl.:  Rooses, 11, p. 405 Van Puyvelde, Esquisses, pp. 36-8, 87, 8835 Burchard, pp.
15, 16; Cat. Exh. Rotterdam, 1953-54, pp. 72-82; d'Hulst, 1968, p. 103,
under No. 255 Haverkamp Begemann, pp. 133, 134, No. 7b.

Prov.: Duque de Infantado, Madrid, to 1841; duque de Pastrana, Madrid. Presented
to the museum in 1887,

Musée des Beanx- 1rts, Pan
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ST. ILDEFONSO RECEIVING A CHASUBLE FROM THE VIRGIN,
IN THE PRESENCE OF THE ARCHDUKNES ALBERT AND
ISABELLA

Ildefonso, a seventh-century Benedictine and Archbishop of Toledo,
was a zealous champion of the Immaculate Conception. Legend relates
that, during a noctural procession in the cathedral, he had a vision
of the Virgin seated on the bishop’s throne; surrounded by a company
of female saints, she presented Ildefonso with a chasuble as a sign
of gratitude. This oil sketch depicts the scene and, to cither side,
the Archdukes Albert and Isabella as donors, with their respective
patron saints.

The sketch is a study for the large triptvch of ¢. 1630-32, presented
by Isabella to the church of Saint-Jacques-sur-le-Coudenberg in
Brussels to adorn the altar in the chapel of the confraternity of
St. Hldefonso. In the triptych itself, now in the Kunsthistorisches
Museum at Vienna, the donors are depicted separately on the side
panels.

Canvas, 53:83 cm.

Bibl.:  Rooses, 11, pp. 306-8, No. 456bis; FHeld, p. 1395 G. Nust, Lnmurf wnd - usfiih
rung bei Rubens, in Wallraf-Richartz fabrbuch, XX, 1958, p. 1881 Burchard
d Hulst, 1963, pp. 289-91; Martin, Ceiling Paintings, pp. 183, 184; | ieghe.
Saints, 11, pp. 86-8, No. 117b.

Prov.: Clemens August, Duke of Bavaria, Llector and Archbishop of Cologne;
Boileau, Paris?; Count Karl Cobenzl (Vienna, Brussels, 1712-70)7. Acquired
by Catharine 11 of Russia, probably in 1768.

Musenm of the Hermitage, I.eningrad
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THE GARDEN OF LOVE

Rubens’s painting of the Garden of Love is akin to the traditional
Netherlands theme of a garden showing people enjoving life. The
content, however, cannot be fully grasped without some explanation
of its allegorical meaning.

FFour human couples, two on either side, surround a central group
of three voung women representing the Graces, who bestow on
mankind the blessing of festive meetings. Their temple is seen in
the background, and in it they are represented again in the form
of an antique sculptural group. Also in the background is a separate
group of voung people engaged in a round game. Above right,
as a sculptured figure on a fountain, the love-goddess Venus Vietrix
dominates the scene. The warm nourishment Hows from her breast,
while two putti leap torth and carry her message to mankind. Another
putto, hovering in the centre of the scene, illuminates the sculptured
Graces with a torch and holds a crown over the heads of the Graces
represented by three voung women. Above left, two or three more
putti approach swiftly; the foremost one is, as it were, drawn along
by a pair of doves, symbolizing conjugal love, and holds a voke
in his hand, signifving wedlock.

This magnificent painting was executed by Rubens ¢ 1632-33.
Another version is at Wadesdon Manor, Buckinghamshire, England.
Christoffel Jegher made a woodcut of the subject after a drawn
model by Rubens. See Nos. 164-166.

Canvas, 198: 283 cm.

Bibl.:  Rooses, 1V, pp. 63-7, No. 835; G. Gliuck, Rubens’ licbesgarten, in Jahrbucl
der Kunsthistorischen Sanmbungen, XXXV, Vienna, 1920, pp. 49-98; l.. Burchard,
in Glick, pp. 383-9; /lirers, 1942, p. 339 c.a.; Burchard-d' flulst, 1956, pp.
104, 105, under No. 128; F/eld, pp. 153, 154, under No. 1525 W. Burchard,
The ‘Garden of Lore’ by Rubens, in The Burlington Magazine, ¢\, 1963, pp.
428-32; Burchard-d’ Iulst, 1963, pp. 278-81, under No. 180; \. Stberkrib,
Der Lichesgarten, Bern-Frankfort a.d. M., 1975; Cat. Mauseo de Prade, Madrid,
1975, PP- 230-32, No. 16go.

Prov.: Recorded from 1666 in the Roval Spanish collections.

Museo del Prado, Madrid
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CEILING DECORATION OF THE BANQUETING HOUSE,
LONDON

A letter of 13 September 1621 from Rubens to William Trumbull
already speaks of decorating ““the hall in the new palace”, but for
eight vears the documents make no further mention of the project.
Rubens probably received the definitive commission trom Charles |
during his stav in London in 1629-30. This involved nine large
allegorical ceiling decorations for the Banqueting House in Whitehall,
completed by Inigo Jones in 1622. The ceiling paintings are still
to be seen there, and are the only work of this kind by Rubens
that has survived. Their theme is the glorification of the reign of
Charles’s father James I. It is known from Rubens’s correspondence
with Balthazar Gerbier that the series was nearly completed by 11
August 1634 and that the paintings reached England in November
or December of the following year.

The series comprises an oval piece in the centre of the ceiling,
adjoined by two square and two rectangular ones, with four smaller
oval paintings in the corners. The general arrangement, and also
various details, are based on Venetian models, especiallv Veronese’s
ceilings in the Doges’ Palace; those of Giulio Romano at Mantua
also seem to have influenced Rubens’s design.

Many sketches for the ceiling decoration have survived, either of
the whole composition or of separate parts (see No. 93).






ENGLAND AND SCOTLAND CROWNING PRINCE CHARLILS

An oil sketch for the left-hand half of one of the large ceiling paint-
ings in the Banqueting House, Whitehall, London (see p. 217), entitled
The Union of England and Scotland. The two kingdoms were united
in the person of James VI of Scotland, who became James I of
England on 24 March 1603. The Prince of Wales, afterwards Charles
I, was born on 19 November 1600 and was thus two and a half
vears old.

Two female figures, personifying England and Scotland, place a
double crown on the head of the young prince (or possibly the
infant realm of Great Britain). The helmeted figure of Minerva, or
Britannia, brings the two crowns together. Above, two hovering
putti support the escutcheon of the United Kingdom; below, a putto
with a torch sets fire to implements of war, indicating that all quarrels
between England and Scotland are now at an end.

A composition sketch for the whole ceiling painting is in the
Hermitage at Leningrad; an earlier and somewhat smaller version
of the present sketch belongs to the Boymans-van Beuningen Muscum
at Rotterdam. Another sketch, in the City Art Gallery, Birmingham
(collection of Lieutenant-Colonel H.R. Davies), shows onlyv the en-
throned James 1 with some accompanving figures.

Panel, 83: 71 cm.

Bibl.:  Swith, Catalogne Raisonné, 1, pp. 232, 233, No. 814; Rooses, 111, pp. 286,
287, No. 769; The Minneapolis Institute of Aris Bulletin, XV, 1926, pp. 154-6,
No. 2935 Van Puyrelde, Esquisses, pp. 86, 87, No. 72; Guoris-Held, p. 10,
No. 86; Cat. Exh. Rotterdam, 1953-54, p. 95, No. 86; O. Millar, Rubens:
The Whitehall Ceiling, London, 1958; ].S. Held, Rubens's Ghnde Sketch and
the Lnstallation of the Whitehall Ceiling, in The Burlingion Magazine, CX11, 1970,
pp- 274-81.

Prov.: King Charles 1 of England; Sir Joshua Reynolds (London, 1723-92); Prince
Demidoff of San Donato, 1888; Charles Porges, Paris; C. Sedelmever, Paris;
A. Lehmann, Paris.

The Minneapolis Institute of Arts, The William Hood Dunnwoody 1und, Minieapolis
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FERDINAND, CARDINAL INFANTE OF SPAIN

Ferdinand, the third son of Philip 111 of Spain, was born on 16
May 1609. He was made a cardinal in 1619, at the age of ten, and
in the following vear Archbishop of Toledo, though he was never
ordained. He became chiefly noted as a brilliant commander.

In 1631 it was announced that he was being sent to help his
aunt Isabella, who-was advancing in vears and had been a widow
since 1621, to govern the Southern Netherlands. However, he did
not arrive there for another two or three vears. In 1633 he set sail
from Barcelona for Genoa, but the further journey was interrupted
several times. In 1634 he joined the Imperial army at Nordlingen
in Bavaria, where on 6 September the Spanish and Austrian troops
heavily defeated the Swedes. On 17 April 1635 he at last made his
solemn entry into the city of Antwerp, which was richly decorated
for the occasion under Rubens’s direction. (See also Nos. 95, 906).
Two full-length portraits of him by Rubens figured on triumphal
arches.

Canvas, 125:90 cm.

Bibl.:  K.d.K., p. 376; L. Burchard, Cat. Exh. Loan Exhibition of Rubens, Wildenstein,
New York, 1951, p. 53, No. 31; Martin, Pompa Introitus, pp. 152, 153,
under No. 39.

Prov.: Sir Joshua Revnolds (London, 1723-92); Earl of Upper Ossory; Lord
Lividen; Vernon Smith; . Pierpont Morgan, Dover House, London, 1398,

Lhe foln and Mable Rinaling Museum of Vet Sarasota, | lorida
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REAR FACE OF THE ARCH OF FERDINAND

On 17 April 1635 the Cardinal Infante Ferdinand of Spain, the new
governor-general of the Netherlands, made a brilliant ceremonial
entry into the city of Antwerp, which was festively decorated for
the occasion under Rubens’s direction (see under No. 94).

This modello was a design for the rear face of the Arch of Per-
dinand, one of the triumphal arches erected on that occasion, in
the Lange Nieuwstraat opposite the Markgravestraat. The arch cele-
brated the Cardinal Infante’s victory at Nordlingen on 6 September
1634, when he and his cousin Ferdinand of Hungary, at the head
of a Spanish-Austrian army, inflicted a crushing defeat on the Swedes.
The battle was depicted on the front of the arch, while, as this
sketch shows, the rear face commemorated the victory in the form
of an antique triumph; it was also decorated with portraits of the
Cardinal Infante and his cousin and with various allegorical figures.

The Triumph of Ierdinand, which originally adorned the rear face
of the arch, was painted after Rubens’s modello by Jan van den
Hoecke and later restored by Jordaens; it is now in the Uffizi at
Florence.

Panel, transferred to canvas, 104:72.5 cm.

Bibl.:  Rooses, 11, p. 313; Irmengard von Rader-Baumbach, [ ersieringen bij Blijde
Inkomsten sebruikt in de Zuidelijke Nederlanden gedurende de 16¢ en 17¢ cemn,
Antwerp-Utrecht, 1943, pp. 65, 66; an Puyvelde, Esquisses, p. 395 Martin,
Pompa Introitus, pp. 156-8, No. 4oa.

Prov.: Prosper Hendrik Lankrink (London, 1628-92), sold in London, 23 January
1693 ; Robert Walpole, first Earl of Orford (Houghton Hall, 1676-1745);
sold in 1779 by George Walpole, third Earl of Orford (1730-91) to Catherine
Il of Russia.

Musenm of the Hermitage, Leningrad
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FRONT FACE OF THE TRIUMPHAL ARCH AT ST. MICHAEL’S
ABBEY

Oil sketch for a triumphal arch erected on the occasion of the state
entry of the Cardinal Infante Ferdinand of Spain into Antwerp on
17 April 1635 (see under No. 94). This arch was in the Kloosterstraat
in front of St. Michael’s Abbeyv (which no longer exists) and marked
the terminal point of the procession. Including the ornamentation
at the top it was over 15 metres high, and its breadth was nearly
10 metres.

From the iconographical point of view this arch belongs to the
group of decorations designed to honour Ferdinand, but it differs
from the others in being purely allegorical and not historical. The
principal element of the front face is a painting of Hercules at the
Crossroads: Ferdinand, in the guise of Hercules, is shown resisting
the temptations of Venus and Bacchus and, under Minerva’s inspi-
ration, resolving to practise the military virtues.

The architectural parts of the sketch are much less finished than
the figurative sections; in some places the preliminary drawing of
the architecture in black chalk is still visible.

Panel transferred to canvas, 103:72 cm.

Bibl.:  Rooses, 11, p. 3233 E. Panofsky, Fercules am Scheidenege, Betlin, 1930, p.
1215 KLAK., p. 3675 Van Puyvelde, Esquisses, p. 395 Martin, Pompa Introitus,
pp. 208, 209, No. s2a.

Prov.: Prosper Hendrik Lankrink (London, 1628-92), sold in London, 23 January
1693 ; Robert Walpole, first Earl of Orford (Houghton Hall, 1676-1745);
sold in 1779 by George Walpole, third Earl of Orford (1730-91) to Catherine
i1 of Russia.

Museum of the Hermitage, l.eninorad
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THE ASSUMPTION OF THE VIRGIN

Rubens painted more than one altarpiece of the Assumption, and
made several preliminary studies for each. The present work is a
modello for an altarpiece of ¢. 1635, originally in the Carthusian
church at Brussels and now in the Liechtenstein collection at Vaduz.
Two modelli have survived: the other is an oil sketch in the collection
of Count A. Seilern in London, rich in colour and highly finished.
The present painting from Yale is less colourful and more summarily
exccuted. E. Haverkamp Begemann regards it as a second step to-
wards the final altarpiece, showing how Rubens concentrated on the
figure of the Virgin and especially the triumphant gesture of her
right arm. Her pose, too, is more frontal and is close to that seen
in the final painting.

Panel, 56:40.5 cm.

Bibl.:  Swith, Catalognwe Raisonné, 11, p. 53, No. 1495 Rooses, 11, p. 184, under No.
360; LK. Haverkamp Begemann, “The Assumption of the 1irgin’ — a bitherto
unknonn ‘modells’ by Rubens, in The Burlington Magazine, CIN, 1967, pp. 705,
706.

Prov.: P. Panné, sold at Christie’s, London, on 27 March 1819, lot 1097; Peter
Ranier; purchased at the beginning of this century by Walter Lippincott
Goodwin, Hartford, father of Henry Sage Goodwin, who presented it to
the Yale University Art Gallery in 1965.

Yale University 1t Gallery, Gift of Henry Sage Goodwin, New Harven, Connecticut
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CHRIST CARRYING THE CROSS

This painting depicts the dramatic moment of Christ’s fall on the
road to Calvary. The uphill procession is headed by haughty soldiers
with banners; behind Christ the two thieves are dragged to the place
of execution. Amid the turmoil are the sorrowful Virgin and St
John, and the wailing daughters of Jerusalem with their offspring.
Veronica compassionatelv wipes the forehead of Christ, while Simon
of Cyrene, helped by another man, lifts up the heavy cross. Christ
raises himself painfullv on his left hand and looks, as it were, towards
the spectator.

This work, highlyv finished and rich in colour, was a modello for
the altarpiece formerly in the Benedictine abbev at Affligem and
now in the Brussels museum. Rubens received the commission in
1634, and the altarpiece was placed in the church on 8 April 1637.
The composition underwent several modifications between this
modello and the final painting, owing zuter alia to the oblong shape
of the altar portico, rounded at the top.

Panel, 74:55 cm.

Bibl.:  Rooses, 11, pp. 66, 67, No. 274bis; J. Zarnowski, e esquisse nomrellenent
tromrée de la Montée an Calraire de Rwbens, in Jaarboek der Koninklijke Muscins
rour Schone Knusten ran Belgié, 1, 1938, pp. 163-9, 179; 1 'an Puyrelde, I squisses,
pp- 18, 19, 47, 88, Nos. 79-81; Cat. Exh. Rotterdam, 1953-54, pp. 98-100,
No. 92; E. Haverkamp Begemann, Rubens' Schetsen, in Bulletin: Musenm Bo)-
mans, N, 1954, p. 85 J. Bruvn, Rubens' Schets roor de Kruisdragzing, in Bi
Rypksmnsenm, 1959, pp- 3-9; d' Hulst, 1968, p. 108, No. 36; P.].]. Van Thiel,
C.J. De Bruyn Kops, Jola Cleveringa, W. Klock, Annemaric Vels Hevn,

Ul the paiuntings of the Rijksmnsen m o Awmsterdam. 1 completely illustre
catalogne, \msterdam-NMaarssen, 1976, pp. 485, 489, No. \344.

Prov.: Jacques Mevers, sold at Rotterdam, 9 September 1722, lot 76; Van Heeteren,
tfrom whose collection it was acquired in 1809.

Rijksmusennt, Amsterdam






















VY

. Musco del Prado, Madrid




THE DECORATION OF THE TORRE DE LA PARADA

At the end of 1636 Philip IV of Spain commissioned from Rubens
a set of paintings to adorn the newly built hunting lodge, the Torre
de la Parada, in the forest of El Pardo, about ten miles from Madrid.

We are fairly well informed as to the history of the series thanks
to the correspondence between the King and his brother the Cardinal
Infante I'erdinand, who was Governor-General of the Southern Neth-
erlands from 1635 and acted as intermediary. There were originally
over sixty paintings of mythological subjects, mostly from Ovid’s
Metamorphoses. Rubens furnished the preparatory sketches, while the
actual paintings were done by himself or by assistants such as Cornelis
de Vos, Jan Cossiers, Jacob Jordaens, Erasmus Quellinus and Theo-
door van Thulden. In addition Rubens was responsible for having
fifty hunting scenes and animal studies executed by specialists. The
paintings of animals were mostly done by Paul de Vos, while Pieter
Snavers undertook some landscapes with a staffage of hunting scenes.
The entire decoration of the Torre was completed by the beginning
of 1638.

Owing to vandalism and neglect, especially in the ecighteenth
century, several works were destroved or dispersed, but about fifty
of Rubens’s sketches and forty of the final paintings are still extant.
See Nos. 102-105.
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CUPID AND PSYCHE

This oil sketch for the decoration of the Torre de la Parada near
Madrid (see p. 237) shows an incident in the rale of Cupid and
Psyche (Apuleius, Metamorphoses, V', 22).

Psyche, curious as to the mysterious lover husband who only visited
her by night, lit a lamp and discovered that it was Cupid himself;
she is here seen gazing at him admiringly. The painting after this
sketch was executed by an unknown assistant of Rubens’s; only a
fragment of it survives, and is now in the Prado at Madrid.

Psyche’s attitude strongly resembles that of the same figure in
an carly painting of the subject dated ¢. 1612-15, in the collection
of Prof. Dr. Rolf Stédter at Hamburg. The composition and the
nocturnal setting reflect Rubens’s interest in the famous example of
Giulio Romano, who painted Cupid and Psyche on the ceiling of
the Sala di Psiche in the Palazzo del Te at Mantua.

Panel, 26:25 cm.

Bibl.: M. Jafté, Esquisses mnédites de Rubens pour la Torre de la Parada, \n [.a Rerne
dn Lonvre et des Musées de 'rance, 1964, pp. 314, 315, 318; ~l/pers, p. 196,
No. 13a.

Prov.: Duque de Infantado; General Victor-Bernard Derrecagaix  (Bayonne,
1833-1915). Presented to the city of Bayonne by Mme. Derrecagaix in 1921.

Musée Bonnat, Bayonne
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LANDSCAPE WITH A RAINBOW

The landscape stretches into the distance between the dark edge
of the wood and the first slopes of the hilly ground to the right. A
shepherd, overcome by the heat of the day, lies asleep amid his
grazing flock, with a shepherdess beside him. Another shepherd,
seated at the foot of a tree and also with a woman beside him,
is about to play the flute, while a third invites his female companion
to sit and listen to the music. The idyllic atmosphere is enhanced
by the double rainbow and the evening sunshine.

Pastoral scenes had been depicted in Dutch art in the fifteenth
and sixteenth centuries, especially in tapestry, but Rubens was the
first to idealize them under the influence of the Venetians and espe-
cially Titian.

This picture reproduces, in broad lines and on an extended scale,
the Landscape with a Rainbow in the Hermitage at Leningrad, which
Rubens painted in the last decade of his career. Opinions are divided
as to the present painting, but it is generally thought to be partly
the work of Rubens’s studio.

Canvas, 122:172 cm.

Bibl.:  Swith, Catalogne Raisonné, 1, p. 119; Rooses, I\, pp. 373, 374, NO. 1185;
K.d.K., ed. Rosenberg, p. 26; E. Kieser, [izzans wnd Spaniens [inwirkuigen
anf die spéiteren Landschaften von Rubens, \n Miinchener Jabrbuch der bildenden
Kanst, N.EF., N, 1931, p. 2835 H. terrmann, Cutersuchungen iiber die [.and.
schaftevemalde des Peter Panl Rubens, (Disscriation), Stuttgart, 1936, pp. 56,
23, n. 653 Go Glick, Die Landschafter von Peter Panl Rubens
pp. 68, 69 (under No. 34).

o \ienna, 1945,

Prov.: Collections of King Louis XIV of France.

Musée du [onrre, Paris
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SMALL BOOK WITH FORTY-TWO DRAWINGS OF ‘“THE DANCIL.
OF DEATH’ — after Hans Holbein

Joachim von Sandrart relates in his 7eussche - Academie, published in 1675,
that in 1627 he made a journey by tow-boat with Rubens through
the Northern Provinces. The artist, reminiscing about his vouth,
recalled that he used to copyv engravings by Hans Holbein as well
as by Direr, Tobias Stimmer and other old German masters. Among
others he expressly mentioned Holbein’s Dance of Death-series.

It was formerly supposed that the drawings in this recently disco-
vered book were by Holbein himself, and that he made his engravings
from them. The erroneous attribution to Holbein also figures on the
title-page of this eighteenth-century volume. The great French collec-
tor P.]J. Mariette thought in 1764 that the drawings were by Jan Boeck-
horst and had belonged to Rubens, but it now appears that the contrary
is the case.

L.Q. van Regteren Altena was the first to detect the hand of Rubens
in these drawings. He believes them to be the master’s earliest known
work: thev mav have been done when he was twelve or thirteen vears
old. See Nos. 111-114.

Volume bound in small octavo, 18th-century red morocco. Pen and brush in brown
ink, ¢. 200:¢. 150 mm.

Bibl.:  P.J. Mariette, Description Sommaire des Desseins... du Cabiuet de Fen M. Crozat,
Paris, 1841, p. 89, No. 796; Idem, ~becedario, 11, Paris, 1853-54, p. 360; Francis
Douce, Holbein’s Dauce of Death, London, 1890, pp. 118-20; 1.Q. van Regteren
Altena, Het rroegste werk van Rubens, in Mededelingen van de Koninklijke Academic
roor Wetenschappen, Letteren en Schone Kunsten van Belgié, Klasse der Schone Kunsten,
XXXIV, No. 2

2, 1972.

Prov.: Lord Arundel?; Jan Boeckhorst (Antwerp, 1605-68); Pierre Crozat (Paris,
1665-1740); Fleischmann; Prince Galitzine; Ambroise Firmin-Didot; Prince
of Liechtenstein, sold by Mak van Waay, Amsterdam, 23 September 1969,
lot 887.

Booksellers H.D. Pfann BV, Amsterdam







FIVEMALE FIGURES — after Tobias Stimmer

Rubens drew these five figures after four woodcuts from Tobias Stim-
mer’s (1539-89) Newe Kunstliche Figuren Biblischer Historien, published
at Basle in 1576. Above is an angel bringing water and bread to the
prophet Elijah, who had fled into the wilderness (/ Kings, 19:5-6).
Below, the figure inclining forward is Abraham’s servant, whom Stim-
mer’s woodcut shows as ministering to three angels. Rubens adds the
inscription reverenter Angelis ministrat (Gen., 18:1-15). The recumbent
figure on the right is the aged Tobit (7vbias, 2:10-11), and beneath
is the false prophet killed by a lion.

Sandrart, who travelled with Rubens in Holland in 1627, relates
in his note on Tobias Stimmer (7eutsche Alcademie, 1675, 11, p. 254)
that, on the wayv between Amsterdam and Utrecht, Rubens told him
that in his carly vears he had copied most of the engravings in Stim-
mer’s book. This vouthful admiration left its traces in Rubens’s after
life: he never torgot the robustness and resilience ot Stimmer’s figures
and the naturalness of his compositions.

The voung Rubens not onlv made drawings after the
sixteenth-century German Tobias Stimmer but also after other masters
of this period such as Hans Holbein, Hans Weiditz and Jost Amman.
He also copied Israel van Meckenem and Conrad Meit. See under
No. 110.

Pen and brown ink, 206: 130 mm.

Bibl.:  /forers, 1943, pp- 95, 96; 1. Lugt, Rubens and Siimmer, in The i Qrnarterl
N1, 1943, pp. 99-115: Burchard-d'lnlst, 1956, p. 28, No. 1.
Prov.: Bequeathed to the City of Rotterdam by IF.].O. Bovmans (1767-1847).

Boymans-ran Bemningen Musenn, Rolterdam

259

IIIX

























STATUL, SUPPOSEDLY OFF HOMER — from the antique

This drawing is clearly from Rubens’s Italian period, and was probably
exccuted in his first vears there. The statue is seen against a wall on
which it throws dark shadows. The tree-trunk between the feet is a
common feature in late antique statuary. Rubens drew the statue from
below, so that the head is much foreshortened. Below, on the right,
the left foot is repeated on a larger scale, with the sandal in careful
detail. After the statue was drawn by Rubens it came into the possession
of the Harl of Arundel.

Later, ¢. 1623-24, Rubens used this drawing with slight modifications
for the figure ot Cronos in 7he Conncil of the Gods, a painting in the
Medici cvele executed for the Palais du Luxembourg in Paris and now
in the Louvre.

Several other drawings by Rubens after antique sculpture are known
trom this period: Standing Roman with toga, Institut Néerlandais, Paris;
Mars and 1 enus, Hermitage, Leningrad; Slkeping Hermaphrodite, Fogga
Art Museum, Cambridge, Mass.; and a Richly draped Stauding Woman,
British Museum, London. See No. 116.

Black chalk, 552:361 mm.
Bibl.:  Bock-Roseuberg, p. 251, No. 10.601; Burchard-d Hulst, 1963, pp. 27-9, No. 12.
Prov.: Acquired in 19:20.

Staatliche Museen Preufischer Kulturbesity, Kupferstichkabiuet?, Berlin-West
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LAOCOON — after the antique

In Rubens’s time the Laocoon group, discorered in 1506, was in the
Belvedere at the Vatican; it is now in the Vatican Museum. Artists
and collectors, attracted by its beauty and expressiveness, endeavoured
to obtain casts or copies of it. It is not certain whether Rubens’s draw-
ing was made from the sculpture itself or from a plaster cast. Whereas
other artists drew antique statuary from an ‘ideal’ distance, Rubens
drew the Laocoon from close up and from a low viewpoint. Clearly
he was most interested in the musculature of thé trunk, which also
explains the three-quarter length.

Rubens used this drawing, in reverse, for a man in armour in 7/e
Rarsing of the Brazen Serpent, ¢. 1630, National Gallery, London. Figures
inspired by the Laocoon can also be seen in 7he Cronning with Thorns,
chapel of the hospital at Grasse, Hercules and Omphale, 1.ouvre, Paris
(both of 1602) and 7he Massacre of the Imocents, 1639. Sometimes
Rubens used only part of the drawing, as in the torso of the Bad
Thief in the Conp de lance, Antwerp Muscum. See No. 115.

Black chalk, 457:297 mm.

Bibl.:  Burchard-d’ Hulst, 1963, pp. 31-3, No. 15; Victor W. Miesel, Rubens's $iud)
Drawings after Ancient Sculptnre, in Gazetle des Beanx-.‘1rts, May-June 1963,
p-3t1 c.a.; G. Fubiniand |.S. Held, Padre Resta’s Rubens Drawings after lucient
Sculpture, in Master Dramings, 1964, 1, No. 2, p. 131; J. Mualler Hofstede,

Beitrdoe zom zeichnerischen Werk ron Rubens, in W allraf-Richartz-jabrbuch, 1965,
NNV, p. 270.

Prov.: Sir Thomas Lawrence (Londen, 1769-1830); Samuel Woodburn (lLondon,
1786-1853); sale, Christic’s, [.ondon, 1860, lot g14. \cquired in L.ondon, 1874

Kupferstichkabinett der Staatlichen Kunstsammimigen, Dresden, 2R
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THE STRUGGLE FOR THE STANDARD — after LLeonardo

A drawing of Rubens’s Italian period after Leonardo da Vinci’s tresco,
begun in 1505, for the council chamber of the Palazzo Vecchio in
Florence. The fresco, which for various reasons was never finished,
represented 7he Battle of Anghiari, a victory won against the Milanese
in 1441. It is generally supposed that Leonardo painted only the central
part depicting four horsemen fighting for the standard, with three
figures on the ground. Both the fresco and the cartoon are lost.

Various sixteenth-century copies, in the form of paintings, drawings
or engravings, the complete accuracy of which is much disputed, have
afforded a popular subject of study for many painters from Raphacl
to Delacroix. Rubens’s drawing is not directly based on the fresco,
which was destroved in 1557, nor can it be an exact version of the
lost cartoon. Although of limited documentary value for the recon-
struction of Leonardo’s composition, it renders the spirit of the fight
better than any earlier copy.

Rubens devoted much care to this drawing, both the modelling of
the forms and the various details. His workmanship is seen at its best
in the pen-strokes and colouring which make the drawing inimitably
true to life. The purpose for which it was executed is unknown.

Enlarged on all four sides. Black chalk, pen and brown ink, washed and heightened
with bodv-colour, 452:637 mm.

Bibl.:  Reiset, No. 565; Rooses, V, pp. 206, 207, No. 1395; Gliick-Haberditsl, p. 29,
No. 9: K.F. Suter, Das Ratsel ron [.eonards’s Schlachtenbild, Strasbourg, 1937:
Lugt, Lourre, Ecole flamande, 11, 1949, pp. 29, 30, No. 1084; Fleld, pp. 157-9,
No. 161.

Prov.: Count C.G. Tessin (Stockholm, 1695-1770); Queen Ulrica Louisa of Sweden,
then her daughter Princess Sophia Albertina; Count G.H. Steinbock (Stock-
holm, 1764-1833); Count Nils Barck (Paris, Madrid, 1820-96), who sold it

to the Louvre in 1852,

Cabinet des Dessins, Musée du Lounrre, Paris
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THE BAPTISM OF CHRIST

The naked Christ stands on the left in the waters of the Jordan; his
garment is held by three angels. John the Baptist, on the bank, pours
water on Christ’s head and looks up to heaven, whence the Holy Spirit
descends in the form of a dove. To the right several men, some standing
and others sitting,

being baptzed. A group of women is in the distance.
The drawing is squared, indicating that it was intended to be repro-

are disrobing before stepping into the river and

duced on a large scale. It was in fact a study tor 7he Baptism of Christ,
one of three pictures ordered by Duke Vincenzo I for the Santissima
Trinita at Mantua (see p. 41) and now in the Antwerp Muscum.
The canvas does not follow the drawing literally: for instance, a group
of cherubs is added above Christ’s head, the women are disposed differ-
ently and the voung man leaning against a tree in the foreground is
omitted.

It is accepted that the group tormed by Christ and John was in-
fluenced by Raphael’s fresco in the Vatican Zogge. However, Rubens
was mainly inspired by Michengelo’s Bathers (The Battle of Cascina),
although no single figure is taken literally from that work. The scated
man holding his foot is an adaptation of the antique Spinario (Man
with a Thorn), while the one pulling off his shirt is inspired by the
Farnese Hlercules; the vouth in the centre foreground probably also der-
ives from an antique sculpture.

Two strips of paper added by Rubens himself at the top. Black chalk, heightened
with body colour, 477:766 mm.

Bibl.:  Swith. Catalggwe Raisonné, 11, pp. 262, 263, under No. 887; Rooses, 11, p. 53
Idem, ¥, pp. 153, 154, No. 13435 E. Nichel, Rubens. sa rie. son anrre ef son
temps, Paris, rgoo, pl. vi1; .M. [aberditzl, Stndicn diber Rubens, in 1l

Jabrbuch, XXX, 1912, p. 264; Glick-Flaberditzl, p. 54, No. so; Glick, p. 3,
No. 53 Lungt, Lowrre, l=cole flamande, 1t, 1949, .12, 13, NoO. 1009; Fleld,
/ 49, PP )
p. 98, No. v1; Burchard-d' Hulst, 1963, pp- 53-5, No. 29.
Prov.: E. Jabach (Paris, 1607/ 10-95). Part of the collection sold by Jabach to King

Louis X1V of rance on 29 NMarch 1671.

Cabinet des dessins, Musée dn Lonvre, Paris
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THE MADONNA ADORED BY ANGELS

When the church authorities rejected the panel painting executed by
Rubens in 1607 for the high altar of S. Maria in Vallicella in Rome,
he replaced it by three other paintings on slate (see under No. 15). The
original plan had combined two themes: the glorification of St. Gre-
gory the Great, patron of the church, and the adoration of a miraculous
picture of the Virgin. In the new version these were separated: the
adoration of the picture became the principal theme, and the sole sub-
ject of the central painting for the high altar. For this composition
Rubens made a drawing, now in the Albertina at Vienna, and an oil
sketch after it which is now in the Vienna Academy (sce No. 16).

The purpose of the present sheet is disputed. Some believe that it
was part of the preparatory work for the painting in S. Maria in Valli-
cella: in that case it must have been executed before the oil sketch,
as the latter already contains every element of the finished painting,
and after the Vienna drawing for compositional reasons. Others think
the sheet was not part of that process but was intended for a different
painting. Its authenticity has also been called in question. F. Lugt
accepted it as by Rubens, though he was not much impressed by its
quality; J.S. Held and M. Jaffé rejected it, the latter in favour of anoth-
er version in the Pushkin Museum in Moscow, which is undoubtedly
superior.

Black and red chalk, some contours reworked in silverpoint, 449: 346 mm.

Bibl.:  Rooses, v, p. 229, No. 1432; Glick-Haberditz/, p. 35, No. 55; Lvers, 1943,
p. 1153 Lugt, Lonvre, Ecole flamande, 1I, 1949, pp. 11, 12, No. 1008; Fle/d,
p. to1, under No. 17; M. Jafté, Peter Paul Rubens and the Oratorian Fathers,
in Proporzioni, 1V, [1959], p. 38, Appendix.

Prov.: Unknown.

Cabinet des dessins, Musée du ourre, Parts
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TEN FEMALE HEADS - after Rogier van der Wevden and Heinrich
Vogtherr

These heads are among the numerous studies drawn by Rubens after
North European models of the fifteenth and sixteenth centuries. The
head in the upper right corner was repeated, rapidly sketched, in a
slightly ditferent attitude. Some of the women are drawn as far as
the shoulders, but Rubens was chieflv interested in the head-dresses.

F'riedrich Winkler pointed out that the head in the lower left corner
is copied from the left-hand panel of Rogier van der Wevden’s Bladelin
altarpiece, while ].S. Held observed that the first four heads above
on the left and the last two below are based on Heinrich Vogtherr’s
Kunsthiichlin, a book of models first published in 1537 and afterwards
in several editions in different languages, the last dating from 1610.
Vogtherr himself probably took his models from the work of early
sixteenth-century Antwerp masters, such as Jan de Beer, or perhaps
from Jacob Cornelisz. The present drawing must have been done
shortly after Rubens’s return from Italy.

Pen and brown ink, 202: 314 mm.

Bibl.:  Burchard-d’ Hulst, 1956, p. 30, No. 65 Held, p. 159, No. 162; ].5. Held, Rubens’
Desions for Sepnlchral Monnments, in The Art Quarterly, NX111, 1960, pp. 247-7
Burchard-d’ Hulst, 1963, pp. 15, 16, No. 3.

Prov.: Probably purchased by Duke Charles 1 of Brunswick (1713-80).

Hlerzog- nton-Ulrich-Museunr, Branswick
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THE MURDER OF ABEL — after Michiel Coxcie

The lifeless Abel lies on his back, his face towards the spectator and
his feet on the altar of sacrifice; his right arm lies along his body,
while his left arm is bent above the shoulder. The jawbone with which
Cain has killed him lies between his legs and on his bellv. Two trees
can be seen in the distance (Genesis, 4:8-15).

As E. Christopher Norris pointed out, this is a copy atter Michicl
Coxcie’s (1499-1592) painting Cain condenmed by the Lord in the Prado,
Madrid. Another drawing by Rubens, probably ‘from life’ and now
in the Louvre, resembles the figure of the slave in Tintoretto’s Miracle
of St. Mark in details such as the right arm, but remains close to Cox-
cie’s Abel as far as the head is concerned.

The attitude of the slain Abel, borrowed from Coxcie by Rubens,
influenced other painters also, such as Johann Liss in his Lamentation
over bel.

Left upper corner of the sheet cut off and replaced. Red chalk, reworked with the

tip of the brush in red and heightened with white, 213 : 208 mm.

Bibl.:  Burchard-d’ Hulst, 1956, p. 39, No. 19; Burchard-d' Iulst, 1963, pp. 60, 61, No.

Prov.: P!l Lankrink (London, 1628-92); J. Richardson Sr. (London, 1665-1745);
Sir Joshua Revnolds (London, 1723-92); 'I'. Banks (London, 1735-1805); Sir
E.J. Paynter (London, 1836-1919), sold at Sotheby’s, London, 25 April 1858,
lot 189; Charles Clarke, bequeathed in 1935 to Dr L.C.G. Clarke (Cam
bridge, 1881-1960), who bequeathed it to the Muscum.

The Fitzwilliam Musenm, Cambridge
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MALENUDE, SEEN PARTIALLY FROM BEITIND

Study, from the living model, of a naked voung man. His body is

bent backwards and his muscles are tensed by the effort of pushing

up a heavy weight. Rubens seems to have copied his pose from an
antique marble group of 7wo Wrestlers, now in Florence.

A figure related to this drawing appears in 7he Raising of the Cross
at Grasse (1602) and in the painting of the same subject in Antwerp

Cathedral (1610-11); Rubens also used it on later occasions. Its date
is disputed: some place it in Rubens’s early Italian period, others
believe it to have been a study for 7he Raising of the Cross, painted

soon after his return to Antwerp.

Lower right part of sheet slightly damaged. Black chalk, heightened with white,
315:367 mm.

Bibl. :

Prov.:

S. Colvin, Drawings in the University Galleries, Oxford, 1903-7, 111, 2, Pl. 20;
N Haberditzl, Studien iiber Rubens, in Wiener Jabrbuch, 1911-12, p. 260: R.
Oldenboutg, Rubens in Italien, in Berliner fabrbuch, 1916, p. 278; Gliick-
Haberditz!, p. 33, No. 4535 K.T. Parker, Calalogme of the Collection of
Drawings in the - Ashuolean Musenm, Oxford, 1938, 1, pp. 85, 86, No. 2003 Bur
chard, pp. 58, 59, No. 525 Burchard-d' Hulst, 1956, pp. 32, 33. No. 9; M. Jafté,
Rubens' Drawings al Aniwerp, in The Burlington Magazine, XCV1I, 1956, p. 317;
Burchard-d' Hulst, 1963, pp. 97, 98, No. 57.

P.H. Lankrink (London, 1628-92). Bequeathed to Oxford University by
Chambers Hall (Southampton and London, 1786-1855).

The Ashmotean Musenm, Oxford
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THE PRESENTATION IN THE TEMPLE

A sketch for the right-hand panel of 7he Descent from the Cross,
commissioned by the Arquebusiers” Guild for their altar in Antwerp
cathedral. The centre panel of this altarpiece was painted in 1611-12,
the side panels in 1613-14. The composition, comprising the figures
of Mary, Joseph, Anna the prophetess and Simeon, differs somewhat
in the drawing as compared with the painting: in this side panel,
Anna stands between Mary and Simeon. The posture of the figures
is also somewhat different, e.g. Joseph is secen here almost in full
profile.

The drawing is a fragment of a larger sheet that originally included
another studyv for the same Presentation (coll. Count A. Scilern, Lon-
don) and several studies for 7he Visitation on the left-hand panel
of the Antwerp Descent from the Cross (Musée Bonnat, Bavonne).

On the verso is a fragment of a study in black chalk for a Raising

of the Cross.

Pen and brown ink and brown wash, 214: 142 mm.
Bibl.:  Held, p. 105, No. 28; Burchard-d' Hulst, 1963, pp. 101-3, under No. 6o.

Prov.: Presented to the Metropolitan Museum in 1952 by Mr. and Mrs. Janos
Scholz.

The Metropolitan Musenm of Art, Gift of Mr. and Mrs. Janos Scholy, 1952, \ )
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ALL SAINTS

The drawing shows the whole company of saints worshipping the
Holy Trinity. Mary is at Christ’s feet and behind her is a group
in which Peter, Paul and John the Baptist can be recognized by
their attributes. At the same level as the Apostles 1s a group of
female saints on a stretch of cloud. Below is a group of Franciscans,
Dominicans and other male saints and martyrs, including St. Sebastian
with his arrows, St. George in armour, St. Lawrence with his grid
and Pope St. Gregory, his tiara beside him on the ground.

A study for an engraving that was executed by Theodoor Galle
as an illustration to the Breviarium Romanum published by Balthasar
Moretus in 1614. The composition derives from Venetian models
and especially Titvan’s 7riumph of the Floly Trinity (1554), which
Rubens may have seen during his visit to Spain in 1603; he could
also have known it from Cornelis Cort’s engraving of 1566.

An oil sketch of the same subject, related to this drawing, is in
the Boymans-van Beuningen Museum at Rotterdam (see No. 29).
[t is doubttul, however, that it was also made for the purpose of
the engraving.

Drawing retraced with the burin. Pen and brown ink and brown wash, 295: 200
mm.

Bibl.:  Rooses, v, p. 61, under No. 1259: L. Burchard, Skizzen des jungen Rubens,
in Sitzungsherichte der Kunstoeschichtlichen Gesellschaft, Berhn, 8 October 1926,
p. 3. Noo 230 Glick-Haberditzf, p. 29, No. 71 Lrers, 1943, pp. 218, 219;
Lugt, Lonrre, lzcole flamande, 1t, 1949, p. 12, under No. 100g9; Cat. Exh.
Rotterdam, 1953-54, pp- 43, 44, under No. 135 Burchard-d'I'hidst, 1956, p.
56, under No. 48; fleld, pp. 26, 98 (under No. 11); Burchard-d’ Flulst, 1963,
p- 54 (under No. 29), p. 114 (under No. 68); d"Hulst, 1968, p. 91, under
No. 335 leghe, Saints, 1,.p. 28, under No. 1; J.R. Judson and €. Van
de Velde, Book liustrations and Title-paves, Corpus Rubeniannm udiic Burchard.
XXI, Brussels, 1977 (in preparation).

Prov.: G. Huquier (Orléans and Paris, 1695-1772); sold by Yver at Amsterdam, 14
September 1761 ft., lot 553, trom the Uilenbrock collection, Amsterdam;
Count Moriz von I'ries (Vienna, 1776-1826).

Graphische Sammibung Vbertina, ) icnia
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BOY’S HEAD AND FEET

It is generally supposed that one of Rubens’s children posed for
this drawing, which authors date variously from ¢. 1615-20 to the
1630s. Formerly the favourites were Nicolaas (b. 1618) and Albert
(b. 1614), but some nowadavs prefer Frans (b. 1633), the second
son of Rubens’s marriage to Helena Fourment. According to L.
Burchard and R.-A. d’Hulst the drawing is a study for the child
Jesus in The Return from the Flight into Fgypl, and was made in
¢. 1615-17; this is unproved, but the date would fit in with the
use of Albert as a model. A boy with feet in this position occurs
in 7he Happy Reion, a painting in the Medici cvcle, executed in
1622-25 for the Palais du Luxembourg in Paris and now in the
Louvre. ].S. Held, however, believes on stylistic and iconographical
grounds that the drawing dates from the 1630s, and considers that
the head bears a strong resemblance to that of Rubens’s son Frans.

Black and red chalk, heightened with white, 286: 210 mm.

Bibl.:  K.T. Parker, Stwdy of a Child’s Head and [@eet, in Old Master Dramwings,
IN, 1934-35, pp. 15, 163 Burchard-d’llulst, 1956, p. 74, No. 79; Feld, p.
142, No. 125; M. Jaffé, “The Return from the [light into [:gypt” by Peter
Panl Rubens, in Wadsworth Vthenewm Bulletin, 1V, No. 8, Summer 1961, pp.
10-265 Burchard-d’ Hulst, 1963, pp. 124-6, No. 75.

Prov.: J.I'. Gigoux (Paris, 1806-94), who bequeathed it to the city of Besangon.

Musée des Beanx-Arts, Besancon
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TREES

Study of trees in a landscape, used by Rubens for his Boar-Funt,
¢. 1616, now at Dresden. The drawing is notable for its irresistible
dynamic rhythm as well as the realistic depiction of nature. [t contains
no human or animal figures, indicating that it was drawn ‘from
life’. Rubens made a separate drawing, from a different angle, of
the dead tree on the right: this is now in the Devonshire Collection
at Chatworth.

Rubens’s interest in ¢gnarled, twisted trees is certainly in line with
the North European tradition, but he may also have been stimulated
by sixteenth-century Italian landscapes.

Lower right corner restored. Pen and brown ink over preliminary work in black

chalk, 582:489 mm.

Bibl.:  Rooses, V, p. 301, No. 1591; E. Michel, Rubens, sa vie, son @uvre ef son lemps,
Paris, 1900, p. 254; L. Burchard, Drei Zeichuungen in Dresduer Samnilungen,
in Mirtteilungen aus den Séchsischen Kunstsammiungen, 1V, Dresden, 1913, p. 603
F. Luct, Notes sur Rubens, in Gazette des Beaux-.Arts, 1925, 11, pp. 193-6;
Gliick-Haberditzl, p. 47, No. 134; G. Gliick, Die Landschaften von P.P. Rubens,
Vienna, 1945, pp- 19, 20, 57 (under No. 8); fugt, Loure, Lcole flamande,
I, 1949, p- 20, No. 1034; Fleld, p. 145, No. 131; Burchard-d Hulst, 1963,
pp- 168, 169, No. 104.

Prov.: Confiscated from émigrés at the time of the first French Revolution.

Cabinet des dessins, Musée du Lowrre, Paris
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THE DESCENT FROM THE CROSS

146
This sheet is interesting as it shows how Rubens, in search of a
compositional scheme, had no hesitation in drawing over his own
lines. He probably began with the head of Christ that is still visible
in the lower left-hand corner, and then, being dissatistied with this,
turned the sheet upside-down and started again, most likely with
the group in the upper half of the sheet. The lower group, in which
Rubens used stronger shadows, is on a smaller scale for lack of
space.

This drawing is probably a study for 7he Descent from the Cross,
c. 1617-18, in the Hermitage at Leningrad; it also shows affinity
with the picture of the same title, ¢. 1617, in the Lille Muscum.
On the verso is a study in pen and brown ink for St. Andrew
for the outside of the right-hand panel of 7he Miraculons Dranght
in Our Lady’s church at Mechlin, a triptvch painted ¢. 1618-19 for
the Mechlin fishmongers™ guild.

Pen and brown ink and brown wash, 345:233 mm.
Bibl.: K.T. Parker, Some Drawings by Rubens and Fis School in the Collection of

Mrs. G Wrangham, in Old Master Drawings, 111, 1928, pp. 1, 2; M.\.
Dobroklonsky, Linize Rubensgeichnmgen in der LZrmitage, in Zeitschrift fiir bil-

’ Kmnst, TXIV, 1930 1, p. 32: KT, Parker. Study of o Standing Man,
in O/ Master Drawings, N1, 1936-37, pp. 50, 515 fleJd, p. 109, No. 423
Burchard-d" I ulst, 1963, pp. 160, 161 (under No. 96).

Prov.: Mrs. G.W. Wrangham; Edward Wrangham; Baskett and Day, art dealers,
[.ondon.

Wr. and Mrs. Fugene 1ictor hant, New Yaork







KNEELING MALE NUDE, SEEN FROM BEIIND

Study ‘from life’ of a nude man, kneeling and seen from behind;
the drawing renders not only the posture but the movement of the
bodv. Note the turn of the head and the flexible left foot. The
incomplete right leg is repeated in the lower left corner.

This is one of two known studies for the man setting down a large
bronze wine-jar in the painting - Abrabam and Melchizedek, c. 1618, Caen
Muscum: Rubens, however, used the other study, now in the Louvre,
Paris.

This figure repeats a motif used earlier by Rubens in 7he Adoration
of the Magi, painted in 1609-10 for the Hall of State in the Antwerp
City Hall and now in the Prado, Madrid.

Sheet damaged and restored on the left. Black chalk heightened with white, 520: 390
mm.

Bibl.:  Burchard-d' Flulst, 1956, p. 63, No. 6o; Burchard-d'llulst. 1963, pp. 153-5,
No. 925 Cat. Vixh. Dessins lanands et Hollandais di dix-septicme sicele, Collec
tions Musées de Belgigne — Musée Boymans-ran Bewningen, Rotterdam — [nstitut
Néerlandais, Parts, Paris, 1974, pp. 125, 126, No. 93.

Prov.: P.H. Lankrink (London, 1628-92); G. Bellingham Smith, sold at Amsterdam,

5 July 1927, lot 1115 F. Koenigs (Haarlem, 1881-1941). Presented by D.G.
van Beuningen to the Bovmans Museum Foundation in 1940.

Boymans-ran Bewningen Museum, Rotterdam
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ANGEL BEARING A TORCH

Jacobus de Wit (1695-1755) states in his description of the Antwerp
churches that the statues above the high altar of the Jesuit church
were designed by Rubens: ,,... de Belden daer boven op synde syn
appacrt door Rubens geschildert geweest ...”". In view of the strong
resemblance between this drawing and the statues of angels, which
have survived, we may assume that it is in fact a rough sketch
for the statues, which were probably carved by Hans van Mildert.

The foundation stone of the Jesuit church was laid in 1615, and
in 1621 the church was consecrated by Bishop Jan Malderus. Rubens
not only executed paintings for the church but contributed largely
to its sculptural decoration, both outside and within.

Drawing irregularly cut out and pasted on a larger sheet. Pen and brown ink

over black chalk, grev-brown wash, 196:89 mm. Below, in Rubens’s hand, the

inseriptions reeten and hooch. The fragment of a cornice on the right is by another

hand.

Bibl.:  Gliick-Haberditzl, p. 46, No. 1325 Bock-Rosenberg, p. 250, No. 32423
Burchard-d' Hulst, 1963, p. 186, under No. 116.

Prov.: PFormerly in the archives of the church of St. Charles Borromeo, Antwerp.

Staatliche Museen Preufischer Kulturbesitz, Kupferstichkabinett, Berlin-esi
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ROBIN, THE DWARF OF THE EARL OF ARUNDEL

Costume study for a figure in the portrait of Alatheia Talbot, Countess

of Arundel, now in the Alte Pinakothek at Munich. A letter of

17 July 1620 to the Earl of Arundel from one of his agents states
that Rubens had just begun work on a portrait of the Countess
with her jester, her dog and the dwart Robin. The Countess had
stopped briefly at Antwerp on her way from The Hague to Brussels,
and, as Rubens did not have a sufficiently large canvas, he had to
confine himself for the time being to sketching the faces, figures
and costumes. The painting shows the Countess seated on a terrace
in front of four pillars on which a banner is hung with the arms
of the Howard family, dukes of Norfolk and earls of Arundel, and
the motto Sola virtus invicta. Beside her are the jester, the dog and
the dwarf Robin with a falcon on his wrist; at the back is Sir Dudley
Carleton, English ambassador at The Hague.

Light grey paper, pen and brown ink over red, black and white chalk, 4o3:258
mm. Notes in Rubens’s hand concerning colours and costume materials: //es Wambuys
vermach wesen root sattijn ende de broek roof flomree/ (the doublet can be red satin
and the breeches red velvet) (above left), Tannys flommeel (tawny velver) (jacket),
Tamnyt flomneel (tawny velvel) (breeches), root (red) (knee), Geel (vellow) (stockings),
root (red) (shoelace), swars (black) (shoes) and Geel royeringe (vellow lining of the
cloak).

Bibl.:  Rooses, v, p. 260, No. 14985 //eld, p. 136, No. 1015 Burchard-d' I{ulst, 1963,

pp- 198, 199, No. 127.

Prov.: P. Crozat (Paris, 1665-1740); Count C.G. Tessin (Stockholm, 1695-1770);
acquired by the Roval Museum in 1722,

Nationalmunsenm, Stockbolm
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THE VESTAL VIRGIN TUCCIA

In ancient Rome a small temple was dedicated to Vesta, goddess
of the hearth. A flame was kept alight in it by six priestesses known
as the Vestals, who were bound by a strict oath to preserve their
virginity. Tuccia, one of these, was accused of breaking her oath
but proved her innocence by carrving water from the Tiber in a
sieve (Pliny, Nat. Hist.,, XXVIL:3, 12).

In this rapid sketch we see on the left the Pontifex Maximus,
who kept a strict watch over the Vestal Virgins, and three other
priests; on the right, beside Tuccia, three other Vestals, the centre
one pointing to the miracle, and in the foreground the god of the
river Tiber, supporting the sieve with one hand and resting his other
arm on a jar with water streaming from it.

This subject had previously been treated in Italy and also in the
North, by Stradanus among others. Rubens must have been familiar
with several versions: it was a popular theme because of its analogy
with the Virgin Mary.

E. Kieser rightly connected the present drawing with the Medici
cvele (see Nos. 63-67), one reason being that on the verso is a
sketch for 7he Coming of Age of Lowis X1, a painting from the
same cvcle. The Vestal’s untarnished honour was an allusion to
Marie de” Medici’s innocence of the murder of Henry 1V. However,
Rubens’s choice of theme was rejected as it was thought too compli-
cated, and also because it was considered safer to avoid any reference
to the murder.

Upper right corner of sheet restored. Pen and brown ink, traces of black chalk,
227:315 mm.

Bibl.:  Rooses, V', pp. 245-7, Nos. 1474, 1471 (reverse); Glick-Haberditzl, p. so,
No. 1545 p. 49, No. 147 (reverse); F. Lugt, Nozes sur Rubens, in Gazgell
des Beaux--Arts, 1925, W, pp. 185-93; Lugt, Lomre, [zcole flamande, 11, 1949,
p- 14, Nos. 1015, 1016 (reverse); E. Kieser, /ie Rubens-1.iteratur seit 193y,
in Zeitschrift fiir Kunstgeschichte, X, 1941, p. 3123 Burchard-d FHulst, 1956, pp.
85, 86, No. 97; Held, pp. 114, 115, No. so; Burchard-d'{lnlst, 1963, Pp.
200-3, No. 129; Lhuillier-loncart, pp. 61 (N. 108), 80 (under No. 12).

Prov.: St. Maurice, sold in Paris on 6 February 1786, lot 806, and purchased
by Langlier. Confiscated from émigrés at the end of the cighteenth century,

Cabinet des dessins, Musée din [ourre, Paris

RS
+
e

154




X3 S
- —— =
S m—

T AT
A TS










MAN IN CHINESE DRESS 156

Study ‘from life” of a man with Western features wearing Chinese
costume, his hands buried in wide sleeves. This is one of a group
of five full-length drawings of men in exotic dress: it may be regarded
as a largely finished copy by Rubens himself after a sheet in Stock-
holm, one of the other four.

The inscription in Rubens’s hand refers to the Chinese costume
and more especially to that worn by Chinese scholars and Jesuit
fathers. It reads: “Note that the blackish colour is not peculiar to
Chinese scholars but to the fathers of the Society of Jesus, except
for the blue galloon which is worn by all. Nor do the Chinese
confine themselves to a single colour, but dress in any they please
except for vellow, which is reserved for the king.” As the Jesuits’
principal college was at Antwerp, it is not hard to imagine where
Rubens saw such garments or heard them spoken of. Veryv probably
he induced Jesuit fathers to pose for him in Chinese dress.

The drawing may be dated 1622-28, before Rubens’s diplomatic
journeyvs to Madrid and London.

Black chzllk, heightened with red in the man’s features and turquoise in the collar
and cuffs; 448:260 mm. Above right, in Rubens’s hand: Nt qguod collor pullns
won est peciliaris Sinensium litteratis sed Patribus §. Jesu. Exceptis tamen fascijs cernl /'lc
quae celeris communnes sunt. Sinewsis porra restis colore non o sed qioris ml/wv' ﬁi'flf///'.\‘l'//;'
atintur. 120w reserves flavim scilicet gui proprius est Regis.

BibL:  Miss Clare Stuart Wortley, Rubens’ Drawings of Chinese Costume, in Old Master

Drawings, 1X, 1934, PP- 40-7; Burchard-d' Hulst, 1956, p- 67, under No. 66;
Burchard-d’ Flulst, 7963, pp. 230-2, No. 147.

Prov.: Lady Sidmouth; Eliza Hobhouse (1842); the Rt. Hon.

Prirate collection, U.S. 1.

Henry Flobhouse.
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BUST, SUPPOSEDLY OFF SENECA

Rubens drew inspiration more than once from a certain antique bust
which was thought in the seventeenth century to represent the Roman
statesman, philosopher and poet Seneca, and of which he possessed
a marble copv. The bust, seen from the same angle as in this drawing,
also appears in the Group Portrail painted c. 1611-12 and now in
the Pitt Palace at Florence, in which Rubens depicted himself, his
brother Philip and the humanist Johannes Woverius listening to their
tutor Justus Lipsius. It was the latter’s aim to bring out the aspects
of Seneca’s doctrine and moral teaching that could be harmonized
with Christianity; he edited, with a commentary, an edition of
Seneca’s works for which Rubens designed a title-page with a bust
of the Roman philosopher.

The present drawing was executed as the model for an engraving
by Lucas Vorsterman: one of a series of twelve designed by Rubens
after antique marbles or casts thereof, and representing Greek and
Roman emperors, commanders and philosophers. Although nine of
the engravings bear the date 7634, it is probable that the edition
was planned carlier.

Pen and brown ink and brown wash over black chalk, 257: 180 mm.

Bibl.:  Rooses, \', pp. 14, 15, No. 1218; Goris-FHeld, p- 43, No. 1115 Burchard-d’ Hulst,
1956, pp. 87, 88 (under No. 99); Cat. Exh. Drawings and Oil Skeiches b)
Rubens from  lmerican Collections, Cambridge-New York, 1956, p. 18, No.
13.

Prov.: Collection of the Earl of Warwick.

The Metropolitan Musenm of \rt, Robert I.ehman Collection, New York
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MADONNA ADORED BY SAINTS

The Madonna is enthroned on a pedestal. The child jesus on her
lap bends down towards St. Catherine, who stands at the Virgin’s
feet with the little St. John. Some putti are standing to the right
of the pedestal. The central group thus formed is surrounded by
saints. Mary is turned slightly to the left, where St. Peter and two
groups of female saints look up towards her. In the foreground on
the left are St. Sebastian and St. George, and on the right St
Augustine. The composition is such that the eve is led to follow
it in a circular movement.

In the upper half of the verso are several studies of the Virgin
and Child, separately and together. Like the subsequent drawing on
the recto they are studies for 7he Madonna with Saints, painted in
1628 for the high altar of the Augustinian church at Antwerp. Rubens
took great care over this picture, for which he also made oil sketches
both for the composition as a whole and for individual figures (see
Nos. 79, 80).

In the lower half of the verso are studies for the ZLandscape with
St. George, now in Buckingham Palace, painted in 1629-30 when
Rubens was ambassador to the English court.

Sheet folded in two. Tip of the brush in brown ink and brown wash over preliminary
work in black chalk, 561:412 mm.

Bibl.:  F. Lugt, Notes sur Rubens, in Gazelte des Beanx-1rts, 1925, 11, p. 199 e.a.;
Gliick-Haberditzl, p. 53, No. 172; I'. Grossmann, Nofes on Some Dutch and
Flemish Paintings at Rotterdam, in 1he Burlington Magazine, XCV1L, 1955, pp.
335-85 Burchard-d' Hulst, 1956, pp. 92, 93, No. 108; [fe/d, p. 117, No. 53
Burchard-d’ Hulst, 1963, pp. 225-7, No. 145.

Prov.: Count C.G. Tessin (Stockholm, 1695-1770). Acquired by the Royal Museum
n 1773.

Nationalmusenm, Stockbolm
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THE VICTORIOUS HERO SEIZES THE OPPORTUNITY
TO MAKE PEACE
The victorious hero approaches, trom the right, a naked woman
standing in the centre of the drawing, who represents Opportunity
(Occasio). To her left, another woman is seated on a globe with
a rudder beside her (good counsel or secular government); a putto
offers her fruit. The hero, with a lion at his feet, is accompanied
by Minerva, whose shield is on his arm, and who places in his
grasp the long, loosened hair of the Opportunity figure. Chronos
(Time) — alluding to the suitability of the moment for concluding
peace — hovers in the air with an owl, Minerva’s attribute, beside
him, together with genii bearing emblems of fame and conquest.
When Rubens had finished the Medici cvele tor the Palais du Luxem-
bourg in Paris (see p. 151), he was required to paint a further
series of pictures showing the life and achievements of King Henryv
IV of France. Among these was to be a painting of FHenry 117 Seizing
the Opportunity to Make Peace, celebrating the treaty of Vervins con-
cluded with Spain in 1598, and forming a pendant to 7he Battle
of Coutras. The ambitious undertaking on which Rubens was active
from 1627 to 1631 was, however, discontinued owing to political
circumstances in France. Subsequently Rubens used the allegory in
the present drawing for a painting which is now lost.

At the top, a strip of paper added by Rubens himself. Black chalk, water-colour

and body-colour, 383: 477 mm.

Bibl.:  Rooses, ¥, p. 246, No. 14723 Rubens-Bulletijn, N, 1897, pp. 80-2; Cat. Nachlass
Miethke, sold in Vienna, Dorotheum, 12 Juny 1933, lot 69; Burchard-d' Hulst,
1956, pp- 99, 100, No. 118; Burchard-d' IHulst, 1963, pp. 258-60, No. 168.

Prov.: Probably in the estate of E. Jabach (Paris, 1607 10-95); Gottfried Winkler,
Leipzig; Hofrat Rochlitz, Leipzig; presented to the Weimar Muscum, 1839.

Staatliche Kunstsamnilungen, W eimar
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THOMAS HOWARD, EARL O ARUNDEL

Thomas Howard, second Earl of Aruadel, is depicted in halt-length,
his head turned towards the spectator. He is in armour, and his
outstretched arm rests on a statf. A\ drapery is sketched above, and
a helmet below.

The drawing was made during Rubens’s stay in London in 1629-30.
A letter from London to Pierre Dupuy, dated 8 August 1629, men-
tions that he had seen the Arundel collections, and the drawing
was probably made during his visit to Arundel House. [t shows
the Earl at forty-five vears of age, and is a study for the portrait
now in the Isabella Stewart Gardner Museum in Boston. The sketch-
like technique indicates that it was done rapidly and from life. Sce
No. 82.

Brush and brown and black ink, heightened with white and with touches of red,
464:356 mm.

Bibl.:  Glick-Haberditzl, p. 54, No. 178; G. Gliick, Rubens as a Porirait Painter,
in 7he Burlington Magazine, L.XX\N1, 1940, p. 174; Burchard-d’Hulst, 1963,
pp. 263, 264, No. 170; E. Haverkamp Begemann, Standish D. Lawder and
Charles W. Talbot Jr., Drawings from the Clark lrt Institute, New
Haven-London, 1964, pp. 28, 29, No. 22.

Prov.: G.H. (unidentified collector of the first half of the cighteenth century, perhaps
Guillaume Hubert); Jonathan Richardson Sr. (London, 1665-1745), sold in
London, 22 January 1747; Thomas Hudson (London, 1701-79), sold in
London, 24 March 1779, lot 69 (to Lord Selsev); Lord Selsey, sold at
Sotheby’s, London, 1872 (to Roupell); Robert L. Roupell (Loadon,
1798-1886), sold at Christic’s, London, 12-14 July 1887, lot 11205 private
collection, l.ondon (1926).

The Stirling and Francine Clark Art Institute, Williamstonn, Massachusetts
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YOUNG WOMAN HOLDING A DISH

This masterly study ‘from life’ was used for at least three paintings
of the same subject, | Maid and a Youth in a Paniry, the still life
being painted in each case by Frans Snijders (1579-1657). The pictures
belong respectively to the collections of the Marquess of Bute, the
Marquis du Parc Locmaria and the late Paul Getty. In each of them
the figure of the girl varies in detail from the drawing, as her clothing
and pose were adapted to her occupation in the picture and to com-
positional needs. There is disagreement as to who executed this figure
in the three paintings. The drawing must have been made in the
late twenties or carly thirties.

Black and red chalk, heightened with white chalk, 472: 301 mm.

Bibl.:  Gliick-IHaberditz/, p. 58, Nr. 2125 Glick, pp. 178-87; Fleld, p- 141, No.
1165 Burchard-d’ Hulst, 1963, pp. 270-2, No. 1765 M. Jaffé, Rubens and Snijders,
a fruitful Partnership, in Apolls, xci, March 1971, p. 184 e.a., p. 193;
Cat. Exh. [aamse ftekeningen uit de zeventiende eeuw, london-Paris-Bern
Brussels, 1972, pp. 125-7, No. 84.

Prov.: W. Oudenaarden, sold at Haarlem on 1 November 1796; W.Ph. Kops,
Haarlem, sold at Amsterdam on 14 March 1808 Jacob de Vos Jbzn (Amster-
dam, 1803-82), sold at Amsterdam on 2 May 1883, lot 450; P. Langerhuizen

Lzn, sold at Amsterdam on 19 April 1919 from lot 914, and purchased
by F. Lugt.

Fondation Custodia (coll. F. Lugt), Institut Néerlandais, Paris
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NAKED WOMAN, SEATED

Previously regarded as a copy and afterwards as ‘School of Rubens’,
this was recognized by F. Lugt as a drawing by Rubens’s own hand,
though he did not place it among the master’s best works. The
figure is repeated almost literally in Diana and Callisto, Madrid, and
Diana and her Nymphs Surprised by Satyrs, Berlin, while the upper
part is strongly reminiscent of the half-naked Helena 'ourment in
The Fur Wrap, Vienna — all three paintings dating from Rubens’s
last years. However, Lugt believed that the drawing should be dated
twenty or twenty-five vears earlier, and he pointed out that Rubens
often used older studies for his paintings. He considered the resem-
blance to Helena Fourment to be irrelevant to the dating, as the
painter’s second wife embodied an ideal of physical beauty that recurs
throughout his work. H.G. Evers regards the drawing as a study
tor The Fur Wrap.

Red and black chalk, somewhat heightened with white, 463: 282 mm.

Bibl.: E. Michel, Rubens, sa vie, son amre ef son temps, Paris, 1900, Pl XI; Lrers,
1942, PP- 454, 4575 Lugt, Lowrre, Ecole flamande, 11, 1949, pp. 19, 20, No.
103 2.

Prov.: Unknown.

Cabinet des dessins, Musée du Lourre, Paris
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YOUNG MAN EMBRACING A YOUNG WODMAN

A voung man, seen full-face, embraces a voung woman. He wears
a doublet with slashed sleeves and a broad-brimmed hat. The woman’s
figure is merely outlined. According to L. Burchard and R.-A. d’Hulst
this is a study for the large pen-and-ink model executed by Rubens
for a woodcut to be engraved by Christoftel Jegher (1596-1652/5).
This model (48: 142 cm), now in the Metropolitan Museum of Art
in New York, probably dates from ¢ 1632-33 and is based on
The Garden of Love, a painting in the collection of James Roth-
schild, Waddesdon Manor, Buckinghamshire. The reason why the
woman is only drawn in outline is probably that Rubens had already
made the detailed study of a voung woman now in the Stidelsches
Kunstinstitut at Prankfort am Main, from which he incorporated
various details in the large model. The voung couple recur in a
somewhat different pose in the other painting 7he Garden of Lore,
Prado, Madrid (see No. g1). Some authors believe that the present
drawing was a preparatory study for that painting.

Rubens drew other studies from life as a preparation for the large
model in New York (see Nos. 165, 166).

Black and red chalk, heightened with white, on grey paper, 325:301 mm.

Bibl.:  Rooses, v, pp. 250, 251 (No. 1482), 252 (No. 1486); Gliick-Haberditz/, p.
56, No. 198; Burchard-d’ Hulst, 1956, pp. 101, 102, No. 1225 Fleld, p. 142,
No. 1205 Burchard-d’ Hnlst, 1963, pp. 282, 283, No. 181.

Prov.: T. Hudson (London, 1701-79)7; Sir Thomas Lawrence (London, 1769-1830);
King William 1t of the Netherlands, sold from his estate in 1850 and bought
by C.J. Fodor (Amsterdam, d. 1860). Bequeathed by C.J. F'odor to the
City of Amsterdam.

Historisch Musewm, C.J. Iodor collection, Amsterdanm
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YOUNG WOMAN SEATED ON THE GROUND

Study ‘from life’ of a voung woman in luxurious clothes, seated
on the ground. A preliminary study for 7he Garden of I.ove, Metropoli-
tan Museum of Art, New York, a large model executed by Rubens

for a woodcut by Christoffel Jegher (see under No. 164). In the New

York drawing she rests her right arm on the knees of a woman
sitting beside her, while the hand of another companion rests on
her left arm.

This seated voung woman recurs, though in a different pose, in
the painting 7he Garden of Love, Prado, Madrid (see No. 91) and
in the painting of the same title owned by James Rothschild, Waddes-
don Manor, Buckinghamshire. Some authors believe that the present
drawing was a preparatory study for the Madrid version.

Sheet restored, below right. Black and red chalk, heightened with white, 424: 500

mm.

Bibl.:  Glick-Haberditzl, p. 57, No. 200; Bock-Rosenberg, p. 252, No. 4003;
Burchard-d' Hulst, 1956, p. 102, No. 123; Burchard-d' Hulst, 1963, pp. 285,
286, No. 183.

Prov.: J. Richardson Jr. (London, 1694-1771); Earl of Avlesford (London and
Packington Hall, Warwickshire, 1786-1859), sold in London, 18 July 1893,
lot 271. Acquired in 1893.

Staatliche Museen PreufSischer Kulturbesitz, Kupferstichkabinett, Berlin-West
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YOUNG MAN DESCENDING A FLIGHT OF STEPS

A voung gentleman in a rich doublet and puff-breeches, wearing
a broad-brimmed hat and with a cloak over his shoulder, stretches
out his right hand; the left hand rests on the pommel of his sword,
the tip of which is hidden under the cloak.

The attitude and movement of this study ‘from life’ answer to the
purpose for which it was drawn: in the two painted versions of 7%
Garden of Love, one in the Prado, Madrid (see No. 91), and the other
in the collection of James Rothschild, Waddesdon Manor, Buckingham-
shire, the young man descends a flight of steps and supports a lady on
his right arm. This figure does not appear in the large model for
Christotfel Jegher’s woodcut (see under No. 164).

Black and red chalk, heightened with white, on light brown paper, 561: 415 mm.

Bibl.:  Glick-Haberditzl, p. 57, No. 205; Glick, pp. 105-7; Burchard-d’ Hulst, 1956,
pp- 102, 103, No. 124; fleld, p. 142, No. 119.

Prov.: T. Hudson (London, 1701-79)?; Sir Thomas Lawrence (London, 1769-1830);
King William 11 of the Netherlands, sold from his estate in 1850 and bought
by C.J. Fodor (Amsterdam, d. 1860). Bequeathed by C.J. Fodor to the
City of Amsterdam.

Historisch Museum, C.J. Fodor collection, msterdan
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YOUNG WOMAN, HALF-LENGTH

Study ‘from life’ of an unidentified young woman, seen frontally
and half-length. Her head is turned slightly to the right and down-
wards, and her hands are crossed in her lap; her gaze is reflective,
and her whole attitude is one of calm recollection.

This fine study, dating from 1630-35, has been connected with
The Mystic Marriage of St. Catherine, 1633, previously in the Augustinian
church at Mechlin and now in the Toledo Museum of Art, Ohio, and
also with Sz Ildefonso  Receiving a Chasuble from the 1 irgin in the
Presence of the Archdukes Vbert and Isabella, 1630-32, painted for
Saint- Jacques-sur-le-Coudenberg in Brussels and now in the Kunsthis-
torisches Museum, Vienna. However, the voung woman does not
occur literally in either of these pictures (see No. go).

Upper corners slightly damaged. Red and black chalk heightened with white, 473 : 354
mm.

Bibl.:  Gliick-Haberdilz/, p. 58, No. 207; J. Jacob, A ‘Holy Fawily' and other related
Pictures by Peter Paul Rubens, in Jaarboek Koninklijk Museun voor Schone Kunsten,
Antwerpen, 1954-60, pp. 15, 165 Held, p. 139, No. 110; Burchard-d’ Fiulst,
1963, pp. 267-9, No. 174.

Prov.: P.H. Lankrink (L.ondon, 1627-92); I.W. Bohler, Lucerne; F. Koenigs (Haar-
lem, 1881-1941), who bought Béhler’s collection in 1929. Presented to the
Boymans Museum Foundation by D.G. van Beuningen in 1940.

Boymans-ran Beuningen Miusenns, Rotterdam
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REST ON THE FLIGHT INTO EGYPT

In an undulating wooded landscape the Virgin sits at the foot of
a tree, her face towards the spectator, with the sleeping child Jesus
on her lap. Beside them are the infant St. John and a cherub plaving
with a lamb, while a third bov with a finger to his lips points
towards the child Jesus and warns them not to make a noise. In
the middle distance are the grazing donkev and St. Joseph asleep
at the foot of a tree.

This careful drawing of 1632-35 is a model for a woodcut by
Christoftel Jegher (1596-1652/5). The lines are drawn deliberately
and clearly so that the engraver can follow the model accurately.
Several proofs of the woodcut have survived: four in the Rijkspren-
tenkabinet at Amsterdam, two in the Bibliotheque Nationale in Paris
and one in the Antwerp Museum. All were reworked by Rubens,
who in each case stopped out some parts in white.

Pen and brown ink and brown wash over preliminary work in black chalk. Some

parts heightened wicth white and with lightly tinted body-colour, 465:605 mm.

Bibl.:  Burchard-d' Flulst, 1956, pp. 105, 106, No. 129; Fleld, p. 155, under No.
155; Burchard-d’ Hulst, 1963, pp. 274-8, No. 179; Mary L. Mvers, Rubens
and the Woodcuts of Christoffel Jegher, in The Metropolitan Musenn of Art Bulletin,
XXV, No. 1, 1966, pp. 7-23.

Prov.: P.J. Marictte (Paris, 1694-1774); Print-Room of King Stanislaw August
Poniatowski of Poland (1764-95). Acquired by Count Athanasius Raczyvaski
in 1916. In the Museum at Poznan since 1903.

National Museum, Poznai, Poland
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HERCULES AND MINERVA REPELLING MARS

Hercules, brandishing his club, and Minerva with her helmet and
shield are repelling Mars, god of war. Mars, in armour, drags a
woman by the hair and threatens her with his sword, while a child
clings to her. The ground is strewn with dead bodies. Mars’s foot
rests on a figure lving beside the barrel of a broken gun; a woman
collapses holding a musical instrument. In the distance on the right
can be seen the burning ruins of a city. In the air, between the
heads of Minerva and Mars, is Jupiter’s eagle with a thunderbolt
in its claws; two Furies hover to the right of Mars.

The theme of war and peace was close to Rubens’s heart: he
expressed his fonging for peace and his deep hatred of war in many
allegorical compositions, including this brilliant drawing from the
Louvre, dating from ¢. 1635. A corresponding painting is not known.

The figure of Hercules is based on the Borghese Warrior, an antique
sculpture in the Louvre. In the Boymans-van Beuningen Museum
at Rotterdam there is an oil sketch on panel representing the figures
of Minerva and Mars; this has been cut down on the left, so that
originally it probably comprised Hercules also, and was thus closely
connected with the drawing in the Louvre.

Oil (and body-colour?) over preliminary work in black chalk, 370: 539 mm.

Bibl.:  Swith, Catalogne Raisonné, 1, p. 129, No. 432; Idem, Suppl., p. 278, No.
1205 Reiset, No. 552; Rooses, N, pp. 247, 248, No. 1475; ldem, 1V, pp-
46, 47, No. 826; Gliick-Haberditzl, p. 54, No. 1825 Lugt, Lourre, Ecok
famande, 11, 1949, p. 14, No. 10145 Cat. Exh. Rotterdam, 1953-54, p- 89,
under No. 79; Burchard-d' Hulst, 1956, p. 97, No. 1155 /Held, p. 124, No.
665 Burchard-d’ Hulst, 1963, pp. 260-3, No. 169.

Prov.: Formerly in the possession of the kings of France.

Cabinet des dessins, Musée du [ourre, Paris
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LANDSCAPE WITH A BROOK

In the foreground is a brook that disappears in the middle distance

on the right, where it is bordered by willows. Further off are some

slender trees behind a weir and a wooden fence, and in the remoter

distance are meadows surrounded by woods.

This landscape drawing of ¢. 1635 cannot be related to any painting

by Rubens. Although it has traditionally been ascribed to him, critics

are not unanimous on this point. The first to attribute it to Rubens

in the twenticth century was M.V. Dobroklonsky.

Upper corners cut off; traces of a vertical fold in the middle. Body-colour and
tempera over black chalk, 435: 590 mm.

Bibl.:

Prov.:

M.V. Dobroklonsky, finige Rubens Zeichnmgen in der Eremitage, in Zeitschrift

Siir bildende Kunst, 1930-31, pp. 36, 37; Burchard-d Hulst, 1956, Suppl. p.

9, No. 138a; Fleld, p. 147, under No. 136; Burchard-d' Hulst, 1963, Pp- 331,
332, No. 208; |. Koeznetsow, Cat. Exh. Hollandse en 1 laamse tekeninpen
uil de zerentiende eemy, Verzameling ran de Flermitage, Leningrad, en bet Musenm
Poegjkin, Moskon, Brussels-Rotterdam-Paris, 1972-73, pp. 58, 59, No. $5.

Count Karl Cobenzl (Vienna, Brussels, 1712-70). Acquired by Catherine
Il in 1770.

Print-room, Museum of the Hermitage, Leningrad
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GROUP OF THREE RICHLY-CLAD YOUNG WOMEN 172

Three richly-clad young women hold one another by the arms and
shoulders, while three putti tug at their clothes as if to draw them
awayv. A fourth putto hovers in the air, holding a wreath over the
head of the woman in the centre. Above on the right is another
female figure rapidly sketched in outline. The subject of the scene
is not clear. Perhaps the central figure is Psvche, and the putti, sym-
bols of love and of Psyche’s lover Cupid, are trying to separate
her from her sisters and lead her to him.

A small painting in grey by Rubens, now owned by the City
of Milan, shows the same composition as this late drawing and is
probably based on it. There is also an anonymous seventeenth-century
engraving of the same composition, but reversed.

On the verso is a rapid sketch, in black and red chalk and brown
wash, of a group of three naked young women, one of whom is
repeated on the right-hand side. The composition of this group is
based on Rubens’s 7hree Graces, ¢. 1625, in the Vienna Academy,
and is closest to that of the painting of the same title in the Prado,
Madrid, which dates from ¢. 1636-38.

Sheet damaged on the left. Black and red chalk, and brown wash, 280:250 mm.

Bibl.:  Burchard-d’ Hulst, 1956, p. 116, No. 144; Burchard-d’Hulst, 1963, p- 327,
No. 205.

Prov.: Collection of the Association of Friends of Learning, Warsaw, 1800-32.
In the University Library since 1923.

Print-room of the University Library, Warsamw
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SELF-PORTRAIT

This self-portrait, showing Rubens in three-quarter profile with his
face towards the spectator, was drawn towards the end of his life
as a study for the Se/f-Portrait of ¢. 1638-40 in the Kunsthistorisches
Museum, Vienna. The drawing, remarkable for its simplicity and
veracity, differs somewhat from the painting, in which the artist
is seen in front of an architectural décor and with his left hand
on the hilt of his sword. Rubens was over sixty and, though marked
by vears and ill-health, depicted himself in a stylish, proud and dig-
nified attitude.

The sheet has suffered from exposure to light. It is also marked by brown spots
where the ink has penctrated from some rapid sketches made on the back. Black
chalk, heightened with white in places, 461: 287 mm.

Bibl.:  Reiser, No. s555; Rooses, V, pp. 276, 277, No. 1530; Gliick-Haberditzl, p.
62, No. 235; Lugt, Lomvre, Ecole flamande, 11, 1949, pp. 14, 15, No. 1017;
Held, p. 143, No. 1233 Burchard-d’ Hulst, 1963, pp. 323-5, No. 202.

Prov.: J. Richardson Sr. (London, 1665-1745); T. Hudson (London, 1701-79); John
Barnard (L.ondon, d. 1784). Confiscated from French émigrés at the end
of the eighteenth century.

Cabinet des dessins, Musée du Lonrre, Paris
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